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New Takes on Modernism

Nineteenth-Century Ecologies: Home, 
Landscape, and Natural History

No Body, This Body: Marking Flesh, 
Figuration, Abstraction in Trans Art History
Chair: Eliza Steinbock, Leiden University for the Arts in 
Society

Nomadic Art as a Cultural Model
Chairs: Petya Andreeva, Oakland University; Yong Cho, 
Yale University

North American Landscapes and Counter-
histories
Chairs: Jocelyn Anderson, University of Toronto;  
Julia Lum, University of Toronto

Not Your Typical Residency: Artists and the 
Research Institute
Association of Research Institutes in Art History
Chairs: Marie-Stephanie Delamaire, Winterthur Museum; 
Amelia Goerlitz, Smithsonian American Art Museum

Object Biographies: Downstream Histories 
and Unanticipated Artwork Conversations
Northern California Art Historians
Chair: Margaretta Lovell, University of California, 
Berkeley

Occasional Art: Intimacy, Transience, and 
Community in the 20th and 21st Centuries
Chair: Christa Robbins, University of Virgina
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Queer Work / Queer Archives
Queer Caucus for Art
Chairs: Miriam Kienle; Jennifer Sichel, University of 
Chicago

Race and Modern and Contemporary 
Japanese Visual Culture
Japan Art History Forum
Chair: Namiko Kunimoto, The Ohio State University

Race in the History of Design: Objects, 
Identity, Methodologies
Design Studies Forum 
Chair: Kristina Wilson, Clark University

Race, Vision, and Surveillance
Chairs: Kim Bobier, Pratt Institute; Marisa Williamson, 
Hartford Art School, University of Hartford

Radical Female Artists: Wielding Media as 
Critique

Reconsidering the Status of the Artist in Early 
Modern Spain and Latin America (1600–1715)
Chair: Lisandra Estevez, Winston-Salem State University

Reconstruction and Ruins: A Vision from 
Historical Heritage to Contemporary Culture

Redefining the University Art Gallery
Chair: Alyssa Bralower, University of Illinois Urbana-
Champaign

Reframing Innovation: Art, the Maker 
Movement, and Critique
New Media Caucus
Chair: Byron Rich, Allegheny College

Reinventing Museums in Southeast Asia from 
the Colonial to the National, the Regional to 
the Global
Chairs: Pearlie Rose Baluyut, State University of New 
York College at Oneonta; Emily Stokes-Rees, Syracuse 
University

Religious Objects and Modern / 
Contemporary Audiences
Chairs: Kathryn Barush, Jesuit School of Theology of 
Santa Clara University and the Graduate Theological 
Union, Berkeley; Stephanie Nadalo, Parsons Paris,  
New School

Renaissance Exchanges
Chairs: Joseph Monteyne, University of British Columbia; 
Ivana Vranic, University of British Columbia

Respond and Adapt: A Fuse of Art and the 
Other
Mid-American College Art Association
Chairs: Chung-Fan Chang, Mid-America College Art 
Association, Mid America College Art Association;  
Julie Abijanac, Columbus College of Art & Design

Picturing and Performing Martial 
Masculinities
Chairs: Chassica Kirchhoff, The Metropolitan Museum of 
Art; Sean Kramer, University of Michigan

Plasticene: Material and Conceptual “Plastics” 
in the Practice, History, and Conservation  
of Art
Chairs: Emily Verla Bovino; Roksana Filipowska

Portraits of Power: Legitimacy, Symbolism, 
and Ideology in the Public Portrait Gallery
Chairs: Craig Reynolds, Capitol Square Preservation 
Council, Virginia State Capitol; Emily Gerhold,  
The College of William and Mary

Portraiture and the Human Figure in Orissa 
(Odisha), 8th–13th Centuries
Chairs: Rob Linrothe, Northwestern University; Jinah Kim, 
Harvard University

Power, Resistance, and Gender Issues in the 
Arts of Women
Coalition of Women in the Arts Organization (CWAO)
Chair: Kyra Belan, Broward College

Public Art and Political Change: All Things 
That Rise Must Converge
Professional Practices Committee
Chairs: Greg Shelnutt, University of Delaware;  
Brian Bishop, Framingham State University

Public Art and Political Elections
Public Art Dialogue
Chairs: Marisa Lerer, Manhattan College; Jennifer 
Favorite, Graduate Center, City University of New York

Public Monuments and Sculpture in Postwar 
Europe
European Postwar and Contemporary Art Forum
Chair: Martina Tanga, deCordova Sculpture Park and 
Museum

Putting Teaching into Practice: Professors as 
Curators in College and University Teaching 
Museums
Chair: Horace Ballard, Williams College Museum of Art, 
Brown University

Queen: Centering the Black Woman as the 
Subject of Beauty
Chair: Sarah Clunis

Queer and Feminist Art Censorship in the Age 
of Social Media
Chair: Clarity Haynes, Brooklyn College

Queer Artists of Color in New York during the 
AIDS Epidemic
Chairs: John Paul Ricco, University of Toronto; Robert 
Summers, Queer Art Network
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Supporting Immigrant Artists and 
Communities 
Chair: Michael Royce, New York Foundation for the Arts

Symbolism, the East, and Africa
Art, Literature, and Music in Symbolism and Decadence
Chair: Deborah Cibelli, Art Literature Music in Symbolism 
and Decadence

Systems and War

Teaching Art Entrepreneurship as a New 
Paradigm for the 21st Century Art Schools
Chair: Jacek Kolasinski, Florida International University

Teaching Art as Social Action: Pros, Cons, 
Observations, Experiences
Radical Art Caucus
Chairs: Jeffrey Kasper; Chloë Bass, Queens College Art 
Department

Teaching Art History in the Wake of #MeToo
Chairs: Cynthia Colburn, Pepperdine University;  
Ella Gonzalez, Pepperdine University

Teaching Art Theory and Criticism in 
Undergraduate Studio Art Programs
Chair: Ann Kim

Teaching Design Studies: Practice, Methods, 
and Resources
Chairs: Carla Cesare, University of Cincinnati, Blue Ash 
College; Gretchen Von Koenig, Parsons School of Design, 
New School

Technologies of Counter-Publicity
Chairs: Philip Glahn, Tyler School of Art, Temple 
University; Cary Levine, University of North Carolina, 
Chapel Hill

Technologies of Data and Visualization in Art 
and Discourse

Tenochtitlan/Mexico City: New Directions in 
Iconographic Study
Chair: George Scheper, Johns Hopkins University

Textile Ecologies: Environmental Aesthetics 
and Transmaterial Dynamics of Cloth
Chairs: Sylvia Houghteling, Bryn Mawr College;  
Vera-Simone Schulz, Kunsthistorisches Institut in  
Florenz - Max-Planck-Institut

The Aesthetics of Violence: “I want to feel 
the place where your teeth meets the word, 
where the sense suffers the word, the mark, 
the shape, the sound.” 
Chair: Natasha Marie Llorens, Art History and Archeology

The Anti-Black Interior? Enslavement and 
Refinement in Domestic Spaces
Chairs: Jennifer Van Horn, University of Delaware;  
Maurie McInnis, University of Texas Austin

Rethinking Ethnographic Surrealism
Chair: Rachel Silveri, University of Florida

Reuse, Hybridity, and Otherness: Premodern 
East Asian Examples 
Chair: Cynthea Bogel, Kyushu University

Rhythm, Race, and Aesthetics of Being 
Together
Chairs: John Paul Ricco, University of Toronto;  
Kris Cohen, Reed College

Sally Dixon’s Media Circuits: Reimagining 
Institutional Dynamics and Global Exchanges 
in 1970s Experimental Media Arts 
Chairs: Benjamin Ogrodnik, University of Pittsburgh; 
Melissa Ragona, Carnegie Mellon University

Scholars’ Papers: Preservation, Collection, 
Legacy
Catalogue Raisonné Scholars Association
Chair: Susan Cooke

Shifting Perceptions through and on Aesthetic 
Practices: Maps, Dots, Books, and Social 
Movements

Social Action, Censorship, and Campus Art 
Museums
Chair: Hunter O’Hanian, College Art Association

Social Practice and Service Learning
Chairs: Ellen Mueller, Minneapolis College of Art and 
Design; Karen Gergely, Graceland University

Spatial Dialogues in Feminism 

Speculative Feminist Futures
Chairs: Margaret Hart, University of Massachusetts 
Boston; Rachel Buller, Bethel College

State of the Art (History): Engaging Difficult 
Topics in and out of the Classroom
Chair: Parme Giuntini, Otis College of Art and Design

Step into the Arena: Aesthetics and Athletics 
in the American Context
Chair: Jordana Moore Saggese, University of Maryland, 
College Park

Strategic Partnerships and the Future of the 
Academic Museum
Chairs: Liliana Milkova, Allen Memorial Art Museum; 
Shalini Le Gall

Subjugated Bodies and the Other in Art of the 
Ancient World
Chairs: Caitlin Earley, University of Nevada, Reno;  
Tara Prakash, The Metropolitan Museum of Art
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The Mellon Foundation at Fifty: Reflecting on 
Five Decades of Philanthropy in the Museum
The Andrew W. Mellon Foundation
Chair: Alison Gilchrest, The Andrew W. Mellon Foundation

The Place of Art. The Re-definition of the 
Exhibition Format in the 70s
Chair: Clarissa Ricci, Iuav, University in Venice

The Politics of Independence: European 
Neoclassicism and Latin American Identity
Chairs: Martina Meyer, Stanford University, University of 
Guelph, Stanford University; Susan Douglas, University of 
Guelph

The Politics of Ornament: National Ideology, 
the Everyday, and Modern Design in East Asia
Chair: Ren Wei, Dickinson College

The Practice and the Other Practice:  
The Relationship Between Making Art and 
Teaching
Chairs: Courtney McClellan; Coe Lapossy, University of 
Massachusetts Amherst

The Practice of Fashion: Designing the 
American Body
Chairs: Emma McClendon, The Museum at the Fashion 
Institute of Technology; Lauren Peters, Columbia College 
Chicago

“The Problem of Woman” in Surrealism
Chairs: Alyce Mahon, University of Cambridge; Katharine 
Conley, College of William and Mary

The Production of Public Space: Women 
Artists in Performance across the Globe
Chair: Joanna Matuszak, Indiana University Bloomington

The Role and Impacts of the Arts in Research 
Universities: Learning from Interdisciplinary 
Teams
Alliance for the Arts in Research Universities
Chair: Gabriel Harp, The Alliance for the Arts in Research 
Universities

The Spectacle in Art from the Panorama to the 
Infinity Room
Chairs: Jason Rosenfeld, Marymount Manhattan College; 
Timothy Barringer, Yale University

The Studio as Market
International Art Market Studies
Chair: Julie Codell, Arizona State University

The Technology Divide: Tensions between the 
Hand, New Media, and Studio Art Pedagogy
Chair: Jason Swift, University of West Georgia

The Versatile Artist
Historians of Eighteenth-Century Art and Architecture
Chairs: Daniella Berman, Institute of Fine Arts, New York 
University; Jessica Fripp, Texas Christian University

The Art of Failure
Chair: Devon Smither, University of Lethbridge, Alberta

The Art of Power: Himalayan Art in and as the 
Political Realm
Chair: Ariana Maki, University of Virginia

The Artist and the Allegory: Locating “the 
Feminine” in Modern Arab Art
Association of Modern and Contemporary Art of the Arab 
World, Iran and Turkey
Chairs: Nisa Ari, Massachusetts Institute of Technology;  
Alessandra Amin, University of California, Los Angeles

The Artist as Public Intellectual: 1968 to Today
Chair: Cara Jordan, Graduate Center, City University of 
New York

The Artist’s Vision—The Lasting Legacy
Chair: Jan Wurm, Richmond Art Center

The Critical Voice in Art of the United States 
1776–1917
Chair: Janice Simon, University of Georgia

The Decolonial and the Querying & Queerying 
“Self” in Latinx Art
Chair: Angelique Szymanek, Hobart and William Smith 
Colleges

The Duty of Care in Institutions
Chair: Melissa Lee, Tai Kwun Centre for Heritage and Art

The Female Impact: Women and the Art 
Market in the Early Modern Era
Historians of Netherlandish Art
Chairs: Judith Noorman, New York University;  
Frans Grijzenhout

The Gastronomic Turn: Art and Food Since 
1960
Chairs: Andrea Gyorody, Allen Memorial Art Museum; 
Laura Fried, Active Cultures

The Impact and Dimensions of Artists’ Estates: 
Practical, Economic, Emotional, Creative
Chairs: Mira Friedlaender, Bilge Friedlaender Estate; 
Rachel Middleman, California State University, Chico

The Intersectionality of Art, Feminism, 
Postcolonialism, and Sovereignty
Chairs: Judith Brodsky, Rutgers, State University of  
New Jersey; Ferris Olin, Rutgers, State University of 
New Jersey

The Mellon Foundation at Fifty: Reflecting on 
Five Decades of Philanthropy in the Academy
The Andrew W. Mellon Foundation
Chair: Dianne Harris, The Andrew W. Mellon Foundation
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Walking Out of Class: Putting the “Ped” in 
Pedagogy
Chair: Carol Padberg, University of Hartford

What Can CAA Do for Designers?
Chair: Carma Gorman, University of Texas at Austin

What do you show when there’s nothing to 
show?: Social practice and the gallery
Chairs: Nancy Nowacek; Allison Rowe, Art Education

What is American? Exploring Iberian Contact 
Zones in the “New World” 
Chairs: Naomi Slipp, Auburn University at Montgomery; 
Mark Castro

What Is Contemporary Art History Now? Ten 
Years of the Society of Contemporary Art 
Historians (SCAH)
Society of Contemporary Art Historians
Chair: Jacob Stewart-Halevy, Tufts University

What is Photography?
Chair: Andrés Zervigón, Rutgers, State University of 
New Jersey

“When Home Won’t Let You Stay”: Art and 
Migration in the 21st Century
Chairs: Ruth Erickson, Institute of Contemporary Art; 
Ellen Tani, Bowdoin College Museum of Art, Institute of 
Contemporary Art, Boston, Stanford University

Where Industry Meets Academia: Who Is 
Leading the Pack in Design Research and 
Why?
Committee on Design
Chair: Daniel Wong, Design Incubation

Why Art Matters: Art History’s Response to 
the Changing Art World
Chairs: Gwen Robertson, Colburn School; Aandrea Stang

“Wicked Problems” in Visual Arts Education
Education Committee
Chair: Virginia Spivey

Wish You Were Here: The Souvenir as Emblem 
of Regional Identity
Chairs: Christopher Moore, Concordia University; Isabel 
Prochner, Syracuse University

Women Artists in Germany, Scandinavia, and 
Central Europe, 1880–1960
Historians of German, Scandinavian, and Central 
European Art and Architecture
Chair: Kerry Greaves

The Visual Culture of Art History Education
Chair: Jean Robertson, Herron School of Art and Design, 
Indiana University

Theorizing Community-Based Art in 
Nonurban Locations
Chairs: Justin Jesty, University of Washington;  
Noni Brynjolson, University of California, San Diego

Thou Shalt Not Copy—or Should You? 
Copyright and Its Enemies in Contemporary 
Visual Arts
American Society for Aesthetics
Chair: Tiziana Andina, University of Turin

Tracing Islam through Artistic & Cultural 
Practices

Trans Representations: Intersectional Gender 
Identities in Contemporary Art and Visual 
Culture
Chair: Ace Lehner, University of California, Santa Cruz

Transnationalism and Sculpture in the Long 
19th Century (ca. 1785–1915)
Association of Historians of 19th-Century Art
Chairs: Roberto Ferrari, Columbia University;  
Tomas Macsotay, Universitat Pompeu Fabra

Troubling Inheritances: Reworking Cultural 
Mythologies
Chairs: Letha Ch’ien, Sonoma State University;  
Jennifer Shaw, Sonoma State University

Twentieth-Century Design and the Immigrant 
Professional in the Americas
Chair: Laura McGuire, University of Hawaii at Manoa

Using OERs for Teaching and Research
Chairs: Rebecca Easby, Trinity Washington University; 
Ian McDermott, LaGuardia Community College, City 
University of New York

Video in Times of Global Crisis
Chairs: Carla Macchiavello, Borough of Manhattan 
Community College; Nicholas Croggon, Columbia 
University

Visionary Impulses in Utopian Art and Design
Chairs: Rory O’Dea, Parsons School of Design;  
Sarah Montross, Bowdoin College Museum of Art
American Society for Hispanic Art Historical Studies

Visions of Mexico and the Iberian Peninsula
Chair: Jeffrey Schrader, University of Colorado Denver

Visualizing Scientific Thinking and Religion in 
the Early Modern Iberian World
Chairs: Brendan McMahon; Emily Floyd, University 
College London
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Printmaking, Pedagogy, and Public Service
Presenter: Beauvais Lyons, University of Tennessee

The Power of Perception: Art, Climate Change, 
and the History of US Environmental Policy
Presenter: Melissa Fleming, Studio Melissa Fleming

User Experience along the St. James Way. 
Intervisibility testing with agent based 
modeling at the monastery of San Julián de 
Samos
Presenters: Augustus Wendell, Estefania Lopez-Salas, 
University of A Coruña

“Opening” Art History: Re-designing the 
Survey Course With Open Educational 
Resources
Presenter: Natascha Chtena, University of California, 
Los Angeles

EXHIBITOR SESSIONS
19th Century Art Revolution; through the eyes 
of the Sennelier store in Paris
Chair: Pierre Guidetti, Savoir-Faire

Fulbright Arts Awards: Funding for expanding 
your practice in a global setting
Chair: Grant Stream-Gonzalez, Institute of International 
Education

How to Get Published and How to Get Read
Chair: Geraldine Richards, Routledge, Taylor & Francis

Where are all the Students? Boosting 
Engagement and Enrollment in Art Courses
Chair: Fred Kleiner, Boston University; Participant: 
Jennifer S. Pride, Liberty University

Will Your Paintings Flake, Fade, or Fail? From 
Research to Reality.
Chair: Brian Holden Baade, University of Delaware; 
Participants: Rustin Levenson, ArtCareConservation NYC, 
Miami, LA, Sarah Sands, Golden Artist Colors, Michael R. 
Skalka, National Gallery of Art, Matthew Skopek, Whitney 
Museum of American Art

Women’s Devotion and Visual Culture in Early 
Modern Spain: The Convent of the Descalzas 
Reales
Society for the Study of Early Modern Women
Chairs: Maria Cruz De Carlos, Universidad Autónoma 
Madrid; Tanya Tiffany, University of Wisconsin–
Milwaukee

Women’s Identity, Liturgy, and Sacred Space 
in Medieval and Renaissance Italy
Chair: Joanne Allen, American University

Working Together on the Frontier: Art 
Collaborations with STEAM across Campus
Chair: Barbara Westman, Slippery Rock University

Writing about Art: Women Authors and Art 
Critics in the Late 19th Century
Chair: Leanne Zalewski, Central Connecticut State 
University

POSTER SESSIONS
#IMPACT: Education for Design Innovators
Presenters: Chin-Juz Yeh, Christie Shin, Fashion Institute 
of Technology, State University of New York

Art, Research and the World of Reborn Babies
Presenter: Emilie St-Hilaire, Concordia University

Ar[t]chaeology: Intersections of 
Contemporary Art and Archaeology 
Presenters: Elena Stylianou, Artemis Eleftheriadou, 
Yiannis Toumazis, European University Cyprus, Frederick 
University, Nicosia, Cyprus, Pierides Foundation

Building a Scholarly Platform for Latin 
American and Latinx Visual Culture Research
Presenter: Emily Engel, University of California,  
Santa Barbara

Decoding Dress: The Fashion History 
Timeline—a hub for fashion research
Presenter: Justine De Young, Fashion Institute of 
Technology, State University of New York

Digital Afterlife: A Practice-Based Research 
Initiative in the Post-Internet Arts and 
Humanities
Presenter: Laura Kim, Mark Amerika, University of 
Colorado Boulder, University of Colorado

OpenArt: The Open-Access Platform for 
Cataloging Art
Presenter: Elizabeth Honig, University of California, 
Berkeley

Preparing MFA Students to Teach College Art 
Presenter: Dahye Kim, Columbia University
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Crie Stone and Erin Dace Behling, community organizers 
Sarah Marriage and Emily Bunker, and icons of the field 
Wendy Maruyama and Rosanne Somerson, occurred at each 
woodworker’s studio, workplace, or home, across three 
geographic locations (West Coast, Northeast, and Midwest) 
from 2016–2018. The paper explores common themes cited 
by respondents as particularly meaningful in their trajectories 
as craftspeople: childhood exposure to craft, education, 
mentorship, economic models, and intersecting identities. 
What strategies do they employ to carve out spaces of their 
own and create groundbreaking bodies of work, all while 
negotiating the unique challenges of being female in a male-
dominated field? And ultimately, how does their presence 
impact the trajectory of contemporary fine woodworking? 

Late 20th-Century Jewelry Rags: Design/Content/Meaning
Renee Roll

Through a systematic review of two jewelry publications 
(Lapidary Journal and Metalsmith), the way artistic 
communities seek to promote creative achievement and a 
sharing of knowledge is revealed. These visual investigations 
explore the way each periodical emphasizes how education 
and training of jewelry designers and craftspeople happens; 
and how various emphases have been placed upon skill, 
technological prowess, creativity and innovation, and ability to 
have financial success in the marketplace. Further delineation 
between artists creating for gallery exhibition vs. retail sale 
solidifies hierarchical structures of value. The observations 
detailed through this project reveal how content and design 
of industry publications reinforce differences in pedagogical 
approach and perceived artistic success between academic 
and mass market production. To discern how print publications 
of the late 20th century have either reinforced or attempted 
to circumvent these interpretations, this study investigates 
and reveals how content and visual imagery are used in these 
periodicals. The study reviews publications from the year 
2000 and categorizes each page by content into categories, 
as well as identifies key design strategies. The results of the 
study indicate a high level of artist/maker feature articles 
in Metalsmith and a high level of advertising in Lapidary 
Journal. Other factors of differentiation include a higher 
quality of overall design in Metalsmith (as perceived by design 
professionals), and inclusion of more artist features. Although 
much of the content in Lapidary Journal might be deemed 
ephemeral, certain technical articles are deemed valuable 
enough to archive, while Metalsmith is deemed archivable in 
its entirety. 

Where Did the “Users” Go? Understanding the Israeli “Craft as 
Design” Discourse in the Field of Israeli Ceramics
Orly Nezer, Vilensky academy for education

Under the influence of a lively arena of creativity, research, 
and a growing interest in material, hand-made ceramics is 
promoted by the strongest institutions in the Israeli field of 
ceramics as manifestation of contemporary “craft as design.” 
In line with “the moral turn” in contemporary art, anti-quality, 
anti-object and anti-capitalist consumption ideology, agents 
promote objects characterized by amateur making processes, 
many times unusable, while theorize their coming into being 
as epitomizing resistance and uniqueness within today’s 

10th Critical Craft Forum: Craft Scholarship in the Next 
Ten Years
Chairs: Namita Wiggers, Warren Wilson College and Critical Craft 
Forum; Jenni Sorkin, University of California, Santa Barbara

This session features papers from currently enrolled graduate 
students and recent graduates, and presents original research 
on the subjects of craft history, theory, exhibitions, indigeneity, 
diaspora, colonialism, gender, economies, film, and pedagogy. 
In 2018, the CAA Conference daily schedule included an 
unprecedented number of papers and sessions connected to craft. 
In recognition of the 10th Critical Craft Forum session at CAA, 
this panel showcases the next generation of craft scholarship. 
Discussion will focus on what questions and topics students are 
considering, how to support ongoing scholarship on craft, and how 
to mentor into the future.

Expanded Crafts: Text and Textile-Based Practices in South 
American Conceptualism
Jacqueline Witkowski, University of British Columbia

My research analyzes the ways in which materials such as 
thread and fiber can become metaphorical and theoretical 
devices to speak to the historical and violent displacement of 
histories, lands, and peoples occurring through the process 
of colonization, as well as with repressive regimes. The textile 
and its components offer an acknowledgement of the layers of 
history involved, as well as activate populations to reconsider 
the narratives imposed upon them. That is, textiles correspond 
to language and writing—made clear through connections 
with poetry and asemic writing of artists such as Lygia Pape, 
Cecilia Vicuña, and Mirtha Dermisache. Weaving and story-
making involve such processes where truth and ideas become 
worked out or enacted through the loom or with the pen. 
Therefore, I argue for tracing the geopolitical issues connecting 
the Northern and Southern Hemispheres through this use of 
both iterations of fiber and textiles and their relationship to 
language. The written and visual practices of these artists 
speak to historical and contemporary concerns of indigeneity 
and colonial violence that affected the Southern Cone through 
the military governments and the violence afflicted by them. In 
Chile, Brazil, and Argentina, artists affected by this historical 
colonization and violent governments worked with the 
possibilities textiles and fiber art afforded them, particularly 
when faced with art historical concerns such as the import of 
modernism and impending conceptualism that would occur in 
the postwar period. 

Women’s Work: Transforming Contemporary Woodworking
Phoebe Kuo, 3D Design

Fine woodworking is historically a male-dominated field, 
and the image of the solitary male woodworker persists 
today, despite the growing number of women and non-
binary craftspeople shaping the field in studios, schools, and 
workshops across the country. This paper is part of a larger 
book project that aims to bring to light the diverse stories 
of female contemporary woodworkers. Primary research 
consists of 20 in-depth, ethnographic interviews conducted 
with American women woodworkers, complemented by a 
questionnaire distributed to over 100 additional respondents. 
The interviews, with emerging artists including Michaela 

ABSTRACTS 2019



16New York City  2019

can be developed in service of a greater understanding of 
contemporary Armenian artists working across the globe. 
Of the 16 artists that occupied the Armenian Pavilion of the 
Venice Biennale in 2015, marking the centennial of the 1915 
Genocide, only one lives in modern-day Armenia. These 
artists find a connection to the home from which their families 
were forcibly removed through their art making practices. By 
examining contemporary artists of the Armenian diaspora who 
utilize traditional handcrafts, we are able to gain a deeper 
understanding of what was lost, what needs preserving, and 
how we might open a dialogue around trauma to break cycles 
of violence. 

17th-Century French Painting—New Thoughts
Chair: Anne Bertrand-Dewsnap, Marist College
Discussant: Anne Bertrand-Dewsnap, Marist College

This session solicits papers addressing any aspect of 17th-
century French painting, a rich topic but difficult to grasp as a 
whole because of its apparent lack of stylistic and iconographical 
cohesion. In the last ten years, new monographs and exhibitions on 
specific painters (such as Nicolas Poussin, the Le Nain brothers and 
Valentin de Boulogne, to cite only a few) have provided invaluable 
new research but as a side effect tend to isolate these painters 
from their place in the broader context of the so-called “Golden 
Age” of French 17th-century painting. This session presents new 
research on specific painters and/or proposing new approaches 
in understanding and defining French 17th-century painting as a 
whole. For instance, papers addressing some of the following issues 
are welcome: the importance of artistic centers outside of Paris and 
their relationship with the art of the capital; how the different types 
of patronage (the monarchy, the wealthy bourgeoisie, the middle 
class) have shaped French 17th-century style; while the relationship 
between France and Italy is well-known, what interactions existed 
between French painters and other neighboring countries, such as 
Flanders, Spain and Germany?

Poussin’s Poetry, Modes of Style, and Legacy
Lois Walsh-Gallina, Marist College

Poussin creates an ideal mythic world, but one in which 
the vitality of the actual world animates and permeates 
the interactions. There is a sense of nostalgia for the past, 
combined with a delight in the real countryside of the Roman 
campagna, manipulation of light and color effects and 
composition; and a poetic evocation of life in all its aspects. In 
my paper I focus on Poussin’s concept of different style modes 
in painting, appropriate to the subject matter, his reticent 
poetry that continues to resonate, and the legacy of his work. I 
discuss my continuing involvement as a painter with the work 
of Poussin, his independence of vision, his attention to paint 
and composition, as well as his combining of artificial and 
naturalistic effects, which have all inspired divergent artists. 
I discuss the influence of Poussin on selected 20th-century 
painters. The evocation of an ideal vision of antiquity, along 
with an emphasis on formal values will resonate in differing 
degrees with later artists, most notably Paul Cézanne, but also 
later 20th-century painters like Bob Thompson, who translates 
the Arcadian visions of Poussin into the vocabulary of abstract 
expressionism. 

alienated mass production. At the same-time, denying crafts’ 
relationship with the consumption-economy. Those with power 
define handwork and makers’ bodily gestures as moral or 
unique, while neglecting “use” and “users” as real generators 
of meaning and value to objects of craft. The impression is that 
the field of studio ceramics became at service as a platform 
to accrue status in the local and international craft as design 
discourse, while needlessly marginalizing the same field that 
has provided the legitimacy and symbolic capital. This paper 
will point out some digressions caused by the adoption of the 
“amateur craft” and “craft as design” discourse in the field of 
ceramics, some with moral implications. It will also show that 
the type of artifacts that are promoted fail to describe the full 
range of activities that take place in the studio ceramics arena, 
most significantly ignore the relationship between craft and 
use, studio-ceramic practitioners and users. 

Information Technology and Craft in Rural America: How 
Information Technology Infrastructure, Innovation, and Behavior 
Influence the Aesthetic Progress of Contemporary American 
Quilting
Renée Reizman, University of California, Irvine

This paper outlines my findings gathered from qualitative 
field research in rural Nebraska conducted in 2017 during an 
eight-week artist’s residency at Art Farm in Marquette, NE. My 
project examined how information technology (IT) impacts the 
aesthetic progress of contemporary American quilting, with 
a specific focus on rural communities who disproportionately 
lack access to high quality IT infrastructure. This research 
reflects general patterns regarding rural America’s lag in 
cultural trends and economic progress, but contextualizes 
them in the realm of craft. Interviews revealed two major 
areas of interest: relationships between quilting aesthetics 
and IT infrastructure; and internet habits which influence how 
quilters connect, share, and purchase their quilts and supplies. 
Poor infrastructure exacerbates rural Nebraska’s isolation 
from modern trends, and internet habits make a large impact 
on how quilting’s social culture is changing. Many quilters 
who aren’t online feel their craft will soon become a lost art, 
whereas plugged-in quilters see a resurgence of interest. My 
research included site visits to 46 towns, 22 quilt shops, three 
quilt shows, and two quilt guild meetings. General inquiries 
were sent to each quilting guild to request participation in 
The Nebraska Intranet, a collaborative project that aims to 
represent these ideas of quilting in the age of information 
technology. The project seeks a quilting block from each of 
the 93 counties in Nebraska, as well as the state’s two Modern 
Quilt Guild chapters. 

Shared Memory: Cloth, Coping, and Art in the Armenian Diaspora
Emma Welty, Purchase College, State University of New York

This paper will explore contemporary Armenian artists who 
utilize traditional handcrafts, specifically textiles, to reinterpret 
their cultural heritage throughout the diaspora since the 
Armenian Genocide of 1915. The slow, laborious skills required 
to make knotted rugs, embroideries and lacework that are 
traditionally passed down generationally may be inherited, 
along with an expanded relationship to violence, trauma and 
loss. Marianne Hirsch, who coined the term “postmemory,” 
has built on recent studies of epi-genetics to explore the 
impact of intergenerational trauma on visual culture. This 
issue of “postmemory,” which has been explored by Hirsch 
specifically in the context of children of Holocaust survivors, 
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Gallery House: Reimagining an Art School Fraternity Experience
Josh Yavelberg, University of Maryland University College

Delta Gamma Theta, a fraternal organization at Pratt Institute 
with history dating back to 1898 encountered difficulties in 
2003 as they faced dwindling membership, an absent alumni 
association, and were facing foreclosure on their chapter 
house, a brownstone in the heart of Clinton Hill in Brooklyn, 
New York City. Amid desperate efforts by a few dedicated 
alums, the fraternity reimagined its mission, adapting to the 
career-focused needs of the new student body. The fraternity 
transformed its house into Gallery House, a thriving art gallery 
displaying professional artist work. Instead of gaining new 
members through a rigorous pledging process, the fraternal 
organization now onboards members through a demanding 
internship process requiring that both undergraduate and 
graduate student interns curate, promote, and manage 
thematic art exhibitions that raise money for charities of 
their choosing. This presentation discusses the history of 
the organization, its transition and restructuring, and its 
reemergence as a successful service learning opportunity 
providing professional growth and networking for students of 
Pratt Institute as described by alumni involved in the transition 
and recent Gallery House graduates. 

Desperate Remedies: Ten Years as Artist Developer of a Five-
Story 1904 Cast-Iron Column Condo, Just to Own My Studio
Linda Cunningham, Bronx Bricks

Housing Artists in an Autocratic Society
Scott Pfaffman

The systemic shortage of affordable housing is a structural 
challenge to our society and especially to workers who at every 
level in our economy contribute to the welfare of the state. 
These workers, including cultural workers, are under severe 
pressure to find and keep housing and working spaces in an 
ever tightening market. We seem to be sprinting toward an 
economic system which increasingly tightens financial hardship 
on all but our wealthiest members in a stated strategy to 
maximize profits for the investor class. The growing autonomy 
of wealth has left the rest of our society in grave danger of 
bankruptcy for the sake of those investors’ portfolios. Ironically 
if this situation is allowed to continue those same shareholders 
will suffer catastrophic losses when this system of top heavy 
capital concentration collapses. Added Value cannot add 
value without investment. Investments must be maintained 
to support the working class. The working class, including 
cultural workers, must organize to provide the basic economic 
protections to sustain livelihoods and cultural life. 

Building a Live Work Art Space in the Hudson River Valley:  
The Process, Challenges, and Successes
Deirdre Solin, Sole Proprietor

A Carolingian Legacy in the Arts of Normandy and 
Anglo-Norman England
Chair: Terence Dewsnap

To medieval authors such as Orderic Vitalis, Charlemagne 
represented the rebirth of the Holy Roman Empire in the west. While 
Constantine was a magnificent ruler and a champion of Christianity, 
Charlemagne had improved on him, navigating history along its 
proper course. “The crowning of Charlemagne maintained the 

Alexandre Ubeleski’s Work against a Background of French 
Painting in the Second Half of the 17th Century
Barbara Hryszko, Jesuit University Ignatianum

Little is known of Alexandre Ubeleski (1649/51–1718), an artist of 
Polish descent, Charles Le Brun’s pupil, the winner of prestigious 
Prix de Rome, a member of Accademia di San Luca in Rome, 
the King’s painter, an academician, and the professor of the 
Royal Academy of Painting and Sculpture in Paris. Studies on his 
life and work in Paris and Rome offer a broader picture of the 
French art during the reign of the Sun King. The aim of the paper 
is to juxtapose his œuvre with other painters from the circles 
of Le Brun’s workshop and the Academy, and next to embed 
Ubeleski’s work against a background of the French painting in 
this period. The paper also discusses the origins of his artistic 
style and the impact the principles promoted in the Academy 
had on it, and analyzes his position in the artistic environment 
in Paris. Additionally, the paper presents new works that have 
recently been attributed to Ubeleski. 

Toward a Definition of 17th-Century French Painting
Anne Bertrand-Dewsnap, Marist College

The aim of this paper is to investigate possible reasons for the 
apparent lack of stylistic and iconographical cohesion in 17th-
century French painting. First, the difficulties and challenges 
in understanding 17th-century French painting, the so-called 
Golden Age of French Art, will be outlined by comparing its 
characteristics to those seen in Italian and Flemish 17th-century 
art. Second, this paper challenges traditional definitions of 
French 17th-century painting focusing on categories such 
as Classicism and Caravaggesque, which tend to ignore its 
complexities through exclusion. Third, this paper proposes 
new approaches. Using a range of key works by such artists 
as Simon Vouet, Philippe de Champaigne, Georges de la Tour, 
the Le Nain brothers, and Nicolas Poussin, the paper addresses 
how the relationship between patronage and politics may 
explain the intrinsically original and heterogeneous nature of 
French 17th-century painting. 

2nd Annual CAA Panel on Artists’ Space-Making 
Initiatives
Chair: Michele Gambetta, ArtCondo

New York City’s history of creating buildings and spaces for artists 
has taken many turns the last 150 years—from Carnegie Hall to 
Westbeth to the Dorothy Ross Friedman Residence created by 
the Actors Fund to ABC No Rio’s new building, BronxBricks, and 
the ArtCondo building in the South Bronx—a variety of initiatives 
have been used to create artists’ spaces, and lessons have been 
learned from both successes and failures. Most recently, in 2018, 
the New York City Department of Cultural Affairs and the New York 
City Economic Development Corporation launched two new and 
exciting efforts to build affordable artists living and workspaces. The 
Affordable Real Estate for Artists (AREA) initiative will be working 
with nonprofits to develop and operate affordable artist workspaces 
in new City-led development projects and kick-starting more 
exciting and diverse possibilities in support of housing NYC’s art 
workers. These new initiatives are a major step in the City’s efforts 
to maintain its reputation as a place with active working artists who 
contribute to the vitality of the boroughs. This panel discussion 
will review selected projects, generate a dialogue directed to the 
very real challenges artists face, and consider ways to create and 
maintain additional spaces for working artists in the City.
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organization, and drew the separate entries together in 
common purpose. By examining Bayeux’s inventory in detail, 
a vivid picture of the legacy of the past realized in the interior 
furnishings of this Norman cathedral emerges. 

Saint-Pierre at Jumièges: A Fragment in Time
Jenny Shaffer

The fabled monastery of Jumièges in northern France—built, 
destroyed, rebuilt, and renovated repeatedly since its 7th-
century founding—exists today as a stunning, post-Revolution 
ruin. A fragment—a partial west end and pair of nave bays—of 
the early medieval church of Saint-Pierre, embedded within 
a Gothic rebuilding, presents a tantalizing survival. Variously 
dated since the 19th century using formal and textual analysis, 
scholarly consensus, until recently, put the church around 
1000. A surprising 2006 reanalysis, in tandem with carbon 
dating, places the remains in the late 8th or early 9th century. 
Now imbued with the prestige of the age of Charlemagne 
and conceivably contemporary with such canonical works as 
the chapel at Aachen, Saint-Pierre’s role in scholarship as the 
earliest surviving Norman Romanesque building—one reliant 
on Carolingian precedent—is being overwritten, the building no 
longer understood as imitative, but as authoritative, particularly 
for the westwork form. This shifting history—like Jumièges itself, 
a palimpsest—underscores the malleability of art-historical 
evidence and temporalities, and highlights changing attitudes 
towards these vestiges, which themselves present potent 
evidence of a medieval interest in and acceptance of pastiche. 
This paper explores Saint-Pierre’s layered histories, particularly 
since its “discovery” in the 19th century, to consider transforming 
images of the fragment—once appreciated as redolent of a past 
time, and later seen as something incomplete, to be reunited 
with a lost whole in a recovered past. 

A Global History of Early Modern Bronze 
Chair: Sofia Gans, The Pierrepont School

Despite great geographic and temporal diversity, artisans have long 
approached the material of bronze in similar ways. For instance, 
the makers of bronzes during the Chola dynasty in India employed 
lost-wax casting techniques similar to those used in the Meuse 
River valley. And yet, technical and material studies of bronze and 
copper alloy objects often center around the works of a particular 
artist or geographic region. In the early modern period in particular, 
studies of the processes of making bronze sculpture have been 
largely limited to the innovations of the Italian peninsula (see Stone 
on Antico and Severo da Ravenna, Sturman on Giambologna, Cole 
on Cellini, or Bewer on de Vries). This panel seeks not only to look 
beyond traditional studies of individual workshops’ approaches to 
making in bronze, but also to compare early modern approaches 
beyond an Italo-centric or western European framework. How 
did knowledge about casting travel? How might we interrogate 
the traditional distinctions between direct and indirect casting 
technology? How did shared approaches to casting develop? How 
might we place disparate traditions into dialogue with one another? 
The session assembles papers from art historians and conservators 
working on comparative approaches to early modern bronze 
casting, convening a panel that engages non-western and western, 
northern and southern approaches to the material of bronze 
on a continuous spectrum. By doing so, we hope to reveal new 
avenues for the study of early modern bronze casting as a global 
phenomenon.

glitter and myth of Rome” (Marie-Dominique Chenu). The Norman 
dynasty, from its foundation in the 10th century within the territory 
that was once Carolingian Neustria, claimed a special relationship 
with its predecessor, rebuilding church and state after Carolingian 
paradigms. During the period of the Conquest of England in the 
11th century, the Norman party evoked Charlemagne as a model 
for William’s sacral, quasi-imperial nature. They recognized that 
as the Carolingians had replaced the Merovingian dynasty, so the 
Normans replaced the English. This session highlights research on 
the Carolingian legacy in Normandy and England from the 10th to 
the 12th century as it took form in the visual arts (defined broadly 
to include architecture, painting, sculpture, decorative arts, and 
their use in court and liturgical ceremony). Participants consider 
issues such as continuity versus revival, the meaning of kingship 
and empire, copies and their implications, the iconography of 
architecture, memory and the creation of history.

The Invention of Norman Visual Culture & the Carolingian Past
Lisa Reilly, University of Virginia

The Normans brought multiple pasts to bear in their invention 
of a distinctive visual culture. This paper analyzes William the 
Conqueror’s cathedral at Winchester and rituals held there to 
understand the invocation of the Carolingian past in that process. 
In the late 10th century, Richard I of Normandy commissioned 
Dudo of St. Quentin to write the Historia Normannorum, 
the earliest medieval secular history. The Normans’ history 
as Vikings was not erased but recontextualized using the 
Carolingian past to support their emerging identity as legitimate 
Christian rulers. Sacral kingship is among the most powerful of 
Carolingian imperial concepts, one that becomes even more 
prominent following William the Conqueror’s coronation. Shortly 
after he became king, William incorporated a text celebrating 
his sacred right to rule and position as king, traditionally used 
by Carolingian and Capetian monarchs, into important rites 
and rituals such as his own crown-wearing ceremony held at 
Winchester. William’s new cathedral at Winchester is a visual 
evocation of this imperial past. On the site of an Anglo-Saxon 
minster, where Wessex coronation ceremonies were held, 
William builds one of the most imposing buildings of its time, 
one which in its scale, details, and overall aesthetic invokes the 
buildings of the Holy Roman Empire. 

Inventory and Legacy at Bayeux Cathedral
Elizabeth Pastan, Emory University

The inventory of Bayeux Cathedral (Caen, Archives 
départementales du Calvados, MS 199) has much to tell us. 
Compiled in 1476, with the goal of taking stock of the cathedral’s 
holdings after the English Occupation, it makes multiple 
references to maintaining continuity, to empires past and future. 
Here are the mantles worn during the marriage of William and 
Mathilda, and the embroidered textile known as the Bayeux 
Tapestry, recounting the Norman Conquest. The relics of Bayeux 
Cathedral, including Autbert, Exupery, Loup, Regnobert, and 
Vigor—which had been sent away for safety during the Viking 
invasions of the 9th century—are reunited. These examples help 
portray the purposes of Bayeux Cathedral’s inventory. It was a 
listing of the treasury’s holdings, with brief descriptions in the 
vernacular. The donors named not only provided an historical 
record, but established patterns and expectations for giving. 
But the inventory’s most powerful role was in explicating the 
full spiritual endowment of the treasury through the liturgy; it 
was the liturgy that largely accounted for the priority in which 
the works of art were sequenced, determined their underlying 
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art conservators, historians, artists, founders, curators, 
metallurgists, among others. Their approaches, methods, and 
vocabulary can vary considerably. The goal of the CAST:ING 
project (Copper Alloy Sculpture Techniques and history: an 
International iNterdisciplinary Group) is to better support 
this kind of interdisciplinary research and communication 
by embracing and bridging disciplinary diversities through 
a greater standardization of research methodologies and 
vocabulary. The multiyear endeavor brought together around 40 
experts in different fields for a series of meetings, workshops, 
and innumerable hours of brainstorming, discussion, design 
and writing. The main result is the forthcoming online Getty 
publication, Guidelines for Best Practice in the Technical 
Investigation of Bronze Sculpture, which is conceived as a 
resource for experts of different fields engaged in the study of 
bronzes and of casting—a global phenomenon—in other words, 
for the varied audience and questions that this panel seeks 
to address. The paper presents the structure of this resource, 
the rich process of cocreation and also of debate around 
divergences in uses of terminology such as “patina.” 

A more global avant-garde

Early Experiments with Graphic Notation and Abstract Painting 
in Latin America: Recovering the Work of Carmen Barradas, 
1888–1963
Gabriela Aceves-Sepulveda, Simon Fraser University

In this paper, I discuss the work of Uruguayan avant-garde 
composer Carmen Barradas (1888–1963), one of the first female 
composers to experiment with graphic music notations, to decenter 
dominant historical narratives that have silenced the contributions 
of Latin American women in the global histories of the avant-
gardes. Born in Montevideo in 1888, Barradas’ work has been 
mostly overshadowed by the attention given to her brother, abstract 
painter Rafael Barradas (1890–1929). Between 1915 and 1926 the 
Barradas family resided in Barcelona, Spain, where their household 
became the meeting place of avant-garde gatherings attended 
by Torres Garcia, Dalí, García Lorca, and Marinetti, among many 
others. During that time, the Barradas developed a collaborative 
relationship that led to the development of Carmen’s Plastica 
Musical, a unique approach to graphic notation that incorporated 
painterly forms and an interest in noise, and Rafael’s vibrationismo 
style of abstraction that expressed the vibratory nature of sound 
color and form. Through a discussion of Carmen’s and Rafael’s 
collaborations, I first explore Carmen’s approach to graphic music 
notation as part of her dialogue with the futurist aesthetic of her time. 
Following, I discuss her interest in the spatial elements of sound 
as representative of a curiosity for adding elements of chance and 
improvisation to her compositions: two defining characteristics of 
the international intermedia avant-garde of the 1950s. Ultimately, by 
making Carmen’s contributions to graphic music notation and futurist 
aesthetic visible, I claim her place in the histories of the early 20th-
century avant-gardes and postwar intermedia art. 

Globalization after Apartheid: HIV/AIDS, Artist Proof Studio, and 
the Paper Prayers Campaign
Jackson Davidow, Massachusetts Institute of Technology

After an arduous transition to democracy and the end 
of a major cultural and economic boycott, South Africa 
was eager to join in a global flow of capital, culture, and 
politics by 1994. Yet the national optimism surrounding this 

Casting the Buddha Across Asia
Donna Strahan, Freer Gallery of Art and Arthur M. Sackler Gallery, 
Smithsonian Institution

The production of copper-alloy devotional images of the 
Buddha probably began sometime in the late 2nd century, but 
certainly by the beginning of the 3rd century. From there, the 
transmission of copper-alloy Buddha sculpture technology 
traveled across Asia, beginning with the earliest known images 
from Pakistan, Afghanistan, the Hindu Kush regions, and 
moving across northern India. It continued north into Western 
China, across China, into Korea and Japan. As the religion 
spread, the need for sculptures also traveled a southern route 
from India into Sri Lanka, Myanmar, Thailand, Cambodia, and 
Indonesia. No doubt the early representations of the Buddha 
were interpreted differently from region to region, with a 
range of views about how to use and understand the imagery. 
Transmission of technique came along with the transmission 
of style, however where materials were not available, there 
was an evolution of alternative materials and methods that 
developed. These different technologies affected the style, 
thus producing images of varied appearances. While the 
northern route has been well studied, less is known about 
the southern route. This presentation focuses on the casting 
developments along the southern route. 

Fire and Light: The Early Modern Lamps of South India
Arathi Menon, Columbia University

The ubiquitous bronze temple lamp, whether in the shrine of 
the Hindu temple sanctum or the household pūjā (worship) 
room, is a source of light, a channel to the gods, and an 
essential part of darśan (seeing and being seen by the deity). 
Listed among the endowments of the medieval South Indian 
temple, alongside gifts of bronze images and jewelry, are gifts 
of lamps in the form of votive portraits. Elaborating on the 
early template of base, stem, cup, and ridge, the Cōla artisan 
employed the lost-wax method to cast portrait-lamps of the 
king and queen, who in the palm of their hands, would carry 
a cup awaiting oil, a cotton wick, and the flame that would 
signify their eternal devotion. By the early modern period, 
bronze lamps for sacred precincts exhibited an impressive 
range of style, content, and methods of production. This paper 
is concerned with processes of metal casting specific to bronze 
and brass lamps that were made for the South Indian church, 
temple, and synagogue between the 15th and the early 19th 
centuries. I examine the manifold approaches to bronze-
making that were developed in response to the evolving needs 
of the artisans to meet the demands of creative commissions. 
An assortment of early modern lamps will be introduced into 
discussion, among them, a processional lamp in the shape of 
a boat, a hanging lamp in the form of a temple, and ner tamid 
(eternal light) designed to remain lit for 24 hours without a refill 
of oil. 

CAST:ING Guidelines: A Tool for Technology Sleuths
Francesca Bewer, Harvard Art Museums

Bronze sculpture is the product of complex and diverse 
processes that vary with culture, artist, workshop, foundry, 
etc. Over the past decades studies on fabrication techniques 
of bronze sculpture from various chrono-cultural contexts have 
increased. Such research requires fruitful and meaningful 
comparison, interpretation and dissemination of data. 
The research is also by necessity collaborative and draws 
from a diverse community of specialists: archaeologists, 
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Tzara was referring to the art coming from Mozambique, a 
country where the cultural scene was dramatically impacted 
by the avant-garde aesthetics of Portuguese architect Pancho 
Guedes. A self-described member of Dada, Guedes became 
a pivotal figure in the transmission of avant-gardism to the 
generation of Mozambican artists emerging with the national 
independence struggle. This presentation focuses on the 
relationship between Guedes and his student Malangatana 
Valente Ngwenya, who became Mozambique’s national artist 
and one of the most important painters of the continent. This 
relationship illustrates the complicated role of the avant-
garde in the aesthetics of national independence present in 
Malangatana’s work. How can a theory of the avant-garde 
accommodate the transition from European artists settled in 
Africa, to the younger generation of African artists active at the 
dawn of independence movements? If the avant-garde strived 
through its “breaks,” Mozambican artists such as Malangatana 
were confronted by a challenge: to avoid perpetuating the 
logics of the avant-garde received through the European 
colonial system while still rebelling from the older generation 
of European artists such as Guedes. 

A Reckoning with the Recent Future of Art Historical 
Knowledge Production
Chairs: Alpesh Patel, Florida International University; Yasmeen 
Siddiqui, Minerva Projects

This session of short position papers followed by a roundtable 
discussion challenges prevailing ideas about how art history 
as knowledge comes into being. For sure, a diverse array of 
practitioners is involved in generating the information that is used 
to build art historical methods and narratives. However, there 
has not been deep reflection on how the wide-ranging material 
produced by them coalesces into “knowledge” that is fed back 
into the classroom. For this reason, we are bringing together five 
esteemed scholars working in institutions and independently in the 
fields of art history, critical craft studies, curatorial studies, studio 
art, and critical archival studies. We are committed to examining 
the often fraught interdependence of these fields in service to 
building a community of intellectually and scholarly responsible 
practitioners. To that end, we will encourage dynamic audience 
participation, too. During the roundtable discussion, we will reckon 
with exponentially increasing bodies of knowledge in the form of 
scholarly monographs and refereed articles, exhibition catalogues/
brochures and museum-produced scholarly anthologies, online 
journals, and blogs, and recorded podcasts/lectures and other 
ephemera. We focus not on the recent art historical past but the 
“recent future” of art history—a future yet to be written but tethered 
to the recent past. Moreover, this panel foregrounds the slowness 
(the production of the recent future) of art historical knowledge 
production as a virtue.

Art History Enters the Smithsonian: From Aby Warburg to the 
Archives of American Art
Josh Franco, Binghamton University, State University of New York

In 1896, art historian Aby Warburg traveled to the Southwest 
United States as part of a Smithsonian research team. The 
cohort was largely anthropologists, and Warburg brought 
his concerns for the history of images into this context. What 
was initially thought of as a last-minute diversion for Warburg 
turned out to be transformative for his scholarship. Considering 

monumental transformation was soon punctured by rising 
social and economic issues, among them the devastating 
AIDS pandemic. As the first major social movement in the 
“reborn nation,” AIDS activism had a significant impact on 
the post-apartheid arts institution, giving rise to new forms 
of socially engaged art and programming, often under the 
banner of therapy, AIDS awareness, and income generation. 
While the emergent cultural production drew on strategies 
from the recent struggle against apartheid, this new wave 
of projects was thoroughly networked to a global extent 
due to the proliferation of NGOs, multinational businesses, 
and other entities that shaped the cultural sector. Taking 
the Paper Prayers Campaign as its case study, this paper 
situates creative responses to HIV/AIDS in South Africa in 
relation to cultural debates on globalization. Launched as a 
nationwide initiative in 1997, Paper Prayers developed out of 
Johannesburg’s Artist Proof Studio, a community printmaking 
and education center founded by Kim Berman and Nhlanhla 
Xaba in 1991. By tracing a transnational history of Paper 
Prayers—a hugely influential printmaking practice that was 
based on a Japanese mourning custom and then adapted 
to an AIDS activist context at a Boston gallery in 1989—this 
paper argues that the campaign illuminates the unique 
conditions of postcolonial globalization in 1990s South Africa. 

Ars Medica Islamica
Alan Weber

This presentation provides an analytical summary of recent 
interdisciplinary practice between Islamic art and medicine 
in the Middle East with a focus on the Persian Gulf region. 
Artistic endeavor in this region suffers from aniconistic Salafist 
and Wahabist negative views toward representational art, 
specifically human and animal forms, and an uncomfortable 
relationship with the human body. However, art therapy 
practices have recently been established in the United Arab 
Emirates (UAE) and Saudi Arabia. Damien Hirst sculpted 
bronze public statues of fetuses for the regional Sidra Medical 
Hospital in 2013 that led to public displeasure and their 
immediate concealment. Weber, Himsworth, Andres, and Scott 
introduced the first cross-disciplinary Art and Medicine course 
in the Middle East in 2015, which led to a national exhibition 
of student art works illustrating innovative conversations 
between the two fields. Weill Cornell Medicine in Qatar is the 
main leader in incorporating Islamic visual art into medical 
education in MENA: educational modules and nationally funded 
projects have included visits to museums of Islamic art to 
improve visual diagnostic skills, writing about art to develop 
critical and analytical skills, and a project to design more 
biophilic hospital rooms to enhance psychological well-being of 
patients. Future cross-national projects include incorporating 
therapeutic drawing into wellness programs for pediatric 
oncology patients, narrative and visual arts therapy to combat 
PTSD in traumatized war victims, and reflective art-making 
for sensitizing medical and premedical students to identity 
formation and burnout/stress. 

Between the Avant-Garde and Independence: A Case from 
Mozambique
Álvaro Luís Lima, Columbia University 

Upon encountering modern art in his 1962 visit to Africa, Tristan 
Tzara claimed that he found “the most up-to-date, the most 
extraordinary things—things which were dreamt of 30 or 40 
years ago and are now becoming reality on this soil of Africa.” 
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as a viral, systemic art movement? This paper will develop 
errant perspectives to focus on the repatriation of knowledge 
cultures, not as returns to fatherlands, but as mobile 
“home-grounds” unlinked from patrilineal geographies. 
Errancy deliberately courts meanings of being wrong and 
contradictory, of being vagrant and outcast, and considers 
how these terms may be applied to ways of knowing that cut 
through and willfully denigrate enlightenment rationalization 
and rationalized bodies. The paper will examine how 
artistic deployments of “minor languages” within canonical 
abstraction—as a dominant language of universality and 
beauty—speak to and with errant bodies. Deployments by 
artists such as Anoka Faruqee, Susan Silton, Lecia Dole-Recio, 
and Frank Bowling, are considered for their unmaking and 
remaking of artistic languages, and their provocations for new 
vocabularies for artistic discourse. 

Exhibitions as Knowledge Production: Indigenous Art at 
documenta 14 and Crystal Bridges Museum of American Art
Candice Hopkins

What kinds of knowledges do exhibitions generate? How 
do they impact art-historical practices and pedagogies? The 
inclusion of art by Indigenous artists at documenta 14 and at 
Crystal Bridges Museum of American Art is an opportunity to 
consider these questions. For documenta 14, artworks like Joar 
Nango’s European Everything, which deliberately created a 
platform for musical and aesthetic practices from those living 
at the borders of European society, Britta Marakatt Labba’s 
epic textile historja, and the presentation of the masks and 
coppers of Beau Dick, are example to consider how exhibitions 
do art history. Exhibitions are also sites where the biases of 
art history are openly challenged, in both productive and 
nonproductive means. In 2018, Crystal Bridges Museum of 
American Art opened its first survey of the development of 
Native American contemporary art since 1950. The museum 
supported the exhibition as a means to expose the persistent 
bias in museums of American Art towards the exclusion of 
Native American art, an exclusion that serves to perpetuate the 
idea that Native American art and cultural practices are more 
at home in the realm of natural history. What is productive 
and unproductive with regards to institutions’ focusing on 
exhibitions as a corrective to art historical blind spots? 

Exhibition History IS Contemporary Craft History
Namita Wiggers, Warren Wilson College and Critical Craft Forum

During the past few decades, we have witnessed significant 
shifts in how craft is examined, interpreted, documented, 
practiced, and exhibited. Widely publicized removals of the 
word craft in the early 2000s from the names of a museum 
and college, and the closure of two craft-focused museums 
on the West Coast are misleading. In fact, since 2000, more 
museums in the United States refocused their missions, or, if 
not craft-centric, exhibited, collected, and published on craft 
than in any decade since industrialization. While interest in 
craft increases in museums in the United States—teaching craft 
history and theory remains the responsibility of media-specific 
art educators, a handful of scholars and curators focused on 
craft, and a few academic programs with specialized courses 
of study. In other words, art history has much “catching up” 
to do. Craft is persistent and global, and has, is, and will be 
present in museums from small to large, media-specific or 
historical survey in focus—which requires new ways to engage 
craft history and theory in courses as much as curatorial 

his mainstay status in art historical methodology courses, this 
trip was also arguably transformative for the discipline of art 
history as a whole. But beyond a couple of weeks of Warburg 
in methodologies courses, what is the nature of Warburg’s 
lasting influence on American art history? In 1970, the Archives 
of American Art became a unit of the Smithsonian. As the 
largest repository of primary sources related to American art 
in the world, the Archives is regularly looked to by the field 
for reliable information and as a hub for knowledge sharing 
amongst otherwise dispersed scholars. Warburg’s Southwest 
excursion and the institutionalization of the Archives of 
American Art are arguably two of the most significant moments 
in the history of art history. Both count the Smithsonian as the 
primary catalyst. Yet, there is no account connecting these 
two moments to one another. This paper aims to correct this, 
through research in the Smithsonian’s institutional archives, 
and in the records related to the 1896 excursion housed at 
specific Smithsonian units. I conclude by considering what a 
refreshed assessment of Warburg in an American context might 
mean for the future of the discipline. 

Trans-Canon: On the Transversal Politics of Transnational 
Feminist Art’s Knowledge Projects
Marsha Meskimmon, Loughborough University

For decades, transnational feminist theorists and activists have 
challenged the conventions of objective truth and the “god 
trick” (Haraway) of knowledges that purport to see everything 
from nowhere, arguing that subjects are embodied, knowledge 
and imagination are situated, and partial perspectives, 
articulated in responsive and responsible dialogue, can provide 
the basis for a transversal politics in and through difference. 
Such a politics of knowledge has ramifications for feminist 
methodology, or, as Marjorie Pryse argued, “Transversality 
is more than a political issue; it becomes an alternative 
intellectual structure for Women’s Studies” (Pryse, 2000:116). 
This paper explores the implications of an alternative, 
transversal feminist intellectual structure for art historical 
knowledge production in the “recent future,” arguing that 
the imaginative and affective agency of the arts provides an 
exceptionally rich ground for exploring the multidimensional 
knowledge projects central to transnational feminist thought 
and activism. Looking in particular at the notion of canon-
formation as a key category of art historical knowledge 
production, this paper explores feminist interventions into 
theories, practices and institutions, as potential sites for new 
or alternative thinking-in-making. Reconceiving the canon 
as a multidirectional knowledge project, a “trans-canon,” 
through material conversations across artworks, exhibitions 
and writing, we can begin to posit a transversal methodology 
moving forward. 

Towards the Dark
Allan deSouza, University of California, Berkeley

Alongside calls to action to #decolonizethisplace and 
#decolonizeourmuseums, a long view necessitates (re)thinking 
European modernism and its aftermaths as colonialisms’ 
cultures, to be conceptually repatriated, as it were. How 
might art pedagogy, art histories, and museum methodologies 
reconceive Euro-American modernism as not in fact Euro-
American, but as knowledge acquisitions from colonized 
“elsewheres”? What are the implications of centering voices 
from elsewhere-that-are-now-here, and which critique the 
canon as the identity politics of white suprematism, and 
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French, and German writers started to compete with the story 
of 19th-century art narrated by the Luxembourg. Compared 
with other art histories that celebrated modernism, the 
Luxembourg’s collections eclectically spanned Impressionist 
and more academic art. Bénédite deployed Impressionism 
and its internationalization to insist on the importance of the 
Luxembourg’s art-historical model to the world. I thus map the 
intersections between Impressionism and empire: Bénédite’s 
translated histories as the building of an art-historical empire; 
international publishing empires that disseminated his art 
histories around the world; and imperialism and canons of 
knowledge. 

Catalan Artists Ramon Casas i Carbó and Santiago Rusiñol i 
Prats in 1890s Barcelona
Carmen Lord, Pacific Northwest College of Art

This paper examines the crucial but little-studied exhibitions 
of Catalan artists Ramon Casas i Carbó and Santiago Rusiñol 
i Prats in Barcelona in the 1890s. These two artists studied 
art in Paris and in their contemporaneous exhibitions back in 
Spain introduced what was interpreted as “Impressionism” 
to a hailstorm of criticism. Their innovative work gradually 
influenced young artists, including the young Picasso, and was 
crucial to establishing Barcelona as the center of modernism in 
Spain. One of the little-understood aspects of their work is the 
way in which the innovative nature of their plein air painting 
served to establish a modern visual language commensurate 
with the rise of Catalan nationalism in resistance to the context 
of Spain. 

Australian Impressionism Goes Transnational
Catherine Speck, University of Adelaide

The dissemination of Impressionism to Australia in the late 
19th century was integral to new and modern portrayals of 
the local urban and rural landscape, which even today, are 
considered the high watermark of Australian art. The Australian 
art historian Bernard Smith called this local variant of an 
international style the Heidelberg School, which was linked 
with the rise of a distinctively national art. This account held 
until 1990, when Virginia Spate adroitly situated the Australian 
variant, with its focus on a distinctive golden light, within the 
ambit of world Impressionism. This repositioning led to the 
term Australian Impressionism taking hold in 2007. However, it 
is still mostly viewed as a male-only pursuit, even though there 
were good women practitioners, and as having a somewhat 
tangential relationship with France despite the international 
dissemination of plein air painting. This paper, in contrast, 
situates Australian Impressionism more fully in a global 
context, and how this French style moved from being a foreign 
art to being fully embraced. It also argues that the manner 
in which many Australian artists in France mixed with other 
foreign artists and sought out American teachers, meant 
that their take-up of Impressionism was filtered through 
a transnational ethos rather flowing unidirectionally from 
the cultural center of Paris. Australian Impressionism was 
global in its reach, but it was chameleon-like—its style was 
disseminated locally as a perfect fit for a new nation, whereas 
it was practiced within France by Australian artists as an 
international style. 

development. In the field of craft studies, exhibitions are 
craft history. Making space for craft requires more than the 
addition of exhibitions and objects to collections; it requires 
rethinking art history itself. This paper examines ways in 
which craft is a lens to rethink contemporary art since the 
1960s, and how exhibitions in alternative spaces, such as craft 
museums, provide depth of knowledge to the material turn in 
contemporary art. 

A World in Light: Impressionism in a Global Context, 
1860–1920
Chairs: Katerina Atanassova; Tracey Lock, Art Gallery of South 
Australia

The advent of Impressionism is considered by many as a 
watershed moment in visual culture between the 1860s and 
1920s. By the late 1880s, Impressionism radiated outwards 
across the world as foreign artists at the turn of the 19th century 
flocked to the Parisian academies, absorbed avant-garde painting 
techniques, and then returned home, bringing with them a 
new style of painting and a new vision with which to interpret 
their homelands. From Spain, Belgium, Norway, Sweden, and 
England to North America, Australia, and Asia, artists adopted 
Impressionism, highlighting painting en plein air, color, light, 
atmospheric effects and depicting scenes of contemporary life 
in their work. While its development in France has received 
intense focus in the art historical narrative of the country, 
scholars across the globe are now turning their attention on the 
movement and its spread elsewhere. These expatriate artists 
who adopted Impressionist tenets were at the forefront of the 
artistic milieu upon their return home. In many countries, these 
artists led the charge in the advent of modernity. They often 
had to adapt the techniques they learned in France to their 
own cultural and aesthetic contexts. The work of these artists 
influenced the next generations of painters, and new ways of 
interpreting their homelands. Speakers in this session will discuss 
the dissemination of Impressionism beyond France, and focus on 
how artists from around the world adapted to the global language 
of Impressionism by pushing toward a modernist approach in 
portraying their countries.

The Making of an Art Historical Empire: French Histories of 
Impressionism in Translation
Alexis Clark, Duke University

In his 1910 Great Painters of the Nineteenth Century and 
their Paintings, the Musée du Luxembourg’s curator Léonce 
Bénédite insisted that distinctions between nation-based 
schools of art had eroded but, importantly, were not quite 
eradicated. Bénédite proclaimed that artists worldwide 
painted in a shared artistic style or langue: one inspired 
by Impressionism but today more comfortably classified 
as Naturalism. Bénédite understood the world’s artists as 
translating Impressionism and thus making a French-originated 
art into a global style. That he published all this in English, 
not in French, speaks volumes. In this presentation, I argue 
that Bénédite’s English-language histories of 19th-century art 
not only broadcast the Musée du Luxembourg’s art-historical 
model but used Impressionism to insist on the école française 
as an école mondiale. His publications were translated and 
circulated by early international publishing conglomerates at 
a key moment in the formation of 19th-century art history and 
codification of its canons: art histories by American, British, 
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Ex-Situ. Evoking Ancient Near Eastern Architecture at the Louvre 
in Paris
Thomas Ariane, Département des Antiquités Orientales, Musée du 
Louvre

Since the opening of the Assyrian museum inside the 
Louvre Palace in 1847, the display of ancient Near Eastern 
architecture has been a challenge. This paper discusses how 
the experiments made to display monumental Assyrian remains 
in the middle of the 19th century more or less influenced 
the display of monumental Persian remains found a few 
decades later, but also the exhibition of Sumerian artifacts in 
the same period. Through puzzles from the original remains, 
reconstructions often hypothetical, models, paintings, 
panoramas or even virtual tours more recently, the Louvre 
displayed ancient near eastern architecture ex-situ, even 
though it often had not been well understood in the field. 

An Exhibition on Achaemenid Persian Art in Karlsruhe
Eckart Koehne, Baden State Museum, Karlsruhe

In 2020, the Baden State Museum will host a major exhibition 
on the ancient Persian Empire. This exhibition is developed 
in close partnership and collaboration with the National 
Museum of Teheran. The Achaemenid Empire will be at the 
heart of the exhibition concept, highlighting aspects of internal 
organization, social structure and development. Achaemenid 
Persian kingship, administration and religion will be featured. 
In exchange, the Baden State Museum will organize an 
exhibition on its archaeological collections in Teheran in spring 
2019. The Baden State Museum has a broad collection of 
antiquities, whose origins date back to the early 19th century. 
Iranian and Near Eastern objects have only been collected 
since the 1950s. Initially art-historical questions were in the 
foreground. For this reason, at the opening of the museum 
in 1966, the display was focused on individual objects. A 
fundamental revision in the display of the collections took 
place in 1991. For the first time in Germany, a scenographic 
concept was carried out in order to visualize cultural-historical 
questions and connections. Today, the museum is developing 
a new approach in displaying and working with the collections. 
Like in a library or an archive, all objects shall be accessible to 
citizens in so-called “expothecs.” The space for the permanent 
collections on display will be reduced accordingly. 

“Columns with Cows on Them”: Creating Narratives of 
Achaemenid and Islamic Art in the Museum 
Martina Rugiadi, Department of Islamic Art, The Metropolitan 
Museum of Art

In 1947, the Metropolitan Museum of Art bought from Joseph 
Brummer in New York a bull-shaped capital attributed to the 
Achaemenid period. The capital came from the collection of Ernst 
Herzeld, the archaeologist who excavated at both Persepolis 
and nearby Istakhr in the 1920s. While Brummer described the 
piece as a “part of a capital of a column, excavated in 1923 at 
Istakhr, in Fars, in the ruins of an early Mohammedan mosque,” 
the Islamic context in which the piece was found was obliterated 
in press articles following the museum’s acquisition, and in 
the museum’s displays for seven decades since. By exploring 
the background of such expunction—between archaeology, 
collecting, art trade, and museology—this paper explores the 
production of Iran’s Achaemenid and Islamic pasts linking it to 
essentialist art historical approaches towards reused materials, 
and to modern and contemporary practices of communicating 
complex and stratified histories in the museum. 

An Illuminating Influence: Impressionism in Asia
Margaret Richardson, Christopher Newport University

While the influence of Japanese art on European Impressionism 
and Modernism is well-known and much studied, the impact 
of Impressionism in Japan and other parts of Asia is rarely 
mentioned outside of regional studies. In the late 19th and 
early 20th centuries, artists throughout Asia encountered 
Impressionism in various ways through international 
publications, travel, and colonization. During the Meiji Period 
in Japan (1868–1912), for example, various Japanese artists 
dabbled in Impressionism as Japan rapidly westernized in its 
efforts to modernize. Japan then became a modern model 
for its neighbors, as Indian and Chinese artists looked for 
examples of modern art beyond the West. Impressionist forms 
were also introduced as the result of conquest, becoming a 
popular form in places like Korea and Vietnam. Reversing the 
focus, this paper examines the ways in which Impressionism 
impacted the development of modern art in Asia. Using Japan 
as the primary case study, it addresses the following questions: 
How was Impressionism introduced to artists in Asia, and how 
did extant conditions affect its reception? How did this art form 
relate to traditional practices, and what new ideas did it offer? 
How was Impressionism adapted and transformed into new 
contexts? Examining Impressionism’s global reach into Asia 
reveals its place as a point of convergence for multiple cross-
cultural encounters. 

Achaemenid Persian Art and Architecture in the 
Museum
Chairs: Alexander Nagel, Fashion Institute of Technology, State 
University of New York; Martina Rugiadi, Department of Islamic Art, 
The Metropolitan Museum of Art

Between c. 520 and 330 BCE, the Achaemenid Persian Empire 
stretched from the heartlands of Iran, to Egypt, the Caucasus, the 
Indus, Central Asia, and beyond. Since its rediscovery in the 17th 
century, the art and architecture from the monumental palaces 
on sites such as Persepolis, Susa, and Babylon found their ways 
into institutions within Iran, other parts of Asia, Europe, and the 
North Americas. This session addresses aspects of the art histories 
and historiographies of display and conservation of Achaemenid 
Persian art in the museum context. Who were the designers, 
curators, art historians and key individuals involved in the display? 
What narratives were presented? How imaginative were modern 
constructions in Paris, New York, Washington, DC, London, Berlin 
and Tehran? How is Achaemenid Persian art conserved and 
displayed in museums today? How is the display of this great 
ancient empire balanced alongside ancient Egyptian and classical 
Greek architecture and Islamic art and architecture in museum 
pedagogy? Based on new research in archives of art historians, 
curators and collections, session participants will discuss aspects 
of the history of display and inclusion and exclusion of Achaemenid 
art in museum displays providing fresh approaches to aspects 
of the legacy of ancient Near Eastern art and architecture in the 
museum institution. The session will feature an interactive display 
curated by students from New York City. This display will allow 
audience members to engage with the art of pre-Islamic Iran in an 
experimental and innovative way.
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Advanced Topics in Digital Art History: 3D Geospatial 
Networks
Chair: Victoria Szabo, Duke University
Discussant: Paul Jaskot, Duke University

In summer 2018 the Getty Foundation sponsored Advanced 
Topics in Digital Art History on 3D and (Geo)Spatial Networks. 
Over the course of the workshop and our follow-up activities, we 
explored some of the key “hard questions” that arise for digital 
art history, both as a subdiscipline of art history, and as part of an 
emergent set of interdisciplinary digital humanities practices. As an 
interdisciplinary group of researchers, we are especially interested 
in critical approaches to the digital representation of material 
objects, systems, and phenomena, and in how engagement with 
those representations leads to new knowledge in the field of art 
history. In particular, we hope to leverage and expand on the natural 
affinities between digital art historical problems and computational 
methods. Our focus was on art historical questions of scale and 
perspective, both of which are well suited to mapping and 3D 
modeling tools. Scalable art historical questions are those that 
require, or would benefit from, computational methods to address. 
We have also been interested to dig deeper into the theoretical and 
critical questions raised by introducing computational methods into 
humanistic research. This session provides some initial thoughts 
coming out of that Institute and invites members of the community 
to share their feedback.

Making Visual Discoveries with 3D GIS
Edward Triplett

Art historians are often presented with questions about an 
artist’s point of view, or their methods for representing the 3D 
world in two dimensions. Digital tools like GIS and 3D-modeling 
software help us structure and contextualize 2D image 
sources, but it remains difficult to simulate an artist’s vision 
of historic places and objects in the same coordinate system 
as higher-level patterns. This desire to assemble many types 
of art historical data into a single system is reflected in the 
increasing popularity of Historic Building Information Modeling 
(HBIM), as well as 3D Geographic Information Systems (GIS), 
but these systems can feel as abstract for their creators as 
they can for viewers. In this presentation, I outline how 3D GIS 
helped to answer questions that required visual synthesis of 
object, architectural, and landscape-scale information at the 
2018 Visualizing Venice Advanced Digital Art History Workshop. 
The primary techniques described include interactive viewshed 
analysis, and the simulation of 2D “billboards” of art historical 
sources. In summary, these techniques allowed researchers to 
make visual discoveries within the 3D GIS environment rather 
than focusing on styled, statistical derivatives of their research. 

Project Management in Media Res: Strategies for Mid-Stage 
Digital Art History Projects
Hannah Jacobs

In digital art history, our projects tend toward the 
multidimensional: we are creating 3D models to embed into 
GIS landscapes, or crafting exhibitions that can be experienced 
in both virtual and physical spaces, or analyzing datasets 
containing not only text but also images, video, and audio. 
Because our projects so often bear this rich multimodal quality, 
practitioners of digital art history face a range of logistical 
challenges throughout project life cycles. It can be easy to 
begin these projects with high aspirations for organization, 
time management, documentation, and communication—all 

Displaying and Learning about Achaemenid Persian Art in 
Washington, DC in the 20th century
Alexander Nagel, Fashion Institute of Technology, State University of 
New York

Between 1900 and 1925, the Halls of the Ancients, a museum 
in the heart of Washington, DC only four blocks away from 
the White House and the Smithsonian Institution, presented 
rooms that invited visitors such as school classes and modern 
DC tourist’s insights into reconstructions of ancient Egyptian, 
Greek, and Roman cultures. This presentation focuses on the 
Assyrian Hall, which featured polychrome casts from the site of 
Persepolis in Persia, and a mock mannequin of the Persian king 
Xerxes. Based on new archival research, my paper discusses 
the motivations, pedagogical concept and artistic approaches 
to the art of Achaemenid Persia in the DC museum landscape. 
Following the modern rediscovery of the empire, original 
materials from sites such as Pasargadae, Persepolis and Susa 
entered public and private collections in the second half of the 
20th century. Forgotten by most modern researchers of the 
ancient history of art today, the legacy of Achaemenid Persian 
art in DC will be introduced as revealed through the archives of 
art historians such as Ernst Herzfeld, Richard Ettinghausen, and 
other scholars. 

What is Achaemenid Persian Glyptic Art? Beyond the London 
Darius Cylinder
Mark Garrison, Trinity University

Glyptic imagery provides one of the most critical data 
resources in the study of the visual landscape of the 
Achaemenid empire. In addition to the hundreds of actual 
seals, cylinders, stamps, and rings, that survive, thousands 
of Achaemenid seals are preserved only in their impressed 
state on clay documents. Many of these clay documents come 
from known archival contexts across the empire. Owing to 
the ease of reading modern impressions made from actual 
seals, initial forays into the study of Achaemenid glyptic, and 
the display of that glyptic within museum contexts, focused 
upon the surviving ancient seals (rather than impressions of 
seals on clay documents); almost all of these seals lacked 
any (or any meaningful) archaeological context. Perhaps the 
most important individual seal to emerge was the so-called 
London Darius cylinder, published in 1911. Early studies 
defined Achaemenid glyptic primarily by a set of recognizable 
iconographic elements, particularly the distinctive dentate 
crown and the so-called Persian court robe. In the course 
of the last 50 years, many thousands of seals preserved as 
impressions on clay documents from Achaemenid archival 
contexts have been published. Within the central zone of 
the empire, important sealed archives include those from 
Persepolis, Sippar, Uruk, and Nippur. This presentation 
provides a synopsis of our current understanding of the early 
imagery and carving styles of Achaemenid Persian glyptic art 
in the heartland of the empire. In its formative years, glyptic 
is characterized principally by its innovative interaction with 
earlier carving traditions of Assyria, Babylonia, and Elam. 
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Affective Representations in the ancient Near East and 
Mediterranean
Discussant: Amy Gansell, St. John’s University

Golden Skin and Wooden Flesh: The Materiality of the Divine 
Body in Early 1st Millennium BCE Assyria and Babylonia
Anastasia Amrhein, University of Pennsylvania

In ancient Mesopotamia, the divine could be encountered through 
several modalities, including heavenly bodies and elements 
of nature, as well as iconic and aniconic representations. 
Anthropomorphic cult statues, however, constituted the “official” 
divine presence on earth—they were endowed with the most 
agency and were the most direct mode of accessing and 
communicating with deities. Although complete cult statues are not 
preserved in the archaeological record, some fragments, as well 
as ancient texts and secondary images have allowed scholars to 
reconstruct the appearance of these objects, which consisted of a 
wooden core overlaid with a “skin” of gold. My paper interrogates 
the relationship between bodily interiority and exteriority in the 
Assyro-Babylonian cultural context as expressed by cult statues 
and their materials. While gold constituted the outward appearance 
of the statue, and was thus integral to the visual experience of the 
divine as a manifestation of the melammu (divine radiance), I argue 
that the essential locus of divinity was the wooden core concealed 
by the golden skin. Described as the flesh and bones of the gods, 
the wood of certain trees held esoteric, cosmic significance. Akin 
to human bones, which retained the essence of the individual 
after death, the wooden core of the cult statue also could not be 
(easily) renewed or refurbished. By contrast, the golden skin of the 
statue expressed the deity’s well being and could be read for divine 
portents in the same way that human skin was the site of divine 
communication in the form of physiognomic omens. 

Painting Imperial Memories in the Hellenistic World  
(ca. 4th–1st BCE)
Patricia Kim, University of Pennsylvania

Issues of identity are central to scholarship on the Hellenistic 
world, which emerged in the 4th century after Alexander the 
Great led the Greco-Makedonian military conquests of the former 
Persian Empire. Greek colonial encounters with indigenous, 
non-Greek communities have shaped discussions of difference 
and “hybridity” in Hellenistic art. Yet what might we learn 
by considering questions of gender? Moreover, the study of 
Hellenistic art has focused mostly on dynastic men, while little 
attention has been paid to constructions of gender—specifically 
femininity—in the context of royal art. This paper analyzes 
paintings of Makedonian royal weddings, whose originals date 
to the 4th–3rd centuries; replicas of these paintings were later 
copies excavated in Roman houses. The royal wedding, a genre 
of painting that I argue emerged firmly in the 4th century, prompts 
a reconsideration of how female bodies were central to Greek 
imperial narratives and the implications of their diverse display 
contexts. I offer a fresh reading of the paintings that analyzes 
issues of difference, desire, and the gaze. Specifically, I focus on 
gendered power dynamics among the depicted figures and their 
viewing audiences, which included the painter, Hellenistic courts, 
and Greek and Roman elite men. Diverse audience responses 
demonstrate how art as history and art as imperial memory 
sustained the lingering sexual effects of Alexander’s conquests. 
Finally, I advance that colonized spaces were gendered as 
inherently female, which was critical to Hellenistic cultural 
imaginaries of power and political narratives of empire. 

parts of “project management”—but how are these practices 
best sustained over time as projects and project teams evolve? 
During the 2018 Visualizing Venice Advanced Digital Art 
History Workshop, research teams and workshop instructors 
explored strategies for maintaining and improving our project 
management practices. From addressing problems in teams’ 
existing workflows to adopting methods for new stages of 
development, we reflected on the shapes our projects have 
taken and how we hope to refine them. This presentation 
describes successes and challenges in project management 
that we identified during this process. It then offers some 
project management solutions for teams already in the thick of 
things. Topics range from engaging in constructive reflection to 
designing file management workflows to reconsidering means 
of communication. 

Digital Art History + Media Studies: Scholarly Encounters
Victoria Szabo, Duke University

What are some of the key “hard questions” that arise for 
digital art history, both as a sub-discipline with art history, 
and as part of an emergent set of interdisciplinary digital 
humanities practices? How can the encounter between 
digital art history and media studies enrich both fields of 
study? This presentation will highlight some of the critical 
questions explored through a Getty Foundation sponsored 
Summer Institute on Advanced Topics in Digital Art History: 3D 
(Geo) Spatial Networks (June 2018), with additional insights 
gleaned from a National Endowment for the Humanities 
sponsored Summer Institute focused on Virtual and Augmented 
Reality in the Humanities (July 2018). The foci of these two 
complementary gatherings reflect a familiar bifurcation 
between discipline-driven approaches to digital scholarship 
and medium and technology focused explorations of critical 
and creative affordances and effects. The presentation 
synthesizes key insights gleaned from each Institute in an 
effort to think through this productive relation. Leading off with 
reflections on the digital representation of material objects, 
systems, and phenomena for art history and visual cultural 
analysis, we then turn to how virtual and augmented reality 
are most effectively used to address art historical research 
questions and communication challenges. We consider if 
and how art-historical questions of scale, perspective, and 
recontextualization of artifacts are well-addressed through 
these increasingly popular media forms, lingering on questions 
of presence, authenticity, and affect, as well as consider where 
they fall short crucially, aesthetically, and technically of analog 
or alternate digital methods. 

Advancing Digital Art History through Emerging Computational 
Paradigms
Mark Olson

The future of digital art history (DAH) will be shaped by 
scholars’ abilities to imagine new research questions and to 
articulate those questions to the affordances of emerging 
analytic technologies. Toward those ends, DAH practitioners 
need to cultivate deep collaborations with computer science, 
translating and bridging their research problematics into 
productive synergy. This presentation will outline some of 
these points of contact, with a particular focus on machine 
learning and agent-based simulation. What literacies must 
be cultivated in DAH to enable significant cross-disciplinary 
collaborations, and how do art-historical questions connect 
with the research challenges in computer science? 
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On Art, Technology, and Being: Thoughts on How Africa 
Reshaped the World
Suzanne Preston Blier, Harvard University

This paper explores the importance of technology in Medieval 
Africa and how related factors both help us understand how 
artworks functioned here in this period, and how Africa and 
the western Islamic world helped to reshape the world in this 
era. Factors of “being” (the human being, and core contexts of 
use) feature prominently in these discussions, as do questions 
of aesthetics in a wide variety of arenas from metallurgy to 
architectural design. A key focus of this discussion will be 
various sites in West Africa (Ife, Hausa, Mali), North Africa 
(Cairo, Marrakech, Fez), and areas of the African European 
diaspora (Cordoba, Granada and Sicily). At the same time this 
paper also takes up the importance of new technologies such 
as GIS in addressing these and other issues of importance to 
understanding the broader role that Africa has played in these 
and other contexts. 

Industrial Art and Design in Jet Age Ethiopia
Kate Cowcher, Stanford University

“[I]ndustrial design is not only something desirable…it is a must 
if we want our country to have self-sufficiency, change and 
progress,” wrote Tadesse Gizaw in 1967. In The Artist’s Voice, a 
publication of the School of Fine Arts in Addis Ababa, Tadesse 
extolled the bringing together of beauty and function in designs 
that could both preserve Ethiopia’s historic independence 
and support her burgeoning modernization. Industrial design, 
critical for “self-sufficiency,” was also, unequivocally, about 
making “art…for the mass[es].” Tadesse trained at New York’s 
Pratt Institute, returned to Addis in the 1960s and founded the 
Industrial Design department. His work ranged from metallic 
sculptures that visualized pan-African or national pride, to 
practical objects such as an Amharic typewriter and a new rifle. 
In 1965, he invented a steam engine and rode it around Addis’ 
International Exhibition. Tadesse was both visionary artist 
and engineer, but he insisted on the importance of designing 
“useful products or else we shall all remain dreamers until 
doomsday.” This paper explores Tadesse’s industrial art and 
design within the context of 1960s Ethiopia. This vibrantly 
creative decade—the “Addis Spring”—was also the jet age; in 
1963 Ethiopian Airlines became the first in Africa to acquire 
Boeing 720b jets. International advertisements for the latter 
promoted a historic, timeless Ethiopia, now accessible via 
cutting-edge technologies. Tadesse did not see tradition and 
technology as incongruous, but interdependent. Although 
rarely explored at length in histories of Ethiopian modernism, 
his visions were both the most democratic and futuristic of the 
jet-set generation. 

Yorùbá Folklore: A Synergy between Art and Technology
Stephen Adéyemí Folárànmí, Obafemi Awolowo University

In the past, elderly storytellers transferred knowledge from one 
generation to another through African oral literature. Through 
these traditions, young people also learned and retold these 
stories to one another and to generations that followed. During 
the 20th and 21st centuries in Africa’s urban centers and small 
towns, daily living has changed. New routines, duties, and 
professions have not always left time or space for parents and 
older members of the family to tell any story after long, hectic 
days. Many spaces and technologies introduced since 1800 
generally have not fostered oral folklore. At the same time, a 
culture of new media, including books and electronic media, 

Experiencing Royal Power: Mari’s Investiture Scene as an 
Affective Image of Kingship
Elizabeth Knott

Long interpreted as purely propagandistic, images of 
Mesopotamian kings have been studied in recent decades in 
increasingly nuanced ways—as engagements with cultural 
expectations of the ruler, as agentive monuments and works 
of art that actively participate in the exercise of power, and 
more. This paper contributes to studies of the ways in which 
Mesopotamian visual arts helped develop of notions of king, 
kingdom, and royal power. The “Investiture Scene” of the 
ancient city of Mari—one of the most iconic wall paintings 
known from the ancient Near East—is an image of royal power. 
The painting features the goddess Ishtar bestowing insignias of 
kingship on a male figure, but it also sets this royal investiture 
within a larger scene. Located in a visually prominent place 
on a wall of the courtyard leading to the palace’s throne 
room, the Investiture Scene has long been understood in 
relationship to the experience of kingship in the Mari palace. 
Yet interpretations of this painting have focused on the image 
as a map of the throne room space, and have yet to consider 
its potentially affective engagement with viewers. This paper 
offers an overview and critique of previous interpretations of 
the painting and proposes how we might begin to imagine the 
Investiture Scene as an affective portrayal of royal power. It 
also situates the image in its historical context in order to point 
to possible developments in the use of the visual arts to create 
meaningful experiences of royal power. 

Africa, Technology, and Visual Cultures
Arts Council of the African Studies Association
Chair: Amanda Gilvin, Wellesley College

Artist Fatimah Tuggar has observed, “A hammer and a computer 
are the same kinds of things. Each is a tool for a specific purpose.” 
Her insistence on their radical parity points to the ways that 
ideologies around technology have shaped the production and 
interpretation of art, especially in cross-cultural encounters. This 
panel specifically examines the meanings of technology in African 
art and in depictions of Africa. Many African art technologies, such 
as looms for hand weaving, are associated with the symbolic import 
of the finished product. Throughout the past several centuries, 
misunderstandings concerning technology have been central to 
European and Euro-American representation of African and African 
Diasporic arts and cultures. Even as primitivist depictions of Africa 
denigrated diverse aesthetics and skills from across the continent, 
the artistic and agricultural technological knowledge of enslaved 
Africans was often explicitly valued in the antebellum United States. 
Africa continues to be a site of invention, experimentation, and 
adaptation in both handmade and digital tools for art-making, often 
combining expert tradition-based artisanry with new media like 
virtual reality. The recent blockbuster film Black Panther builds on 
a long history of science fiction and Afrofuturist explorations of how 
real and imagined technologies could be differently racialized. This 
panel analyzes how artists of Africa and the African Diaspora have 
invented, used, and interpreted technology while also considering 
depictions of Africa’s relationship to technology.
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however, is indeed increasingly difficult to reconcile with 
the present archive of medieval South Asian Buddhist visual 
culture, which the historian Ronald Davidson has noted can 
be distinguished for its “excessive richness—increased almost 
daily by excavations and epigraphic finds—[which] makes this 
perhaps the most intellectually challenging epoch of Indian 
history.” Pursuant to this characterization, this panel will explore 
long neglected, much maligned, as well as recently discovered 
iterations of Buddhist visual culture dating to the medieval period 
from beyond the domains of Pala imperial patronage, both within 
and outside the geographies of eastern India. Papers in this panel 
include case studies of unattributed iconographic innovation 
from the medieval Buddhist art of Andhra Pradesh and Orissa, 
the localized idioms of regional monastic architecture and ritual 
practice in Bengal, as well as the persistence of Buddhist monastic 
institutions in the Bihar region subsequent to the advent of the 
presence of Islam.

Questioning the Decline of the Late Medieval Buddhist 
Monasteries of Eastern India 
Abhishek Amar

This paper studies the issue of decline of late medieval 
Buddhist monastic sites of eastern India with the onset of 
Islamic rule in the 13th century. The attack of Muslim armies 
on Buddhist monastic establishments, especially Nalanda, 
has been repeatedly emphasized as the key contributing 
factor for decline and this explanation has been extended 
uncritically to almost every monastic site in the eastern India. 
This understanding has emerged from the colonial framing 
of Indian history within religious categories, which has been 
sustained by face value and uncritical readings of Islamic 
and Buddhist texts in the nationalist historiography. This 
explanation also treated material culture as supplementary 
source and failed to take into account the sculptural and 
epigraphic materials from these monastic sites. In last decade, 
I have surveyed several Buddhist monastic sites of Nalanda, 
Gaya and Lakhisarai districts such as Ghosrawan, Tetrawan, 
Kurkihar, and Lal Pahari. More recently, several sites, such 
as Telhara and Lal Pahari, have been excavated. Through a 
careful examination of these surveyed and excavated sites in 
tandem with a reevaluation of the sculptural and epigraphic 
materials, this paper questions the monolithic representations 
of Islamic attack on Buddhist centers and argues that the 
Buddhist monastic institutions continued to exist through the 
13th and 14th century, despite the arrival of Muslims and the 
establishment of Muslim rule in the region. 

An Unnoticed Aṣṭamahābhayatārā Relief from Andhradeśa
Akira Shimada

The newly renovated Amaravati gallery of the Chennai 
Government Museum exhibits a number of “new” pieces 
long neglected in this institution’s reserve collection—several 
of which have escaped scholarly attention entirely, and as 
a consequence have little documentation. One such piece 
is a fragment depicting a seated image of the Buddhist 
goddess Tārā. This important sculpture may represent the 
only confirmed example of Aṣṭamahābhayatārā (Tārā as a 
saviouress from the Eight Great Dangers) in the Buddhist art 
of Andhra. By examining the iconography and style of this 
unique relief through comparative analysis with contemporary 
Buddhist sculptures from the Andhra region (c. 8th–9th 
century CE) and with other Aṣṭamahābhayatārā sculptures in 
the Deccan, Orissa, Bihar, and Bengal, this paper scrutinizes 

has developed innovative ways of sustaining oral literary 
traditions. This is evident through the reinterpretations 
of oral literature in books by African artists from the 
19th century. Using Yorùbá oral tradition as examples of 
these technological and artistic interventions, this study 
examines the role of art and technology in reinventing 
and disseminating African folklore. It analyzes selected 
visual materials such as animations and other digital media 
designed and created by Yorùbá artists in the 21st century. 
This media has given a new life to African folklore, producing 
inspiring animation of our stories for younger generations of 
Africans all over the world. 

Old Technologies for New Challenges: Barkcloth as a Jack-of-All-
Trades
Fiona Siegenthaler, Institute for Social Anthropology, University of 
Basel

Historically seasoned African technologies have their share 
in contemporary discourses and debates such as climate 
change, neo-traditionalism, decolonial thought and the 
revaluation of the “community.” Long-standing and sometimes 
even forgotten African technologies are rediscovered and 
celebrated, reactivated and employed, by contemporary artists 
within a framework that exceeds the local or national field 
and deliberately seeks global markets. Fred Kato Mutebi, an 
internationally acclaimed Ugandan artist known primarily as a 
printmaker, is one example. Coming from the area of Masaka, 
he is familiar with the tradition of bark cloth production and 
its cultural significance for the Baganda and their king, the 
kabaka. After discovering that the mastery of barkcloth 
production was disappearing due to a lack of apprentices, 
he has been engaged for several years now in reviving the 
appreciation of and training in this skill as well as in developing 
a barkcloth market. After an introduction to the technology 
of barkcloth production, I undertake a closer analysis of the 
practices and discourses surrounding the revival of barkcloth 
and Fred Mutebi’s engagement therein. This includes the 
climate-friendly features of the mutuba tree providing the 
bark, the revival of ebyaffe after the reinstatement of the 
king of Buganda in 1993, the role of Unesco therein, and the 
international collaboration of the artist with fashion designer 
José Hendo and with art collectors and institutions. Finally, I 
discuss Mutebi’s artistic research and experimentation with 
barkcloth to develop new technologies for the production of 
paper and canvas. 

After the Golden Age: Apogee or Decline? Resituating 
Regional Buddhist Visual Cultures in Medieval South 
Asia (8th–13th Centuries CE)
Chair: Nicolas Morrissey, University of Georgia
Discussant: Jinah Kim, Harvard University

Beginning with the earliest constructions of Indian history, first 
articulated during the late 19th and early 20th centuries, the fate of 
Buddhism in the post Gupta-Vakataka period has continuously been 
viewed through the narrative lens of decline and disappearance 
with remarkable consistency. The single exception to this inverted 
vision of the history of Indian Buddhism has been the much-lauded 
Pala period in eastern India, often affirmed as the last epoch of 
fluorescence for royally patronized Buddhist monastic institutions 
and, correspondingly, the last moment of accomplishment in 
Buddhist visual expression. This reified and outdated teleology, 
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Cheryl Derricotte, The 3.9 Art Collective of San Francisco
Robyn Hillman-Harrigan, Canaries Collective
Anjali Goyal, South Asian Women’s Creative Collective
Ambika Trasi, South Asian Women’s Creative Collective

American Nationalisms Inside and Outside of the 
Academy from 1800 to the Present
Chair: Ray Hernandez-Duran, University of New Mexico

This session examines the complex relationships between art 
academies and expressions of nationalism throughout the Americas 
during the 19th and early 20th centuries. Notable academies 
were founded in countries, such as, Mexico (1781), the US (1805), 
Brazil (1816), Cuba (1818), Canada (1880), and Peru (1918), each 
institution shaped by the unique peculiarities of its immediate 
sociopolitical environment. History painting—the most esteemed 
genre of academic art—beyond revealing institutional and cultural 
ideologies, also veiled or erased alternate historical perspectives. 
All communities record or commemorate historical events, many 
in forms not readily correspondent to the kinds of official art forms 
promoted or recognized by the academies. A central concern, 
thus, is to revisit academic history painting and widen the lens 
to consider non-official or extra-academic historical production. 
Relevant questions include the following: How can we approach 
alternate or marginalized historical expressions and narratives, 
and what are the problems or issues that arise when trying to 
accommodate such forms into “traditional” academic and/or 
museological frameworks? How did art academies contribute to the 
formation of modern citizens in nations with diverse populations? 
What types of visual idioms were deployed by academies to shape 
national consciousness and what kinds of reception did these visual 
forms experience among varied audiences? Have art academies 
ever served as mechanisms of institutional critique and/or social 
change? What are the legacies of these earlier academic enterprises 
in current exhibition practices and in conceptions or expressions of 
national identity today?

Nation Building Outside of the Academy: Reconsidering Mexican 
Costumbrismo
Mey-Yen Moriuchi, La Salle University

The years following independence in 1821 were critical to 
the development of social, racial, and national identities in 
Mexico. The visual arts played a decisive role in this process 
of self-definition. 19th-century Mexican academic art has 
been recognized for its crucial role in the construction of 
nationalism and national identity during this period. This paper 
examines how a marginalized non-academic genre known as 
costumbrismo also contributed to this endeavor. Costumbrismo 
designates a cultural trend in Latin America and Spain for 
representing local customs, types, costumes, and scenes of 
everyday life. Costumbrista artists captured the ordinary and 
mundane in their constructed representations of daily Mexican 
traditions. This quotidian subject matter has largely contributed 
to costumbrismo’s relative obscurity in Mexican art history and 
subsequent scholarship. The 19th-century Mexican academy 
favored neoclassical ideals, conservative artistic training, and 
grand-scale history painting. Costumbrista artists, though 
sometimes trained in the academy, preferred to portray the 
everyday lives of the lower-to-middle classes: their clothes, 
food, dwellings, and occupations, often in a sentimental or 
picturesque manner. This picturesque quality made these 
images political. This paper considers how nation building 

some of the key features of Buddhist art and cultic practices 
developed in early medieval Andhra, a period long ignored 
in the broader scholarly discourse of Buddhist history in this 
region. 

Ritual Efficacy, Astral Deities, and Regional Patronage at 
Nandhadīrghika-vihāra, West Bengal
Nicolas Morrissey, University of Georgia

In 1987, a chance discovery near Jagjivanpur village located 
in the northern area of Malda District, West Bengal, revealed 
a sizeable copper-plate inscription in pristine condition. 
Following several campaigns of archaeological exploration 
in the area of the copper-plate find, an extensive Buddhist 
monastic complex was uncovered, now identified as 
Nandadīrghika vihāra and dated to the 9th century CE. Amidst 
the excavated remains of this elaborate Buddhist monastery is 
a large cache of singularly well-preserved sculpted terracotta 
plaques. These plaques exhibit an eclectic myriad of motifs, 
including representations of Buddhas and bodhisattvas, 
astral deities, zodiac symbols, auspicious emblems, as well 
as, intriguingly, instantiations of Vedic and Hindu deities such 
as Surya, Agni and Shiva. This paper argues that, far from 
being anomalous, the eclectic imagery on these terracotta 
plaques from Jagjivanpur conforms to a consistent pattern 
of representation discernible at a range of Indian Buddhist 
monastic institutions during the medieval period, which 
may, in turn, reflect a remarkably porous ritual and artistic 
environment. 

Monastic Funerary Iconography in South Asia from the 9th to the 
Early 13th Centuries
Kurt Behrendt, The Metropolitan Museum of Art

Numerous small stupas with the remains of the monastic 
dead are extant at sites across north India. The practice of 
creating such small stupas has a long history and consistently 
they appear in proximity to major relic stupas. In this paper, 
I focus primarily on monolithic examples from the end of the 
north Indian Buddhist period when Mahayana Buddhism was 
flourishing and esoteric practices were taking hold. While 
placing one’s ashes in proximity to those of the Buddha’s was 
always a central concern, starting around the 8th century 
these stupas come to be embellished with iconography related 
to Buddhist Pure Lands. In Orissa, such stupas often exhibit 
deities related to Vajrayana practices. My paper focuses on the 
distribution of the various image formats and considers how 
such imagery may have helped facilitate a profitable rebirth. 
Perhaps this evidence even can tell us something about the 
changing ideologies that were taking hold within the monastic 
communities at this time. 

All Together Now: Artists’ Collectives Push and Pull
Association for Critical Race Art History
Chair: Camara Holloway

Artists’ collectives are not new phenomena. Yet in this era of 
mass movements and mass markets, artists are acting upon the 
desire and impulse to work together in affinity groups, organized 
for political purposes, ethno-racial solidarity and visibility, and 
professional equity in the art industry. In this session, speakers 
who belong to artists’ collectives discuss the origins of their 
organizations, their present projects, and their future prospects.
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yet complementary functions: to establish the legitimacy of the 
Escuela de Bellas Artes on an international stage, and with it 
the policies of this new Republic, and to challenge convention 
through the introduction of the live nude model, the use of 
nude photography as an artistic aid, and finally the depiction 
and exhibition of female nudity in painting. 

“Harmonious Disagreement”: Painters Eleven, Art Societies, and 
the Battle for Canadian Nationalism in the 1950s
Jessica Poon, University of British Columbia, Vancouver, BC

At first glance, the narrative of how Painters Eleven became 
pioneers of abstract modernism in 20th-century Canada seems 
to follow the archetypal avant-garde break from tradition. In 
1953 a group of 11 artists was the first in Toronto to operate 
and exhibit their paintings independently from art societies 
such as the Ontario Society of Artists. Painters Eleven split from 
these conservative academic institutions because their stifling 
veneration and imitation of the Group of Seven’s landscape 
paintings were entrenched with geographic representations of 
Canadian cultural identity. The abstract paintings of Painters 
Eleven, by disavowing all recognizable form, posed a radical 
threat to the “imagined community” of Canadian nationhood 
that relied heavily on the visualized presence of territory. 
Painters Eleven’s friction with Toronto’s art societies, however, 
reveals a larger and more complex historical and cultural 
context. In this relationship, the academies grappled with a 
major shift in the definition and understanding of Canadian 
nationalism in the post-WWII era. Emerging out of geopolitical 
turmoil, the tensions between internationalism and nationalism 
were a global preoccupation. A study of Painters Eleven’s 
conflict with art societies reveals how the battleground for 
nationalism was inscribed into debates about modern art, not 
just in Toronto but also in major cultural centers like New York 
and Paris. This paper explores the role art societies played in 
mediating the universalizing convictions of modernism with the 
urgent concern for national identity in 1950s Canada. 

Anaesthesia and Global Crisis: Could the Separation of 
Science, Ethics, and Aesthetics Underpin a Damaging 
Dislocation and Numbing at the Root of Current Crises, 
and How Might We Reimagine a Radical Fusion in 
Research, Practice, Curricula, and Enterprise?
Leonardo Education and Art Forum 
Chairs: Alan Boldon, University of Brighton, Dartington Hall Trust, 
Weaveglobal.org; Ruth West, University of North Texas
Discussant: Gordon Knox

Anesthesia and global crisis: could the separation of science, 
ethics and aesthetics underpin a damaging dislocation and 
numbing at root of current crises and how might we reimagine 
a radical fusion to counter this? What forms could this fusion of 
practices take in research, practice, curricula and enterprise? What 
would be the implications of this in defining the leading edge of 
progressive learning in the arts, sciences and technology? How 
would this affect the future form of institutions, disciplines and 
pedagogy? There have been many attempts to establish integrated 
approaches to action, practical inquiry, philosophical reflection 
and ethics including: Aristotle’s definition of the four causes with 
each cause (material, efficient, formal and final) requiring equal 
attention; Leonardo da Vinci stating that there needed to be a 
balance between scientia (knowledge), arte (skill) and fantasia 
(imagination), Hannah Arendt proposing a lived responsive ethic 

developed outside the academy. I argue that costumbrismo 
contributed to the documentation and reification of social 
and racial types—reinforcing and reimagining cultural norms 
by pictorializing the costumes and comportment of everyday 
individuals in their surroundings. As a literary and artistic 
movement that played a significant role in the construction of 
racial and social types, costumbrismo played an integral role in 
the formation of modern notions of Mexican identity. 

Immediacy before Immortalization: US Nationalism during the 
Print Explosion of the Mexican-American War (1846–48)
Erika Nelson Pazian, The Graduate Center, City University of  
New York

The Mexican-American War (1846–1848) was a watershed 
event for both nations that transformed the North American 
continent; at its conclusion, the United States acquired the 
modern states of California, Nevada, Arizona, New Mexico, and 
Utah. During the 18-month conflict, US citizens’ skepticism of 
an unprovoked war quickly turned to enthusiasm as the military 
progressed towards Mexico’s capital and the prospect of the 
fulfillment of Manifest Destiny loomed every closer. Yet few 
fine artists attempted to capture the momentous war scenes 
or the heroic soldiers of the event, and contemporary history 
paintings are scarce. Instead, producers of visual ephemera 
printed hundreds of images that, like academic paintings of 
previous wars, valorized soldiers and villainized the enemy, 
but unlike their fine art counterparts, were accessible to a 
larger audience and reached them with expediency fine artists 
could not match. While landscape paintings celebrated by US 
art academies at times covertly referenced the war, graphic 
prints overtly chronicled the events of the war while at the 
same time instilling in viewers a sense of national identity. My 
presentation examines prints produced during the Mexican-
American War that directly engaged with the war effort by 
situating the images within their larger sociohistorical context 
and within the framework of nationalism studies. I demonstrate 
that lithographers used many of the same visual tropes 
incorporated into traditional history paintings to instill a sense 
of national identity in viewers by eliciting sympathy for US 
soldiers and villainizing the Mexican forces. 

Revisiting the Academic Nude at the Escuela de Bellas Artes in 
Bogotá, Colombia
Maya Jimenez, Pace University, New York

In Colombia, the year 1886 marked both the establishment 
of the Republic of Colombia, and that of its first art school, 
the Escuela de Bellas Artes. The conservative policies of the 
Regeneration, as championed by Rafael Nuñez, ushered 
in a new era of political, financial, religious, and artistic 
conservatism, culminating in the Thousand Days’ War in 1899. 
Against the backdrop of an emerging Republic and its eventual 
demise in civil war, the artists of the Escuela de Bellas Artes 
cleverly negotiated its classicizing, academic and traditional 
art education with the lessons imported from a growing 
body of internationally trained artists. From its inception, 
the Escuela de Bellas Artes placed the human body as its 
principal curricular focus, in line with the European hierarchy 
of painting that valued figurative art above landscape and still 
life. As Director of the Escuela de Bellas Artes, Epifanio Garay 
introduced the practice of the live nude model in 1894, and the 
representation of the nude in painting in 1899. Through a case 
study of Garay, a protégé of Nuñez, I argue how the inclusion of 
the female nude in painting and practice served two opposing 
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as passive and inert, but rather as lively and dynamic, with 
agency or lifeworlds of their own. Through various types of 
process-driven practices that feature combinations of living 
matter, emerging technologies, transdisciplinary collaboration 
and public engagement, artists are not only exploring how 
these systems can serve as vectors of novelty and unexpected 
variety, they are also forging a new aesthetics and systems 
of ideas focused on showcasing alternative possibilities of 
human/nonhuman relations in the age of climate change 
and environmental degradation. This presentation seeks to 
understand the role of art in revealing and understanding our 
place in this new world. What can aesthetic experiences reveal 
about the ongoing, dynamic individuations in the world? How 
can art disrupt our anthropocentric tendencies? We will explore 
technological art as a means to understand environmental, 
biological, and ecological systems. 

Analogy + Interaction: creating a context for curiosity 
through Games + Play
AIGA
Chair: Cary Staples, University of Tennessee

Experience game-development technologies’ ability to transform 
the teaching and learning processes. Instead of merely 
computerizing existing course content, this session seeks to bring 
together developers/educators who are embracing the affordances 
of the new gaming technology to radically re-envision the design of 
complex, effective learning environments. To create a place where 
students are active knowledge-builders, problem-seekers, problem-
identifiers, problem-solvers, and, eventually, agents of social 
change. Situated at the intersection of technology and culture, 
this session will ask, “how can we create an environment that will 
engage students in knowledge production? How do we move from a 
transfer model, to a participatory model of education?”

Art and technology: historical approaches to video game 
pedagogy
Kelli Wood, University of Michigan

Over the past decades, video games have blossomed into 
one of the most prevalent forms of media in the world and 
remain at the forefront of not only technological, but also 
artistic, innovation. Universities and cultural institutions thus 
have the potential to play a crucial role in shaping emerging 
fields of pedagogy and research on video games in arts 
and humanities disciplines. This paper presents advances 
in teaching video games using digital humanities resources 
and methods in the fields of art history and film and media 
studies. Opening the discussion by situating video games in 
a longue durée history of game studies, the paper examines 
the recent roles of libraries, museums, and classrooms in 
promoting student’s access to the intermedial state of video 
games as dually aesthetic and technological, and critically, 
how those institutions strive to achieve a prescient historical 
distance from the artifacts of video games that are ultimately 
enmeshed in an archaeology of knowledge dictated by our 
own discourses. When educators communicate the web of 
technological frameworks, political and gendered codings, and 
visual discourses that constitute video games, students can 
actively produce knowledge about game culture and aesthetics 
in creative classroom experiences such as vertical play of 
different releases of game franchises, game logs, comparative 
analysis, and data curation. 

along with a new pedagogy; and Guattari calling for a shift to an 
ethico-aesthetic paradigm. This panel presents examples of living 
inquiries that attempt to engage with these questions in research, 
transdisciplinary inquiry and collaboration.

XRez Art + Science Lab
Ruth West, University of North Texas

Anesthesia and global crisis: could the separation of science, 
ethics and aesthetics underpin a damaging dislocation 
and numbing at root of current crises and how might we 
reimagine a radical fusion to counter this? What forms could 
this fusion of practices take in research, practice, curricula and 
enterprise? What would be the implications of this in defining 
the leading edge of progressive learning in the arts, sciences 
and technology? How would this affect the future form of 
institutions, disciplines and pedagogy? There have been many 
attempts to establish integrated approaches to action, practical 
inquiry, philosophical reflection and ethics including and among 
others: Aristotle’s definition of the four causes with each cause 
(material, efficient, formal, and final) needing to be given 
equal attention; Leonardo stating that there needed to be a 
balance between scientia (knowledge), arte (skill) and fantasia 
(imagination); Hannah Arendt proposing a lived responsive ethic 
along with a new pedagogy; and Guattari calling for a shift to 
an ethico-aesthetic paradigm. This panel presents examples of 
living inquiries that attempt to engage with these questions in 
research, transdisciplinary inquiry, and collaboration. 

Anesthesia and Global Crisis: Could the Separation of Science, 
Ethics, and Aesthetics Underpin a Damaging Dislocation and 
Numbing at the Root of Current Crises, and How Might We 
Reimagine a Radical Fusion in Research, Practice, Curricula, and 
Enterprise?
Alan Boldon, University of Brighton

Anaesthesia and global crisis: could the separation of science, 
ethics and aesthetics underpin a damaging dislocation 
and numbing at root of current crises and how might we 
reimagine a radical fusion to counter this? What forms could 
this fusion of practices take in research, practice, curricula and 
enterprise? What would be the implications of this in defining 
the leading edge of progressive learning in the arts, sciences 
and technology? How would this affect the future form of 
institutions, disciplines and pedagogy? There have been many 
attempts to establish integrated approaches to action, practical 
inquiry, philosophical reflection and ethics, including and 
among others: Aristotle’s definition of the four causes with each 
cause (material, efficient, formal, and final) needing to be given 
equal attention; Leonardo stating that there needed to be a 
balance between scientia (knowledge), arte (skill) and fantasia 
(imagination); Hannah Arendt proposing a lived responsive ethic 
along with a new pedagogy; and Guattari calling for a shift to 
an ethico-aesthetic paradigm. This panel presents examples of 
living inquiries that attempt to engage with these questions in 
research, transdisciplinary inquiry, and collaboration. 

Anaesthesia and Global Crisis
Elizabeth Demaray, Rutgers University

Whether referred to as bio-art, environmental, or any myriad 
of other names, the focus on human-nonhuman-environmental 
interaction resonates across these practices. These practices 
all share a desire to explore zones of negotiation and 
reciprocity between the human and more than human worlds. 
Matter, the environment, and nonhuman life are seen not 
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Ancient Sculpture in Context 2: Reception
Chairs: Anne Hrychuk Kontokosta, New York University;  
Peter De Staebler, Pratt Institute

Some of the most celebrated sculptures from antiquity, such as the 
infamous Fonseca Bust, come to us “ungrounded” (Marlow 2013), 
with no secure provenance and lacking meaningful parameters 
for interpretation beyond academic discussions of style, date, 
workmanship, or identification. Building on a thought-provoking 
discussion held at CAA in 2017 (“Ancient Sculpture in Context”), 
this session continues to direct vital attention toward the analysis 
of Greek and Roman sculpture with known find-spots, investigating 
how a secure archaeological origin can influence modern 
interpretations. This year, we expand the discourse to include a 
wider range of chronological periods and associated methods 
by focusing on the later reception of ancient sculpture. Through 
this, we assess how contextualization can shift over time and how 
these realizations can illuminate and transform our understanding 
of the social, historical, and economic values of ancient sculpture. 
This session strives to update and redefine how we employ 
the facts surrounding ancient sculpture in light of current and 
rapidly-changing views on archaeological methods, looting, and 
connoisseurship. Our hope is that these topics will, in turn, influence 
the ways that we approach teaching, research, and publication. 
We discuss the reception of freestanding and architectural 
sculpture from both original and reuse display contexts, and feature 
presentations with inter- and multidisciplinary approaches to topics 
that apply innovative theoretical perspectives to the interpretation 
of ancient sculpture and its antique and post-antique reception.

The Complex Cultural Biography of the Raleigh “Bacchus”
Mark Abbe

This paper presents the newly discovered cultural biography 
of a long ignored over life-size marble statue of a standing 
nude youth in the North Carolina Museum of Art (NCMA) 
previously known simply as “Bacchus.” Archival research and 
detailed autopsy have revealed that the composite statue 
originates from the 16th-century collection of ancient sculpture 
assembled by Cardinal Marco Sittico Altemps (d. 1595) and was 
prominently displayed with other sculpture on the scala grande 
of Palazzo Altemps. The statue was formed around two ancient 
Roman fragments—an exceptionally high-quality nude torso 
(from a rare type of nude Roman funerary portrait statue) and 
an ancient, but alien ivy-wreathed head of Dionysos. Masterful 
16th-century additions created a canonical, immediately legible 
Renaissance image of the god of wine for private display. 
After migrating through the collection of J.P. Morgan c. 1913, 
the statue was acquired by the NCMA in 1958, becoming 
one of the first publically displayed ancient marble sculpture 
in the American South. An abandoned 1980s de-restoration 
campaign left the statue a headless stump and the statue was 
subsequently off view or displayed as a generic decorative 
work in the museum’s European painting galleries. The recent 
recognition of the statue’s importance and complex history 
has lead to a new multidisciplinary conservation and exhibition 
project that will re-restore the complete post-antique work and 
reveal to the public for the first time the full complex historical 
reception of this long-lived composite sculpture. 

Understanding the Student Perspective of Art History Survey 
Course Outcomes Through Game Development
Josh Yavelberg, Kelly Donahue-Wallace, University of North Texas

Rather than asking how instructors can create an environment 
that engages students in knowledge production, we 
asked the students. The purpose of this study was to form 
an understanding of the perspective of students in an 
interdisciplinary art and design capstone seminar of the issues 
and learning objectives of the art history survey course, and 
to resolve them through game design. Students were asked 
to transform passive learners in lecture-based survey courses 
into active knowledge seekers. Our heuristic, design-based 
research study relied on the interactions of the researchers 
with a class to focus on the delivery of a creative product 
that may be implemented in future research. The goal of this 
research was to define the student perceptions of the art 
history survey course and how the process of game design 
informed and reflected these perceptions. The researchers 
observed how the students identified the problems of the 
survey course as typically taught, the essential learning 
needs, the typical instructor objectives, the vast array of 
content to choose from, the essential mechanics of different 
types of games, and the course logistics as they sought to 
reconcile instructional needs with student engagement. In the 
process, we learned a great deal about how students think 
and understand their educational experiences. The resulting 
games demonstrated both how students engage the content 
they encounter in typical classes and how they reconceive this 
engagement in game form. Following the study, researchers 
highlighted student-developed games that could be utilized in 
future courses, highlighting areas for future research. 

Educational Platforms for Immersive Student-Driven Learning
Zach Duer, Virginia Tech

The free availability of video game engines has exploded 
our ability to create educational platforms for student-
driven learning. Using the Unity game engine, we have 
created several educational virtual reality applications, 
each emphasizing a different educational potential enabled 
through modern game technology. For example, in traditional 
particle physics education students look at 2D diagrams to 
learn 3D principles. Our platform is an interactive particle 
physics playground for embodied learning in which students 
can literally walk around and through a virtual model of a 
supercollider, tinker with particle collisions, and pose and 
test theories of how particles will move through the detector. 
Another project helps students empathize with a historical 
experience through a virtual and physical model of a cramped 
World War I tunnel constructed with actual scanned data 
of the tunnel as it exists today and filled in with historical 
photographs. Students simultaneously walk through both 
the virtual tunnel and a physical reconstruction to explore an 
audio, visual, and tactile experience designed to help them 
comprehend not just information about the tunnels, but how 
it might have felt to live in them a hundred years ago. Finally, 
a football quarterback simulator with real time motion capture 
allows students to practice the experience of a football play by 
dealing with crowd noise, deciphering defensive formations, 
choosing the correct receiver, and performing an accurate 
throw with a real football. In each of those projects, students 
are involved in project formulation, development, testing, and 
use in the classroom. 
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Contemporary Receptions of the Farnese Hercules: Color, 
Culture, and Bodies
Marice Rose, Fairfield University

The Farnese Hercules, discovered in 1546 in the Baths of 
Caracalla’s central hall, has had a rich history of reception. 
Once its display in the Farnese Palace became an essential 
stop on the Grand Tour, versions were created in various sizes 
and media, and it continues to be replicated by artists and for 
domestic decoration. Although the massively muscled nude 
statue holds associations with athleticism, health, and bodily 
display because of its original location, these associations 
are often disregarded. Instead, scholars tend to reference the 
statue as a replica of a possibly Lysippan original, while artists 
usually alter its appearance to engage with notions of Western 
culture. Bodybuilders and physical educators, however, 
have maintained an interest in the statue’s relationship to 
actual human bodies in their reproductions of the statue in 
educational materials. This paper examines these receptions 
of the Farnese Hercules since the 19th century with regard 
to color, contrasting reproductions that are whiter than 
the original’s marble surface with receptions that feature 
fleshlike—and more accurate to the original polychromy—color 
for skin and hair. I argue that the bright white versions, such 
as that by Jeff Koons (Gazing Ball Farnese Hercules, 2009) or 
those made by contemporary manufacturers for the interior 
design market, aim to relate their works to perceived ideals 
of high culture, wealth, and good taste consistent with the 
Farnese Hercules’ display in the palace. Bodybuilders’ more 
naturalistic replications and interest in emulating Hercules’ 
physique are closely related to the statue’s original find spot. 

Anonymity in the 18th Century 
Chairs: Kee IL Choi, Leiden University; Sonia Coman, Columbia 
University
Discussant: Anne Higonnet, Barnard College, Columbia University

The entry on “anonymous” in the Encyclopédie begins by defining 
the term, etymologically, as that which has no name or whose name 
is not known. This definition alone highlights the semantic richness 
of the anonymous as ontological and epistemological category. In 
the early modern period, the notion of anonymity coexisted and 
overlapped with those of pseudonymy and of sociopolitical and/or 
sociocultural visibility or lack thereof. Issues of intentionality and 
authenticity further complicated the early modern understandings 
of the anonymous and its constellation of norms and practices. 
The 18th century saw a creative tension between conservative 
self-effacement and an emerging authorial ambition, manifested 
in literature, the visual arts, and specific forms of cultural 
entrepreneurship such as the activities of artists’ workshops and 
of marchands-merciers. If we are to look at 18th-century visual and 
material culture broadly, we will quickly realize the extent to which 
anonymous artifacts, loosely defined, make up the fabric of it. And 
yet, art history privileges (re)known artists and works, relegating 
the unnamed and those who had fallen into anonymity, as it were, 
to the periphery of research and intellectual inquiry. When we walk 
through our museums, we become aware that onymous artists 
and artifacts drive featured narratives, while the majority of things 
we see on display are, in fact, anonymous. Against this backdrop, 
and given the resurgence of interest in material culture and the 
“decorative arts,” the 18th-century category of the anonymous 
warrants a fresh look.

“Lions at the Door”: The San Gemini Portal and Implications of 
Reuse in Romanesque Façades
Steven Burges, Boston University

The aim of this paper is to demonstrate how the medieval 
discovery of Roman lion sculptures impacted the decoration 
and function of entrances to religious structures, as 
exemplified by the Romanesque abbey church of San Nicolò 
in the Umbrian town of San Gemini. During the 11th and 12th 
centuries, the integration of pairs of antique stone felines into 
new sanctuary portals spanned the Italian peninsula. Much 
more than symbolic guardians, these lions represented both 
divine judgement and secular power and served as interactive 
guarantors of truth, when legal proceedings took place at the 
church façade. The main doorway of San Nicolò (now in the 
collection of the Metropolitan Museum of Art in New York; 
47.100.45a-g) consists of a remarkably disjointed program 
of marble reliefs, likely assembled from separate sections of 
earlier medieval architectural sculpture. Ancient carving and 
inscriptions on the same blocks have revealed even earlier 
origins within Roman structures in the nearby ruins of Carsulae. 
Lion figures projecting from the base of each jamb bear signs 
of Romanesque authorship, but they closely emulate ancient 
originals reused in a previous incarnation of the church. At 
Modena, Venosa, and other sites, leonine spolia installed at the 
time still flank doorways, which were vital venues for oaths, 
sacraments, and trials. The purposeful connection to antiquity 
made by Roman lions in each place of judgement recalled past 
authority and ideology. The reused images even alluded to the 
legend of Virgil’s mouth of truth, prompting some oath takers 
to interface symbolically with the beasts. 

The Sleeping Hermaphrodite: Reception and Interpretation in 
Three Eras
Elizabeth McGowan, Williams College

When an ancient sculpture of the Sleeping Hermaphrodite was 
discovered in a drain in early 15th-century Rome, the sculptor 
Lorenzo Ghiberti marveled that the subtlety of its carving 
could only be appreciated in diffused light, and immediately 
arranged for its shipment to Florence (I commentarii, Biblioteca 
Nazionale Centrale di Firenze, II, I, 333). Since the discovery 
of this first of eight extant large-scale marble copies of the 
nymph-like prone demigod of dual sex, interest in the 2nd-
century CE sleeper has waxed and waned. Over the last 600 
years, the statue type of the Sleeping Hermaphrodite has been 
received positively at times, while at others, derided, literally 
desexed with a chisel, shoved against the wall in museums, 
and lampooned in textbooks. Cultural interest in the Sleeping 
Hermaphrodite has been on the rise over the last 20 years, 
however. At the current moment, ideas concerning gender 
identity are taken seriously in the classroom, by the press, and 
in the Academy, and the Sleeping Hermaphrodite commands 
renewed interest, recognition, and a prominence not seen 
since the 17th century. Modern copies have sold at auction 
recently for prices in the high six figures. This paper explores 
the reception of the Sleeping Hermaphrodite in the 21st 
century as well as the Renaissance. Perspectives current today 
and philosophical ideas prominent in the art and thought of the 
Renaissance together help shed light on the potential meaning 
of the sculpture in its own time, the 2nd century, CE. 
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have been prompted by a censorship edict issued in 1722, 
which required publishers and writers to inscribe their real 
names in the colophon. Nevertheless, there are still copious 
numbers of books produced by unidentified publishers, 
illustrated by unknown artists, or compiled by writers who 
concealed their identity by using obscure pseudonyms. 
Furthermore, there are many bibliographic documents in 
which the names of publishers, artists, and authors are missing 
altogether. Analyzing selected case studies, this talk considers 
methodological challenges and approaches in studying and 
cataloging works produced by anonymous writers and artists, 
as well as calligraphers, carvers, printers, and publishers, in 
other words all the stakeholders involved in the production and 
manufacturing of the physical books. 

Antiquarianism in Art. Ideology of Representation 
during the Renaissance: The Grotesques
Association for Textual Scholarship in Art History 
Chair: David Cast, Bryn Mawr College

The purpose of this session is to discuss various aspects of the 
conception and perception of grotesque paintings completed 
during the Renaissance, with a focus on the Reformation and 
Counter-Reformation period. After the decrees on images approved 
by the Council of Trent (1563) and the publication of Gabriele 
Paleotti’s Discorso on sacred and profane images, the opponents 
and defenders of this artistic genre felt a clear and general need 
to confer upon it a new semantic approach. The effects of this 
dynamic, which manifested itself as a conflict between two different 
cultural ideologies rather than simply a divergence of aesthetic 
perspectives, were twofold. On the one hand, it influenced the 
theoretical debates on grotesques, creating an extensive body of 
literature that attempted to explain their essence, with particular 
focus on their relationship with or distortion of nature. On the 
other hand, it also paved the way for the emergence and growth of 
innovative multifarious patterns that served as alternatives to the 
more conventional figurations.

Horace’s Pitchfork and the Mason’s Trowel: Grotesques in 
Architecture and the Nature of Nature
Charles Burroughs

In the polemic against grotteschi, Horace’s lines in the 
Ars Poetica were of major importance. The ancient poet 
condemns hybridity, the mingling of disparate items, whether 
detached from different animals or in the form of stylistically 
irreconcilable passages of text. The potential application 
of such ideas to architecture is evident, but an obvious 
case of rejection of Horace’s doctrine is Sebastiano Serlio’s 
Extraordinary Book of 1551, full of formally and semiotically 
diverse elements cobbled together. In Horatian terms, this is 
in defiance of the inclination to coherence and unity attributed 
to nature. Indeed, Horace’s famous comment that if you try 
to keep nature out with a pitchfork, “she” will rush back in, 
forms part of a critique of an artificial or “mannered” style of 
composition. In a famous comment on wall decoration Vitruvius 
also critiqued artificiality and hybridity in architecture; what 
was “natural” was the emergence of temple architecture from 
primitive construction methods using timber. However, in 16th-
century architecture, there were occasions when the stylistic 
control typical of Horatian classicism could not contain—at 
least symbolically—the force of the material substrate. The 
incorporation of anthropomorphic or zoomorphic elements in 

Carmontelle and the Art of Furnishing Identity
Margot Bernstein, Columbia University

Though not anonymous, Louis Carrogis called Carmontelle 
(1717–1806) is virtually unknown, even as the hundreds of 
mostly full-length, profile-format portrait drawings of 18th-
century celebrities (including Mozart and Voltaire), elites, and 
servants that he created while installed at the royal Orléans 
court are instantaneously recognizable and ubiquitous. 
Carmontelle’s status as an untrained artist and his conscious 
attempt to keep his identity as the lowly son of a cobbler under 
wraps by adding to his patronymic, Carrogis, the aristocratic-
sounding “de Carmontelle” have contributed to his continued 
obscurity. Beginning with an examination of the causes 
for Carmontelle’s obscurity, the paper shifts to the artist’s 
depictions of individuals whose names are either lesser-
known or lost to history. Drawing upon recent scholarship on 
the integral role that decorative arts objects’ form, function, 
material makeup, and display played in the performance of 
identity in 18th-century France, I argue that the fashionable 
furnishings that appear in Carmontelle’s portraits (but are 
often deemed inconsequential or are outright ignored) operate 
in the service of self-fashioning and thus help to circumvent 
sitters’ relative or actual anonymity. In addition to analyzing 
how individual sitters or groups of sitters rendered on the same 
sheet use “anonymous” objects to express their sense of self, 
the paper also considers pieces of furniture that are repeated 
across Carmontelle’s portraits in their capacity to illuminate the 
social networks to which Carmontelle’s subjects belonged. 

Sèvres Porcelain on Paper
Nicholas Stagliano, Cooper Hewitt, Smithsonian Design Museum/
Parsons School of Design, The New School

This paper investigates eight rare watercolor drawings in the 
collection of the Cooper Hewitt that depict identifiable 18th-
century Sèvres porcelain objects. The drawings, by anonymous 
artist(s), have been regularly mentioned or illustrated in 
scholarship on Sèvres over the past half century in relation to 
the objects they depict, but, until now, have not been studied 
as objects themselves. Quite distinct from the well-known 
form study drawings made by Sèvres modelers, the Cooper 
Hewitt drawings depict a series of completed porcelain objects 
and are inscribed with object names and, in some cases, 
prices. This paper will explore questions of the attribution and, 
especially, the function of the drawings, as well as methods 
of marketing and merchandising Sèvres porcelain in the 18th 
century. 

Sine Nomine: Nameless Partners, Anonymous Writers, and 
Unknown Artists in 18th-Century Japanese Book Production
Alessandro Bianchi, Haverford College

This presentation addresses the question of anonymity in early 
modern (1600–1868) Japanese literary and artistic culture, with 
a focus on 18th-century book production. Japan witnessed the 
rapid development of a thriving publishing market during the 
early modern period. In the 17th century, the names of writers 
and illustrators were not always recorded in every publication. 
Even in booksellers’ and publishers’ catalogues, books were 
generally identified by their titles and organized by subject 
matter. In the 18th century, as the publishing industry reached 
its maturity, the name of high-flying authors and illustrators 
started to appear more prominently in the frontispiece or on 
the front cover of new publications. On the one hand, it was 
a marketing strategy. On the other hand, this change may 
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most valuable information in this regard, functioning as trophies and 
evidence of new hegemonic systems or as signs of assimilation and 
seeds for new cultural hybrids. Indeed, nowhere have architectural 
conversions been more politically significant than in the context 
of religious campaigns, whether through explicit evangelization 
or presumed secularization. And while these questions have 
fascinated historians of art and architecture of the ancient and 
early modern world, they have largely eluded the attention 
historians of modernity, in part due to the marginal role that religion 
continues to play in narratives and histories of modernization. 
This panel aims at bridging this gap by gathering scholarship on 
architectural conversions in the 19th and 20th centuries, with an 
interest on colonial and postcolonial processes as they played out 
architecturally in North Africa and Southern Europe. The four papers 
discuss how typological, programmatic, symbolic and discursive 
appropriations and resignifications of buildings have worked within 
political and cultural imperial projects. They pay special attention 
to the appropriation of sacred and civic spaces associated with 
Christianity and Islam.

On Image Crafting and Conversion: Remembering St. Louis in 
Colonial and Postcolonial Tunisia
Daniel Coslett, University of Washington, Western Washington 
University

While the rhetorical evocation of North Africa’s ancient past by 
French colonialists during the 19th century has been variously 
studied, the significance of Louis IX has thus far escaped the 
attention of most scholars of the region’s colonial history 
and built environments. Indeed, the sainted king laid the 
foundation for later territorial claims by France when he died in 
1270 of dysentery near Tunis en route to the Holy Land during 
the Eighth Crusade. Centuries later the Catholic Church came 
to act as a de facto agent of colonialism from its imposing 
headquarters atop Carthage’s ancient acropolis, erected 
on the spot of his supposed death and much-mythologized 
last-minute conversion to Islam. The cathedral of St. Louis, a 
compelling pastiche of Gothic, Byzantine and North African 
elements—remains a prominent landmark in greater Tunis 
where it has since 1994 functioned as a multipurpose arts and 
events space (following its official desacralization in 1964). 
Based on archival and on-site research, this paper focuses on 
the built environments designed to strategically sustain the 
memory of Louis IX in Tunisia. Included are several church 
sites on the Carthage acropolis, unexecuted plans for others, 
and an adjacent museum building. The buildings’ design, use, 
conversion following independence, and current status are 
considered as well. Ultimately it sheds light on relationships 
between ancient, Crusader, and colonial histories, the 
postcolonial appropriation of identities and sacred spaces, and 
the enduring legacy of colonial-era imagery in contemporary 
North Africa. 

Orientalism and the Mudéjar: Appropriating Medieval Islamic 
Architecture for the 1929 Iberoamerican Exposition in Seville, 
Spain
Lia Dykstra, Brown University

At the turn of the 20th century, it was not unusual for Spain 
to appropriate its Islamic architectural past for World’s Fair 
pavilions. International audiences considered Spain (and 
especially Andalusia) an Oriental country and the Spanish 
architects played into that image, with national pavilions in 
Paris, Chicago, and Brussels that combined references to 
famous buildings of medieval al-Andalus. However, when 

so many buildings is more than decoration or adherence to 
a fashion for grotesques, but rather—turning Horace on his 
head—recognition of the limited effect of the pitchfork and of 
the power of sublimated nature to rush back in. 

The Grotesque as the Afterlife of Suppressed Worldviews
Andrzej Piotrowski, University of Minnesota

The historical phenomenon of the grotesque will be discussed 
as a lesser-known example of the relationship among arts, 
politics, and religion. Grotesque designs have frequently been 
treated as a fascinating but deeply personal kind of creativity. 
Regardless whether found in remnants of antiquity, revived 
during the Renaissance, or reinvented by contemporary artists 
such as Franciszek Starowieyski, such forms are mostly studied 
for their aesthetic value—the paradoxical combination of the 
natural and the deformed, comical and terrifying features. 
In contrast, this presentation shows how the grotesque is 
symptomatic of a suppressed mode of thought rooted in 
the oldest Eastern religious beliefs. Because these pagan 
worldviews challenged Christianity, especially during the early 
modern era when the Catholic Church struggled to define and 
control the Western identity, they were suppressed, including 
their latent meanings represented by the grotesque. Only 
when that unwanted frame of references was silenced, could 
any such a symbolic form be turned into a superficial object of 
aesthetic admiration. Many symbolically charged sculptures 
or prints have survived, however, including Cornelis Floris’ 
drawings and details in many Mannerist buildings constructed 
during the Polish-Lithuanian Reformation. 

New Investigations on the Renaissance Etymology of 
“Grotesque”
Damiano Acciarino, Univerisità Ca’ Foscari Venezia and University of 
Toronto

The Renaissance debate on the etymology of the word 
“grotesque” (It. grottesca), which signified a specific type of 
ancient paintings, gradually grew throughout the 16th century, 
encompassing a variety of phases and noteworthy shifts in 
perspective. Since the first occurrences, it had always been 
considered by Renaissance scholars, such as Benedetto 
Varchi, Daniele Barbaro and Benvenuto Cellini, to be a modern 
coinage. However, in the 1580s, Gabriele Paleotti attempted 
to establish that the term “grotesque” had already been 
used by ancient Romans. The reason for this lexicographic 
interpretation was purely ideological, because Paleotti wanted 
to prove that grotesques had been perceived negatively since 
their origins in ancient times. The aim of this contribution is to 
show the ramifications of the etymological debate on what was 
meant by the term “grotesque” in the late Renaissance. 

Architectural Conversions and Imperial Imaginations
Chairs: Ralph Ghoche, Barnard College; Maria Gonzalez Pendas, 
Columbia University
Discussant: Nebahat Avcioglu

Architecture has long been an instrument of territorial conquest 
and a means of providing cultural legitimacy to processes of 
military, political, and religious subjugation. Whether conquest is 
exercised by the erasure of a building, or by its conservation or 
reconstruction, tactics directed towards the appropriation of the 
built environment hold valuable clues as to the ideological premises 
of the imperial aspirations. Architectural conversions may hold the 



35New York City  2019

Al-Andalus for purposes of crafting a “distinct” modern identity 
and negotiated decolonization in Spanish Morocco, all the 
while laying claim to cultural, spiritual and racial hegemony 
under the pretense of a new, modernized version of Catholic 
evangelization. This paper reads the Alhambra Manifesto 
alongside other interpretations of “Islamic” architecture of the 
period and against the cultural predicaments of Franquismo 
to expose how architects accorded to the regime’s “Politics 
of Spirit,” as was put by the Secretary of Propaganda, by 
folding the architectural heritage of the Al-Andalus into a 
distinct narrative of modernism. Crucial to understanding 
the complex relationships between Islam and the national 
construct of “Spain,” this episode also throws light onto the 
equivocal secularization to which narratives of so-called Islamic 
and modernist architecture have long been subjected to in 
architectural debates and histories. 

Art and Artificial Intelligence
Chair: Johnny Alam, Independent Artist and Scholar

In 1931, Paul Valery wrote an essay in which he anticipated a major 
change in the very notion of art affected by modern changes in 
the fields of knowledge and power. Valery’s words inspired Walter 
Benjamin to write his canonical essay “The Work of Art in the Age of 
Mechanical Reproduction” (1936) that considered how technology 
changed the nature of art production, its uses, and its reception. 
Extending Benjamin’s work to the 21st century, WJT Mitchell 
critically reflected upon artificial intelligence (AI) in The Work of Art 
in the Age of Biocybernetic Reproduction (2001). However, Mitchell 
only included examples of artworks that were created by humans. 
This panel features papers that discuss how AI is changing our art 
world by elaborating on artworks or art-related processes (curating, 
auctioning, marketing, etc.) created by AI systems (Machine 
Learning, Natural Language Processing, Computer Vision, etc.).

Digital Media Art Projects using Neural Networks, Machine 
Learning and Deep Learning
George Legrady, University of California, Santa Barbara

I present a number of digital media art projects developed 
in the Experimental Visualization Lab, which I direct in the 
Media Arts & Technology doctoral program at the University 
of California, Santa Barbara. These have been realized since 
2000 to explore computational algorithms as core components 
of the creative process. Pockets Full of Memories—
commissioned by the Centre Pompidou in 2001 and exhibited 
internationally in 8 venues—consisted of data contributions 
by the general public, which were visually spatialized by the 
Kohonen Self-Organizing Map Algorithm, an unsupervised 
artificial neural-network. Swarm Vision (2013), a machine-
learning based project exhibited at Siggraph, the Heidelberg 
Kunstverein, and the Mois de la photo Festival, consists of 
three computational cameras that search and analyze visual 
scenes of interest. Voice of Sisyphus (2011), most recently at 
the ZKM generates in real-time a four-channel sonic experience 
through the FFT analysis of segments of a photograph selected 
by our custom software. I conclude with our current Deep-
Learning project consisting of custom software generating 
aesthetically coherent photographic compositions based on a 
training set of existing photographs. 

Seville prepared to host their own international exposition in 
1929, Spain’s relationship with its Islamic past had become 
more complex. It wanted to be seen as modern and to 
distinguish itself from its new Moroccan protectorate. As 
a result, the “Mudéjar pavilion”—housing the national art 
exhibition—used a style described as the result of subjugated 
Muslims building for Christians following the Reconquest, while 
the Moroccan Protectorate’s pavilion was said to resemble 
a modern “Moorish” palace. However, the architectural 
differences were nominal at best, with the Spanish architects 
of both pavilions reproducing forms from the architecture of al-
Andalus. In this paper I examine the appropriation of medieval 
Islamic architecture for these two pavilions, interrogating the 
ideological distinction made between Moorish and Mudéjar 
architecture. I argue that this difference in terminology allowed 
Spain to embrace a part of its medieval Islamic architectural 
past, by using a term that connected it to the Reconquest, 
while simultaneously Orientalizing and “othering” Morocco. 

By Hammer and Chisel: Resource Extraction and the Statue 
Bugeaud in French Algiers
Ralph Ghoche, Barnard College 

The statue of the maréchal Bugeaud stood at the center of 
Place d’Isly in Algiers until its removal following the Algerian 
War of Independence in 1962. Bugeaud was known for the 
brutal tactics he employed in Algeria in his bid to crush 
resistance movements and conquer Algerian territory during 
the 1840s. His ambitions for the country were to subjugate 
it “by sword and by plow,” eventually replacing the military 
occupation of Algeria with the settler colonial cultivation of its 
land and the extraction of its natural resources. Writing on the 
statue to Bugeaud that appeared following the monument’s 
inauguration focused on the base of the monument and not 
on the statue itself. Indeed, the base was made of porphyry, a 
rock valued for its historical symbolism during Roman times. 
Large fold-out drawings detail the scale of the undertaking to 
extract the stone block. Engineers were selected, a camp was 
built, a large pit dug, and a block of the stone painstakingly 
extracted by hammer and chisel. The operation lasted 
months. Colonialism cannot be fully understood without 
the processes of resource extraction and the circulation of 
materials that it occasioned. If the drawings strike a heroic tone 
it is because the stone block commemorated the true prize 
of France’s conquest of Algeria: its mineral resources. This 
paper examines the way that porphyry came to be prized in 
Algeria as a material imbued with ancient Roman and imperial 
connotations, ideals which helped buttress France’s own 
imperial delusions during the colonial period. 

The Alhambra Manifesto and the Politics of Spirit in Fascist Spain
Maria Gonzalez Pendas, Columbia University

In 1952, architect-historian Fernando Chueca-Goitia led 24 
other architects to the Alhambra in Granada and asked them 
to study the monument from a “cubist perspective.” The 
three-day meeting resulted in the Manifiesto de la Alhambra, 
which intended to reinscribe the architecture of Al-Andalus 
within a new paradigm of modernism. The move was a 
critical one in the context of the Franquista dictatorship, a 
regime that never shed off aspirations for a renewed Hispanic 
Catholic empire grounded on the founding national myth of 
the Reconquista over Islam. This fascist imagination took a 
defining turn, and a new formal and discursive repertoire in 
the 1950s as the regime simultaneously mobilized the memory 
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copyright authorship and ownership of AI works. While 
the Copyright Act does not define “author,” it is commonly 
understood to refer to the person who translates an idea into 
a fixed, tangible expression. The degree of AI as opposed to 
human intervention in creating art may disqualify the work 
from copyright protection under the current law. But how 
does the law distinguish between “human” and “artificial” 
intelligence when determining copyright authorship and 
ownership of AI-created art like The Next Rembrandt? What 
are the policy reasons for or against extending copyright 
protection to AI art? What are the resulting implications for not 
only copyright but also the creative economy and process? This 
paper examines these questions and proposes a sustainable 
framework on which to assess the copyrightability of AI art that 
encourages progress in the creative and legal fields. 

Art and Design Pedagogy: Topics in Grading 
Chair: Natasha Haugnes, Academy of Art University; California 
College of the Arts

Faculty artists and designers often bear an uneasy relationship 
with the challenges and responsibilities of grading undergraduate 
student work. This discomfort may stem from concerns that grading 
squelches motivation, or that grading somehow relegates art to a 
mere checklist of skills and facts to learn. These concerns are well-
founded—some grading practices can indeed demotivate students 
and oversimplify the creative process—and they are rooted in what 
Plato referred to as the “ancient quarrel” between philosophy and 
poetry. Yet the rigorous practice of art and design, inseparable 
from the process of critique, involves assessment every step of the 
way. Instructors who are able to frame grading as an extension of 
this rigor—who are able to integrate grading into their approach 
to teaching and learning—can actually use grading practices to 
enliven the teaching and learning in their classes. The panelists in 
this session represent a diverse range of institutions and practices; 
they have been examining, discussing, and writing on grading 
practices in creative fields for over 20 years, both as a team and as 
individuals. Presentations will address the historical foundations 
for the “can you grade art?” debate; a method to create and use 
grading rubrics that enhance student creativity; and considerations 
for critique in traditional and online environments. Participants 
will have the opportunity to identify specific takeaways about how 
thoughtful grading practices can serve as extensions of their own 
art and design teaching practices.

Exploring the Tensions between the Interpretive and the 
Generative
Hoag Holmgren

Philosophers and artists have long argued about the value and 
utility of each other’s discipline. Plato famously referred to the 
“ancient quarrel” between the philosopher and the poet, the 
former privileging reason, the latter, emotion. Indeed, Plato 
even exiled poets from his ideal republic. Yet faculty who teach 
the creative arts—nearly all of whom are artists themselves—
engage in the practice of philosophy when assessing their 
students’ work. That is, they employ a systematic use of reason 
when providing formative or summative assessment. And the 
challenges are formidable. How does one quantify aesthetics? 
Can art be graded? If so, how does one grade a sonnet, a 
film, or a photograph in a way that is accurate, instructive, 
and fair? What constitutes feedback that is both critical and 
encouraging? This session will explore the history of the 

Art and AI: Here and Now.
Johnny Alam, Independent Artist and Scholar

This presentation revisits my 2013 conference paper “The 
Work of Art in the Age of Artificial Intelligence: Posthuman 
Representations—Human Implications,” which delved into 
ontological questions about the nature of art, intelligence, and 
creation using burgeoning examples of AI interventions in the 
art world. Indeed, explorations in AI have made significant 
progress since 2013, partially driven by a seemingly insatiable 
thirst for implementing AI in major businesses, industries, 
and governmental process that affect several aspects of our 
daily lives (from marketing to security). My paper sheds light 
on the latest AI developments in the art world and reaccesses 
some of the conclusions that I presented in 2013. Beyond 
theoretical contemplation, this paper invites the art community 
to pay attention to AI as a disruptive technology that is 
already changing the world as we know it, based on empirical 
examples, rather than the common sci-fi utopic/dystopic 
romanticizations of the subject. 

Social Media Mining for the Analysis of the Art World
Amalia Foka, University of Ioannina

The continuous increase of social media users and content has 
brought new opportunities to understand individuals, groups 
and society by mining social media. Numerous methodologies 
have emerged that have been proven a valuable tool for a wide 
range of industries and markets. However, the same does not 
hold for the art world. In this paper, it is proposed to perform 
a social media network structure analysis for the art world. 
This study attempts to identify the field and its actors (artists, 
curators, historians, auction-house experts, etc.) as they exist 
online, and evaluate their effect on a wide range of art-related 
processes. Existing approaches cannot be applied directly 
to the art world mainly because they are based on mining 
the public opinion about a brand or a product to estimate 
their market value or their intangible assets. Yet, artworks 
as products incorporate cultural values, that are a social 
construction that is related to reputations and occurs between 
art world experts and established art institutions. Hence, new 
social media mining methodologies need to be devised that 
reflect the elitist nature of the art world and can estimate the 
inherent cultural value of artworks and actors of the art world. 
This ability will give rise to new opportunities including: the 
identification of new and emerging actors; the identification of 
the most influential actors; the identification and evaluation of 
exhibition or auction events and in general the identification 
and evaluation of a wide range of art-related actors and 
processes. 

Artificially Intelligent Artists: Who Owns the Copyright?
Emily Lanza

Rembrandt’s last portrait dates from not the 17th century 
but the 21st. This painting, known as The Next Rembrandt, 
brings the great master back to life through the use of 
statistical analysis of Rembrandt’s oeuvre gathered by 
artificial intelligence (AI) and “painted” using a 3D printer. 
Instead of the artist’s “mind,” algorithms determined the 
shape and placement of certain features by identifying and 
replicating dominant patterns that make a Rembrandt look 
like a Rembrandt. While The Next Rembrandt foreshadows 
the burgeoning use of AI in art historical research and 
contemporary artistic process, these developments also 
bring new challenges in copyright law, specifically regarding 
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exteriorized an intimate spousal dialogue during which hunters 
recounted their dreams to their wives who interpreted them visually, 
complicating questions of authorship. Once activated, the coats 
were worn during caribou hunts, serving as porous membranes that 
connected humans with animals. Cross-cultural exchanges between 
France and the northeast peninsula of Quebec and Labrador 
expanded the dialogical principle of the coats’ pictorial surfaces 
to a broader context. From the inner landscape of dreams to a 
globalized world, these wearable paintings on animal skin were loci 
of cultural, psychical, and ontological transactions between Native 
North American art and European fashion, between active men and 
reflective women, and between humans and animals. Imbued with 
animality, they emerge as what Hubert Damisch called “theoretical 
objects” that command innovative—and hybrid—methods. Building 
on the technical and structural analyses made by the late museum 
curator Dorothy K. Burnham of 60 painted caribou-skin coats, this 
paper uses Native American epistemologies, animal studies, and an 
object-based approach to examine closely the embodied painting 
process that generated them, and to attend to issues of gender, 
early modern globalization, and dreamwork. 

Moses Maimonides’s (1138–1204) Architectural Diagrams of the 
Second Temple
Zhenru Zhou, University of Chicago

This paper explores a way to fruitfully bridge digital humanity 
and the art historical studies of medieval manuscript 
illustrations and early architectural drawings in the Jewish 
context. Here I provide a case study of the line-drawings of the 
Second Temple in the Andalusian Talmudist-philosopher Moses 
Maimonides’s (1138–1204) Commentary on the Mishneh in 
1168. Incorporated into the Arabic texts of Middoth, a total of 18 
diagrams accompanied by Hebrew labels and measurements 
visualize the architecture and cult furnishings of the Temple 
Complex. Maimonides’s architectural diagrams, I argue, 
facilitate a spatial and ritual contemplation of the Temple 
Complex beyond fragmented textual sources, while preserving 
their literary imagination, which cannot fully reconcile with 
architectural reconstruction. In the paper, I first reveal the 
sophisticated nature of these drawings by revealing the 
difficulty of classifying whether they belong to the category 
of “manuscript illustration” or “architectural drawing” in its 
modern scholarship. With the assistance of trace copies and 
digital 3D modeling, I demonstrate how the drawings manage 
to resolve the geometrical and compositional problems 
conceived in the literary tradition of the Temple. Then, I further 
demonstrate the contemplative function of these drawings 
beyond the instructional function, by confronting the existence 
of disproportional representation, inconsistent views, and 
unconsolidated space. In short, this paper urges for a technical, 
contextual, and visual reexamination of the architectural 
diagrams of the Temple in Maimonides’s Commentary 
manuscript, whose comprehensiveness and complexity has 
been inadequately unpacked in traditional scholarship. 

Bridging the Mediterranean with the Orient: The Catafalque of a 
17th-Century Assyrian Woman
Silvia Tita, Center for Advanced Study in the Visual Arts

Catafalques became the norm of splendor for celebrating the 
achievements of recently passed royals or other potentates 
in 17th-century Catholic Europe. Elaborate ephemeral 
constructions were erected either in the churches where 
these individuals were buried or in cities showing political and 
religious affiliation with the deceased’s territory of origin or 

tension between the generative and interpretive practices in 
art and how it is possible to use this tension to improve student 
learning and development. 

Rubrics for Artists and Designers
Natasha Haugnes, Academy of Art University; California College of 
the Arts

Assessment is inherent in the critique, the time-honored 
signature pedagogy of the art and design classroom. Yet 
faculty artists who are comfortable critiquing can be uneasy 
about grading, and unconvinced that “assessment” can 
support students’ artistic development. This presentation 
tracks my journey at a dedicated art and design university as 
I sought to bridge this gap—to help faculty-artists translate 
their existing critique pedagogy into assessment tools that 
integrate grading into the teaching and learning process. My 
colleagues and I developed an approach to creating rubrics 
that is rooted in the critique, and grounded in current teaching 
and learning research. After several years of approaching 
rubrics in this way, we perceived a culture shift around 
assessment. Comments such as “You can’t grade art!” were 
being replaced with “How can I include creativity in my rubric?” 
To delve deeper into instructors’ and students’ perceptions, 
we designed a survey of students (N=395) whose instructors 
use rubrics, as well as the instructors (N=481) themselves. 
Results indicated that both students and instructors perceive 
rubrics to support teaching and learning in the art and design 
context, even enhancing creativity in some conditions. The 
results also offer a few caveats. The full results and analysis of 
the study were published in a peer-reviewed journal in 2016. In 
this presentation, I present guidelines for creating high-quality 
rubrics and key findings from our survey. 

Critiquing in the Online Environment
Martin Springborg

The migration of art courses to online venues has presented 
some exciting opportunities, as well as some unique 
challenges to more traditional or “signature” pedagogies. One 
such challenge is in the critique, specifically in reproducing 
an atmosphere of immediate or spontaneous give-and-take 
so characteristic of arts classrooms. As online courses are 
taught asynchronously, there is a delay in or lengthening of this 
exchange. However, there are tools and methods for online 
critique that can help preserve the lively presence of both the 
instructor as well as students in the process. In this session, 
participants will learn about methods for effectively conducting 
critique in online courses. They will also see firsthand some 
of the tools that help critique in this learning environment 
more closely resemble the traditional face-to-face exchange 
characteristic of arts classrooms. 

Art and Diagrams Across Cultures

Skin to Skin: Animality and Interconnectedness in the Caribou-
Skin Coats Painted by Innu Women during the 18th Century
Catherine Girard, Eastern Washington University

Somewhere around the beginning of the 18th century, Innu women 
started to convert the dreams of caribou hunters into geometric 
motifs that they painted on caribou-skin coats shaped after the 
tailored silhouettes of European justaucorps. These Innu painted 
coats were objects of interconnectedness. Their painted surfaces 
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The “Radical Empathy” of Amy Sherald’s Portrait of Michelle 
Obama
Dorothy Moss, National Portrait Gallery, Smithsonian Institution

The portrait of Michelle Obama by Amy Sherald is one of 
the most discussed and debated works of art created in the 
past year. As the curator who oversaw this commissioned 
portrait for the National Portrait Gallery’s collection, I situate 
the portrait in the context of ongoing curatorial work at the 
National Portrait Gallery that activates what performance 
artist Wanda Raimundi-Ortiz has termed “radical empathy.” 
This work includes the triennial Outwin Boochever Portrait 
Competition, which cast a national spotlight on Amy Sherald’s 
work when she won first prize in 2016, and the Portrait 
Gallery’s performance art series IDENTIFY: Performance Art 
as Portraiture. Through commissioned portraits and these 
two ongoing curatorial programs, the National Portrait Gallery 
carves a space for engendering empathetic responses in 
the museum as well as sparking debate and dialogue in real 
time in the presence of curators and the artists. The story of 
the portrait of Michelle Obama has not been told in full in a 
public setting, and the opportunity to present the portrait’s 
background in this particular session allows for a nuanced 
picture of the portrait to emerge. My paper takes into account 
the choices that were made leading up to the production of 
the portrait and the extraordinary response that the portrait 
has elicited from critics and scholars as well as from museum 
visitors since the unveiling in February 2018. 

On Discomfort and Empathy as Ethical Relations
Minou Norouzi, Goldsmith College, University of London

This talk presents a close reading of 2017 Turner Prize nominee 
Rosalind Nashashibi’s film Electrical Gaza. Commissioned 
by the UK’s Imperial War Museum and shot in Gaza at the 
onset of the 2014 conflict, the film presents an ambivalent 
observation of life in Gaza before and in between violent 
conflicts punctuated by an epic electronic orchestral score. 
It would be tempting to say that the film objectifies reality—
that it is without politics. Indeed there are few overt signs of 
the Israeli/Palestinian conflict, which viewers will know has 
challenged the place and its people since the Six Day War of 
1967. Our knowledge of violent conflict remains unfulfilled. But 
if we were to employ greater specificity, to locate the politics 
within Electrical Gaza, I suggest that we cast our analysis at its 
form; at how the discord between the images and the sound, 
entirely circumvent the routine solicitation of the viewer’s 
empathic identification. The film does not meet expectations of 
the ethical labor one would typically invest in a film that makes 
visible the social conditions surrounding political conflict. 
Since our empathic register is deactivated by the strategic 
discord of sound and image, we find ourselves confronted with 
a discomforting objectification. This presentation examines 
the political dimension of the discomfort created through 
the confrontation with objectification as an ethical relation. 
Objectification, I argue, works against empathic identification 
and forces upon the viewer the issue of their complicity in the 
process of objectification through the very act of viewing. 

often in both. Of utmost interest is a catafalque commissioned 
by the Roman nobleman Pietro della Valle for his Assyrian 
wife Sitti Maani Gioerida in 1627, no sooner than four years 
after her death and her dead body travelling from India to 
Rome. This case provokes a series of questions that operate 
at different levels but concur in revealing the subjectification 
of the “Oriental” in early modern Europe. While both Pietro 
and Maani belonged to nobility, their most notable deed that 
would have allowed for alignment with higher social status 
in terms of ostentatious public funerals was their extended 
travels in many parts of the “Orient” (from the “land of the 
Turks” to India). It comes as no surprise that the number of 
languages used for the epigraphs affixed to the catafalque 
amounted to eleven (Assyrian, Arabic, Greek, Latin, and 
vernaculars of the Mediterranean Basin). Scholars have shown 
interest in the Oriental costume and depictions of Orientals in 
early modern Europe, but the results have rather emphasized 
a surface engagement with these “others.” By contrast, this 
paper addresses issues concerning the internalization of the 
“Oriental” and proposes that this particular case suggests a 
more profound assessment of the other. 

Leonardo da Vinci’s Book on Painting and Arab Optics 
Francesca Fiorani, University of Virginia

The paper discusses Leonardo da Vinci’s knowledge of ancient 
and medieval optical writings since his early training years, 
when the artist painted and drew a lot but wrote very little, at 
least according to the survived archival record. It combines the 
analysis of Leonardo’s early works with an examination of optical 
writings that were available in the vernacular in the late 15th 
century. From this inferential investigation, Leonardo da Vinci 
emerges as an attentive reader of Arab optics, especially of the 
works by the Arab philosopher Ibn al-Haytham, and his planned 
Book on Painting, which was published only posthumously and 
through the mediated compilation of one of his assistants, as an 
artistic adaptation of Arab optical treatises. 500 years after his 
death (Leonardo died in 1519), the art theory of this iconic figure 
of western culture emerges as deeply indebted to Arab optical 
science in both form and content. 

Art and Empathy
Chair: Shannon Lieberman, Independent Scholar
Discussant: Veronica White, Princeton University Art Museum

In 2017, the Minneapolis Institute of Art opened the Center for 
Empathy and the Visual Arts. Devoted to exploring “how to spark 
and nurture empathy through the visual arts,” the center hopes 
that cultivating empathy through art will allow individuals and 
institutions to “contribute even more toward building a just and 
harmonious society.” This session offers papers that consider 
how artists, curators, critics, and art historians engender and 
elicit empathy in their work. How might empathy engage with 
difference and function as a strategy that connects people in 
times of divisiveness? To what extent might empathy constitute 
a form of radical engagement and activism? What is the cost of 
such empathetic explorations, and what do they demand of artists, 
readers, writers, and viewers? How do we make, curate, and teach 
these works in the age of trigger warnings? What strategies are 
available for engendering empathetic responses to artwork from 
previous time periods, and what are the benefits and pitfalls of such 
an undertaking?
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“survival” and “resiliency.” Rather than viewing recovery as 
the end goal, our project encourages medical conditions and 
recovery to coexist, giving visual and verbal forms to both 
processes. 

Art and Financial Bubbles
Chair: Maggie Cao, University of North Carolina at Chapel Hill

From the Tulipmania in 17th-century Holland to the very recent 
Bitcoin frenzy, bubbles have become a defining feature of modern 
economic life. This session seeks to explore the financial bubble as 
a window into the intersection of art and economics. Such events 
generated a wealth of visual and material culture that took critical, 
documentary, and mundane forms: satirical prints, genre paintings, 
and performance art as well as ticker tape, trade cards, and money 
itself. As well, bubbles and their attendant vocabulary engage 
questions of economic uncertainty using a notably visual rhetoric. 
Mania and delusion, phenomena long associated with such events, 
recall mainstay concerns of artistic practice: spectacle, Illusionism, 
and deception. Liquidity—often understood as the underlying cause 
of financial bubbles—metaphorically evokes material qualities and 
transformations that are central to many artistic processes. This 
session examines art and material culture that emerges out of 
bubble culture or engages with financial risks and failures.

How Bubbles Gained Currency: Perception and Economic 
Speculation in 18th-Century British Print Culture
Shana Cooperstein, McGill University

This paper lays the foundation for an entry-point into, and 
alternative ways for understanding, allusions to soap bubbles 
in the 18th century. I argue that in 18th-century Britain, 
bubbles became a metaphor referring both to the fatuous and 
deceptive. Satirists often exploited the ephemeral, allusive 
nature of these phenomena to symbolize delusion, or a species 
of mere appearance that only fools mistake for substance. 
Thus, this paper maps a particular domain of the symbolic 
as this concerns representations of the deceit and cunning 
capable of capturing and misleading the popular imagination. 
Overall, I reveal how the characteristics of bubbles, such as 
that they are reflective, wet, and generate ephemeral and 
optical illusions, allowed them to serve as a way to think about 
particular operations of the intellect and imagination, and 
became a signifier for financial speculation. 

Cupid’s Bubbles: Love, Capital and the Culture of Credit
Nina Dubin, University of Illinois at Chicago

In 2013, the bitcoin entrepreneur Charlie Shrem touted the 
promise of a virtual currency that had arisen like a phoenix 
from the ashes of the 2008 conflagration of financial trust. 
Emphasizing bitcoin’s unregulated movement, its freedom 
from the banking industry, and thus its immunity to the fate 
suffered by money invested with third-party institutions, Shrem 
promoted bitcoin as “cash with wings.” The ideal of a winged 
money capable of circumventing discredited institutions has 
roots in the 1720 Mississippi Bubble, which triggered the 
world’s first international financial crisis. Though divesting its 
victims of their willingness to believe in banknotes, the disaster 
did nothing to forestall the transition to a paper economy, 
one that earned the era its nickname: “the papered century.” 
Not unlike bitcoin, the bills of exchange that fueled the 
French economy seemed possessed of a mysterious power: 
with the letter of exchange, wrote one chronicler, “obstacles 

The Role of the Arts in Historical Imagination and as a Vehicle to 
Develop Empathy
Sue A. Schroeder, Core Dance; Gayle Seymour, University of Central 
Arkansas

Using a case study approach, this paper looks at strategies 
for audience engagement and measurable outcomes of 
two projects produced in collaboration with Core Dance by 
the University of Central Arkansas: a 2015 performance-
based artwork informed by the dynamics of WWII Japanese 
American internment and a 2017 site-specific performance 
work commemorating the 1957 school desegregation 
crisis at Little Rock’s Central High School. In both works, 
the artists and producers used the arts as entry points into 
history and as tools to inspire empathy in viewers and move 
them to action. The 70-year anniversary of the closing of 
Rohwer and Jerome internment camps in Arkansas provided 
the backdrop for a staged performance by Core, Life 
Interrupted. Using movement sequences, an original sound 
score by Christian Meyer, and projected artwork by Nancy 
Chikaraishi whose parents met at Rohwer, Core exposed 
the devastating and often ironic aspects of internment such 
as a scene where a dancer haltingly recites the Pledge 
of Allegiance while imprisoned behind barbed wire. For 
the 60th anniversary of school desegregation in Arkansas 
by the Little Rock Nine, Core collaborated with 11 current 
Central High students to create a site-specific movement and 
spoken word production, titled Civil Twilight, for the Central 
High School Commemorative Garden. Artists and audience 
members moved along a winding path, past nine trees and 
nine benches, until they reached the garden’s ceremonial 
core. This interactive event concluded with dancers leading 
audience members in a spiral configuration while chanting 
the words “fear, courage, and resilience.” 

Sanctuary
Carrie Scanga, Bowdoin College

SANCTUARY is a three-year traveling art installation to be 
exhibited in medical centers across the US. The project 
is informed by social practice: the collaborators (writer, 
Emily Rapp Black and visual artist, Carrie Scanga) will 
interpret viewers’ stories of medical circumstances in visual 
and textual forms in an ever-changing paper installation 
accompanied by written text. In each venue, viewers 
record and submit their stories via pockets built into the 
immersive installation. After each venue, Scanga and Black 
will dismantle the sculpture and read/listen to all submitted 
stories, identifying moments of rupture, healing, working-
through, and/or peace. Based on viewers’ submissions, 
the collaborators change both the paper structure of the 
installation (Scanga) and the textual accompaniment (Black). 
Black’s accompanying essays provide intellectual context by 
interweaving viewers’ written/oral testimonials with trauma 
theory, philosophy, and personal experience. SANCTUARY is 
a living installation, hearing experiences of those working in, 
admitted to, or visiting medical centers, and has communal, 
artistic, and intellectual impact. Medical conditions often 
create feelings of isolation; by comingling two powerful 
modalities—visual and textual—SANCTUARY actively reverses 
such isolation. The changing installation echoes the idea 
that collective storytelling acts as a dynamic vehicle for 
individual and social change. SANCTUARY demonstrates new 
ways of thinking about peoples’ life experiences that involve 
medical care, moving beyond commonly used terms such as 
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in advanced art of the time, best summed up by the title of 
Kandinsky’s 1911 text, Concerning the Spiritual in Art. And 
indeed, several Expressionist artists were drafted into the 
production of Notgeld, designing images that manifested 
the concrete abstraction of inflationary money in visual 
terms. But the huge profusion of emergency banknotes, 
seemingly disconnected from standard notions of value, 
undermined any pathos that their designers attempted to 
conjure, and instead these scraps of paper gave the lie to 
the respiritualization of the image in a period in which the 
referent was being radically untethered by the financial 
instruments on which they were displayed. 

Art and Justice: New Pedagogical Approaches 
Chairs: Courtney Skipton Long; Risa Puleo

Considering the intersections between visual culture and criminal 
justice, this panel seeks to address how scholars and artists can 
engage in questions of social justice and activism responsibly. As 
issues of policing, criminal justice, and mass incarceration reach 
unprecedented heights around the world, this panel foregrounds 
papers offering insights into how we as art historians, artists, critics, 
museum curators, and educators might intervene to affect change. 
What methodological and pedagogical shifts to our practices do 
we need to make in order to ensure that historical inequalities and 
prejudices are not replicated when engaging in issues of social 
justice and activism? How should we reflect on our positions within 
the academy, the museum, or the studio to dismantle internalized 
personal and disciplinary biases as a means to activate the 
frameworks of our disciplines to contribute different perspectives in 
the production of a new social landscape? What critical terms need 
to be established when art engages social justice? And, when do we 
fail in our attempts at activism? This interdisciplinary panel seeks 
to foster a conversation about visual culture and criminal justice 
to explore the various ways in which policing, prisons, prisoners, 
mass incarceration, and their visual and material culture have been 
represented, portrayed, studied, displayed, and collected. Papers 
presented by practitioners in all arenas of the arts will address 
how art historians, artists, critics, museum curators, and educators 
have consciously reframed their practices to encourage reflection, 
support dialogue, and respond to changes in judicial systems and 
social activism across time.

In Vinculis Invictus: Portraits in Prison
Olivier Meslay, Clark Art Institute

Among all the portraits that European art has produced during 
the modern period, some have been painted or more recently 
photographed in prison. Artists themselves have made self-
portraits during their own imprisonments, or sometimes a 
portrait of one of their fellow prisoners. More often it was the 
prisoners or their relatives who commissioned an artistic record 
of their detention. The idea of commemorating such a moment, 
or to evoke it as a claim to fame, seems surprising at best, at 
worst outrageous and provocative. There is, indeed, since the 
16th century, an enduring tradition of portraiture in prison with its 
masterpieces and its pantheon, a tradition that fits into the wider 
pictorial attention to the prison itself. With the French Revolution, 
the nature of prison changed. It became a tragic symbol of the 
political “debates,” an arena for a new martyr, one who endures 
for ideas or simply for being born. The portrait in prison became 
a way to commemorate not a disgrace or an infamy, but a glory 
and a moment of virtue. They would nurture Western political 

disappear…mountains are lowered, distances evaporate.” 
Paper’s power in the period was not only exemplified in flying 
currency. It asserts itself in print culture. Circa 1720, prints 
reflecting on the catastrophe—and calculated to appeal to an 
international audience—meditate on their own resemblance to 
internationally-traded financial instruments. Moreover, they do 
so by enlisting the period’s favorite winged character: Cupid, 
the god not just of amorous folly but also of volatility, mutability 
and mobility—hallmarks of the new financial order. Such works, 
I argue, allegorizing the uncertainty of trust, exemplify art’s 
historical tendency to respond to financial bubbles by invoking 
affairs of the heart. 

The Most Restless of Capitals: Charles Meryon’s Crypto-Games
Richard Taws, University College London

This paper considers works made by Charles Meryon in the mid 
1850s, which in their conflation of fictitious value, illusionism, 
and madness seem exemplary “bubble” images. Analysis of 
Meryon’s work has been dominated by the outsize influence 
of his two primary interpreters, Charles Baudelaire and 
Walter Benjamin, for whom Meryon’s vertiginous etchings 
of the capital—constituting, in Benjamin’s words, “the 
death mask of old Paris”—operated as allegories for the 
dialectical character of modernity. Here I take a different 
tack, approaching works Meryon produced in ensuing years, 
shortly before he was committed to the Charenton asylum, 
where he died in 1868. My focus is a remarkable pair of 
1855 relief prints, identified as proofs for share certificates 
for a non-existent, probably fraudulent, Franco-Californian 
company. Meryon described them as “completely without 
importance,” and art history seems to agree: they have 
received minimal analysis to date. Comprising numbered 
tickets with startling lichen-like anti-forgery designs, they 
were likely made for the property developers Bayerque 
and Pioché, who commissioned Meryon’s panorama of San 
Francisco that same year, at the tail-end of the California Gold 
Rush. Although made in Paris, these images suggest a more 
international Meryon than his most famous output indicates, 
in line with his earlier career at sea. I examine these images 
in the light of Meryon’s contemporaneous production of 
cryptic text-based works and occult rebuses, suggesting that 
they allow a different perspective on Meryon’s engagement 
with questions of economic and mental breakdown, material 
experimentation, clandestine information, and the mystical 
operations of global capital. 

Crisis on Cash: Images of Inflation on German Emergency Money, 
1914–1923
Tom Wilkinson, Warburg Institute

In the early 1920s, German money went badly wrong. In 
an attempt to circumvent inflation, local authorities issued 
emergency money or Notgeld. Whereas banknotes had 
hitherto been encrusted with national symbols and classical 
ornament—”saints adorning the facade of hell,” as Benjamin 
put it—Notgeld was very different. Humorous tales, episodes 
from local folklore and history, and macabre depictions 
of witches and devils occupied this money. There were 
also direct references to the crisis in the form of images of 
the dance around the golden calf, graphs showing rising 
infant mortality, piles of burning money, and anti-Semitic 
caricatures. These were attempts to visualize the occult 
forces that ruled human lives, made freshly urgent by their 
extreme turbulence. In this sense, they paralleled a tendency 
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as politics? What are the implications of a canonical embrace 
by institutions whose very existence is made possible by the 
(often invisible) economic and social forces that gave birth to 
the prison? Besides the artist’s own solo work and collaborative 
work with Chicago Torture Justice Memorials, case studies will 
include Andrea Fraser’s self-described “monstrous” installation 
Down the River at the Whitney Museum of American Art in 
2016, and works by Michael Piazza and young people from the 
Cook County Juvenile Temporary Detention Center and their 
responses to art world accolades. 

Art and Materiality in the Age of Global Encounters, 
1492–1898
Chairs: Maite Alvarez, J. Paul Getty Museum; Charlene Villaseñor 
Black, University of California, Los Angeles

In a royal decree dated 1564, King Philip II of Spain ordered his 
viceroys in the Americas to “safely bring to the realms gold, silver 
and cochineal,” an order that heralded profound changes in the 
global economy and art world. These materials arrived via Spain’s 
far-reaching trade networks, which by the 1550s extended to 
Asia, sub-Saharan Africa, Patagonia, the Yucatan Peninsula, and 
Chesapeake Bay, as well as throughout mainland Europe. The 
arrival of ships loaded with rich finds such as indigo, cochineal, 
brazilwood, silver, pearls, and emeralds into European ports 
presaged innovative artistic developments. New pigments, types 
of wood, and other unusual materials such as shells and feathers 
immediately and forever altered the landscape of European art, 
giving artists and patrons new and varied material choices. How 
did these finds, the result of European imperialism, impact global 
artistic developments? How does attention to materiality change 
understanding of aesthetics? What are the most useful frameworks 
for theorizing these developments, exchanges, and networks? While 
this panel investigates the prima materia, the very materiality of 
objects, it also moves beyond aesthetics to technical processes, 
trade and global exchange, as well as to the multiple societies 
where these works were created and collected. Presentations 
cover various approaches, from research inspired by conservation 
science or archival documentation to decolonial methodologies, 
material semiotics, Renaissance futurism, or thinking through the 
anthropocene.

Between Redemption and Damnation: Philip II’s Pearls 
Monica Dominguez, University of Delaware

In the inventories taken upon Philip II’s death, pearls figured as 
the most abundant of all the precious stones that the Spanish 
king possessed. Among them stands out a large baroque pearl 
naturally shaped as Our Lady with the Child in her arms, set in 
a gold frame with a crown over her head. Since medieval times, 
the white, iridescent matter of pearls was associated to the 
immaculate nature of Mary not only as a metaphorical strategy, 
but also because pearls were thought to have an almost 
virginal origin, being formed from dewdrops that were trapped 
into the oysters when they surfaced to breathe and reproduce. 
As Spanish colonizers took over a number of New World 
pearling beds during the 16th century, European naturalists 
started challenging such time-honored notions based on 
reports provided by observers on the ground. Yet Spanish 
rulers furthered traditional considerations about the gem’s 
origins by offering some of their best specimens to venerate 
local Marian images. And while Philip II’s pious uses of pearls 
emphasized their supposed supernatural powers, the policies 

thought and visual culture until now. Then at the eve of the 20th 
century, portraits multiplied to become no more an individual 
portrait but one of a society. Now it seems to be a genre in and 
of itself. Portraits in prison are today at a crossroad of politics, 
law, art, identity, and social justice. 

“The Criminal” in the Classroom: An Interdisciplinary Approach
Lauren Boasso, University of New Haven

My course “Representations of the Criminal” employs an 
interdisciplinary approach that invites students to investigate 
the disciplinary and institutional factors that shape the ways 
we categorize people as criminal. Throughout this course, 
students conduct visual analysis and perform historical 
research as they question assumptions regarding definitions of 
“the criminal” and develop a more nuanced understanding of 
the multiple forces that construct representations of criminality 
in a variety of media. The case studies we examine show that 
depictions of crime have real-world consequences that impact 
the ways we interact with one another and our criminal justice 
system. Teaching students to analyze images of criminality they 
encounter is therefore not simply a scholarly activity, but a way 
for them to avoid the passive consumption of images in their 
daily lives and to become engaged citizens who strive for a 
more just society. 

Will It Grow or Strengthen the System? Thinking Abolition in Art 
Practice
Ashley Hunt

There is a simple way to evaluate potential goals within 
organizing for penal abolition: to ask, does this goal reduce 
our dependency on imprisonment, policing and surveillance 
as methods to solve our communities’ problems, or would it 
strengthen its institutions and extend their reach and power, 
despite whatever short term gain it seems to offer? This 
question allows us to think critically about the changes we 
seek and our methods for getting there, not only in relation 
to the system’s growth and more glaring abuses, but also its 
normalization within culture—in both the racial-criminality 
and danger with which it identifies and paints society’s most 
vulnerable and activist communities, and the normality with 
which we are taught to view the means of their control, 
repression and captivity—making it common sense that each 
step of growth, each creep further appears merely natural, 
inevitable, just. But what does it mean to bring this question 
into the field of art making, to art as an activist methodology 
or as a form of oppositional community making? In this 
presentation, I chart through these questions and how they 
have animated my own work, and how I have seen it reflected 
in 20 years of prison-themed exhibitions, considering critiques 
of representation, documentary ethics, and the organization 
that exhibition-making performs.

A Mirror, a Hammer, or Neither? Art and the Fact of the Prison
Mary Patten, School of the Art Institute of Chicago

The epidemic of mass incarceration in the United States 
has finally gotten on the radar. At the same time, social 
practice is everywhere in the art world: the subject of 
numerous publications and exhibitions, areas of study in MFA 
programs, and a category of aesthetic thought. The messy, 
heterogeneous practices grouped under this umbrella have 
provoked renewed polemics about the relationship between 
art and politics, some positing that activism and social work 
are masquerading as art. But what about art masquerading 
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subterranean origins of their materials to the craft knowledge 
of miners and metallurgists and to alchemical philosophy. 
This paper attends to the material semiotics of Handsteine as 
objects that engendered particular forms of visual discourse. 
My presentation relates this genre of metalwork to the social 
and intellectual history of the Central European mining boom 
and to the transmission of German mining technologies to the 
New World, England, and the Low Countries. It also considers 
how early modern interests in vibrant materiality evolved with 
the changing ontology of holy matter during and after the 
Reformation. 

Between Old World and New: Art, Paper, Travel, and the Global 
Cotton Trade in the 19th Century
Michelle Foa, Center for Advanced Study in the Visual Arts, National 
Gallery of Art

“One does nothing here, nothing but cotton. One lives 
for cotton and from cotton,” proclaimed Edgar Degas in a 
letter written during his five-month stay in New Orleans in 
1872–1873. The remarkable paintings of a cotton office that 
he produced and the letters that he wrote during his time in 
France’s former colonial capital offer valuable insights into the 
connections between raw materials, global travel, and artistic 
production in the 19th century. This talk will position Degas’s 
pictures and writings from New Orleans, which was a crucial 
hub of the international cotton trade, as explorations of the 
profound impact of Southern cotton on the everyday material 
environments of Europeans, the subjects that Degas depicted 
throughout his career, and the physical makeup of countless 
artists’ work. Cotton was the 19th century’s most important 
global commodity, woven into an immense range of fabrics that 
became the rags out of which paper was partially made. As an 
artist who was closely engaged with the material properties of 
art, Degas’s interest in the subject of Southern cotton surely 
reflected, in part, a keen understanding of its importance to 
artists’ materials during that time. This talk will also situate 
Degas’s New Orleans pictures and letters in relation to new 
communication and transportation technologies that reshaped 
how raw materials, people, and information circulated around 
the globe in the later 19th century. 

Art and Politics: Just a Gesture and No Future? 
Debating the Political Force of Public Art in the US and 
Germany from the 1960s until Today
Chairs: Michael Diers, Humboldt Universitaet; Sarah Hegenbart, 
Technical University Munich
Discussant: Martha Rosler

The utopian force of the 1960s still resonates in the art of our 
time. Political ideas featuring prominently in the art of the 1960s, 
such as a critique of capitalism, feminism, Black Power, student 
and antiwar movements, are reemerging in contemporary arts in a 
time of re-emerging populism. This raises the question of whether 
the protest art of the 1960s succeeded in implementing the 
standards it demanded. Considering recent protest movements 
that utilize artistic strategies, such as #BlackLivesMatter and 
#MeToo, as well as the phenomena of recurring racism and neo-
fascist tendencies, there is reason to suspect that not much has 
changed since the 1960s. If this is indeed the case, does public 
protest art really possess the impact to change our political 
reality? Or does the recurrence of these phenomena, fought 
by protest art of the 1960s, indicate a crisis of the interrelation 

he enacted in his overseas territories actually condemned 
indigenous and African pearl divers to grueling working 
conditions. Focusing on the materiality of Philip II’s pearls, 
this paper examines the religious and political meanings 
that the gems carried in early modern times vis-à-vis their 
contemporary exploitation systems, examining in particular the 
contrasting discourses that were produced around them, from 
signs of divine power to valuable natural commodities worth 
any punitive extraction method. 

Made for Export: 17th-Century Southeast Asian Ivories and 
Creation of a New Aesthetic
Jessie Park, Harvard Art Museums

This paper explores some of the artistic strategies that were 
involved in the production of devotional ivories in Southeast 
China and the colonial Spanish Philippines from the late 
16th to the mid-17th century. Chinese artisans working in 
southeast China and in Manila filled a niche in the competitive 
transpacific market by producing large, masterful devotional 
ivories that evoke other luxury export goods. Maximizing 
the potential of the material, these artisans polished the 
ivories to the degree that their surfaces achieve glossiness 
and translucency comparable, if not equivalent, to those of 
Chinese porcelains, which were highly coveted in Europe 
and New Spain. Particularly from the late 16th to the mid-
19th century, imitating surfaces of different materials was 
commonly practiced in the production of luxury objects in China. 
Moreover, in some cases, Chinese artisans decorated the ivories 
by painting floral and geometric patterns from Indian cotton 
textiles, which were imported to Manila by Gujarati, Chinese, 
and Portuguese merchants. These painted patterns on the 
ivories evince that Indian cotton textiles had also reached New 
Spain, a subject rarely discussed in art-historical studies of 17th-
century Asian export objects. In this paper, I argue that Chinese 
artisans working in Southeast Asia created a new aesthetic for 
the transpacific market of devotional ivories by imitating the 
reflective surfaces of Chinese porcelain and integrating into 
those surfaces patterns taken from other export goods, and 
thereby imbued the ivories with affective power. 

Metonymic Earth: Handsteine as Landscapes of Generation and 
Transformation
Jessica Stevenson Stewart, Cantor Arts Center at Stanford University

At the height of the Central European mining boom, before the 
discovery of mines in Potosí, German goldsmiths invented a 
new genre of metalwork. Refashioning metalliferous ore and 
geological specimens into three-dimensional landscapes, these 
objects, known as Handsteine, were made into reliquaries, 
table fountains, and curiosities for princely Wunderkammern. 
Goldsmiths used the mixed media thoughtfully, creating 
meaningful contiguities. Visually associating materials 
extracted from the earth with heavenly, elemental, and 
artisanal transformations, Handsteine demanded interpretive 
flexibility. The specimens, encased in silver and gold, were to 
be read as both landscapes and the generative substances 
from which adjacent metals derived. Figural scenes, typically 
representing either religious narratives or mining operations, 
enhanced the metonymic play of materiality. As reliquaries 
decorated with biblical stories, Handsteine overlay geological 
time with sacred history, invoking the mysteries of incarnation 
and the paradoxical status of the holy relics that lay beneath 
the surface. Conceived instead as proto-industrial landscapes, 
these miniature mountains self-reflexively connected the 
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discussion of the younger climate US activist group, Not an 
Alternative, I address how art continues to provide a space 
for creativity and critique dedicated to thinking through 
our current political moment, even as it moves outside the 
museum and gallery system and intervenes in the everyday 
world of demonstrations, marches, and occupations both 
digitally and in physical spaces. 

Art and the Ecologies of Data 
Chair: Patricia Kim, University of Pennsylvania
Discussant: Amanda Boetzkes, University of Guelph

Visualizations of data are integral to scientific inquiry and 
pedagogies. Yet in the Anthropocene, how do visual storytelling 
and artistic interpretations make climate and environmental data 
legible to diverse publics? What visual, poetic, material, and 
performative interventions might help us face climate challenges 
and environmental (in)justices in our lived spaces? Moreover, 
how might such artistic tools shed light on the kinds of data we 
need to address these matters of concern? In this panel, artists 
and scholars reflect on the artistic tools mobilized to explore 
the ecologies of data, which includes its creation, archiving, 
visualization, and use. With a particular focus on data literacy, 
advocacy, and ethics, the presentations discuss a wide range 
of media from virtual reality and digital media, to performance 
and curatorial practices. These conversations offer generative 
possibilities for new modes of open scholarship and art practice, 
which in turn inflect how we might maintain our communities, 
civic infrastructures, and educational institutions. To that end, the 
session will consider how socially engaged art practices inform 
collaborative, public initiatives like Data Refuge. Launched at the 
University of Pennsylvania, the project draws attention to how 
climate denial endangers federal environmental data. In response 
to this scenario, Data Refuge is building a storybank about how 
data impacts people, places, and nonhuman species. Beyond 
the scope of Data Refuge, the panelists will collectively explore 
how their own artistic practices illustrate the broader stakes 
of storytelling in the Anthropocene, while grappling with the 
challenges related to translating environmental and climate data.

Endangered Data
Zachary Norman

Following the 2016 election, information scientists, librarians, 
and laypeople began to backup or mirror publicly available 
government datasets from institutions such as the EPA, NOAA 
and NASA onto private servers and personal computers. This 
was done in response to the growing concern that data which 
confirms the reality of anthropogenic global warming might be 
subject to manipulation, repression, or erasure by the current 
administration. Endangered Data represents an algorithm that 
can be used to preserve and transmit this vulnerable data by 
storing it within the pixels of digital images using an encryption 
method known as steganography. Storing the data within the 
pixels of images protects against attempts at manipulation 
or erasure. Because the data is hidden within images, it can 
also be transmitted surreptitiously and retrieved using a 
decryption algorithm. Lastly, the steganography algorithm 
can be adjusted; the user has control over which pixels the 
data is stored within and by how much the color of the pixel 
is shifted. This helps visualize the potentially catastrophic 
outcomes implied by the data itself, creating both metaphor 
and meaning through the image. Datasets used in this project 

between art and politics? This panel is particularly keen on exploring 
these questions against the backdrop of the transatlantic exchange 
between the US and Germany. We aim to discuss to what extent the 
utopian ideas of the 1960s have become part of the political reality 
of our time. Or do we have to return to visions formulated back 
in the 1960s and continue to implement them? If so, what is art’s 
role in this process? Can art be genuinely political, or is political 
art nothing more than a gesture? We are delighted that the artist 
Martha Rosler will join our panel.

Lessons from Joseph Beuys: Social Sculpture as a Model for 
Today’s Social Practice
Cara Jordan, Graduate Center, City University of New York

In the past decade, the German artist Joseph Beuys (1921–
1986) has received widespread acclaim from artists, curators, 
and scholars who cite his concept of “social sculpture” as a 
precedent for the social turn in contemporary art. Although 
this term has been interpreted in a myriad of ways, in the 
early 1970s Beuys used it to describe works of art that channel 
the creativity of all people toward the transformation of 
society, reflecting his frustration with the failures of existing 
structures in West Germany. Beuys used social sculpture as an 
umbrella for his political activities, such as the Organization 
for Direct Democracy and ecological activism, in contrast 
with US artists, who often employed aesthetic strategies as 
part of broader political movements, such as protests of the 
Vietnam War and racial inequality, during the same period. 
This paper contends that while Beuys’s concept was labelled 
as obscure and utopian by US critics and art historians during 
his lifetime, his brand of art-activism nonetheless informed a 
type of socially engaged public art used to address what artists 
perceive as failing social structures and increasing inequality, 
particularly since the mid-1980s. By comparing Beuys’s political 
engagement, pedagogic method, and aesthetic theories with 
those of American artists, including Tania Bruguera, Rick Lowe, 
Daniel Joseph Martinez, Pedro Reyes, and Caroline Woolard, I 
examine the extent to which social sculpture can be considered 
a groundbreaking epistemic concept and determine what, if 
anything, can be gained from an interpretation of this concept 
for contemporary art practice. 

Political Art in the US and Germany in the Age of Populist Uprisings
Lisa Bloom, University of California, Berkeley

Given the ongoing political upheavals in the US, and the 
EU, what kind of artists’ work remains relevant in an age of 
populist uprisings when the far right is gaining power through 
the world? Taking the current exhibit at the Kunstmuseum-
Gegenwart in Basel, Switzerland, Martha Rosler and Hito 
Steyerl: War Games as a point of departure, this paper 
offers evidence to answer such a question and respond to 
the queries raised by this panel. It demonstrates how the 
art of the 1960s continues to resonate in our times, and the 
surprising affinities and shared concerns across countries 
and different generations of artists including Martha Rosler, 
Hito Steyerl, and the less well-known US climate activist 
group, Not an Alternative. All of these artists challenge the 
violence of our world blighted by unregulated capitalism, 
new technologies, and ongoing wars which produce a 
constant state of armed conflict and fear (the United States 
has continuously been at war since 2001). In doing so, 
these artists do not privilege the world of contemporary art 
as a pure space removed from capital and the prevailing 
global order and its war economy. Rather, in my concluding 
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where confluences between the human cellular body and plant 
cellular body become a site for inquiry. Taking choreographic 
directives from weedy plants, we engage questions around 
vegetal philosophies, colonization, immigration, botanical 
science, cultivation and gender. 

Art and Xerox in a Transnational Context
Chairs: Zanna Gilbert; John Tain, Asia Art Archive

This panel examines the impact of xerography on the production 
and distribution of art and visual culture. Beginning in the 1960s, 
when the Xerox Corporation’s electrostatic copying technology 
made easy and instantaneous photographic reproduction widely 
available, photocopy and its potential for self-publication and 
distribution has greatly impacted artistic creation and circulation. 
For instance, much of the aesthetic of conceptual art would be 
inconceivable without it: one need only think of the Xerox Book, 
the exhibition as publication organized by Seth Siegelaub in 1968. 
However, xerography also proved important to very different 
artists working in performance, photography, mail art, and Xerox 
or Copy art itself, which peaked in the 1970s and 1980s. While 
the significance of the technology for conceptual art has been 
discussed by Alexander Alberro in his Conceptual Art and the 
Politics of Publicity (2003), and its use by activists researched by 
Kate Eichhorn (Adjusted Margin: Xerography, Art, and Activism in 
the Late Twentieth Century, 2016), there exists no comprehensive 
international study. The panel aims to address this lack, and 
features proposals that engage with the following questions: How 
did artists’ use of photocopy change over time and space, from 
the introduction of the first copying machines to their widespread 
availability in the 1980s? What are the historical specificities of the 
use of the photocopier in different regions or countries? Did artistic 
reproduction differ in any significant way between photocopy and 
other print techniques, such as the mimeograph? In what ways did 
photocopy intersect with photography and performance?

The “Aura” of Reproduction: When Photography Met 
Photocopiers in 1980s China
Shuxia Chen, Australian Centre on China in the World

After the first electrostatic photocopier was successfully 
replicated in 1966, based on an imported Xerox photocopier, 
the Chinese photocopier industry continued to develop, 
particularly from the mid-1980s. With relatively easy access, 
and a zeal for experimentation typical of the 1985 New 
Wave Movement, the use of photocopiers to produce new 
artworks emerged in the Central Academy of Fine Art (CAFA) 
in Beijing. Having reopened in 1978, after the turmoil of the 
Cultural Revolution, the CAFA curriculum encouraged artistic 
exploration in different media and materials, particularly in 
the Printmaking Department and the newly established New 
Year Painting (nianhua) and Picture Stories (lianhuanhua) 
Department. By examining photocopy works by Zhang 
Jun, then a lecturer in the Printmaking Department, and 
photocopied picture stories by Wang Youshen, then a student 
in the New Year Painting and Picture Stories Department, 
this paper investigates the combination of photography 
and photocopying as an experimental medium, and how 
reproduction endowed traditional genres such as printmaking 
and picture-stories with a new “aura” in 1980s China, and 
how this new “aura” shed light on the confident presence of 
photography in contemporary Chinese art from the past future 
of the late 1990s, known as “new/conceptual photography.” 

include the Carbon Dioxide Information Analysis Center (CDIAC) 
FTP Archive, which contains information on greenhouse gas 
measurements taken from various sites across the globe, and 
the EPA’s Great Lake Environmental Database (GLENDA). 

The Altering Shores
Roderick Coover

The Altering Shores is a multimodal collection of works that 
look at impacts of sea-level rise upon the stories, imaginaries 
and ecologies of the Delaware River watershed, tidal Thames 
and French Camargue. Bridging scientific study, sensorial 
experience and the archive, the project integrates visual 
research, interactive mapping, augmented reality, combinatory 
cinema and VR. The Chemical Map takes users on interactive 
journeys in landscapes shaped by petrochemical industries; 
it examines potential impacts of sea-level rise both on the 
local ecologies and also upon sites of memory. Toxi•City uses 
combinatory narratives to imagine changes yet to come, and 
Estuary draws upon the models of 19th Century exploring 
expedition guides to make connections between the paradigms 
of the early industrial revolution and the consequences of 
those logics that we live with today. Critically, the work draws 
links between ways that landscapes are examined for evidence 
of land-use, such as W.G. Hoskins, The Making of the English 
Landscape, and those, such as Bruno Latour’s Facing Gaia, that 
reexamine landscape in relation to concepts of human porosity 
and contamination. The paper shows how differing emerging 
technological arts can expand visual understanding of these 
differing models of ecological expression. The approach allows 
for both critical analyses and recontextualization through 
subjective and expressive forms of visual and narrative arts. 
Aspects of this transmedia project have been shown in the 
Venice Biennale Hyper-Pavilion, ISEA, Ars Santa Monica 
Barcelona, and various exhibitions on the Anthropocene. 

Embodied Science, Small Data, and Weedy Resistance with the 
EPA (Environmental Performance Agency)
Ellie Irons

How might we know and engage commonly overlooked 
and undervalued ecosystems? How might we counteract 
hierarchies of knowledge that marginalize ways of knowing 
that fall outside of Western science? How might we combine 
disciplines like ecology, choreography, and socially engaged 
art to advocate for ecological justice? The Environmental 
Performance Agency (EPA) is an artist collective founded in 
2017 and named in response to the proposed defunding of 
the US Environmental Protection Agency. Appropriating the 
acronym EPA, our primary goal is to shift thinking around the 
terms “environment,” “performance,” and “agency”—using 
artistic, social, and embodied/kinesthetic practices to advocate 
for the agency of all performers co-creating our environment, 
specifically through the lens of spontaneous urban plants, 
native or migrant. Through interactions with the more-than-
human world in damaged ecosystems, we use what we call 
“public fieldwork” to question the data that’s been handed 
to us, generating new, novel streams of information: small, 
embodied data with a hybrid genesis and expression. From 
species lists born of soil germination tests to the rate of weedy 
seedling emergence from sidewalk cracks, information flows 
into spreadsheets and databases, scores and sculptures, 
all issuing from our embodied research practices. It’s here 
that we work to sensitize ourselves beyond simple yes/no 
binaries, exploring sensorial, bodily and affective situations 
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than thirty exhibitions dedicated to xerography in alternative 
spaces, commercial galleries, and museums. This ardent turn 
to the photocopier on part of multiple São Paulo-based artists 
was the culmination of a neo-avant-garde scene that had 
crystallized in the early 1970s, during the most brutal years of 
Brazil’s military dictatorship. Yet in the late 1970s several artists 
within this scene sparked a vital shift, from solely relying on 
xerography as the subversive appropriation of a bureaucratic 
tool, to developing xerography as a visual language in its own 
right—reorienting the machine’s function, and altering how 
viewers would approach such works. Performatively engaging 
the machine, artists such as Rafael França, Hudinilson Jr. 
and Mário Ramiro reoriented a tool designed for the faithful 
mechanical reproduction of text, to make it image what lay 
beyond it: spatial depth, ephemerality and flesh. Xerography 
now became a means by which to reproduce, on on humble 
sheets of paper, insubordinate bodies anathema to the 
military regime. In a 1984 essay Hudinilson briefly posed a 
twofold question in regard to such xerographic experiments: 
“Qué imagem é esta? Cómo se vê?” This paper proposes this 
shift as a case study that raises crucial historiographical and 
methodological questions, and ultimately asks us to consider 
how the potency of xerography’s artistic and social critique can 
stem from artists further fleshing out its poetics of repetition: to 
make xerography haptic and generative. 

Art, Architecture, and the Environment in the Ancient 
Mediterranean and Near East
Chairs: Kristen Seaman, University of Oregon; Isabelle Pafford,  
San José State University

This session addresses the environment’s relationship with the 
art and architecture of the ancient Mediterranean and Near East. 
The environment has played an important role in how ancient art 
and architecture were produced, experienced, and reconstructed. 
Artworks and buildings were carefully situated within their 
environments, and they often incorporated natural elements within 
their aesthetic experiences. At the same time, processes that 
enabled art-making such as forestry, mining, and quarrying changed 
the environment in ways that shape our response to the landscape 
even today. Destructions such as earthquakes and volcanoes also 
shaped the archaeological record and thus our knowledge of ancient 
art and architecture. Recent scholarship, including that relating to the 
interdisciplinary field of the Environmental Humanities, has helped 
to explore the relationship of culture and nature in the pre-modern 
world, indeed the study of the ancient Mediterranean and Near East 
has benefitted from such attention. This session’s interdisciplinary 
and theoretically informed papers consider how makers, patrons, and 
viewers interacted with the ancient Mediterranean and Near Eastern 
environment, broadly defined.

Villam fruitur dives speculatio: Late Roman Villas in the 
Environment
John Stephenson, Appalachian State University

The study of man’s relationship to the natural and built 
environment has in recent years been enriched by a 
penetration of research in the behavioral sciences, 
evolutionary biology, and animal behavior into architectural 
design and history. Cognitive neuroscientist Colin Ellard 
published in 2015 an introduction to this work, titled Places 
of the Heart: The Psychogeography of Everyday Life. Defining 
psychogeography first as “how our surroundings influence us,” 

The Xerography of Everyday Life: Nalini Malani’s Hieroglyphs of 
Lohar Chawl
Rattanamol Johal, Columbia University

Nalini Malani’s artist book, Hieroglyphs of Lohar Chawl (1991), 
is described on its opening page as, “a set of pictures, made 
directly on the photocopying machine, using collage, frottage 
and monoprints.” The images themselves are drawn from the 
immediate surroundings of Malani’s studio in a South Bombay 
working-class neighborhood of electrical good wholesalers 
and tenement housing (chawls). The series is hand bound into 
thirty near-identical books, which are then individually worked 
over using watercolor, ink, and charcoal, establishing unique 
editions. This paper seeks to frame these Xerox based works 
as crucial to the transition in Malani’s practice from painting 
to installation, and eventually the video and shadow plays 
for which she has come to be best known. The production 
of Hieroglyphs and related artists’ books (The Degas Suite, 
1991) coincides with India’s government legislated economic 
liberalization and the mass availability of Xerox facilities, 
thus differing in context and technique from the employment 
of this technology in preceding decades by North American 
feminist and queer activists or conceptual artists. For Malani, 
the photocopying machine is the site of production (and 
reproduction) of a base image, which is then transformed 
by layering it with other media. The paper will conceptually 
connect Hieroglyphs to Malani’s abstract photograms produced 
in the darkroom in the late 1960s, her rapidly executed 
watercolors on paper beginning in 1983, and the use of acrylics 
on transparent mylar in the early 1990s, analyzing the artist’s 
exploration of compositional possibilities, class dynamics, and 
wider circulation for her work. 

Instant Art: The Haloid Xerox Copier
Michelle Donnelly, Yale University

During the 1960s through 1980s, artists in Rochester and 
Chicago employed the Haloid Xerox Model A Copier to create 
singular works of art. Invented in 1949, the Haloid copier was 
a multi-step manual processing system composed of a large 
format view camera, selenium plates, and a fuser unit; it did 
not include a flat bed, like subsequent copy machines. With the 
invention of the first automated plain paper copier (the Xerox 
914) in 1959, the Haloid model became outdated and was 
quickly discarded. In the few locations it remained, however, 
artists began to use it as a camera and a printing press. Critics 
dubbed their art “Copy Art” and “Instant Art”—yet their works 
were far from “copies” or “instantaneously” made. This paper 
explores how artists such as Sonia Landy Sheridan, Joan Lyons, 
and Joel Swartz utilized an obsolete “instant” technology to 
create works with a unique material and visual character in 
the pre-digital era. It addresses how their practice with the 
Haloid copier occurred alongside profound transformations 
in communications and data processing technologies, which 
shifted the cultural understanding of “instantaneity.” Ultimately, 
this project reveals how artists hijacked a device once hailed 
for its speed to, instead, laboriously craft works that embodied 
multiple layers of time and hovered between prints, drawings, 
and photographs. 

“Que imagem é esta? Como se vê?” The Misuse of Xerography in 
1970s Brazil
Maria Binnie, Williams College

Between 1979 and 1984 São Paulo was the center of a 
veritable boom in xerographic experimentation, seeing more 
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the metaphors of natural disaster allowed royal scribes to 
set the king’s campaigns within a mythical framework, while 
visual depictions of sieges focused upon the points of contact 
between Assyrian weapons and city walls, emphasizing the 
disintegration thereby wrought upon the built environment. 
Ultimately, I argue that such representations served to imbue 
Assyria’s armies with the forces of entropy naturally inherent in 
the cosmos, and form a starting point for thinking more broadly 
about the human fascination with depictions of natural disaster 
occurring within urban landscapes. 

Ephemeral Constructions: Materiality, Control, and Mediated 
Environments in the House of Loreius Tiburtinus
Neville McFerrin, Ohio University

For poets from Virgil to Statius, the ability to effectively mediate 
natural elements, from the leveling of ground to construct cities, 
to the manipulation of metals and minerals to produce art, is 
a marker of heroic prestige, both on the part of epic heroes 
and of wealthy patrons. Much as heroic labors often focus on 
the imposition of heroic will onto natural forces, the efforts of 
homeowners, who terrace hillsides to build villas and construct 
fishponds and gardens, similarly reconstruct their surrounding 
landscape and enhance their prestige through resource control. 
Yet, such structures, and such control, are ultimately ephemeral. 
This paper argues that it is through the creation of images that 
the homeowners of Pompeii confront both their incomplete 
mastery over their environments—both physical and social—and 
the ephemerality of their experiences. Focusing on the House of 
Lorieus Tiburtinus, it explores the multisensorial experience of 
the visitor to the house, suggesting that the incomplete control 
exhibited by figures such as Actaeon serves as a conceptual 
counterpoint to the artificial environments that surround the 
summer biclinium in which these images are housed, inviting the 
viewer to contemplate the control exerted by the homeowner, 
even as it highlights the tenuousness of that power. The paper 
concludes by asserting that such ambivalence transcends 
the space of the dining room, suggesting that the processes 
depicted may serve as a conceptual microcosm with the capacity 
to comment upon larger scales of dominion and the inherent 
dangers of such endeavors. 

Art, Crime, and History
Chair: Gail Levin, City University Of New York

This session features papers on topics from across a wide range 
of history that deal with specific art crimes, including documented 
thefts, forgeries, and attempts to cover up such crimes by individual 
thieves, art galleries, auction houses, and museums. Topics include 
efforts to create fake provenance, false narratives, schemes to 
launder stolen art works, smuggled art works, efforts to hide stolen 
art, unsolved crimes, and how the market winks or looks the other 
way to facilitate crime. What national governments are taking 
action to stop art thefts? What programs are most effective? What 
are some of the stories of heroic art historians or curators that 
attempted to expose crimes and how have their efforts changed 
art history? What roles do insurance companies and conservators 
play in art crime? How are laws in some countries encouraging art 
crime? What constitutes criminal behavior by museums? Where do 
ethics and the law agree and differ on issues of art crime? How has 
art crime changed the history of art? Why do art historians omit 
teaching about crime? What can we do to stop art crime? This topic 
demands attention now.

Ellard surveys a vast emerging literature on methods assessing 
such effects. Drawing from among such approaches, this 
paper applies an evolutionary model termed habitat theory 
developed by geographer Jay Appleton in The Experience 
of Landscape, to a sample of late Roman villas in Spain, in 
order to reveal Roman visual strategies that place domestic 
design in the environment. Late Roman villas in particular were 
planned with vision in mind: patrons valued carefully managed 
interior views, outward prospects, and the apparition of the villa 
itself rising in the countryside. In examining these visual design 
imperatives, I shift the focus away from a well-worn debate 
over the political motives of late Roman patrons, to the affective 
responses engendered in the ancient and modern viewer. 

The Imaginary of Trees: Strategies for Conjuring Landscape in 
Classical and Hellenistic Art
Isabelle Pafford, San José State University, 

Early Greek artists developed a rich vocabulary of floral and 
vegetal decoration, both for vase painting and architectural 
embellishment. The depiction of landscape features in 
narrative compositions, however, was somewhat rare, although 
not unknown. The Antimenes Painter, for example, depicted 
workers harvesting olive trees, and the Andokides Painter 
added spindly trees in his bilingual vases, perhaps to balance 
the composition. In these settings, the tree was a functional 
feature rather than an organic element of a landscape. This 
situation changed in the late Classical and Hellenistic periods, 
with elaborate background landscapes appearing in fresco, 
as on the façade of Tomb II at Vergina, as well as in Hellenistic 
relief sculpture. This paper proposes that this new interest in 
landscape represents a subtle shift in visual culture. In certain 
situations, it is no longer enough to mentally conceptualize the 
human subject acting against a stark background. Now, the hero 
is imagined striving in a natural landscape. This new generation 
of artists, in parallel with Hellenistic poets, conceptualizes trees 
in narrative landscapes, with especial emphasis on the semiotic 
range of leafless trees versus trees in full foliage. 

Introduction
Kristen Seaman, University of Oregon

Assyrian Entropy: City Sieges and Cosmic Dissolution in the 
Palace Relief Programs

Breton Langendorfer, University of Pennsylvania
During its heyday in the 9th–7th centuries BCE, the Assyrian 
Empire’s military became so powerful that few opponents 
could stand against it in open combat. The annual campaigns 
of the Assyrian kings thus consisted primarily of city sieges, 
memorialized in the inscriptions and sculptural relief programs 
that decorated royal palaces. Depictions of systematic urban 
destruction were triumphantly presented over and over again 
in these reliefs, filling the palace with imagery of burning cities 
and walls obliterated by soldiers and siege engines. While 
scholars have long seen these depictions as propagandistic 
messages about the violent inexorability of Assyrian victory, 
they also draw upon established Mesopotamian literary 
and mythological tropes regarding natural disaster. Royal 
inscriptions compare the king’s onslaught to a raging storm, 
and his army’s siege operations to the destruction wrought 
by the Primeval Flood catastrophe. This paper examines the 
use of disaster imagery as a component of Assyrian visual and 
verbal rhetoric, and contextualizes siege depictions within 
wider Mesopotamian notions of cosmic collapse. Utilizing 
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Art Forensics: Provenance and the Corruption of Knowledge 
Thiago Piwowarczyk, New York Art Forensics

Knowledge in art is based on fragile and highly inconsistent 
foundations. Successful art forgers come to understand how 
to not just make effective imitations of the art works they are 
forging, but they also learn how to corrupt the knowledge 
that underpins authority in the oeuvre. Most importantly, good 
forgers acquire the skill to create convincing provenances 
to explain where these forgeries originated. The forgery 
of provenance supports the crime of art forgery, but it also 
obscures the origins of authentic works of art and archaeology 
in order to try to convince authorities, collectors, and museums 
that the works are in compliance with cultural heritage 
standards. The paper discusses the most recent events in these 
fields and how the corruption of knowledge and the creation of 
fake provenances proved to be essential ingredients in these 
crimes. Topics include German art forger Wolfgang Beltracchi, 
and his creation of an entirely believable provenance for his 
collection. The paper looks at the more recent trials in Germany 
surrounding the gallery run by Itzhak Zarug, which specialized 
in Russian avant-garde paintings and the related scandal in 
Ghent where the Museum of Fine Arts exhibited the suspect 
collection of an exiled oligarch Igor Toporovsky. The research 
presented is based on my work as an art forgery researcher and 
as a partner in the New York Art Forensics laboratory, where we 
address these issues constantly in our professional activity. 

Forging Yves Tanguy in Occupied Paris
Stephen Mack, Rutgers University

The Yves Tanguy Catalogue Raisonné research team has 
uncovered significant new information regarding a prolific but 
little-known art forgery operation that began in Paris during 
the Nazi occupation in World War II. According to Michel Fauré, 
whose 1982 Histoire du surrealisme sous l’Occupation is the 
best source for information on the forgers but did not reveal 
the identity of anyone involved then alive, the operation began 
as a way to fund the Résistance by selling fake art to Germans 
but quickly grew out of hand. In addition to Tanguy, they 
produced forgeries of Dalì, de Chirico, Ernst and Miró, all of 
whom had escaped the country before France’s surrender. By 
1946, Tanguy himself seems to have become aware of the fact 
that forged paintings signed with his name were in circulation. 
Although Tanguy and his gallerist, Pierre Matisse, took 
measures to stop the forgeries and destroy any fake works 
they found, because the culprits were their friends, they also 
hid evidence of the forgeries and did not document works they 
destroyed. As a result, few except a small group of specialists 
are aware of the scope of this group’s actions and understand 
the likelihood that their forgeries are still in circulation. This 
paper makes knowledge of these forgeries available to a wider 
public and combats prevailing stereotypes about art forgers 
that have obscured the scale of the issue they pose for art-
historical analysis. 

The Disappearance and Reappearance of De Kooning’s Woman-
Ochre
Olivia Miller, University of Arizona Museum of Art

For three decades, the staff at The University of Arizona 
Museum of Art (UAMA) longed for the return of Willem de 
Kooning’s Woman-Ochre, cut from its stretcher and stolen in 
broad daylight in 1985. Despite the dire statistics on recovered 
stolen art, Woman-Ochre reappeared in August 2017 at an 
estate sale in New Mexico. After the initial excitement and 

The Arnolfini Tale—A Story of Theft and Forgery
Alexandra Fried

The enigmatic painting The Arnolfini Portrait, nowadays in 
the National Gallery in London, attributed to Jan van Eyck 
and dated to 1434, has bedazzled scholars and the general 
public since the mid-19th century. The canonic comprehension 
of the painting is mainly based on the much-debated article 
“Jan van Eyck’s Arnolfini Portrait” published in The Burlington 
Magazine for Connoisseurs in 1934 by Erwin Panofsky. 
Although, several new meanings of the interpretation have 
been discussed in more recent scholarship, the arguments 
rely on Panofsky’s iconological interpretations. The impact of 
the blockbuster article was immense, though full of errors, 
which were never fully questioned in subsequent scholarship. 
However, this paper discusses The Arnolfini Portrait from 
a different perspective. When the painting was sold to the 
National Gallery in 1842, it lacked a credible provenance, 
since as it was probably stolen from Spain during the 
Napoleon wars, according to archival sources, and never-seen 
inventories. These provided a not-so-believable explanation 
of the painting’s history and whereabouts, including wrongly 
identified characters and embellishing the authenticity and 
existence of archival proof. The combination of the possibility 
of a secret message from the past and exciting identity of the 
woman and man in the painting has clearly made it one of 
the most intriguing and well-known paintings in the world. 
This paper reexamines and critically scrutinizes the painting’s 
provenance, archival records, and especially the National 
Gallery’s acquisition procedure for the double portrait. 

Friend and Foe: The Artist and Art Dealer Leo Nardus in Gilded 
Age America
Esmée Quodbach, The Frick Collection

A major dealer in Gilded Age America was the Dutchman 
Leo Nardus (born Leonardus Salomon, 1868–1955), who first 
arrived in 1894. Presenting himself as a wealthy gentleman-
artist, Nardus established an immensely successful business 
in New York. Soon, he counted the cream of America’s 
collectors among his clientele, including New Yorker J. Pierpont 
Morgan; Philadelphians John G. Johnson and P.A.B. Widener; 
and Chicagoan Charles Yerkes. Nardus’s wares included 
many authentic Old Masters—some of excellent quality, but 
also second- and third-rate ones, good and bad copies, and 
modern forgeries. Many were mistakenly attributed to coveted 
painters and had fake provenances. Nardus’s lucrative career 
ended abruptly in 1908, after the Dutch scholar Cornelis 
Hofstede de Groot assessed the many paintings he had sold 
to Johnson and Widener, exposing several as modern fakes. 
Although no charges were filed and nothing was reported in 
the contemporary press, de Groot’s findings were whispered 
about for years to come. As a result, it became virtually 
impossible for dealers to sell important Old Masters in America 
without authentications signed by one of the era’s leading 
authorities. Today, many of the “bad” Nardus pictures can 
no longer be traced. The good ones, however, can be found 
in leading museums, even though their former owners often 
erased Nardus’s name from their provenances. This paper is 
largely based on unpublished archival materials, including 
correspondence and other contemporary materials from Dutch, 
French, and American sources. 
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Artistic Biography in Early Modern Europe
Renaissance Society of America
Chairs: Babette Bohn; Jeffrey Chipps Smith, University of Texas-Austin

Early biographies provide crucial primary sources for our knowledge 
of early modern artists throughout Europe. Inspired by Pliny the 
Elder, regional loyalties, gifted artists, influential patrons, and each 
other, biographers from the mid-16th through the 18th century 
produced a staggering variety of biographical collections—varied 
in terms of their approaches, criteria, scope, and artistic interests. 
Such authors as Neudörfer, Vasari, Van Mander, Sandrart, 
Houbraken, Malvasia, Baldinucci, and Palomino, among many 
others, produced biographical compendia that have supplied 
modern scholars with first-hand information on thousands of artists. 
In recent years, a growing number of scholars have reexamined 
these texts, publishing edited and translated editions as well as 
critical studies. This session investigates some of the concerns 
that have arisen in these studies, including but not limited to: 
biographers’ differing methods and criteria; questions of reliability 
and intentional misrepresentation; the role and significance of 
anecdotes; the uses of ekphrasis; prejudices concerning women, 
foreigners, and specific artistic specializations; the reliance on 
primary sources; the influence of local literary and artistic traditions; 
and the narrative structure, critical vocabulary, and authorial goals 
employed. Presentations deal with these broader issues about 
biographical practices and how these have shaped the study of 
early modern artists.

Surface Tensions: Dominicus Lampsonius’s Lamberti Lombardi…
Vita
Edward Wouk, University of Manchester

Dominicus Lampsonius’s Lamberti Lombardi… Vita, written 
in 1565 about his friend Lambert Lombard, is the first known 
biography of a Netherlandish artist, yet it remains surprisingly 
little known. Written in a complex Latin and never printed 
in great quantities, this short book was first destined for an 
international circle of humanists who might value its assertion 
that Netherlandish artists merited a status equal to that of 
their Italian counterparts, many of whom had long been 
appreciated for the intellectual dimension of their work. Yet 
this straightforward message belies the complexity of the 
Lamberti Lombardi… Vita. My paper, based on research for the 
first English translation of this biography, focuses on points in 
the text that reveal tensions between the interests of Lombard, 
the subject of the text, and Lampsonius, its narrator. By probing 
how Lampsonius attempted, but ultimately failed, to refashion 
Lombard’s life into an exemplary model for northern artists, 
I shed light on conflicting visions of Netherlandish art in the 
mid-16th century. In particular, I consider instances of early 
resistance to attempts to synchronize Italian and northern 
artistic practices and examine emergent concerns about the 
loss of Netherlandish identity in the drive to become modern. 

Rereading Vasari’s Lives: Towards a New History of Northern 
Italian Terracotta Sculpture
Ivana Vranic, University of British Columbia

In contrast to previous scholarship on life-size terracotta 
sculpture produced in northern Italy in 15th and 16th 
century that elucidates how and why terracotta has been 
excluded from writings on Renaissance art, my paper offers 
the possibility of an entirely different history of terracotta 
sculpture. This possibility is revealed through re-examining 
traces of biographical and critical information on the terracotta 

media attention started to slow down, the UAMA began to 
recognize the many roadblocks preceding the painting’s return 
to the gallery walls. This paper offers a firsthand account of 
the recovery, as well as the issues the museum, university, 
and State of Arizona have faced over the past year. In addition 
to legal, security, and insurance concerns, the painting will 
have to undergo extensive and costly conservation treatment, 
requiring crucial decision-making. Furthermore, the museum 
is contemplating the future interpretation of the work when 
it goes back on view. Does constant discussion of its theft 
glamorize the crime or take away from the painting’s intrinsic 
value as an art object? Alternatively, should the painting’s 
primary purpose now be to educate the public and fellow 
museums on the impact of art crime? Above all, what the UAMA 
has realized is that Woman-Ochre’s story does not end with its 
recovery—in some ways it is only just the beginning. 

Artist-Run as Inheritance of Artist Salon
Chair: Anthony Bowers, University of Pennsylvania
Discussants: Elizabeth Milroy, Drexel University; Toisha Tucker;  
Lydia Rosenberg, Art Academy of Cincinnati

As art galleries increasingly turn to the secondary market and art 
fairs to sustain their business models, the hole left in representation 
opportunities for emerging and mid-career artists is increasingly 
being filled by artists themselves. Artists are developing an “artist-
run” ecosystem outside of the commercial gallery model where they 
act informally and institutionally as curator, gallerist, preparator, 
dealer, and promoter. This presentation and panel discussion will 
examine the history of the artist-run venue within a global context, 
focusing on developments since the late 19th century ranging from 
large-scale exhibitions such as the 1913 Armory Show to smaller 
curated spaces such as “291” and personal salons organized by 
artists such as Louise Bourgeois. The discussion will address the 
power structures, opportunities, and challenges that contemporary 
artist-run organizations contend with, and their antecedents.

Artist Run in Context
Natessa Amin, Fjord Gallery, Moravian University

As art galleries increasingly turn to the secondary market 
and art fairs to sustain their business models, the hole left in 
representation opportunities for emerging and mid-career 
artists is increasingly being filled by artists themselves. 
Artists are developing an “artist-run” ecosystem outside of 
the commercial gallery model where they act informally and 
institutionally as curator, gallerist, preparator, dealer, and 
promoter. This presentation and panel discussion will examine 
the history of the artist-run venue within a global context, 
focusing on developments since the late 19th century ranging 
from large-scale exhibitions such as the 1913 Armory Show 
to smaller curated spaces such as “291” and personal salons 
organized by artists such as Louise Bourgeois. The discussion 
will address the power structures, opportunities, and 
challenges that contemporary artist-run organizations contend 
with, and their antecedents. 
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proves problematic, and it is necessary to first address the 
nature of the sources and how they should be read. This 
paper addresses literary conventions and motifs that the 
aforementioned authors may be drawing from in their writing, 
noting the advantages and disadvantages of each source in 
the study of technique. Specific information drawn from the 
seicento sources on Reni’s painting technique, materials, and 
workshop practices will then be presented. Aspects of this 
information will be measured against the results of modern 
scientific analysis, illustrating how we may tentatively use 
biographers’ accounts to enrich our understanding of early 
modern workshop practices. 

Artistic Encounters, Past and Present

Identity, Place, and Culturally Relevant Pedagogy: A Case Study 
of the Recology Artist-in-Residence Program
Carianna Arredondo, Teachers College, Columbia University

Art educator and researcher Carianna Arredondo presents on 
her case study conducted in 2017 of artist residency Recology 
San Francisco, and describes how artist residencies, particularly 
Recology, present artists and visitors with holistic learning 
experiences, grounded in place-based and culturally relevant 
pedagogy. Participants will walk away with a deeper awareness 
of how artist residencies provide a particular environment for the 
democratization of art practice and how residencies have lasting 
potential to transform education and enhance learning through 
dynamic participation in receiving, deconstructing, and reconstructing 
shared meaning though the process of art and making. Arredondo will 
present ways in which artist residencies, like Recology, contribute to 
a grander sense of learning and “responsivity,” as local artists are 
invited to artistically engage with their city and understand their 
ecological gravity within everyday living. From tours and encounters 
with community visitors, this stimulates a sense of critical 
reciprocity, in which a dialogue between artist and audience unveils 
deeper meaning within the artistic practice and process and how 
this cultivates a sense of identity and artistic development between 
both the artist and receptive visitor. This notion, furthermore, lends 
itself to the democratization of art practice, in which hierarchical 
perceptions within the art world and profession are dismantled and 
distributed equally. 

The Darby School of Art: A Forgotten Chapter in the History of 
American Impressionist and Modernist Painting
Mark Sullivan, Villanova University

This paper discusses the Darby School of Art, which was 
founded in 1898 in Darby, PA, and moved to Fort Washington, 
PA, a year or two later. The school, which taught summer 
classes in painting until 1918, was founded by two important 
teachers at the Pennsylvania Academy of Fine Arts, Thomas 
Anshutz (1851–1912) and Hugh Breckenridge (1870–1937). 
This school has received far less attention than its famous 
Pennsylvania neighbor, the New Hope School of Art, but was, 
I argue, just as important as the New Hope School in the 
dissemination of European Impressionist and Modernist ideas 
among American painters. In addition, the Darby School was 
a major source of encouragement for a number of women 
artists who went on to have a major impact on the American 
art world. Some of the artists under discussion in this talk are 
Anshutz, Breckenridge, Henry A. Rand, Daniel Garber, Maude 
Drein Bryant, Alice Browning Daughten, James Daugherty, 

sculptors found in Giorgio Vasari’s Lives (1568), starting with 
Michelangelo’s alleged commentary on Modenese figures by 
Antonio Begarelli: “If this clay were to become marble, woe 
to the sculptures of antiquity.” Although this is one of many 
anecdotal stories that line Vasari’s biographies, it has been 
used to evidence a negative response to and the lowly place 
of terracotta sculpture in the Renaissance. In my paper, I use 
the commentary as a point of engagement with other citations 
on Begarelli as well as Niccolò dell’Arca, Guido Mazzoni, 
and Alfonso Lombardi, to whom Vasari dedicates a short 
biography. Because Vasari’s Lives have been used to evidence 
a disparaging response to northern Italian terracotta sculpture, 
they offer a fruitful place from which to reevaluate the history 
of terracotta and to ask whether the negative response is the 
result of modern historiography. 

Rembrandt’s Death: Biography, Mortality, and the Nature of 
Fame
Stephanie Dickey, Queen’s University

2019 marks the 350th anniversary of the death of 
Rembrandt van Rijn, and museums worldwide are preparing 
commemorative exhibitions. Yet, there is no evidence that 
when Rembrandt passed away at the age of 63, anyone but 
his family took notice. Today, a small memorial plaque hangs in 
the Westerkerk in Amsterdam, where documents tell us he was 
buried on October 8, 1669, but his grave and his body have 
disappeared. The first posthumous biographies, by Joachim 
von Sandrart (1675) and Arnold Houbraken (1718–21), state 
simply that he has died; Houbraken gives the date as 1674, an 
error that persisted in subsequent accounts. Such a quiet end 
differs markedly from the obsequies accorded Italian artists 
such as Raphael, whose untimely demise, according to Giorgio 
Vasari, brought even the Pope to tears, or Gianlorenzo Bernini, 
whose calculated preparations for death were recounted by 
his son Domenico and by Filippo Baldinucci. French printmaker 
Jacques Callot was honored with a tomb monument and 
a printed epitaph, while Rembrandt’s Flemish rival, Peter 
Paul Rubens, lies buried in his family chapel in the Sint 
Jacobskerk, Antwerp, beneath an altarpiece by his own hand. 
Taking into account divergent cultural contexts, documentary 
sources, and the subsequent critical fortunes of the artists 
considered, this paper will examine the treatment of artists’ 
deaths by authors such as Vasari, Van Mander, Baldinucci, 
Sandrart, and Houbraken to learn what they may tell us about 
the nature of fame and the status of art and the artist in the 
early modern period. 

Early Modern Biographies and Artists’ Workshop Practices
Aoife Brady, The National Gallery

This paper investigates the reliability of early modern 
biographies for the study of artists’ painting techniques and 
workshop practices. It focuses on information provided by 
Giovanni Pietro Bellori and Carlo Cesare Malvasia regarding 
Guido Reni’s Bolognese studio and his painting technique. 
The basis for this paper originates in my doctoral research, 
which placed modern scientific and technical analysis into 
art historical context, by combining it with information from 
17th-century literature. In using 17th-century texts as sources 
for research on artistic practice, the conventions of history 
writing in the period must be acknowledged, and the use of 
established themes and anecdotes as tools in the creation of 
such literary works recognized. Questioning what information 
provided by 17th-century sources might be “true” or “false” 
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Asian Diasporic Art and the Narrative of Modernism
Diasporic Asian Art Network
Chairs: SooJin Lee, Hongik University, South Korea; Midori 
Yamamura, Kingsborough Community College, City University of 
New York
Discussant: Heather Lenz, Director of the film Kusama: Infinity

This panel investigates methodological approaches for interpreting 
Asian American and Asian diasporic art in the United States. 
Scholars have been arguing that criteria for visual judgments have 
relied too heavily on transplanted Western models, whereas cultural 
heterogeneity is the hallmark of Asian diasporic art. The experience 
of displacement from one’s own homeland, transnationalism and 
transculturalism often result in what art historian Margo Machida 
observed in 2008 as “the symbolic assertion of presence through 
strategic acts of visual representation...with a powerful claim to 
place in a society where their images are not the norm.” How can 
we interpret non-normative images coming from transnational 
and transcultural subjectivities? Each speaker examines a different 
approach to Asian diasporic artists in the US that results in a deeper 
understanding of modernism. Based on the recently uncovered 
Yasuo Kuniyoshi’s 100 letters from World War II, Tom Wolf, a curator 
of Kuniyoshi’s 2015 retrospective exhibition, will broaden our 
understanding of Kuniyoshi’s identity as a Japanese American 
artist. Tracing the lines of connection and social networks in and 
between Honolulu and New York, Margo Machida investigates Asian 
American artists from Hawai’i who were active in New York City 
between 1920 and 1970. SooJin Lee will discuss the role of archival 
research and the analysis of the subjectivities of diasporic artists, 
in interpretations of the works by Yayoi Kusama and Nikki S. Lee. 
Exemplifying new approaches to Asian diasporic art will reveal its 
plurality and contribute to expanding and problematizing existing 
modernist narratives.

Asian American Artists from Hawai‘i in New York City: 1920–80
Margo Machida, University of Connecticut

Originally from Hawai‘i, I am an East Coast-based Americanist 
scholar and independent curator specializing in contemporary 
Asian American, Native Hawaiian, and US Pacific Islander artists. 
One impetus for my work is to situate Hawai‘i artists within 
broader regional, trans-Pacific, and global frameworks, so as 
to examine the concurrent impact of circulation, cross-cultural 
influences, and place in shaping their formal and thematic 
expressive production, and their interconnections with different 
groups. This paper extends my research to consider earlier 
generations of Hawai‘i-born Asian American modernist artists. 
The focus is on New York City, as a historic magnet for artists 
from around the world, which likewise exerted a powerful 
attraction for Satoru Abe, Isami Doi, Ralph Iwamoto, Tadashi 
Sato, Reuben Tam, and Harry Tsuchidana—artists of Japanese 
and Chinese descent from Hawai‘i who arrived between the 
1920s and 1950s. Drawing on archival materials, interview 
transcripts, exhibition reviews, and catalogues, I will briefly 
examine these artists’ involvement with the cosmopolitan art 
“scene” in New York—including their relationships with other 
artists, galleries, museums, art schools, and artist colonies—and 
selected works they produced while on the East Coast. This 
preliminary research seeks to expand standard art historical 
accounts of 20th-century American modernism and the New 
York “scene” by foregrounding work by artists who remain 
largely absent from those canonical narratives. Ultimately this 
cohort of artists returned to the Hawaiian Islands, where today 
they are heralded as pioneers of “Island Modernism.” 

Elizabeth Sparhawk Jones, Henryette Stadelman, and Ellen 
DuPont Wheelwright. I also advance some theories as to why 
the Darby School has remained so little-known. 

The Drawing Board, Performing the Institution
JJ Lee, OCAD University

The Drawing Board is a collaborative artists’ group exploring 
the intersection of process, labor, drawing and performance. 
Our creative dialogue seeks to investigate the complexities of 
work and working relationships in the context of the institute. 
The artwork examines the role of creativity and collaboration 
mediated by institutional structures while simultaneously 
examining the historicized construction of racialized and 
gendered identity in the colonized space. Our first public 
exhibition, Back to the Drawing Board Toronto 2017, took place 
over four weeks, during which we used this artist-run space 
as a creative lab that was open to the public and focused on 
collaborative drawing installations and performances. All the 
artwork was made collaboratively using materials evocative 
of administrative work. In mimicking the role of administration 
in relation to creative activity, we seek to perform the 
institutional structure and explore how this affects artistic form, 
engagement, activity, and individual identity. This research 
results in an inquiry into the role of the institute on the creative 
agency of the individual. In introducing performance, as well, we 
explore this relationship further by engaging the participation 
of the public. This project speaks to the reevaluation and self-
critique that cultural institutions globally are undertaking and 
the institutional approaches they undertake to do this work. 
Using performance and drawing, we explore the embedded 
systems and practices, which often exclude disproportionately 
underrepresented communities and individuals. 

Exercises in Ambiguity
Ted Hiebert, University of Washington Bothell

“Reason, n., an imaginary process onto which the responsibility 
of thinking is off-loaded.”—René Daumal, A Night of Serious 
Drinking. What does it mean to live in a world constantly 
forced to account for itself in sensical terms? Does the threat 
of alternate facts preempt creative speculation and different 
ways of seeing the world? Or, is the real threat to creative 
practice perhaps actually the drive to intelligibility itself, 
tempered by the myths of data objectivity and intelligent living? 
This paper explores the idea of ambiguity as a response to 
the dominant modes of rationalization that contextualize our 
times, building on Jean Baudrillard’s claim that “when the 
hypothesis of intelligence becomes dominant, then it is the 
hypothesis of stupidity that becomes sovereign. A stupidity...
on the verge of a radical thought” (The Intelligence of Evil, 
179). Part speculative lecture, part artist talk, this presentation 
argues for ambiguity as a creative and political form of 
speculation, merging meditations on the limits of intelligibility 
with recent artworks (disorientation exercises) that reexamine 
habitual modes of embodiment, perception and understanding. 
The exercises take a variety of forms—sometimes optical 
or conceptual interventions (like crossing one’s eyes or 
spinning in circles) and other times more socially oriented 
and participatory forms (like photographing people wearing 
tinfoil hats, or by searching for imaginary friends, in all the 
speculative ways such a process might manifest). 
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between an individual artist and the group of which they were a 
part, Being With aims to dismantle prevailing myths that attach to 
the collective, paying attention to how notions of political efficacy, 
collective action, agency, and power become instrumentalized 
through strategic disavowals of the individual.

Haus-Rucker-Co: Performing Collective Architecture
Ross Elfline, Carleton College

In 1971, the Viennese architecture collective Haus-Rucker-Co 
visited the Walker Art Center, creating an edible scale model 
of the Minneapolis skyline. Entitled Food City I, the piece was 
displayed in the Armory Garden, adjacent to the museum, 
which is now the Minneapolis Sculpture Garden. Taking Food 
City I as a point of departure, I explore architectural labor as it 
relates to the collective’s performative practices, questioning 
the ethos of individuality that predominates in architectural 
practice. 

The Collective Practices of Raphael Montañez Ortiz
Chon Noriega, University of California, Los Angeles

Drawing upon ongoing research into artist Raphael Montañez 
Ortiz, I examine how Ortiz moved across a number of artistic 
and activist collectives in the 1960s and 1970s, including the 
Guerrilla Art Action Group, the Performance Group, the Blood 
and Flesh Theater, and the Puerto Rican Arts Workers. These 
various groups, I argue, reveal how Ortiz, like many of his 
peers, understood artistic practice and organizing as grounded 
in collectivity, collaboration, and conflict. Along with my 
extensive archive research, I discuss Ortiz inclusion in Andrea 
Büttner’s Piano Destructions (2014), in the Walker’s permanent 
collection. 

Senga Nengudi and Studio Z
Adrienne Edwards, New York University

In her essay, Adrienne Edwards explores how Senga Nengudi’s 
artistic practice evolved in relationship to her collaborative 
work with Studio Z, a loose collective she and artists David 
Hammons, Maren Hassinger, Barbara McCullough, and Frank 
Parker cocreated after Nengudi’s return to the US in 1967. By 
focusing on the collective’s use of discarded materials and 
overlooked spaces, Edwards examines how Nengudi’s own 
solo performative practices expanded, framing her argument, 
in part, through the artist’s performance at the Walker Art 
Center in 2014. 

Mabou Mines and Collective Theater
Hillary Miller, Queens College, City University of New York

Below the Mason-Dixon Line: Artists and Historians 
Considering the South
SECAC
Chair: Rachel Stephens, University of Alabama

From the 18th century onward, both domestic and international 
artists have turned their attention to sites and scenes of the 
American South. Artists sought commissions from wealthy southern 
individuals, celebrated the landscape, and exposed elements of 
southern society. In the years before the Civil War, southern art 
tended to glorify the plantation lifestyle and its planter class while 
striving to maintain the social order. Stereotypes initiated during 
the antebellum period continued unabated postwar, taking on new 
social currency as white citizens strove to maintain their prewar 

Archives as Method: When the Artist Becomes the Art
SooJin Lee, Hongik University, South Korea

This paper examines the roles of both archival research and 
analyses of the artist’s subjectivity in interpretations of works 
by Asian diasporic artists. Based on my research, the personas 
of high-profile artists such as Yayoi Kusama and Nikki S. Lee 
often become the focus of discourse and preclude objective 
interpretation. I propose that a researcher can avoid being 
misguided by working directly with archival materials and 
artworks. Through the examples of Kusama and Lee, this 
discussion draws attention to how famous artists from Asia 
are positioned within the narratives of Western modernist art 
history. It also seeks to resolve the long-standing issues in the 
discipline of art history with formal analysis and ethnographic 
methods. 

Recently Discovered Letters by Yasuo Kuniyoshi
Tom Wolf, Bard College

Yasuo Kuniyoshi (1889–1953) came to the United States from 
Japan when he was barely 17 years old. He had no intention 
of becoming an artist, but after he worked menial jobs in 
California a high school teacher encouraged him to take art 
classes. He moved to New York and gradually became one of 
the most respected painters in the United States, developing 
a unique practice that combined elements of Asian and 
Euro-American artistic traditions in original ways. In 2015, 
I curated a retrospective exhibition of Kuniyoshi’s work for 
the Smithsonian American Art Museum. In the catalogue, I 
mentioned that in 1941 he left his wife for a relationship with 
an art student about which little was known, and which lasted 
several years. Subsequently the woman’s daughter contacted 
me to inform me that she inherited approximately 100 letters 
written by Kuniyoshi. These letters yield new insights into his 
life during the fraught years following Pearl Harbor, when as a 
Japanese citizen he was classified an “enemy alien,” and subject 
to hostility. The letters shed light on his hitherto mysterious 
relationship with his girlfriend, and his working method as 
an artist. They include both unpublished drawings and his 
observations about his work that broaden our understanding of 
Kuniyoshi’s identity as a Japanese American artist. 

Being With: Thoughts on the Collective, Living 
Collections Catalogue, Walker Art Center
Chair: Gwyneth Shanks, Walker Art Center

This forthcoming volume of the Walker Art Center’s Living 
Collections Catalogue (LCC) explores the aesthetic and affective 
conditions that arise from collective practice. Edited by Gwyneth 
Shanks, Being With: Thoughts on the Collective focuses on 
the relationship between individual artists and collectives, 
foregrounding the ideological connotations that can attach to the 
former term as a means of articulating what collaborative practice 
and collective aesthetics do. Each commissioned essay focuses 
on collectives, or highly collaborative artistic practices, that arose 
in the late 1960s and early 1970s, and explores groups like Haus-
Rucker-Co., Studio Z, Puerto Rican Arts Workers, and Mabou 
Mines. While such groups responded in overt and subtle ways to 
the politically and culturally turbulent period, each also engaged 
performance or performativity, and this confluence of aesthetics and 
politics make such groups ripe for greater exploration within the 
LCC, focused as the journal is on muséal practices of acquisition, 
exhibition, and archiving. By foregrounding the relationship 
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Where You Come From is Gone: Reinhabiting the Ruins of the 
Native South
Catherine Wilkins, University of South Florida

In the aftermath of the American Civil War, the trope of the 
“Lost Cause” emerged as a rhetorical strategy intended to 
rewrite the legacy of the Confederacy by capitalizing on the 
emotional power of nostalgia and the regional uniqueness of 
the South. Proponents of this myth employed the evocative 
symbolism of ruins for Southerners who sought to locate 
themselves in a physical, social, and cultural landscape that 
had been radically transformed. As dramatic as were the 
changes that took place during the Reconstruction period, 
a more all-encompassing erasure had occurred in the same 
states decades prior, when the indigenous people of the 
Southeastern Woodlands had seen their native environment 
and traditional way of life disrupted and destroyed by waves 
of contact with European and American settlers, leading to 
an effective disappearance of Native Americans from the 
South with hardly even a visible ruin left by which they might 
be remembered. This conversation between photographer 
Jared Ragland and art historian Catherine Wilkins will explore 
the representation of memory and absence in Where You 
Come From is Gone, a series of wet-plate collodion tintype 
photographs by Ragland and collaborator Cary Norton 
documenting sites of prior Native American occupation 
in Alabama. We will discuss how WYCFIG draws upon the 
trope of Romantic ruin representation, utilizes a historical 
photographic technique, and emphasizes the material artifact 
of the photograph in order to explore personal and collective 
memory-making, the importance of place, the passage of time, 
and contemporary political dimensions of remembrance to the 
American South. 

Menace and Glory: An Artist Comes to Grips with the South’s 
Checkered Past
Kristin Casaletto

A move to the Deep South in the late 1990s was a catalyst for 
artist Kristin Casaletto’s work. Her experiences there of the 
remnants of Jim Crow, persistent poverty, and repressive social 
systems dovetailed with her interest in conscience, politics, 
and the complex relationships among corruption, redemption, 
and justice/injustice. For nearly two decades, her work has 
placed an emphasis on revealing how the cumulative effects 
of history shape contemporary society. Casaletto will discuss 
her extensive body of work that focuses on the ethics and 
politics of class, race, and gender in the American South. The 
ghosts of Jefferson Davis, Emmett Till, and various debutante 
belles wander freely through her art, weaving the shadow 
of the past into the ethos of the present. William Faulkner 
famously penned, “The past is never dead. It’s not even 
past.” As Georgia Museum of Art Curator Sarah Kate Gillespie 
wrote, “[Faulkner’s] sentiment seems to sum up Casaletto’s 
work accurately, with its shared emphasis on history and 
contemporary culture, the self and the other, the ephemeral and 
the permanent. Her art reminds us that the past is always close 
at hand, and we would be well served to listen to its lessons.” 

Nostos Algos: A Collaboration about Return
Nell Gottlieb

Located in Harpersville, AL, Klein, a plantation house built in 
1841, has been mostly vacant for 80 years. In 2018, I began 
a series of collaborations with other artists, curators, and 
community organizers involved in various ways with Alabama. 

position. Many of these continue in subtle and not-so-surreptitious 
forms today. Given the current cultural climate, a diverse range of 
artists work to subvert some aspects of past southern art, leading 
to an awakening of the South as a globalized entity. This session 
features artists and scholars whose work investigates the rich 
history of the American South while mapping a way forward.

Louisiana Trail Riders
Jeremiah Ariaz, Louisiana State University

Black Trail Riding Clubs have their roots in Creole culture 
formed in South Louisiana in the 18th century. Today trail 
rides are an opportunity for generations of people to gather, 
celebrate, and ride horseback. The riders form a distinctive 
yet little-known subculture in Southwest Louisiana. Some 
of Louisiana’s Trail Riding Clubs include the Louisiana 
Steppers, Good Ol’ Boyz, and the Stepping-In-Style Riding 
Club. According to folklorist Connie Castille, “for many of 
Louisiana’s black men, the horse is still associated with 
freedom, independence, work and respect.” In the wake of the 
Trayvon Martin killing, violence and indifference to the value 
of young black lives has been brought to the national spotlight 
in incidents across the country, from Ferguson, MO to the 
photographer’s home in Baton Rouge, LA following the tragic 
death of Alton Sterling in 2016. In the context of this national 
backdrop, Ariaz’s photographs depict joy, pride, and familial 
intimacy, particularly between fathers and sons who are taught 
to care for and ride horses from an early age. The work reflects 
the Creole culture and the celebratory spirit of the trail rides 
while sharing one of the many histories in the American story 
that has largely remained untold. 

Between Two Worlds: Portrait of William McIntosh, Southern 
Slave Owner and Lower Creek Chief
Naomi Slipp, Auburn University at Montgomery

In the 1821 Portrait of William McIntosh, attributed to itinerant 
Massachusetts-born painters Nathan and Joseph Negus, 
William McIntosh wears a fancy, ruffled white shirt with an 
elaborate match coat, traditional Creek woven sash, and 
moccasins. He gestures with both hands towards the right, 
indicating his ambiguous relationship to the “unsettled” 
woodlands beyond. Also known as Taskanugi Hatke, McIntosh 
was a prominent Creek chief and owned two plantations and 
countless enslaved persons in present-day Georgia. As a 
métis, the child of a Creek mother and white father, he was 
uniquely positioned within the social and cultural hierarchies 
of white, Southern society and native culture, operating as a 
liminal figure who could move between both worlds. McIntosh 
played a leading role in negotiating treaties between the 
Creek Nation and US Government. In 1825, he and eight other 
chiefs signed the Treaty of Indian Springs, which ceded Creek 
lands in GA and AL to the US Government. In consequence, he 
was executed. As the first art historical study of this portrait, I 
argue that it operates as an important pictorial indicator of the 
complexities of métis identity in early 19th-century Georgia. 
Furthermore, I show how the meaning of this portrait changed 
as it moved from the hands of McIntosh’s descendants to 
the cigar counter of a bar in Columbus, GA and then onto the 
Alabama House of Representatives in the Jim Crow era, where 
it came to represent the governing authority of the majority 
white Alabama legislature and evoked a romanticized regional 
history. 
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Paintings of Prints and Photographs: The Temporality of Trompe 
l’Oeil and the Enduring Value of Painting
Katherine Harnish, Washington University

In late 19th-century America, advances in photography, 
printing, and distributing technologies led to an unprecedented 
flood of imagery, much of it ephemeral. Artists found 
this dramatic change in visual culture both exciting and 
threatening. Impressionist and Tonalist painters sought 
fresh aesthetic territory to distinguish their work from new 
popular media. Trompe l’oeil painters took the opposite 
approach, attempting to harness the delights of new visual 
culture through appropriation. Their compositions often 
include photographs, greeting cards, newspaper clippings, 
trade cards, and other forms of paper ephemera. I argue that 
these artists represented new media strategically, not only to 
attract viewers excited by these forms, but also to assert the 
continued relevance of painting. The temporality of trompe 
l’oeil paintings was, I assert, essential to their strategic appeal. 
These painters paid close attention to ephemera’s material 
qualities, fixating on the effects of deterioration, which range 
from slightly faded ink to completely illegible tatters. Their 
work situates painting as relatively durable by underscoring 
paper-based media’s fragility. I bring this into dialogue with the 
cultural resonance of speed in relation to image production and 
consumption, in an era when transportation, manufacturing, 
and communication became vastly more efficient. Trompe l’oeil 
artists translated images created through “fast” mechanical 
and chemical processes into oil paint—a much slower medium. 
When cultural observers became concerned about the rapid 
pace of modern life, trompe l’oeil paintings cued viewers to 
engage their artwork more slowly. By depicting ephemera, 
these artists articulated the enduring value of the manual craft 
of painting. 

In Defense of Theatricality: The Politics of Affect in Early 18th-
Century France
Aaron Wile, University of Southern California

Antoine Coypel, named Director of the Royal Academy of 
Painting and Sculpture in 1714 and First Painter to the King 
in 1716, was perhaps the most ambitious painter in France in 
the decade after Louis XIV’s death. Responding to the loss of 
artistic authority after the death of Charles Le Brun, he sought 
to revive history painting in the grand goût by taking up Le 
Brun’s system of expression and amplifying it. Gesturing 
wildly and contorting their faces, his figures seem not only 
to experience the passions at their most extreme but to be 
performing for the viewer. Later critics, from Denis Diderot 
to Michael Fried, have condemned this kind of theatricality 
as not only false but immoral. As a result, Coypel’s art has 
been seen as the antithesis of anything modern (when, 
that is, it has been considered at all). This paper proposes 
to reevaluate Coypel’s theatricality and its aesthetic and 
political significance. Focusing on a series of the painter’s 
history paintings, it examines their relation to contemporary 
discourses on the dramatic arts, particularly on the function 
of emotion and affect. Drawing on the ideas of Malebranche 
and DuBos as well as the artist’s own theoretical writings, it 
argues that Coypel sought to develop an idiom that created 
a sympathetic bond between painting and beholder. This 
innovation represented an effort to fashion a new role for 
painting in reinforcing social adhesion during the Regency, 
when the aesthetic and social order created by Louis XIV 
began to falter. 

Together, we are launching a year-long series of conversations 
and exhibitions at the house, which was also my family home. 
In October, as part of the Alabama For Freedoms Project, 
persons of the place (both black and white) will rededicate 
the segregated but adjacent family cemeteries and share a 
homecoming meal at Klein and conversation for the first time. 
A community exhibition of imaged plates from participants’ 
family histories will be created and later installed at Klein. And, 
in 2019, Klein will open an installation by contemporary artists 
re-engaging the South. For CAA, I propose a presentation of 
Klein’s multiyear reactivation, titled Nostos Algos. In 2012, 
upon returning to Alabama for the first time in decades, my 
work shifted to address the pain of this return. In this paper, 
I consider Nostos Algos’s local ramifications, its various 
collaborations, and its relationship to the writing of new 
Southern histories. In the tradition of social practice artists 
such as Suzanne Lacy, Rick Lowe, and Theaster Gates, my 
work finds a balance between object making and the opening 
of spaces for dialogue, debate, and healing. Together with 
artists, curators, and community members, Nostos Algos 
asks questions about the precarity of history, place, and 
relationships and imagines a shared future. 

Between Object and Viewer: Spectatorship, 
Theatricality, Mediation

Tales from the Table: The Politics of Dessert in Franz Anton 
Bustelli’s Harlequin
Monica Zandi

In his sixth year at Neudeck Factory, Italian-born artist Franz 
Anton Bustelli developed a set of 16 commedia dell’arte 
figurines using modern French visual strategies that would 
later establish him as one of the most eminent porcelain 
sculptors from the 18th century. However, it is ironic that 
despite his impact there is very little scholarship about Bustelli, 
which is why his porcelain from Neudeck deserves greater 
art-historical research. His figurines, in particular Harlequin, 
were decorative, sculptural interior pieces that captured the 
Rococo aesthetic of artful bodies, theatricality, participation, 
and naturalism. Bustelli’s Harlequin figurines communicate 
elite subjectivities through French taste, which served as 
Neudeck’s prescribed style. This paper adds contextual and 
discursive analysis about the processes that led to Harlequin’s 
organization by using a framework that examines the cultural 
impact and rhetoric of royally manufactured porcelain. It is a 
case study that demonstrates how porcelain figurines such as 
Harlequin are works of art that promoted rigid social ideals 
and class division shaped by colonial expansion and French 
culture (e.g., performance, dance), and that such artistic 
representations function as ways to conserve the aristocracy’s 
order by acting as sources of entertainment and rapport for 
guests to participate with during ritualized dinner banquets. 
By analyzing the underlying processes that led to its electoral 
popularity and creation for the royal court in Bavaria, Harlequin 
provides the viewer with insight into how the elite used luxury 
objects and consumption to fashion an identity during the 18th 
century in Europe.
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the new fissures in art and the law? This panel seeks to take 
stock of recent developments in art and law beyond copying and 
copyright.

Permissive Certificates as Artist Control
Peter Karol, New England Law | Boston

This presentation will argue that modern-day Certificates of 
Authenticity are underutilized by artists and artist estates 
as a legal tool for post-sale control of artworks. Although 
prior to the 1960s such certificates generally served only as 
a traditional warranty of authenticity for unique art objects, 
post-1960s certificates regularly instruct owners how to 
create, exhibit and identify unrealized artworks prospectively, 
akin to blueprints (what I call Permissive Certificates). 
From a legal perspective, these Permissive Certificates 
can form enforceable contracts that in many cases would 
be understood by contemporary US courts as copyright 
licenses coupled with various rights of source-association 
(such as trademark and use of name permissions). Critically, 
as with all copyright and source-based permissions, they 
are generally conditioned on the owner/licensee complying 
with use guidelines. Material variations from such terms 
place the owner/licensee outside the scope of the license, 
or otherwise in breach of its conditions, and at risk of claims 
of infringement by the artist. As such, these Permissive 
Certificates have the power to become a form of super-
moral-right, particularly in jurisdictions like the US where 
moral rights remain relatively weak. Although artists such as 
Donald Judd have lamented the rights that certificates give to 
collectors like Giuseppe Panza, licenses in the law are a two-
way street. Accordingly, they should also be seen as potent 
levers to compel collector compliance with artist intent. 

Adjudicating Authenticity
Amy Adler, New York University School of Law

Disputes over the authenticity of art recur frequently in art law 
in a number of discrete doctrinal areas. Yet regardless of the 
legal rubric in which these cases arise, courts and scholars 
consistently assume these disputes turn on a stable, if hard 
to ascertain, distinction between real and fake, original and 
copy. This paper analyzes a series of recent high-profile 
cases about authenticity to argue that the conventional view 
of authenticity in art law is wrong. I use the cases to build a 
picture of authenticity as a fluctuating and artificial concept, a 
picture that bears little resemblance to the view of authenticity 
that undergirds the soaring art market and in turn the case 
law surrounding it. Several problems for law emerge from 
this new picture of authenticity: First, I reconsider a previous 
argument I have made about the relationship between 
authenticity and copyright law in which I showed that the 
norm of authenticity in the art market obviates the need for 
copyright protection for visual art because this norm fully 
polices the relationship between original and copy. But here 
the question arises of whether courts should defer to the 
art market norm of authenticity if it is indeed as unstable 
as I contend. To resolve this question, I turn to two cases 
involving the authentication of Calder works to explore 
possible approaches courts can take to the determination 
of authenticity. Ultimately, I consider the irrelevance of legal 
judgments in this area on the art market. 

Framing Collections, Painting the Frame: On the Still-Life 
Paintings of Frans II Francken (1581–1642)
Jamie Richardson

The 17th-century Flemish “gallery painting” genre of 
constcamer images is renowned for its sumptuous depiction 
of collections. Featuring exotic naturalia, luxurious artificialia, 
and even miniature versions of known artworks, paintings of 
this genre simultaneously arrest and catalyze the exchange of 
the collectables depicted. Termed interchangeably as “gallery 
painting,” “pictures of collections,” or “constcamer painting,” 
these works were intended for precisely the sort of locations 
and modes of display portrayed: the art rooms and “cabinets 
of curiosities” (also called constcamers) of elite and learned 
collectors whose dedication to the accumulation and display 
of rare and remarkable objects reflected a voracious appetite 
for intellectual mastery over a rapidly expanding world. While 
gallery paintings are by definition rife with framed objects, 
this paper focuses on the so-called encyclopedic still-life 
representations of collections produced exclusively by Frans 
Francken the Younger (1581–1642), the genre’s inventor. Unlike 
other gallery works, these paintings evoke curiosity as a realm 
of subjective, participatory experience, confronting the viewer 
directly with the representation of curious and collectable 
objects within a curious and collectable object. As “curator” of 
these curious displays, how does the artist approach framing 
as a technique and as a concept? Although Francken utilizes 
a dizzying variety of illusionistic devices to render the finest 
details of each collectable, his frames consist of flat, broad 
brushstrokes that emphasize the materiality of paint. I argue 
that this provocative juxtaposition highlights the architecturally 
ambiguous, conspicuously painterly space that “frames” the 
whole collection, engulfing extant collected objects in a purely 
artistic realm. 

Beyond Copyright: Pushing at the Art/Law Collision
Chairs: Winnie Wong, University of California; Peter Karol,  
New England Law | Boston
Discussants: Joan Kee, University of Michigan at Ann Arbor; 
Amy Adler, New York University School of Law; Martha Buskirk, 
Montserrat College Of Art

The art/law intersection has long been studied through the lenses 
of copyright, moral rights, and traditional contract sales doctrines. 
This has resulted in a powerful yet object-focused literature on 
ownership and authorship, the intellectualization of property, the 
boundaries of originality, attribution and fakes, and the dangers 
of influence and appropriation. In the 21st century, however, the 
incredible expansiveness of artistic practices has provoked a 
far wider variety of legal contestations. Recently, a plethora of 
questions have emerged in the intersections of factory-style artist 
workshops and trademark law, authenticity in an age of licensing, 
the status of the art object and new media reproductions, and 
property and publicity rights. These new conundra require 
examining aspects of artistic culture beyond that of the practice 
of artists themselves, bringing in new and highly-charged legal 
claims over selling, collecting, exhibiting, preserving, and 
historicizing works. What are the new critical test cases and 
boundary questions in the often-unpredictable collision of artistic 
culture and legal regimes? How do jurisdictional variations impact 
global art practices? How do these new interdisciplinary art/law 
intersections speak to artistic practices in contemporary culture 
more generally? What theoretical boundaries are revealed by 
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Beyond the Mirror: Specularity and Its Uses
International Association of Word and Image Studies
Chair: Véronique Plesch, Colby College
Discussant: Véronique Plesch, Colby College

This panel explores the forms and functions of specularity in art 
and culture. Particular interest will be given to research that looks 
beyond the mirror as an iconographic motif or metaphor (or as the 
indispensable artistic tool for the production of self-portraits). For 
instance, how do mirrors function within a work’s spatial setup? 
As a point of entry into the work, mirrors can break the picture 
plane—no longer merely a window that opens away from the 
viewer but a device encompassing the spectator’s space, inserting 
her into the illusionistic construction. Topics to be addressed 
comprise (inter alia): mirrors and reflections as either revealing—
such as in the tradition of the Speculum as a tool and space of 
self-contemplation—or misleading (e.g. mirrors and their use in 
architecture, non-flat mirrors, and mirrors used in anamorphoses). 
Related themes include: mirrors as a connecting device between 
the space of the representation and that of the viewer and texts in 
which the relationship between representation and specularity is 
addressed and negotiated.

Speculation on Mermaids and Myths
Danijela Zutic, McGill University

Holding a mirror in one hand, a comb in the other, this image 
of a mermaid often appears within the margins of medieval 
manuscripts. She is sometimes an intoxicating seductress, as 
in Homer’s Odyssey. Sometimes, embossed on shields and 
heraldry, she emboldens the hero as a symbol of a fearsome, 
cunning, and dangerous kind. As an iconographic motif in 
literary works, a mermaid connotes female promiscuity, serving 
as a foil to some otherwise cautionary or moralistic imperative. 
However, rarely does the mirror she holds have a reflection. 
A folio from the Bestiary housed in Copenhagen’s Kongelige 
Bibliotek GKS 1633 4°, is an exceptional example where from 
within the round surface of the mirror, a face beams out. The 
reflection does not look out from the page, but instead, back 
toward the mermaid, while the mermaid looks out from the 
page to the reader. As such, caught in a series of opposing 
spectral exchanges, the mirror not only invites the reader to 
consider optical and medical theories of the eye in tandem with 
the symbolism of the beast and her accouterments, the mirror 
is also a symptom of the relationship between book and reader. 
Focusing primarily on the Kongelige’s example, and attending 
to the prevailing ocular and specular theories of the period, 
this paper examines the mirror within mermaid iconography 
to argue that the mirror is a portal—a liminal space between 
the mundane world and fiction—where the acts of viewing and 
reading reflect on the imaginative contemplation. 

Specular Space: Scenes from the Dressing Room
Louisa Iarocci, University of Washington

The retail dressing room emerges as an essential space for 
urban consumption in the UK and Anglo-America in the late 
19th century. Small in scale and buried deep within the sales 
floor, the space also known as the fitting room, enabled 
customers to try on ready-made clothing to assess fit and 
appearance before making a purchase. The mirror takes 
on a primary role in this windowless closet, evolving from 
table object in the domestic boudoir to elaborate full-length 
three sided “windows” and display cases. The dressing room 
becomes a specular space that functions as an instrument of 

Virtual Public Space: Rights and Responsibilities in an 
Augmented World
Martha Buskirk, Montserrat College Of Art

As we move in fits and starts toward a future where 
augmented reality devices are increasingly commonplace, 
what rights—and responsibilities—are associated with this 
real-time manipulation of our perceptions of physical space? 
During the Pokemon Go craze in 2016, there were stories of 
disconcerted homeowners confronted by crowds converging 
on Pokemon gyms tagged to their coordinates. There was a 
bit of backlash when Snapchat collaborated with Jeff Koons 
on a 2017 public art exhibition that allowed users to view his 
work superimposed on specific geotagged locations—with a 
comeback in kind, circulated on Instagram, showing a graffiti-
covered balloon-dog sculpture in one of the same Central 
Park settings. A group of artists generated a different type 
of graffiti via an unauthorized augmented reality gallery at 
MoMA in 2018, making a statement, they claimed, against 
museum exclusivity through an app that superimposed various 
types of imagery (visible on phone screens) over paintings by 
Jackson Pollock. And the future is already here in the realm 
of sports, where viewers watching from home may encounter 
billboard ads that appear to be displayed in the stadium 
where the event is taking place, but are actually seen only by 
the broadcast audience. At least two important issues are at 
stake. One is how definitions of public and private space will 
evolve in response to the interweaving of virtual and physical 
experiences. The other concerns the digital record itself, as 
live recording and post-production manipulation become 
potentially indistinguishable. 

Contract Aesthetics
Virginia Rutledge

As the global market for modern and contemporary art 
expands, so does the “art world.” Audiences for recent art 
are larger and more diverse than ever before, but may not 
share the same understandings of that art’s “first generation” 
audience, or that of art historians and critics. As the historical 
distance between artist and viewer/consumer grows, when 
does the cultural authority of the artist require additional 
backing? Who speaks for the artist when she is no longer 
around? What of those situations in which the artist may 
wish to reenvision or reframe his previous art? What law 
may apply? Increasingly, many artists, artist estates and 
foundations are turning to contract to help bridge gaps in 
what previously may have been taken for granted as aesthetic 
mutual agreement between the art maker and audience. 
They are developing standard contracts for the realization, 
refabrication, maintenance and transfer of art, and in some 
cases are attempting to rescind or revise earlier contracts. 
Novel licensing and merchandizing agreements are being 
crafted. Related to this is the reissuance of older art and claims 
of authority to do so, and practices of art certificates generally. 
The legal and quasi-legal documents produced are intended 
to capture (but may also shape) historical understandings of 
artistic practice for the contemporary market and scholarship, 
raising some interesting questions about the impact of private 
versus public information, especially at a moment when so 
much contextualizing material around “the work” is now 
produced in close collaboration with market actors. 
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paper advances such a project by zeroing in on the archaizing 
rhetoric with which the artist conjoins the specular and the 
photographic in Mirror-Travel: he describes his camera as 
a “tomb” and ruminates on the function of ancient Olmec 
“mirrors” as divinatory portals into realms beyond the reach 
of unaided human perception. Within such a framework, I 
argue, Smithson’s use of specularity challenges the viewer to 
think photographic presence beyond the still commonplace 
dualism of indexicality versus representation. 

Beyond “Thoughts and Prayers”: Gun Violence, 
Activism, and Controversy in Contemporary Art
Chair: Annie Dell’Aria, Miami University

In the wake of the mass shooting at Stoneman Douglas High School 
in Parkland, Florida in February 2018, the Hirshhorn Museum in 
Washington, DC postponed a scheduled restaging of Krzysztof 
Wodiczko’s 1988 projection, a work that features two hands 
flanking a row of microphones: one holding a candle, the other 
a pointed pistol. Though originally created in the context of the 
1988 presidential election, the work’s resonance with anti-gun 
control politicians’ common refrain, “thoughts and prayers,” and 
the federally-funded museum’s decision to delay the projection 
illuminate both the significance of contemporary art in this critical 
cultural dialogue around gun violence and the ways art institutions 
and markets are implicated in the same economic networks that 
prop up the gun industry and derail policy change. This panel 
examines the relationship between art and the epidemic of gun 
violence in the United States. Topics include (but are not limited to): 
analyses of contemporary public and gallery-based artists dealing 
with gun violence, such as Felix Gonzalez-Torres, Hank Willis 
Thomas, and others; critical re-evaluations of historical artworks 
involving guns or of the place of guns in art and design museums; 
studies of temporary and permanent memorials to mass shootings; 
and critiques of the interconnectedness of the gun industry, art 
philanthropy, and the art market. Through dialogue between art 
practice and history, this panel hopes to generate new frameworks 
for activism and dialogue around the crisis of gun violence in many 
communities.

Disarming Arms
Susanne Slavick, Carnegie Mellon University

Too many citizens and their elected representatives persist 
in believing that the 2nd Amendment protects “the security 
of a free state” when individuals bearing and keeping arms 
actually threaten that security—and our right to live. How 
secure are we when 20 children in an elementary school can 
be shot by a 20 year old? To answer such questions, I curated 
UNLOADED, a traveling exhibit that explores historical and 
social issues surrounding the availability, use, and impact 
of guns in our culture. It has toured to over a dozen venues 
across the country. Drawing from the programming I organized 
at SPACE, its premiere venue in Pittsburgh, I discuss works 
by the exhibiting artists in relation to how they engaged 
constituencies and audiences who might never set foot in 
art galleries—from City Council members who issued an 
UNLOADED Day proclamation and organizations like CeaseFire 
PA, Black Political Empowerment Project/Coalition Against 
Violence, to community groups like Mothers with a Voice and 
MGR Youth Empowerment, and research units like University 
of Pittsburgh’s Violence Prevention Initiative. Performances, 
screenings, tours, forums and #chalked UNARMED actions 

seeing as examination and illusion, a device for acts of self 
inspection and self delusion. This paper examines scenes 
in the retail dressing room as portrayed in advertisements, 
illustrations and photographs between 1850 and 1950. These 
mirrored surfaces capture multiple projections of see-through 
spaces inside the store and beyond and the rebounding 
glimpses of observers looking at and through themselves. This 
dressing room is constructed as a space both “in” the surface 
of the mirror and “outside” of it, connecting buyers and sellers 
inside and outside the picture frame (Mac Cumhaill, 491–492). 
The specularity of this retail space reveals the inherent 
tensions in the use of the mirror as optical device and staged 
illusion in transforming the private act of dressing into a public 
act of selling. 

Levina Teerlinc and Sofonisba Anguissola’s Mirror of Friendship
Louis Alexander Waldman, University of Texas at Austin

Sophonisba Anguissola’s self-portrait miniature now in the 
Museum of Fine Arts, Boston (c. 1552–1556) shows the artist 
holding a round, convex object bearing a monogram. No 
previous attempt to decipher the monogram has succeeded 
in accounting for all the letters included, including a very 
clear “K.” My decipherment of the monogram reveals that it 
represents the name of Levina Teerlinc (or Teerlinck), a Flemish 
miniature painter active at the Tudor court from c. 1545 until 
her death in 1576. Anguissola’s miniature emerges therefore 
as the earliest known work of art produced by one woman 
as a gift for another. The meanings of this gift are rooted in 
connections including mutual friendships (with Giulio Clovio) 
and appear to represent Anguissola’s aspirations—realized 
soon after the gift was given—for a noble marriage and court 
position in Spain that mirrored Teerlinc’s career. This paper 
argues that the round object in Anguissola’s painting bearing 
Teerlinc’s monogram was meant to be read as a mirror, 
implicating the recipient in the gift itself, and effecting a kind 
of virtual double portrait in which the recipient sees both the 
giver and herself. 

Mirrors, Divination, and Transcendence: Robert Smithson’s 
Reflections on Photography
Alexander Bigman, Institute of Fine Arts, New York University

Robert Smithson’s photo-sculptural practice stands as a 
locus classicus for the use of mirrors in later 20th-century 
art. Yet work remains to be done in theorizing the function 
of specularity in something like Incidents of Mirror-Travel 
in the Yucatan, the artist’s mock-travelogue from 1969, 
featuring photographs of mirrors inserted into natural 
sites. Writing from a post-structuralist perspective in 1980, 
Craig Owens influentially described its images as mises en 
abyme: representations of representations that, in a spirit 
of deconstruction, stage the overtaking of photographic 
illusionism by what Smithson called “the dimension of 
absence.” In its indexicality, specular reflection has long 
served as a metaphorical explication of photography’s 
similarly immediate presence-effect. Yet in Smithson’s hands, 
Owens argued, mirrors played the opposite conceptual 
role, instead assimilating photography to the differential 
signifying dynamics of language and literature. The decades 
since Owens’ analysis have witnessed the ascent of new 
theories of photographic presence. Many of these operate 
outside of post-structuralism’s defining presence-absence 
polarity, thus allowing for alternative formulations of how 
Smithson’s mirror-based works stage the phenomenon. This 
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“The Most Fascinating and Well-Designed Artifacts of Our Time”: 
Collecting and Exhibiting Contemporary Guns in the Art Museum
Michelle Millar Fisher, Philadelphia Museum of Art

Guns are usually designed with great attention to their 
aesthetic, ergonomic, and functional component parts. Yet, 
their contemporary manifestations are considered so culturally 
and symbolically fraught—especially in the United States—that 
guns produced in the last century have rarely been presented 
as industrial objects worthy of sustained and close reflection 
within the context of a major design exhibition or art museum 
collection. The late, long-serving MoMA curator Arthur Drexler’s 
admitted in 1984, at the end of his three-decade career, that 
guns were “among the most fascinating and well-designed 
artifacts of our time,” but discounted the possibility of their 
museum display or acquisition as “aesthetic pleasure…
divorced from the value of life—a mode of perception the arts 
are not meant to encourage.” The absence of the gun in the 
gallery is mirrored in—and arguably rooted in—the design 
history canon, as shaped by research and its publications or 
by the classroom and its syllabi. The excision of this history 
is plain to anyone perusing a design history survey textbook. 
The absence of firearms also manifests in a peculiar manner 
in academic literature on the history of conflict and in the 
university design studio where even critical perspectives on 
gun design are taboo. This paper considers the few recent 
displays of guns in design exhibitions within art museums, 
the legacy that curators and design historians have inherited 
and recently mobilized around guns in the design canon, and 
the future of public conversations in the art museum around 
contemporary intersections of design and violence. 

“Why don’t they buy their own billboard...?” Guerrilla Strategies, 
Media Infiltration, and the Role of Art in the Wake of School 
Shootings
Nicole Scalissi, University of Pittsburgh

In recent years, exhibitions focused on gun violence in the 
United States have proliferated, yet relatively few artworks 
engage with the topic of school shootings specifically. In this 
paper, I analyze artworks that engage this phenomenon, 
considering their different modes of address—from art-specific 
contexts to unannounced encounters in public and online—in 
order to demonstrate the ways in which artworks-as-public-
interventions co-opt mass media channels in order to reach 
a mainstream citizenry beyond an art audience. Artworks 
intended for gallery display, such as Karen Kilimnik’s installation 
I Don’t Like Mondays, the Boomtown Rats, Shooting Spree, or 
Schoolyard Massacre (1991), anticipate an art-viewership—a 
conversation on gun violence that, I argue, stays within the 
gallery. Others insert their work into the ideological circuits of 
news broadcasting and advertising, seeking a broad (but less 
prepared) local audience, as well as a national public through 
news and social media redistribution. For example, following the 
shooting in Parkland, FL, art collective INDECLINE edited a Las 
Vegas billboard (near the site of the October 2017 Mandalay Bay 
shooting), changing a gun range advertisement to read: “SHOOT 
A SCHOOL KID ONLY $29.” The resulting national news coverage 
referred to their intervention as “vandalism,” simultaneously 
questioning what art is and its role in the wake of mass violence. 
As mass media has become our primary, but insufficient, means 
of interpreting, representing, and communicating the complex 
effects of school shootings, I argue these guerilla tactics disrupt 
the algorithmically-controlled newsfeeds of consumers who 
might otherwise never see such messages. 

expanded UNLOADED beyond the works on view, offering one 
possible model for how we might stimulate the movement to 
reduce gun violence beyond thoughts and prayers. 

Report US: Humanizing the Statistics
Eileen Boxer

Recipient of the 2016 Yoko Ono Lennon Courage Award, Report 
US is a multifaceted project I started in 2013 that reveals the 
unadulterated truth of our nation’s relationship with guns. 
My ongoing project is comprised of several elements, all of 
which stem from the culled data, official news and police 
reports of every posted gun incident in the United States for 
an entire year. At the heart of Report US are four massive 
clothbound books collectively representing one month, 
3,155 gun incidents, in chronological order on singles pages, 
that illustrate graphically, the titanic nature of the problem 
and aim to rescue the human stories and their victims from 
the “neutrality” of statistics. The book cloth is glazed with 
cow’s blood and the endpapers are coated with unfixed red 
pigment, so that when readers turn the pages, they come away 
metaphorically with blood on their hands. This strategy links 
the very act of reading not only with awareness but also with 
culpability. Report US also includes an edition of 31 paperback 
books (one book for each day of the month of January 2015), 
video projections, sticker and poster plastering, proposals for 
billboards, and public readings and more. Report US has been 
exhibited at various venues, including “Truth to Power” in 
Philadelphia during the 2016 Democratic National Convention. 

On Repealing the Second Amendment with Art
Joshua Smith, Artist

This paper discusses my ongoing project, The Gun Violence 
Amendment (2015–). In lectures, photographs, books, 
animations, petitioning, and other art and actual community 
organizing, this suite of works has utilized platforms within 
and beyond the art context to draw attention to an argument 
of increasing urgency: that repealing and replacing the 2nd 
Amendment is a necessity for the implementation of any new 
national gun-control laws of substance. The project further 
advocates for universal disarmament of all non-manual 
firearms, and prioritizes disarmament of US police and 
military. The work disseminates its arguments to the public 
at large through ostensibly progressive art institutions, and 
via platforms afforded citizens through organizations like the 
Democratic Socialists of America. I seek to normalize repeal 
and to encourage other individuals and entities to co-opt 
arguments for it in time. The project provides a much-needed 
edifier on the reach of the 2nd Amendment, and the under-
recognized nuance of its Supreme Court interpretation. It also 
offers a clarity in messaging that most gun control efforts lack. 
As in the work of Joseph Beuys, Group Material, or Ai Weiwei, 
the work is ambivalently situated with respect to contemporary 
art. Indeed, while its public presentation is primarily achieved 
through my own social media presence, presentations in art 
galleries, and via art publishing platforms, which have built 
on the legacy of conceptual art’s intrigue with textuality and 
contract law, this is coupled with activity and collaborations in 
traditionally non-art political organizations, complicating both 
the work’s audiences and its formal manifestations. 
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the Contract has been little-used and remains controversial, 
particularly concerning the stipulation of a resale royalty, 
and its potentially unenforceable reliance on covenants and 
a system akin to title registry. Today, numerous platforms for 
selling art via smart contracts on blockchain are attempting 
similar models. Yet in this emerging field, resale royalties 
are not taboo, but typical, and the circuitous process of title 
transfers is mediated by the “promise” of smart contracts 
to automate a “perfect” transaction every time. But rather 
than rush to celebrate these technological potentials, might 
we pause to reconsider the value of contracts as systems 
of relations, rather than processes of automation, as law 
and society scholars have urged? And does the Contract’s 
new valence as precursor to artists’ smart contracts call for 
reexamining Conceptual art’s dialectic with administration? 
These questions encourage a comparative view to historical 
contract technologies in the unfolding implications of smart 
contracts and blockchain. 

Bitcoin, Bitchcoin, and the New Patron
Danielle Bronson

Much like Bitcoin, Sarah Meyohas’s Bitchcoin (2015) created 
a dialogue centered on new systems of exchange. Originally 
shown at Where in New York, Bitchcoin was a currency 
backed by Meyohas’s art as an asset—with $100 purchasing 
one Bitchcoin and 25 Bitchcoins purchasing one print. The 
significance of Meyohas’s work lies in her assertion of value 
on the art market. Like other artist-created currencies, 
Meyohas’s Bitchcoin bypassed mechanisms of the art market, 
such as the dealer, the auction house, and the art fair, to bring 
compensation directly to the artist. It is this proximity between 
artist, labor, product, and compensation that I am interested 
in. This paper explores the relationship between Bitcoin 
technology and patronage through the lens of Bitchcoin and 
speculate on the significance of Meyohas’s bitcoin-influenced 
work using Marxist economic methodology. 

Fractional Equity, Digital Scarcity, and Blockchain Use Cases in 
the Arts
Amy Whitaker, New York University

The recent hype over the cryptocurrency revolution took 
shape the way that many art projects do: in obscurity many 
years before anyone noticed. In 1990, Stuart Haber and Scott 
Stornetta published a cryptography paper on how to time-
stamp a digital document, that is, how to create a blockchain. 
Their original interest was registrarial: how to protect the 
sanctity of knowledge in an age of digital files. Almost 20 
years later, Satoshi Nakamoto’s 2009 Bitcoin white paper cited 
their work in three of a total of eight endnotes. Haber and 
Stornetta’s original question has led to core use cases in the 
arts. These include authentication, provenance, digital scarcity, 
rights management, and fractional ownership. (Nakamoto’s 
addition of mining ushered in a subsequent wave of 
cryptocurrency, but Haber and Stornetta’s research frames the 
art-world use cases in their need to champion artistic risk and 
protect a history of ideas.) This paper gives a broad (and brief) 
overview of what scholars and arts managers need to know 
about blockchain, including what the difference is in Ethereum 
and Bitcoin protocols with regard to these core use cases. The 
central focus of the paper is in describing the fractional equity 
use case, and its potentially revolutionizing impact on resale 
royalties, intellectual property management, and innovative 
and ethical tools to better represent shared value creation 

Feeds and Triggers: On Martin Roth’s In November 2017 I 
collected a plant from the garden of a mass shooter (2017)
Arnaud Gerspacher, Graduate Center, City University of New York

This paper offers an ecological theory of triggers by examining 
the rhetorical dissonances surrounding the word “trigger” 
in the United States, ultimately arguing for a renewal of 
democratic interpretive skill. Broadly speaking, triggers can 
take on many forms: some are actively pulled or released, 
including words, gestures, bullets; some are planted to activate 
at certain thresholds, such as content warnings; some go off on 
their own, like physiological processes in the body triggered by 
a foreign substance or media interaction. The ultimate ambition 
of this paper is to situate gun violence within the literal and 
digital feeds of our political attention economies, revealing a 
largely toxic ecology of software, casomorphines, proteins, 
allergies, heart attacks, trolls, false information, bullets, and 
trauma. My discussion is grounded in a recent installation by 
the New York-based Austrian artist Martin Roth who visited 
the condemned home of Steven Paddock, the shooter who 
murdered 58 people and wounded 851 more at a music 
concert from his hotel room in Las Vegas on October 1, 2017. 
Roth brought back a plant from Paddock’s yard—a desert holly 
traditionally thought to have healing properties—and displayed 
it behind a glass terrarium. The installation also included a 
replica of the hotel’s carpeting with the desert holly added to 
its design and a recreation of the home’s parched and unkempt 
lot. Roth’s work walks a fine line between offensiveness, 
perversity, futility, and hopefulness, demonstrating how fraught 
it is to represent mass shooting events in contemporary art. 

Bitcoins, Artcoins, Blockchains, Art, and Art History
Art Historians of Southern California 
Chair: Walter Meyer, Santa Monica College

Over the last five years, there has been hype about the impending 
“blockchain revolution.” Utopian and dystopian thinking alike 
characterize these emergent technologies across society and we 
seek to facilitate conversations specific to the disciplines of art, 
aesthetics and history. The panel considers: using blockchains for 
provenance, authentication of digital works as well as certificates 
of ownership, art that is about block chains and art and artists 
that utilizes blockchain technology, use of cryptocurrencies for 
acquisition and subsequent effect on art marketplace. What will 
blockchains mean for artists, scholars and professionals and how 
might they affect our disciplines? This panel explores, engages, and 
theorizes the ways in which the study of art, art history, and visual 
culture will be affected by the challenges and opportunities these 
new systems of exchange bring.

“A Perfect Waffle Every Time!”: The Artist’s Reserved Rights 
Transfer and Sale Agreement as Smart Contract
Lauren van Haaften-Schick, Cornell University

In 1971 conceptual art curator-publisher Seth Siegelaub and 
lawyer Robert Projansky created The Artist’s Reserved Rights 
Transfer and Sale Agreement, a legal tool enabling artists to 
secure property and economic rights in their works after they’d 
been sold or transferred. To Siegelaub, the “Artist’s Contract” 
would function as a clear statement of an artist’s desired rights 
in their works, which a collector would agree to uphold, and 
the efficacy of which was ensured by the legal technology of 
contract and its promise of seamless and just transactions—as 
Siegelaub summarized, “A perfect waffle every time!” However, 
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in relation to the history of a place, its residents, and the 
essential work of mourning. 

Family Unity and Black Activism in the Favela: Januario Garcia’s 
Photographs of the Morro do Salgueiro, Rio de Janeiro, 1983–84
Abigail Lapin Dardashti, The Graduate Center, City University of  
New York

In 1983, the black activist and photographer Januario Garcia 
(b. 1940) walked up the steep hill to shoot the life of the favela 
(hilltop “shantytown”) Morro do Salgueiro in Rio de Janeiro. He 
saw a woman reprimanding a young boy who was playing on a 
dangerous cliff. Later, the woman explained that although the 
child was not her own, she disciplined him because “mãe aqui 
é quem está por perto (the mom here is whoever is around).” 
This system of communal care and love at Salgueiro is depicted 
throughout Garcia’s photographs of this favela. The artist was 
familiar with this space; after becoming orphaned at 10, he 
was homeless in downtown Rio until a resident of Salgueiro 
invited him to a youth shelter there. This paper argues that 
Garcia’s depiction of united families and residents performing 
daily tasks together is closely linked to the artist’s work as 
a black activist who fought against anti-racism in Brazil. The 
series aimed to present a black community as happy, safe, and 
ingenuous in terms of its vernacular architecture, advocating 
for racial consciousness and black pride. Garcia often framed 
residents around the neighborhood’s self-built mud-brick and 
concrete homes, presenting a safe space where black culture 
and family thrived. He contrasted the vernacular space of the 
favela with the wealthy Tijuca neighborhood’s skyscrapers, 
presenting this contrast as a proof of institutionalized racism. 
Here, black bodies are not relegated to stereotypes of 
destitution, violence, or anonymity and folklore, but rather 
portrayed through normalcy, respectability, and affection. 

I’ve Got You: Embodying Blackness, Family Care, and Love
Lyneise Williams, University of North Carolina at Chapel

Two cloth-doll-like forms—a woman, and a man, or maybe a 
boy, in pristine condition despite being nearly 85 years old, 
embody an unrecognized practice of care, love, and blackness 
in 1920s Edgefield, South Carolina. Their materiality and 
construction, which includes details like chocolate, brown silk 
wrapping cotton thread used for his knotted hair and her long, 
looped braids, and red and white striped seersucker overalls 
whose design playfully and strategically juxtapose vertical 
stripes with horizontal ones allude to careful calculations 
of cultural and family beliefs and religio-pharmacological 
practices by their maker, Ellen Weaver, a popular traditional 
healer, at a particular moment in time. Far from inert, they 
actively peer through white shell buttons topped with a single 
blue bead in each of their left eyes. Inside their cloth bodies, 
dirt mixes with other materials gathered from family graves 
in Edgefield. Nestled in a shoebox carried from Edgefield to 
Georgia, then to Queens, New York and later, Cleveland, Ohio, 
by Lille Mae, Weaver’s granddaughter, they comfort, protect, 
witness, and absorb. The figures open up discussions about 
the intersection of blackness and perceptions of care and 
love—through who’s eyes; through experiences molded by 
aspirations and goodwill, as well as trauma; interracial and 
black politics within families and communities, among other 
issues. They are two figures, not quite a foot tall, and extremely 
light in weight. Easy to carry. And they hold so much: families, 
places, sweat, labor, life force, and visions for being expansive 
in the world to come. 

among collaborators in the arts. Ultimately, blockchain serves 
many registrarial functions of art history and also allows art 
markets to be reconceptualized from an artist’s point of view. 

New Paradigms for Exchange of Art 
Linda Dzhema, Claremont Graduate University

Blackness, Care, Love
Chairs: Rael Salley, Maryland Institute College of Art; LeRonn 
Brooks, Lehman College, City University of New York

Blackness, care, and love in art. Initially, it may make sense to 
separate the terms: Blackness describes a state of being and a 
theoretical lens useable for situating relations of the social, not 
necessarily sensations, emotions or aesthetics. The category of “the 
black” may even be discordant to the creative or artistic. It might 
conflict with ideas of “the human,” if seeing and caring requires 
an exchange involving social recognition, subjecthood, or perhaps 
even love. But maybe love is just what “blackness” needs. “Love” 
offers both recognition and legitimation. When one is loved, the 
lover bestows an ongoing judgment—that the beloved should exist. 
In visual practices, artists examine desires and judgments with 
discernible intent. But there are shadows around notions of care 
and images of love—who has the authority to say whether a love 
relation is real or a fantasy (Berlant 2012)? Legacies of oppression 
make this question as much political as psychological, as much 
about subjectivity as about recurring signs, gestures and fantasies. 
If fantasies of blackness and gestures of love can be understood as 
processes, we may look at the ways in which process and substance 
are intimately connected and thereby outline politics of care. What 
are the mechanisms through which blackness, care, and love become 
encumbered by politics? Noting the dangers of mere performances 
of compassion and liberal senses of sentimentality and care, both of 
which abound in contemporary media, we ask: What expressions of 
care are best suited for seeing blackness and love together?

Lay Down Body: Love, Loss, and Quilt
Lisa Gail Collins, Vassar College

Interpreting various sources of history and memory—
oral testimony, quilts, FSA photographs, WPA narratives, 
government documents, songs, sermons, and stories, “Lay 
Down Body” is an interdisciplinary study of the small African 
American farming community of Gee’s Bend, Alabama by way 
of a quilt made while its maker, Missouri Pettway (1900–1980), 
was in mourning. The handmade cotton quilt, and the way it 
was remembered, leave a path for us to contemplate vital life 
stories as well as core aspects of the staggering history and 
striking creativity of this rural Black Belt community located 
on former cotton plantation land, and intimately familiar 
with grief. At the same time, Missouri Pettway’s quilt and her 
daughter Arlonzia Pettway’s (1923–2008) remembrance of it 
shine light on essential questions of living, dying, and grieving. 
Considered together, the textile and the testimony enable 
expansive thinking on human suffering, resilience, creativity, 
and grace both within and beyond Gee’s Bend. The quilt’s 
inspiration, construction, and desired use engage crucial 
questions, simultaneously singular and shared, such as: How is 
loss expressed and remembered? How might a closely crafted 
material object—a pieced cotton quilt—in its conception, 
making, and use, serve the excruciating work of grieving a 
loved one? At once a story of grief, a quilt, and a community, 
“Lay Down Body” thinks on Missouri Pettway’s cotton covering 
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Blackouts
Sampada Aranke, University of Illinois, Chicago

(Pan)optical modes of policing and surveillance have long 
been preferred technologies of racialization. While scholars, 
critics, and curators alike have pivoted towards abstraction 
as one way around such primacies of the visual for black 
contemporary artists, few have taken on the role of the 
“viewing” body as a considered figure within these practices. 
This talk will focus on how black contemporary artists attempt 
to escape these modes of control by recentering the bodily 
and sensorial. This talk forms an aesthetic genealogy between 
Jack Whitten’s early assemblage, Melvin Edwards’s conceptual 
sculpture, and Kerry James Marshall’s almost imperceptible 
picture plane. I examine how each artist considers corporeality 
in his approach to materiality. Each artist mobilizes a calculated 
and nuanced activation of abstraction as a particularly black 
mode of troubling vision, and in so doing moves us towards 
a sensorial encounter with blackness as a mode of aesthetic, 
and by extension, relational possibility. Deploying aesthetic 
strategies like saturating the plane in deep, layered black 
hues from which images are hard to see, or blurring drawn 
lines to trick modes of optical perception, these artists turn to 
sensorial elements as a way to approach the fugitive qualities 
of blackness and the reach towards freedom. 

To the Black Square
Stephen Best, University of California, Berkeley

In 20th- and 21st-century black arts, abstraction has often been 
read in terms of a fall, a recoil from being “about” something, 
a descent into pure aestheticism—and matters couldn’t be 
more different in the tradition of western modernism. Certainly, 
Kasimir Malevich’s Black Square (1915) sought to give birth 
to an abstract art through the evisceration of painting’s 
conventions and, secretly, the invocation of Alphonse Allais’s 
“black painting,” Combat de nègres dans une cave, pendant 
la nuit (1897). Significantly, what is present in Malevich—and 
absent in Allais—is the fact of obfuscation, which cuts both 
ways: it can’t be said whether Malevich “references” or 
“obscures” Allais. A number of contemporary black artists have 
also chosen to explore the abstract potentials within the color 
black by way of the black square: Adrian Piper, Glenn Ligon, 
Mark Bradford, Ellen Gallagher, and Kerry James Marshall, to 
name just a few. It is as if for each artist their style emerged 
from the crucible of the black square and each were in a 
battle with Malevich to restart paining on their own terms; 
that is, in both of these traditions, as the old adage goes, 
“black is where art begins.” This paper puts these black artists’ 
experimentation with black in a tradition that similarly valorizes 
obfuscation: Alain Locke’s “The Legacy of the Ancestral Arts” 
(1925), where blackness is a function of the obscurity implicit in 
the encounter with African abstraction (“there is little evidence 
of any direct connection of the American Negro with his 
ancestral arts”). 

“Afro-American Abstraction”: Black Artists and Medium Hybridity 
at the Turn of the 80s
Abbe Schriber, Columbia University

Beginning on February 17, 1980, one could walk into a room 
in Queens filled with hair. More precisely, the hair—tiny, 
fuzzed spherical balls of it, sourced from persons of African 
descent—adorned the grayish walls, and sprouted from long 
reeds wrapped in colored thread on the floor. Installed inside 
the Institute for Art and Urban Resources, this assortment of 

Photography, Appropriation, and Love in the Early Work of 
Romare Bearden
Phoebe Wolfskill, Indiana University

In Camera Lucida, Roland Barthes lambasts typical histories of 
photography as too technically and sociologically invested. He 
writes, “I realized with irritation that none discussed precisely 
the photographs which interest me, which give me pleasure or 
emotion” (7). My paper highlights the “pleasure or emotion,” 
and I would argue, love, that artist Romare Bearden feels for 
black photographic subjects. Although famous for his collage 
works of the 1960s onwards, Bearden’s close relationship 
to photography begins much earlier in his career; multiple 
paintings from the early 1940s stem from his careful study 
of Farm Security Administration (FSA) photographs by Ben 
Shahn. In using painting to interpret the source photograph, 
Bearden demonstrates his ability, in Ariella Azoulay’s words, 
to “deterritorialize physical boarders and redefine limits, 
communities, and places” (Azoulay, The Civil Contract of 
Photography). Bearden transforms Shahn’s photographs from 
government documents into images of black folk community 
and endurance. His canvases thereby not only convey the 
inherently subjective nature of experiencing photography, but 
also his challenge to the mechanical apparatus of the camera 
and the logic of the FSA archive. I argue that Bearden’s process 
suggests the black subject’s worthiness of social recognition, 
artistic legitimation, and love. 

Blue Black: Color and Abstraction in the Contemporary 
Moment
Chairs: Alessandra Raengo, Georgia State University; Lauren 
Cramer, Pace University

Part of a renewed interest in the concept of abstraction within a 
critique of the demands of realism and a reassessment of traditional 
historiography on the Black Arts Movement, Modernism, and color 
painting, Darby English’s book 1971: A Year in the Life of Color 
(2017) and Adrienne Edwards’s show Blackness in Abstraction 
(2016) have brought attention to the relationship between 
abstraction and the “artifactuality” of color—the tension between 
“color’s racial connotations and its aesthetics meanings” (English). 
Similarly, shows such as Gray Matters at the Wexner Center (2017), 
and Glenn Ligon’s Blue Black (2017) further explore the materiality 
and the mediality of the monochrome. Yet, whether black is a color, 
as Raymond Saunders polemically stated in 1967, is still an open 
question, regardless of whether this question is explored through 
or as space, as in David Hammons’s Concerto in Black and Blue 
(2002), which harnessed what Noam Elcott describes as “artificial 
darkness”—or whether “black” is a condition best investigated 
through its effects: as Edwards asks, “what does it mean to black an 
object and what is it that a black object does?” This panel seeks to 
intervene in a conversation that has not yet resolved whether color 
might be racially innocent, whether abstraction might offer effective 
tools for progressive politics, and whether the theatricality of the 
colored object should be pursued or rejected. Thus, it addresses 
the “color theory” implicit in contemporary scholarship, artistic, and 
curatorial practices invested in the complex relationship between 
blackness and abstraction.
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Overturning a Fiction: A Poeian Reading of Courbet’s “Real 
Allegory”
Andrei Pop, University of Chicago

Though Gustave Courbet painted more controversial works—
from The Burial at Ornans to The Sleepers—perhaps none has 
provoked such a wealth of readings as L’Atelier du peintre, 
subtitled Allégorie réelle déterminant une phase de sept 
années de ma vie artistique (1855). In this paper, I do not 
overturn any of the classic interpretations, nor claim to have 
captured authorial intent, but rather throw light on the relevant 
concept of “real allegory” by reconstructing a fascinating early-
modernist theory, first spelled out by Winckelmann in his little-
read treatise on the subject, revived by Edgar Alan Poe in his 
critical texts, and applied to art and literature by the principal 
theorist of French realism, Edmond Duranty, in his short-
lived 1856 periodical Le Réalisme. According to this theory, 
arbitrary ideal figures with familiar identifying marks in the 
tradition of Cesare Ripa must give way to concrete objects and 
persons which are directly and vividly allegorical in that they 
fall under the concept the painter aims to embody. According 
to Winckelmann, a pair of parsnips (for a simple meal) tells 
us more about Mary Magdalene’s state of contrition that any 
number of morbid skulls. Duranty, fresh from contemplating 
Courbet’s Atelier, went on to explain the appeal of this new 
realist conception of allegory: it allows the realist artist to 
be concrete and at the same time validly general, because it 
identifies real social and material conditions. 

The Human Gaze in Gustave Courbet’s Deer Paintings
Stephanie Triplett, University of Michigan

In three paintings of deer, Spring Rut: The Battle of the Stags 
(1861), Killing a Deer (1867) and The Hunted Roe Deer on 
the Alert (1867), Gustave Courbet utilized the monumental 
history painting format to lend a psychologically charged 
dramatic significance to the rutting, cavorting and death 
throes of the sylvan central figures. As I argue in this paper, 
Courbet pictured an expansive range of human-animal 
relations in these canvases through a deft play on the viewer’s 
perspectival positioning. The bystander of the enormous 
Spring Rut becomes deeply imbricated in, rather than 
distantly preoccupied with, the non-human world, placed far 
closer to the male deer’s infighting than hunterly discretion 
would usually allow. By contrast, the title of Hunted Roe 
Deer explicitly situates the viewer as hunter, the unseen 
figure whose gaze threatens the animal. However, this brutal 
human culpability is most fully on display in Killing a Deer, 
which shows the animal as it dies, surrounded by a mass of 
hounds and two triumphant men. Thus, Courbet’s paintings 
paradoxically compel the viewer to imagine the plight of these 
animals and at the same time encourage fascination with 
the upper-class sport of the hunt, as discussed in existing 
scholarship. I conclude by asking what these works might 
suggest about the increasingly scientistic, positivist outlook on 
human embodiment and enmeshment in the animal world in 
the closing decades of the 19th century. 

Profiling Celebrity: Courbet’s Portrait Icons
Heather McPherson, University of Alabama at Birmingham

This paper investigates Courbet’s predilection for the 
profile view in portraits of colleagues including Baudelaire, 
Champfleury, and Alfred Bruyas, and self-portraits. As Petra 
Chu has shown, Courbet’s 20 or so portraits of well-known 
contemporaries constitute a sort of bohemian pantheon that 

materials comprised a work by David Hammons called Victory 
Over Sin, part of the exhibition Afro American Abstraction 
curated by April Kingsley. This paper argues that Victory Over 
Sin, like Hammons’s other environmental installations and 
sculptural assemblages at this time, exemplifies a hybridity that 
allows for referentiality in the space of non-illusionistic work. 
This approach diverges from recent art historical interventions 
into abstraction and racial politics. Darby English quickly casts 
aside Afro-American Abstraction in a reading of Ed Clark’s 
paintings, claiming that Kingsley’s desire for “an Afro-American 
version of chromatic abstraction” leads to a perspective 
in which “[o]ur view of Clark’s practice is thus made to 
contract.” The question of why reading abstraction in and 
alongside blackness should create a contracted, rather than 
expanded, view informs my interest in Kingsley’s exhibition, 
and Hammons’s work within and beyond it. I argue that 
Hammons’s abstraction is not wholly distinct from figuration, 
but must be seen in the context of postminimalist concerns: 
an experimental, formal claim to how the material world is 
experienced or felt in and through blackness. 

Yellow and Blues: Delaney, Baldwin, and Synesthetic 
Expressionism
Amy Elias, University of Tennessee

In 2002, the High Museum of Art in Atlanta ran an exhibition 
of Beauford Delaney’s works titled The Color Yellow; the 
exhibition continued on to The Studio Museum in Harlem, 
NY, the Smithsonian, and eventually Harvard University and 
resulted in a catalogue essay by Richard J. Powell titled “The 
Color of Ecstasy.” This paper will examine Delaney’s yellow in 
relation to James Baldwin’s “Sonny’s Blues.” In particular, it 
will focus on how Delaney’s layering of yellows onto blues in 
his work enacts a transformation of sound and jazz referencing 
into color as well as the way in which it abstracts his much-
discussed relationship with Baldwin during these years. 

Bon Anniversaire, Monsieur Courbet! 
Chairs: Petra T. D. Chu, Seton Hall University; Mary Morton, National 
Gallery of Art
Discussant: Paul Galvez, University of Texas, Dallas

On June 19, 2019, we will celebrate the 200th birthday of Gustave 
Courbet (1819–1877). We’ll remember how, during his 58-year 
lifespan, the artist rose from total obscurity to international fame 
and notoriety, both for his artistic achievements, his sansculottist 
political stance, and his brazen public persona that made him one 
of the most talked-about and caricatured men in France. Since his 
death in 1877, hundreds of books and thousands of articles have 
been written about Courbet and each generation has put its own 
spin on his persona and his work. Notwithstanding, he remains 
something of an enigma. Many questions are still open about the 
artist’s paintings, the extent and shape of his oeuvre, his technique, 
his artistic personality, his political agenda, and his place in the 
history of art. Since the flurry of scholarly activity that surrounded 
the monographic Courbet exhibition of 2008 in the Grand Palais and 
the Metropolitan Museum of Art, there has been something of a lull 
in Courbet research. Taking advantage of the bicentennial of the 
artist’s birth, this session offers fresh perspectives on Courbet and 
his work.
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collaborated with high school youth from the community to 
make murals in Los Angeles. The purpose of these projects 
was to give students a positive experience upon arriving to 
their school. Camino Nuevo Burlington Elementary and Camino 
Nuevo Miramar High School are both located in MacArthur 
Park, west of Downtown Los Angeles. In interviews with 
the students, we came to realize the negative impact that 
the surrounding environment had each student on a daily 
basis. The demographics of this area show a large homeless 
population and the visceral effects of a community plagued 
with alcoholism. Based on those interviews, we created a 
mural that was part of their historical and cultural background 
that would uplift and inspire the youth at each location. Each 
mural was specific to the community. These murals have given 
their environments a source of hope and inspiration that has 
allowed students to see a powerful reflection of themselves 
that proves that they can be the leaders in their communities. 

Creative Place Keeping on the South Texas-Mexican Border 
Celeste De Luna, University of Texas Rio Grande Valley

Visual artist Celeste De Luna presents work from her social 
practice collective Las Imaginistas which include the 2017 
ArtPlace America–funded project Taller de Permiso and 
nationally funded project Hacemos La Ciudad. Taller de 
Permiso (“Permission Workshop”) prioritizes community 
cultural wealth and antidisplacement practices while working 
to decode municipal permitting processes. The project 
Hacemos La Ciudad (We Make the City), a 2018 A Blade 
of Grass Fellowship recipient, is a comprehensive civic 
reimagining initiative which will examine and question how 
colonial ideology has informed the existing architecture and 
infrastructure of the city of Brownsville, Texas, and offers 
an opportunity for local residents to imagine a decolonized 
civic landscape and infrastructure. This presentation explores 
aesthetics of place in the politically charged space of the 
US-Mexico Borderlands, the decolonial framework of Las 
Imaginistas and their challenges, and the ethics of creating art 
with marginalized communities. Inspired by Xicana feminist 
theorist Gloria Anzaldua’s idea of Nepantla (the concept 
of liminal space where one negotiates shifting identities, 
particularly in border spaces,) De Luna will model Anzalduan 
theory as applied in studio and social practice art. This 
presentation will provide a case study of how printmakers, 
media makers, healers, performers and designers can engage 
with civic problems at the local, city, and state level. 

How to Make Site-Specific Art When Sites Themselves Have 
Histories: Whittier Boulevard as Asco’s “El Camino Surreal”
Brandon Sward, University of Chicago

The term “site-specific” is generally used to describe art self-
consciously made to exist in a certain place, which effectively 
makes the site a static background for the dynamism of art. If 
we accept this definition, then how are we to account for the 
fact that sites themselves have histories? This paper seeks to 
answer this question through an analysis of two performances 
along Whittier Boulevard in Los Angeles, Stations of the Cross 
and First Supper, by the Chicano/a art collective Asco. A 
major commercial artery running about 20 miles from the Los 
Angeles River to Brea, Whittier Boulevard carries a portion of 
El Camino Real, which once connected 21 religious outposts 
Alta California. We know Asco was aware of this fact because a 
member of Asco once “used the phrase ‘el camino surreal’...a 
play on El Camino Real, the historic highway of colonial 

defined his identity and was a vehicle for self-promotion. 
What intrigues me is Courbet’s deployment of the profile 
view, with its powerful classicizing connotations, and how it 
functioned formally as well as allegorically in his idiosyncratic 
Realist portraits. What was the significance of the profile view, 
and how did it contribute to his central project of translating 
the customs, ideas, and appearance of his epoch? Rooted 
in antiquity, the profile portrait was revived in Quattrocento 
Italy, especially in female portraits, but soon superseded by 
less reductive, more expressive three-quarter or near frontal 
views. Central to Lavater’s physiognomic method, the profile 
immobilizes the head for objective study and suppresses the 
mobility of the features. Although largely antithetical to the 
aims of portraitists, physiognomy proved highly influential 
for caricaturists from Gillray to Daumier, offering a narrowly 
objective concept of likeness that anticipated the indexical and 
diagnostic uses of photography. The profile’s capacity to both 
distill and distance the sitter, creating a space for the portrait 
to function literally as well as allegorically, and its long history 
of commemorating rulers and great men from antiquity to the 
galeries des contemporains ubiquitous at mid-century, made 
it an effective vehicle for Courbet’s unconventional individual 
and collective portraits. 

Form and Emotion: The Chameleonic History of Courbet’s 
Reception in Germany
Stephanie Marchal

Paradigmatic insights into the relations between form and 
emotion can be gained by the history of the reception of the 
work of Gustave Courbet. Whereas in his lifetime Courbet’s 
paintings triggered social fears because of their contents and 
manner of depiction, they were integrated into a genuinely 
French painting tradition immediately after the painter’s death. 
While this part of Courbet’s historiography has already been 
studied, the changeful reception of his work in Germany has 
yet to be written. Around 1900 German-speaking art critics 
began to appropriate Courbet for their own art history and to 
“Germanize” him on the basis of his habitus, his painting style, 
and his birthplace close to the Swiss border. In the 1930s and 
1940s the ideological turned into material appropriation: during 
their occupation of Paris, the Nazis displayed an interest in 
Courbet’s landscape, hunting and flower paintings and stole 
these in particular for their own collections. After the war, 
Courbet’s reception was again ambivalent: whereas in the 
GDR his image was shaped by the study L’exemple de Courbet 
(Das Beispiel Courbet) written by the Communist poet Louis 
Aragon, Western art history linked Courbet to ideas which are 
determinative for the modernist narrative as well as to ideas 
of the political artist stressed in social art history. Thus, the 
question how and why works of art are continually updated, 
how form and feeling correlate, can be examined in exemplary 
form and made fruitful for other analyses. 

Borders and Beyond: Contemporary Conflicts and 
Artistic Responses along the US-Mexico Border

Un Camino Nuevo | A New Path: The Transformative Power of 
Muralism in Low-Income Communities
Raquel Rojas

This talk is to better understand the power murals and the 
essential need to create murals with and for disadvantaged 
or underprivileged youth in low-income communities. I have 
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Strother 2013). More recently, orality, given its centrality in African 
cultures, has become an avenue of research in African photography, 
mixing physicality with immateriality (Küster and Pacquet eds. 
2017). This panel deepens these important contributions, and 
expand the inquiry to other analysis bridging the histories of African 
sculpture and photography. How did photographic images overlap, 
replace or build onto the aesthetics of sculptural practices, whether 
earlier or contemporary? Have posing sessions in the photographic 
studio replicated postures commonly expressed in historical 
sculptures, or have their performative nature borrowed elements 
from African arts’ long traditions of performance? How relevant 
are historical forms in the photographic practice of contemporary 
artists? Lastly, how has the symbiotic relation between these two 
media contributed to shaping the field and the understanding of 
these traditions?

The Kjersmeier Collection of African Art between Sculptural 
Object and Photographic Image
Wendy Grossman, The Phillips Collection

Photographs of the pioneering collection of African objects 
amassed in the interwar period by the Danish writer and art 
aficionado Carl Kjersmeier and his wife, Amalie, contributed 
to the process through which African cultural artifacts entered 
the burgeoning field of African art history in the West in the 
first half of the 20th century. In his decision to commission the 
American Man Ray and the Dane Vagn Guldbrandsen to create 
artfully constructed photographs of individual objects from 
his collection, Kjersmeier was acutely aware of the precedent 
set by the reproductions featured in previous publications of 
African objects. The photographs he commissioned illustrate 
the symbiotic relationship between the medium and the 
message in effecting new perceptions of African art at a time 
when photography itself was coming of age as an avant-garde 
art form. Disseminated through the collector’s seminal multi-
volume publication Centres de style de la sculpture nègre 
africaine (1935–1938) as well as Danish avant-garde journals, 
these photographs became surrogates for the objects within 
consequential new frames of reference. Introducing new 
scholarship on Kjersmeier and the milieu in which he operated, 
this essay explores the role played by his commissioned 
photographic representations in positioning African objects 
within transnational practices and discourses. 

J. A. Green’s Portraiture and the Blurring of Boundaries between 
Photography and Sculpture
Lisa Aronson, Skidmore College

To this day, the Ijo of the eastern Niger Delta region of Nigeria 
are dedicated to the practice of honoring and memorializing 
past leaders. Prior to the introduction of photographic 
portraiture in the late 19th century, the Eastern Ijo honored 
their dead through the ritual display of three-dimensional 
artifacts, such as weaponry, navigational tools, traditional 
currency, figurative carvings, and even the deceased body 
itself. This paper argues that the photographic work of 
J.A. Green, Nigeria’s first indigenous-born professional 
photographer, added yet another visual dimension to funerary 
and memorializing practices, and through it, blurring the 
boundaries between photography and sculpture. This paper 
considers two moments in the enduring life of Green’s photos 
where this occurred. Over the fourteen years of his practice 
(1891–1905), Green photographed at least two deceased Ibani 
Ijo chiefs, Oko Jumbo and Long John, as they were dressed 
and displayed for public viewing. In the process, he was giving 

California, to describe Whittier Boulevard as the setting where 
everyday reality could quickly devolve into absurdist, excessive 
action.” I argue that situating Stations of the Cross and First 
Supper within the colonial geography of California challenges 
analyses by historians like C. Ondine Chavoya, who have too 
narrowly interpreted Asco as opposing current events like 
the Vietnam War and gentrification, when Asco actually had 
a more nuanced and expansive understanding of oppression 
linking different contingents of the Latin American diaspora. 
What might be dismissed as Asco’s “protest art” is actually 
undergirded by an understanding of how cultural practices 
across Latin America gradually congealed into Chicano/a 
identity. 

Call to Action: US-MX Transnational Seminar // Llamado a la 
Acción: Seminario Transnacional EEUU-MX
Tae Hwang

How do we, from bottom up, decode and cope with the 
complexities of our current divisive times through art and 
action? Cómo podemos, de abajo hacia arriba, decodificar 
y hacer frente a las complejidades de nuestros tiempos 
divisivos actuales a través del arte y la acción? Tae Hwang & 
MR Barnadas, artists of Collective Magpie, address methods, 
failures, concerns, and successes from their Transnational 
Seminar I and Transnational Seminar II: Art & Action in the 
Public Domain conducted nomadically over a year with 
University of California, San Diego; Universidad Autónoma 
de Baja California, Tijuana; and Southwestern College, in 
partnership with The Museum of Contemporary Art San Diego. 
The seminar was held during the first year of the Trump 
administration as a cross-border experiment between two 
public universities, a community college, and an art museum. 
Sessions took place at alternating sites in Tijuana and San 
Diego, requiring half of the group to leave their country of 
residence for each class. To excavate issues of “border” from 
a local perspective the seminar collaboratively produced a 
publication of 82 local interviews with regional residents; 
staged multiple civic performances including a public panel 
about race held in conjunction with a concluding solo 
exhibition at the Museum of Contemporary Art San Diego in 
2018. The Transnational Seminar was created to engage with 
and challenge structural class and cultural divisions within 
these educational institutions and student populations. 

Bridging Visual Histories: Sculpture and Photography 
in the Arts of Africa
Chairs: Yaëlle Biro; Sandrine Colard, Rutgers University;  
Giulia Paoletti, University of Virginia

In the literature on the arts of Africa, sculptural traditions and 
photographic images are most often discussed as two separate 
fields of enquiry with distinct methodologies, aesthetics, and 
materialities. However, since the late 1970s, pioneering studies 
have revealed fruitful connections between these two media and 
their intertwined histories both in Africa and the West. Research 
has focused on the visible points of connection between these art 
forms by investigating the transpositions of sculptural traditions to 
the photographic image—from Yoruba portraiture and ibeji cults 
(Sprague 1978, Oguibe 1996) to Akan funerary practices (Wendl 
2001). Critical scholarship has also unpacked ways in which 
photographs by Euro-American modernists have contributed to a 
lasting aestheticized approach of African sculpture (Grossman 2009, 
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reposition the objects that belonged to the Dundo Museum 
collection in what would have been imagined as their original 
context. This paper discusses the set of photographs produced 
in this setting, exploring the relationship between the local 
chiefs, photography and the insignia of power of the Museum 
collection used by them in the pictures. 

Reinventing Gou: A Photograph’s Appropriation in Benin
Romuald Tchibozo, University of Abomey–Calavi

In 1935, the Museum of Modern Art of New York included in its 
seminal exhibition African Negro Art the striking representation 
in iron of Gou, the god of the war, from the kingdom of 
Danxome. On that occasion, this sculpture, together with 
hundreds of other works from the exhibition, was famously 
documented by modernist photographer Walker Evans as 
part of a project to spread widely this corpus for academic 
purposes in the United States and abroad. Evans’ photograph 
had a broad impact, as it contributed to changing the 
sculpture’s status not only in the West, but also, in a movement 
characteristic to the mobile nature of photography, back in 
Benin. There, starting in the 1980s, it originated an important 
response in contemporary sculptural practices. Indeed, 
following the reception of Evans’ photograph, a number of 
artists created new sculptures of Gou. Most famously, sculptor 
Theodore Dakpogan assembled a one-handed representation 
of the god of war using as a source a damaged exemplar 
of Evans’ photograph that had lost that same attribute. But, 
was the photograph the only model for the creation of this 
sculpture? Clues could also be sought in the original context 
of the historical sculpture itself. We intend to cross-examine 
the relationship between the two mediums of sculpture and 
photography, interrogating the multidirectional and fluid nature 
of their creative dynamic over a century. 

Building the Box of Useful Things: Contemporary Art 
and Design History
Design History Society
Chairs: Timothy Stott, Dublin Institute of Technology; Lisa Godson, 
National College of Art and Design, Dublin

This panel, supported by the Design History Society, explores 
how design-historical concepts have been mobilized within 
contemporary art (c. 1945 to present). Recent analyses have tended 
to identify “crossovers” between art and design by focusing on 
how artists integrate their work with design practice to supersede 
art’s techniques of production and display or to disenchant art and 
re-engage with the social domain. However, few commentators 
have considered how arts practitioners (artists and curators) 
have historicized and legitimated their attempts to put art to use 
within discourses established in the history of design, principally 
concerning utility and function, but also taste, labor relations, 
style, and codes of consumption. In such cases, arts practitioners 
often put design history to creative use or misuse, challenge or 
misunderstand (whether willfully or not) its disciplinary protocols 
and narratives and take an integrative or fantastic approach to 
the development of design problems and their logics. In return, 
correlating contemporary art to design history has allowed 
these same practitioners to turn outward, to think and practice 
environmentally, in the social interest, or across cultural distinctions 
and hierarchies.

two-dimensional form to what had previously been a three-
dimensional, shrine-based, practice, with group compositions 
that reflect earlier sculptural forms. A century later, the 
conversion had gone full circle, with at least two of his late 19th 
century portraits of living royalty, one of Chief Young-Briggs, 
and the other of King Abii Amachree IV, serving as the basis 
for commemorative sculptures. Moreover, and consistent with 
Ijo tradition, ritual and performance play a central role in these 
photo-inspired monuments. 

Ritual and Photography
Nanina Guyer, Rietberg Museum

Johannes Fabian has argued that performance and play were 
crucial factors in the production of knowledge about Africa 
(Fabian 2000, 9). This paper takes Fabians argument as a 
starting point for the exploration of historical photographs 
of the Sande women’s sodality in Sierra Leone taken by 
professional Krio photographers, missionaries and colonial 
administrators around 1900. I ask how the nature of 
photography and the photographic moment related to Sande 
proceedings and performances in the context of their rituals. 
I will show how Sande members used different strategies in 
their accommodation with photography depending on their 
roles and statues in Sande. For Sande initiates, the presence 
of a photographer offered a welcome opportunity to carry 
their performances beyond the margins of the towns’ square. 
Additionally, they modeled their posture according to aesthetic 
conventions of ideal feminine beauty found in the Ndoli jowei 
masks. The mastery of this body language was an important 
part of their initiation. The Sande masked personae Ndoli 
Jowei and Gonde offer a case in point: the presence of a 
photographer and the spectacle of photography interfered with 
the former’s performance—a fact that is visible in photographs 
produced in such moments. On the contrary, the agenda 
of her comic counterpart Gonde allowed for including the 
photographic moment in her performance. With its focus on 
ritual and its different relations, confluences and rivalries to 
photography, this paper seeks to expand our understanding 
of early history of photography in West Africa beyond its 
cosmopolitan centers and among women. 

“Creating” Ethnographic Records: Museu do Dundo Collection, 
Local Chiefs and Photography
Juliana Ribeiro, University of Campinas

The Museu do Dundo was founded in 1936 by Diamang, 
Companhia de Diamantes de Angola (Angola’s Diamond 
Company). Seen by its founders as a space protected from 
colonial practices, the museum carried out several actions 
committed to “the preservation of indigenous life” between 
1936 and 1975. These included organizing expeditions to 
collect artifacts to prevent losing those permanently and 
even harboring in their facilities what would be considered 
the last sculptors of “tribal times.” In agreement with their 
goals to “protect and save indigenous art and culture,” as of 
the 1940s the museum started to photograph the local chiefs 
of the region where Diamang was located, documenting 
them the way that their Portuguese employees believed they 
were before having contact with Europeans. This photograph 
recording included carefully choosing the scenery and even 
the clothes and insignia of power objects that belonged to the 
Museum collection at that time. These photographs carefully 
planned as ethnographic records sought not only to project 
these chiefs into an undefined and idealized past but also to 
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The Crisis-Driven Gallery Model: Development of Chelsea-type, 
Regional, and Hybrid Types
Jeff Taylor, Western State Colorado University

The art market appears to be buoyant because certain sectors 
continue to expand and attract headlines belying the decline 
felt in many other sectors. Auctions in blue-chip classical 
modernism and big-name postwar remain strong. Furthermore, 
some galleries continue to be able to afford the ever-increasing 
fees to attend the biggest art fairs (Art Basel, Armory, Frieze). 
Those sectors, however, count as only a small slice (albeit a 
very significant section of market financially) in a vast and 
complex art market that is much larger than New York and 
encompasses much more than the retail trade of expensive 
paintings. I posit that there are vastly different gallery models 
between New York, where the Chelsea model prevailed, and 
the Midwest and Southwest regions where the Regional Gallery 
Model (a term I invented) is robust. For the Regional Gallery 
Model, I refer to some booming art scenes in Santa Fe, Denver, 
and the sophisticated mountain towns of the Rockies. The core 
difference between the Chelsea Model and the Regional would 
be that Chelsea-type galleries largely hold solo exhibitions in 
their space, and also keep up regular attendance at art fairs 
while galleries in the Rockies would exhibit all of their artists 
at the same time in curated settings with few rotations only 
when pieces sell. I argue that Regional Gallery Model benefit 
enormously from coordinated monthly First Friday-type events, 
but those events necessitate that the gallery devote some of 
its space to a monthly mini-exhibition to give their audience 
something new each month. 

The Collective / Collection: Contemporary African Art and Its 
Commercialization
Dana Liljegren

This article addresses, in part, the political implications of the 
recent closure, transformation, and relocation of museums 
and galleries of African art amid the marked surge in demand 
for African objects by collectors. The 2017 shuttering of Paris’s 
Musée Dapper, a privately funded and not-for-profit venue, 
reflects the increased costs and diminished audiences with 
which comparable organizations are currently grappling. 
Simultaneously, while prominent private collections in 
the US and Europe, such as Jean Pigozzi’s Geneva-based 
Contemporary African Art Collection, have dislocated works 
of art from the African continent and its audiences, we 
are witnessing a rise in non-commercial art enterprises in 
Africa and beyond (a primary example is Senegal’s RAW 
Material Company, directed by Koyo Kouoh) as alternative 
forms of curatorial stewardship and artistic promotion. Such 
venues, I argue, provide through their modes of knowledge 
dissemination an essential counterpoint to the monetized 
movement of African art objects, and furthermore expose 
contemporary artistic practices in Africa (performance, 
ephemeral art, public art) that, by their nature, resist collection 
or commercialization and promote communal forms of 
engagement. 

The Role of Artist Empowerment in a Changing Gallery System
Heather Bhandari, Brown University

The art world is slow to change. Galleries open and close, 
the market rises and falls, new technology is cautiously 
considered, and incremental adjustments take place. However, 
in the last decade, there has been a substantial shift in the 
way artists relate to commercial galleries and the way galleries 

A Frightening Beauty: Jennifer Angus’s Insect Designs
Jennifer Parsons, Florence Griswold Museum

Modular Design in Stephen Willats’ Multiple Clothing
Gráinne Coughlan, Graduate School of Creative Arts and Media

A Return to Craft: Mythology and Reality Television through 
Weaving
Sasha Baskin, Arrowmont School of Crafts

Business of Contemporary Art in the Demise of Small 
or Mid-Size Galleries
Chair: Kyunghee Pyun, Fashion Institute of Technology, State 
University of New York
Discussant: Lane Relyea, Northwestern University Participant: 
Natasha Degen, Fashion Institute of Technology, State University of 
New York

Between 2015 and 2017, 46 small or mid-size galleries, reputable 
in the field, went out of business in New York while demand for 
contemporary work has risen five-fold since 2000. Despite growth 
in the total amount of sales, only 25 artists are responsible for 
almost half of all postwar and contemporary art auction sales. In 
2017, work by this small group of elite artists sold for a combined 
$1.2 billion—44.6 percent of the $2.7 billion total generated by all 
contemporary public auction sales worldwide. People like Robert 
Cenedella, a professor at the Art Students League of New York, 
accused major museums such as the Metropolitan Museum of 
Art and the Museum of Modern Art of conspiracy to control art 
markets, domestic and international, by promoting artists, very few, 
whose works they own in the collection. If the artists gain more 
recognition as pioneer who made an impact on contemporary art 
as is argued in scholarly essays for a special exhibition, the total 
value of the institutions’ holdings would be increased. Papers in 
this session discuss issues such as changing conditions of primary 
and secondary markets; demise of small or mid-size galleries; rise 
of public art; growing business expenses; choices made by artists 
as alternatives to a gallery system; amending a standard gallery 
contract; transformation of an artist’s careers; monopoly of few 
giant galleries; demographic changes of collectors; and other 
crucial perspectives.

The Evolution of the Small to Mid-Level/Mid-Sized Gallery 
Business Model in New York City
Jinkyoung Choi, Kang Collection Korean Art

This paper examines the challenging factors confronting small 
to mid-level galleries through physical and other business 
model issues. The primary market in New York City is merging 
traditional business models with new, alternative initiatives. 
Additionally, the paper offers alternative strategies that are 
developing in tandem with economic changes. Although New 
York City is the most important art capital globally, the high 
rate of small to mid-level gallery closures call into question 
the sustainability of art market business models. Among the 
problems that hinder sustainable growth are rising real estate 
costs, staffing, and huge expenses from continuous art fair 
participation. These challenges force galleries to evolve and 
create new, yet untested business models. Through the survey 
of several gallery alternatives occurring in the market, as well 
as in reference to a case study, this qualifying paper proposes 
a more viable art-business alternative. This examination serves 
to propose better and more sustainable business practices for 
small to mid-level galleries. 
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apart its relevance and meaning in the context of Caribbean 
history, but unmasked metanarratives of power at play in the 
very processes of historicization that require linear plateaus 
of development to frame knowledge. Their work refuses 
implications of this episteme and the comfort of a postcolonial, 
post-independence, post-revolutionary Caribbean it seeks 
to conjure. Instead, it reaches for a critical location that 
collapses space and time, and with them the spatio-temporal 
imaginary of the post. This paper explores the ways in which 
Edouard Duval-Carrié, in conversation with Caribbean artists 
from throughout the diaspora, deploy this critical mode of 
making through material and form as a decolonial process. 
Through close reading, I aim to demonstrate how Carrié’s work 
disaggregates seeming fixities of the Caribbean past anchored 
to the framework of linearity and visual iconographies, 
economies and cultures of violence and refinement that 
have both framed and erased the region from the period of 
transatlantic slavery into the present. 

Histories Encased in the Resin of Skin
Jerry Philogene, Dickinson College

If we presume that skin is part of the material world and a means 
through which we experience and understand ourselves as 
part of that world, then how do we experience and understand 
Haiti in a world that refused to believe in it as a possibility? If 
we consider history not as a fixed concept, but as narratives 
and uncertainties materialized on skin, what stories might 
we imagine and visualize onto Black Caribbean skin? In my 
presentation on the artwork of Haitian-born, Miami-based 
multimedia artist, Edouard Duval-Carrié, I will explore his use of 
resin as a way to theorize the function of skin, asking, in part, 
how histories are encased onto skin, tightly sealed and like resin 
harden through the treatment of time. Using Anne Anlin Cheng’s 
idea of the discursive and the corporeal, my presentation will 
explore how the artist manipulates historical, religious, and racial 
imagery as they are entangled in the multi-layers of resin in his 
series, Memory Window. Individually the images used in his 
backlit octagon-shaped constructions are distinct; they take on 
the universality of flesh. Together they form a powerful evocation 
of the specificity of skin and how agency and subjectivity are 
claimed and reclaimed in the Black radical entity that is Haiti. 
Duval-Carrié is not visualizing an alternative history of Haiti; 
rather, he is engaged in a rephrasing, repositioning of a cultural 
history that takes into consideration a nation peopled by lwa, 
soucouyants, and tree-limb headed, microbe infested bodies 
that allow for new interpretations. 

Authentic Sweetness: Temporalities of Caribbean Consumption
Lesley Wolff, Florida State University

While Kara Walker’s 2014 Creative Time installation, A Subtlety, 
or the Marvelous Sugar Baby, brought widespread attention 
to the material and performative coloniality of sugar, myriad 
contemporary Caribbean artists have likewise been engaging 
the political resonance of foodways for decades. These 
artists confront the colonial commodification of Caribbean 
landscapes and bodies by revealing the hegemonic systems 
of production and consumption endemic to colonial and 
modern foodways. This paper discusses three contemporary 
Caribbean artists—Edouard Duval-Carrié, Marc Latamie, and 
María Magdalena Campos Pons—and situates their multimedia 
work within a growing body of eco-critical methodologies, 
examining how and to what extent they employ foodways as a 
decolonial vehicle to reveal and deconstruct the machinations 

are beginning to relate to artists. A notably imbalanced 
power dynamic is now achieving greater equilibrium. With 
the rise of online platforms designed specifically for artists’ 
needs, the growth and popularity of professional practices 
curricula, and a broadening of the definitions of what 
makes an artist “successful” (whether we look at academic 
achievement, exhibition venues, audience, or other traditional 
indicators of success), empowered artists are pushing small 
and mid-tier galleries toward greater transparency and 
revised expectations. Can a small gallery still “represent” 
an artist when that artist can sell directly over Instagram? 
Does the 50/50 split still make sense? Is a brick-and-mortar 
business required when more than half of all sales occur at 
art fairs? How does a traditional gallery compete with online 
companies aggregating and utilizing data for sales? Artists are 
changing the rules and emerging to mid-tier galleries need to 
dramatically change course to survive. 

Caribbean Temporalities in Contemporary Art and 
Visual Culture
Chairs: Paul Niell, Florida State University;  
Lesley Wolff, Florida State University
Discussant: Edward Sullivan, New York University

The decolonial horizons recently set by Latin American scholars, 
among them Ánibal Quijano and Walter Mignolo, have peeled 
back the curtain on the fictive linearity of time upon which 
Occidentalism has operated since the 15th century. Decoloniality’s 
socially engaged praxis opens the door for new considerations 
of temporality, place, and belonging. José Bedia, Miguel Luciano, 
and Alex Burke stand as but a small fraction of the Caribbean 
artists visually and materially engaging these slippages today. The 
present-day Caribbean functions as an amplified site of decolonial 
negotiation, where diasporic communities struggle and strive to 
make known their vital, yet invisible, cultural beliefs and material 
heritage that 500 years of historical violence has suppressed 
in Western consciousness. Nonetheless, today the Caribbean 
is recognized as an impressively generative locus of decolonial 
artistic production. To that end, this panel will address decolonial 
art historical approaches to the contemporary Caribbean with an 
emphasis on the conceptual and material negotiation of history in 
artistic production today. Of particular interest to this panel will be 
the work of the renowned artist, Edouard Duval-Carrié (b. 1954), 
whose multimedia works navigate the historically rich and culturally 
complex heritage of his native Haiti. His work literally embeds the 
materiality of a Caribbean past into his present-day objects, thus 
creating new dialogues about the relationship between historical 
and current subjectivities. By examining Duval-Carrié’s celebrated 
oeuvre and that of other Caribbean artists, this panel examines 
strategies to think through contemporary art and visual culture in its 
manifold engagements with history.

Outta’ Line: History as Conceptual Beginning in the Work of 
Edouard Duval-Carrié
Erica James, University of Miami

The exploration of recorded histories as a conceptual 
beginning has become a salient feature in the work of global 
Caribbean artists in the period of “the post.” In conversation 
with Latin American and Caribbean theorists such as 
Edouard Glissant and Walter Mignolo, artists have taken the 
framework of linearity that organizes western art history and 
its relationship with its perceived others, and not only broken 
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craft, and design—provides vivid access to currents of culture from 
the distant past to the present era of mass economic, social, and 
cultural globalization.

Contact, Diversion, and Merger: Lucio Fontana’s Ceramics 
Displayed in Tokyo, 1964
Yasuko Tsuchikane, The Cooper Union and Waseda University

Ceramics, when categorized according to the modern 
definitions of art and design, encompasses a wide range 
of practices and purposes in the usage of the material. 
Investigating global turns in the history of ceramics in this 
framework further complicates matters, making us aware of 
major discords among multiple histories in the world without 
achieving any synthesis of or connectivity among them, as 
promised by the term globalism. This presentation interrogates 
the validity of considering such historicization in progress 
through one form of public display, an international exhibition 
of contemporary ceramics, by focusing on the case in 1964, of 
one of Japan’s first attempts to present a global community 
of ceramists in modern art museums. The point of controversy 
was a piece by Lucio Fontana, an Argentinean/Italian avant-
garde artist. When the work was displayed, Fontana’s 
intention to utilize ceramics as an option for his multimedia 
art, integrated with architectural space, was obliterated by the 
uniform manner of showing all the exhibits as self-contained, 
singular objects, evoking studio pottery works based on 
historical Asian models. On the other hand, analyses in ideo-
political history illuminate the fruitfulness of medium-specific 
global research in the context of the early post–World War II 
period. The adventurous recruitment of Fontana in Milan to 
exhibit in Tokyo by Koyama Fujio, a specialist in antique Asian 
ceramics, can be understood by considering the postwar 
elevation of the medium as a national symbol of recovery and 
transformation common between Italy and Japan, both former 
Axis powers and war-torn nations. 

The Dragoon Vases and Monumentality at the Global Turn of 
Ceramic Studies
Feng He, Heidelberg University

Monumentality has been a historiographic analytical lens for 
European art since the beginning of the 20th century (Riegl, 
1903), yet studies of similar concepts in Chinese contexts 
were absent until the end of the century (Wu, 1995). Moreover, 
a large quantity of Chinese ceramics outside China is left 
unexplored, lacking both analytical frameworks and case 
studies. The global turn in ceramics studies nevertheless sets 
forth a methodological possibility to define the monumentality 
of Chinese ceramics, which is the focus of this paper. I 
delve into the designation of “Dragoonervasen” to 18 large 
Jingdezhen vases that entered the Saxon royal porcelain 
collection in 1717, tracing the initial transfers and examining 
the attributed locality of the objects. The investigation moves 
on to the global diaspora of the porcelain group in Europe and 
the US, and the social lives of selected pieces in collections 
worldwide. Little known is that German ceramic historians 
looked at the monumentality of Chinese porcelain shortly 
after Alois Riegl opened up the discourse (Zimmermann, 1913). 
Building upon my analysis of the German historiography of 
Chinese “Monumentalvasen,” I argue that, as the case of the 
Dragoon Vases exemplifies, the monumentality of Chinese 
porcelain in a global scope consists of historically designated 
locality, collective memory in antiquarianism, forms of display, 
and transcultural technological affordance. 

of environmental and consumptive modernities. By engaging 
foods like sugar as commodities of “slow violence,” to quote 
Rob Nixon, these artists, and the broader horizon of Caribbean 
contemporary art with which they are in dialogue, reveal 
the problems that monoculture, consumptive excess, and 
Occidental normativity have wrought on the geopolitics of 
race and status in the region since the 15th century. In order 
to delink from today’s neoliberal organizational modes of 
production and consumption, each of these artists couches 
consumables within a temporal and gustatory praxis in the 
contexts of Haiti, Martinique, and Cuba respectively and, 
through their multimedia works, incorporates actual foodstuffs, 
drawing attention to the historicity of monoculture, enslaved 
labor, and environmental treachery. 

Reframing Haitian Art: Edouard Duval-Carrié and the Politics of 
Memory and History
Barrymore Bogues, Brown University

The conventional view of Haitian art remains tethered to 
categories of naïve or “neo-primitivism” on the one hand, or 
subsumed under the rubric of “non-Western surrealism” on 
the other. These categories elide both the history of Haitian 
art and the various currents that constitute it. In the 20th 
century, ignoring the ways in which the intellectual and cultural 
movement of indigenism shaped popular Haitian literature and 
culture, studies of Haitian art were mired in an anthropological 
conceptual frame that belonged to the realm of folkways. 
Reframing Haitian art is a project that attempts to grapple 
with the subject on its own terms, as deeply impacted by and 
in dialogue with different strands of African diasporic art and 
visual culture. This paper addresses the art of Haitian American 
artist Edouard Duval-Carrié, including his appropriation of 
the iconography of the Afro-Caribbean religion, Vodou, which 
becomes a visual grammar for Caribbean history and memory. 
In addition, his preoccupation with landscapes reverses 
previous colonial scientific depictions of Caribbean flora and 
fauna. In so doing, Duval-Carrié’s multimedia works produce 
a new Caribbean aesthetic, which opens up ways to reframe 
Haitian art and negotiate its disparate categories. 

Ceramics and the Global Turn
Chair: Meghen Jones, Alfred University
Discussant: Edward Cooke, Yale University

Ubiquitous across world cultures, the medium of ceramics is 
intrinsically global. Well documented is the movement of ceramic 
objects, materials, and styles that traversed the Silk Road since 
its inception over 2000 years ago. For centuries, consumers in 
Europe, the Middle East, and Africa treasured Chinese porcelain 
for its beauty, status, and even poison detection. Later, Euro-
American art potters found design inspiration in ceramics from a 
myriad of global sources. Contemporary ceramic art and design 
discourse is enmeshed in globalization, from individual potters’ 
cultural appropriation of value systems to industrial production 
outsourcing. At the same time, recent discourses of folk pottery 
and anachronistic studio pottery have tended to promote localism 
and insularity. What does the global turn mean for ceramic history 
and theory? How do interdisciplinary perspectives suggest new 
models for this medium-specific research? This session will consider 
ceramics and globalization from the early modern period to the 
present, focusing on ideologies, production systems, and networks 
of exchange. The study of the global flows of ceramics—as art, 



68New York City  2019

Changing pedagogies: a history and evaluation of new 
curricular demands and delivery

What’s Going On? An International Comparative Study of PhD 
Methods in Art and Design
Jane Prophet, University of Michigan

There have been many calls for a more consistent and 
thorough use of research methods among PhD researchers 
supervisors of Practice-Based Research (PBR) in the arts, but 
few analyses of what methods are commonly used and how 
they are taught. Many papers addressing the PhD in the arts 
mention method but do not define it, focusing instead on 
debates such as practice-led versus practice-based approaches 
or the perceived threat of the PhD to the MFA as the terminal 
degree. This paper presents findings from a recent large-scale 
international survey examining current practice in art and 
design in the field of research methods training. The research 
investigates the attitudes of both postgraduate students and 
PhD supervisors to current provision. The aim is to provide 
data of use to the subject community. To contextualise 
the understanding and use of method in the PhD in arts 
departments we include additional data and evidence about 
the perceived context of postgraduate study such as student 
motivation and ambitions. The research contributes to our 
understanding of what might be understood as the skill set of 
research methods in art and design at the postgraduate level; 
how that skill set is being, and might better be, developed; and 
supervisors’ and research students’ perceptions of their needs 
for research methods training. 

Flipping the Art Classroom: Adapting Teaching Research to Art 
Pedagogy
Amy Babinec

This paper presents research on the adaptability of an 
innovative pedagogical practice on the teaching of art studio 
and art history in the college and university classroom. The 
Flipped Classroom (FC) is a high-impact practice in which the 
instructor covers basic information on class material through 
online resources for students to complete outside of class. 
Students first engage with the basic material online before 
class, engaging in lower-level thinking from B. S. Bloom’s 
Taxonomy, such as Knowledge and Comprehension. Then, 
during class, the instructor assumes students’ familiarity with 
basic concepts and teaches through in-class projects designed 
to promote higher-level thinking such as Analysis, Synthesis, 
and Evaluation. This high-impact teaching practice seemed 
ideal for an art history or art studio course because students 
can learn essential elements of works of art before coming to 
class. I conducted a two-year study of this pedagogical tool 
as part of a grant at Harper College, a community college 
in Palatine, Illinois. The data suggests that while this tool 
resulted in little difference in course grades or retention 
of facts about artworks, it did have a significant impact on 
student satisfaction and awareness of current issues in art, 
historiography, and museum practice. Student enthusiasm 
for the class and their engagement in the material increased. 
Students preferred the structure of the FC, processing the basic 
material at their own pace outside of class, and devoting class 
time to in-depth discussion. 

Ceramics and the Portland Vase: Global Networks
Rachel Gotlieb, Gardiner Museum and Sheridan College

For centuries, potters and ceramists have drawn inspiration 
from the Portland Vase, the Roman cameo-glass antiquity 
housed in the British Museum since 1810. Josiah Wedgwood 
first reproduced the Portland Vase in 1790, after years of 
research, in his newly developed basalt stoneware for a 
pre-subscribed limited edition. The numbered series set the 
ceramic standard of excellence around the world and became 
as coveted as the Roman amphora. 50 years later, Wedgwood’s 
descendants and his competitors, such as Samuel Alcock, 
simplified the form and technique, transforming the vase into 
a practical, single-handled jug produced in popular colors. 
Minton and other potters replicated its image on transferware 
patterns, named the “Portland Vase” for quotidian tableware. 
Similarly, a Boston-based art pottery adopted the nomenclature 
Portland Stoneware Company, proudly referencing the 
illustrious connection in its marketing brochures. Most recently, 
contemporary studio ceramists like American Peter Pincus and 
Japanese Hitomi Hosono have turned to Wedgwood’s first-
edition copies for inspiration to develop new bodies of work. 
The medium of ceramics and its vast network of distribution 
commoditized the unique Roman glass relic into a global brand 
offering multiple significations depending upon time, place, 
and its particular actant (maker, collector, consumer) (Bruno 
Latour, 2005). I ask how did these three- and two-dimensional 
ceramic renditions operate as agents conveying various social 
meanings building upon the glass antiquity? As harbingers of the 
Enlightenment, Staffordshire’s emerging manufacturing prowess, 
Colonial empire, and classical perfection, I argue that the copies 
often outperformed the meaning of the original itself. 

Zulu Ceramics: a Label, a Tool, a Tradition
Elizabeth Perrill, University of North Carolina, Greensboro

In 1934 the New Education Fellowship (NEF), an educational 
organization that originated in the United Kingdom, organized 
an eight-week workshop in South Africa. The NEF leaders 
encouraged South African educators and school administrators 
to adopt many social reforms and pedagogical tenets 
proposed by John Dewey. In this and other settler-colonies, 
the exploration of self through art was presented hand-in-
hand with the stance that each racial group should maintain 
its “own lines,” “peculiar characteristics,” and “artistic gifts” 
(Magaziner 2016, 44–58). The revitalizing of “‘authentic’ 
vernacular traditions” (E. de Waal, 2003) combined with 
cultural segregation appealed to politically nationalist arts 
administrators, rising leaders of the apartheid Bantu Education 
infrastructure. Today contemporary South African potters 
are seeking out means to promote historically passed down 
forming, burnishing, and firing methods that celebrate Zulu 
identity. Focusing on ceramics and the ongoing legacy of Zulu 
cultural expression as a pivotal political and cultural identity in 
South Africa, this paper addresses a few key questions. How 
does the label Zulu as a monolithic category both serve to 
promote and trap contemporary potters? How do contemporary 
artists reclaim the cultural labels that were utilized as dividing 
lines under apartheid? How does the role of matriarchal power 
in ceramic lineages subvert images of Zulu identity previously 
presented by the majority of histories? And, how can the writing 
of ceramic histories acknowledge the construction of monolithic 
Zulu identity as a legacy of apartheid and political power without 
erasing the promotional tools of contemporary artists? 
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popular prints. The birthplace of the process in the United 
States, Philadelphia was the cultural and technical sandbox 
of 19th-century lithographers who strove to demonstrate 
the printing process was not only revolutionary to American 
visual culture but to the modernization of the country. 
This paper seeks to challenge our fixed perceptions of the 
meaning of American lithography as “chromocivilized” by 
examining lithographers own advertisements as a cypher 
of their culturally and technologically modern role. How did 
the iconography, rhetoric, and means of distribution of these 
promotions reflect a trade and art no longer reliant on, or 
humbled by their European counterparts? How did American 
lithographers “modern sensibility” and evolving methods and 
self- perception influence technological advances and their 
identity in the wider reproductive art community and vice versa? 

Grand Old Endicott Days when Lithography was an Art
Georgia Barnhill, American Antiquarian Society

Charles Hart wrote these words near the end of the 19th 
century when he compiled Lithography in Theory and 
Practice. Beginning in 1839, Hart served an apprenticeship 
in the printing firm of George and William Endicott, which 
flourished in New York from the mid-1830s through the 1850s 
and beyond. Hart worked as a printer and then prover. Hart 
describes the printing of a portrait of the ballerina Fanny 
Ellsler from a painting by Henry Inman, a leading portrait 
painter in New York. His description is suspenseful as he 
runs through the steps of preparing a drawing on stone for 
printing. Charles Parsons was a fellow apprentice who later 
painted ship portraits and landscapes. Parsons went on to 
become the art editor for the Harper publishing firm. One of 
his roles at the Endicott firm was to draw on stone several 
prints published by Goupil and Company in New York in the 
1850s including Catskill Falls after a painting by Benjamin 
Bellows Grant Stone hired by Goupil in New York to make 
landscape drawings. Charles Parsons, a skilled artist in his own 
right, transferred Stone’s image on stone. This collaboration 
between lithographic draftsman and fine artist produced a 
stunning lithograph, surpassing the typical work produced by 
commercial lithographers in New York. In addition to focusing 
on these prints, I will cull Hart’s manuscripts for commentary 
on printing lithographs in a commercial setting. There are few, 
if any, accounts of the practice of lithography in 19th-century 
America to rival Hart’s. 

Boundaries Set in Stone: Lithography and the Production of the 
Pyrenees in 19th-Century France
Kelly Presutti, Massachusetts Institute of Technology

This paper investigates the role of lithography in the visual 
culture of the Pyrenees mountains. While the Alps were the 
privileged site of the painted sublime, the particular geopolitical 
situation of the Pyrenees meant the region was far more subject 
to printed views emphasizing topographically precise depiction. 
For much of the 19th century, the border between France 
and Spain remained officially unfixed. Vaguely understood 
as the watershed line of the mountain range, this ambiguity 
was increasingly problematic in an era of nationalization and 
political tumult. Lithography’s material and visual qualities made 
it an especially appropriate means to address this ambiguity. 
Produced on stone, lithography had a metonymic relationship to 
the mountain. Printed views, often noted as having been taken 
“after nature” and frequently produced by the same artist who 
had taken the initial sketch, were further assumed to offer an 

The Populism of Allan Kaprow’s Experimental Pedagogy
Emily Capper, University of Minnesota

Allan Kaprow, famed inventor of the “happening” in the 
late 1950s, was a paradoxical figure in the context of higher 
education. As a professor teaching in the era of great books 
curricula, Kaprow embraced canonical works of aesthetics 
and philosophy. At the same time, his teaching frequently 
engaged with students’ interests in youth culture. Kaprow 
espoused this paradoxical position in a 1964–65 paper that 
features a subsection called “The Humanities As A Store.” 
Distributed to Stony Brook faculty who were in the midst of 
a debate concerning the future of humanities curricula, this 
text could appear, at first blush, to be a defense of corporate 
interests within the university. But it was also a visionary 
statement about how one might create a pedagogy that 
fused populism with critical reflection. With this text as a 
point of departure, this paper works backwards historically, 
delineating a constellation of key influences on Kaprow’s 
experimental pedagogy: Meyer Schapiro’s attention to 
vernacular creativity, the openness and accessibility of John 
Cage’s teaching at the New School, and the defamiliarizing 
of mass culture at the hands of Pop art. Drawing on Kaprow’s 
syllabi and departmental correspondence, I contend that his 
undergraduate pedagogy challenged students to approach 
their own cultural forms—from dorm pranks and dance parties 
to protests—with a sense of critical, historical, and experiential 
self-consciousness. The paper concludes by showing how 
Kaprow in fact appropriated some of these forms of vernacular 
student culture as materials for happenings. 

Chemical Printing and Drawing on Stone: Changing 
Perspectives on Lithography
Chairs: Christine Giviskos; Elizabeth Rudy, Harvard Art Museums
Discussant: Christina Taylor

From its first experimentations to its contemporary practice today, 
the technique of lithography has undergone a complex and rich 
evolution. Sweeping histories of the medium, such as the recent 
exhibition at the Zimmerli Art Museum, Set in Stone: Lithography 
in Paris, 1815–1900, have showcased the medium’s wide-ranging 
diversity and its persistent potential for innovative avenues of 
scholarly inquiry. This session seeks to highlight new research into the 
technical maneuvers by both artists and printers in the lithographic 
workshop, and features studies that range from lithography’s 
introduction through the present day and across the globe.

Rebels with a Cause: 19th-Century American Lithographers, 
Modernity, and Visual Culture
Erika Piola, Library Company of Philadelphia

In 1876 Philadelphia art critic John V. Sears noted “in 
Philadelphia today, the scion of art culture though transplanted 
from abroad, has taken deep root in the homes of the people…
Philadelphia represents American institutions and the progress 
of American civilization more perfectly than any other of our 
older cities…” American lithographs created, circulated, and 
viewed in Victorian Philadelphia comprised the art culture 
lauded in Sears’s introspective assessment. Yet American 
lithographs, declared early on in the city as “expressing a 
spirit and freedom of execution, which no merely imitative 
art can attain,” still remains a medium often associated with 
commercial printing and garish parlor prints despite the 
revolutionary effect of the process on the aura of fine art and 
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particular interest in featuring multiple perspectives in this Annual. 
“As an artist and educator from a multicultural background,” she 
explained, “I am personally interested in exploring the manner 
in which cultures affect, impact, and assimilate into one’s art. We 
have selected artists who make work that speaks directly about 
their identity, roots, home and sense of belonging as well. These 
sentiments are expressed visually and physically in their work 
through the artists’ use of color, form, and content.”

Ghetto Garniture
Roberto Lugo, Tyler School of Art of Temple University

As a potter, social activist, spoken word poet, and educator, a 
multiplicity of roles are rooted in my childhood. Having had no 
formal music or art training, I often practiced table drumming 
and writing hip-hop lyrics as it was customary to “battle rap” 
during lunch. Instead of art class, I drew in my composition 
book, and marked every wall that I could. “Graffiti” was a 
way to get my name into the community, to attain a local 
fame. Today my graffiti is defacing social inequality: I teach 
communities to make mosaic murals to honor victims of gun 
violence. I see my pottery as a process of transforming the 
ground we walk on into something we eat from; we search all 
day for the perfect spot to put it on display. In many ways this 
transformation of tragedy into triumph is a metaphor for my 
life’s story. My experiences as an indigent minority inform my 
version of Puerto Rican American history. With my education 
in critical theory, art education, art history, and studio art, I 
have developed a studio practice that fluidly communicates 
with diverse audiences. I bring art to those that do not believe 
they need to see it and engage in deeper ways of knowing, 
learning, and thinking. 

Material Dialogues
Sharif Bey

My work cross-references notions of power, ornamentation, 
and natural history with objects and surfaces associated 
with traditional African jewelry. I am interested in exploring 
alternative ways of paying respect to tradition, function, 
adornment, and ceremony. A recent exhibition at the Pittsburgh 
Glass Center showcased large-scale ceramic necklace wall 
hangings and a series of necklace forms made from large 
glass beads. The work in this range of materials enables me 
to explore relationships with light absorbed, reflected, and 
refracted in the glass beads, their integration and contrast with 
ceramic elements. In addition, the expanded color palette in 
glass opens up possibilities in the work not currently available 
in ceramic glazes. Currently an associate professor of art 
education at Syracuse University, my early transformative 
experiences in ceramics came as a high school student 
while attending the Manchester Craftsmen’s Guild’s (MCG) 
apprenticeship program in Pittsburgh. After completing my 
MFA, I returned to MCG as the ceramics studio coordinator, 
where I supervised a staff of teaching artists, offered curricular 
support to Pittsburgh Public School teachers, conducted 
teacher training workshops and ran an after-school art 
program. These formative experiences ultimately led to pursuit 
of a doctoral degree in art education, completed at Penn State 
University. As a doctoral student I was awarded a Fulbright 
Scholarship to conduct research on post-socialist art education 
reforms, as a scholar and artist in residence, at The Academy 
of Fine Arts and Design in Bratislava, Slovakia. Subsequently I 
have published numerous articles in academic journals. 

eyewitness account. The sketchy line of lithography was seen 
as a testament to the immediacy, and presumed accuracy, of the 
representation—an accuracy with political stakes. Lithographs 
could bring the mountains into view in a way that other media 
could not. Taking several albums as case studies, including 
Eugene Ciceri’s The Pyrenees and Blanche Hennebutte’s Album 
of the Two Frontiers, this paper argues that visual representation 
was both motivated and conditioned by the Pyrenees’ status as 
an uncertain border. 

Rodolphe Bresdin’s Le Bon Samaritain and the Politics of 
Lithography
Laurel Garber, Northwestern University

From its debut at the 1861 Salon, writers and commentators 
have struggled to describe Rodolphe Bresdin’s remarkable 
lithograph, Le Bon samaritain. Almost universally praised 
for its technical virtuosity, critics also puzzled over the sheer 
profusion of detail on the print’s surface, where printerly 
matter seemingly crowds out the logics of narrative and 
landscape. Henri Beraldi, for one, described the lithograph as 
an inscrutable “coconut,” and that sense of impenetrability 
continues to dog modern commentary on Bresdin and his 
chief work. My paper locates that inscrutability not in Bresdin’s 
reputedly obscure and idiosyncratic genius, but in a real, 
historically freighted tension between the print’s style and 
medium—between its overt “etcherliness” and the means 
of lithographic production. That tension becomes palpable 
when Bresdin’s lithograph is situated in the social and material 
contexts of the Lemercier workshop, where it passed from 
stone to paper through a production process structured by a 
division between skilled and unskilled labor. Read in this light, 
Le Bon samaritain’s overt and almost loving display of technical 
virtuosity manifests a self-conscious performance of printerly 
skill. The print’s insistence on its own highly worked surface 
declares a kind of solidarity with the contested position of the 
skilled printmaker. This paper thereby makes a case for reading 
technical and artistic skill historically, and for connecting medium 
history with social history. It offers a method for attending to 
the ways in which graphic media in 19th-century France—and 
lithography in particular—metabolized broader forces of social 
change, such as industrialization and revolutionary politics. 

Clay, Stories, and Identities
National Council on Education for the Ceramic Arts
Chair: Joshua Green, National Council on Education for the Ceramic 
Arts, National Council on Education for the Ceramic Arts
Discussant: Patsy Cox, California State University–Northridge 

Different and uncomfortable, beautiful and compelling, ceramic art 
carries the histories of world cultures, some of which have been 
omitted from the canon of fine arts discourse. Contemporary art has 
struggled with the problems of making room for a wide range of 
voices, and a variety of perspectives of expression and discourse. 
While, clay as a material, may have been best positioned to act as a 
catalyst for the expansion of ideas and reach, it remains still outside 
the scope of expertise of many curators and museums. This session 
integrates the voices of artists, one of whom, the discussant, Patsy 
Cox, has recently stepped into the role of curator for the 74th 
Scripps College Ceramics Annual. Her exhibition celebrated artists 
from many backgrounds whose work addresses their social and 
cultural experiences. Patsy Cox, professor of Visual Art, California 
State University, Northridge, is the show’s guest curator. She had a 
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Luke Howard and the Normal Landscape
Nicholas Robbins, Yale University

The chemist and meteorologist Luke Howard has entered art 
history primarily as a possible influence on John Constable’s 
famous cloud studies. This paper turns away from Howard’s 
pioneering cloud classifications, proposed in 1802, to instead 
examine his decades-long project The Climate of London 
(published between 1818–1833). Through his drawings, 
notebooks, charts, and tables, Howard assembled a novel, 
dispersed representation of London’s landscape and 
atmosphere, one produced through operations of comparison 
and calculation. By giving aesthetic form to the average state 
of England’s climate, Howard’s normal landscape provided the 
basis for his descriptions of the “pathological” (to use Georges 
Canguilhem’s term), artificially heated climate of London. 
This paper argues that, in order to make sense of what we 
now call climate change, it is necessary to examine how the 
normal state of the climate was first produced and represented 
in the visual culture of modern science—particularly at the 
intersection of Romantic visions of landscape with the advent 
of industrial modernity. Howard’s experiments in statistical 
calculation and graphic representation coincide with social 
forms of normalization—what Ian Hacking terms “the taming 
of chance”—that were developing in England to manage 
abnormality and risk, such as the census and the Metropolitan 
Police. In turn, Howard’s calculated norms shed light on the 
normalizing function of Constable’s painstakingly assembled 
“six-footers,” which staged a temporally dilated representation 
of England’s climate in direct response to London’s obscure, 
artificial atmosphere. 

Abnatural Climates of the Kelmscott Chaucer
Alison Syme, University of Toronto

In his 1880 lecture “The Beauty of Life,” William Morris accused 
coal-burning manufacturers who professed to love art of 
hypocrisy: “how can you care about the image of a landscape 
when you show by your deeds that you don’t care for the 
landscape itself?...what right have you to shut yourself up with 
beautiful form and colour when you make it impossible for 
other people to have any share in these things?” This paper 
considers the act of shutting up (with) the beautiful landscapes 
of the Kelmscott Chaucer, the printing project to which Morris 
devoted his last years. Focusing on Edward Burne-Jones’s 
illustrations, which have received comparatively little attention 
within the book historical scholarship devoted to the Kelmscott 
Press as Morris’s “typographical adventure,” I investigate the 
book’s relation to “abnatural” climates. In Jesse Oak Taylor’s 
analysis of Victorian “artificial climates”—in glasshouses 
and elsewhere—the term abnatural describes a “condition 
of nature in a perpetual state of withdrawal,” and a similar 
condition seems to pertain in a number of Burne-Jones’s wood 
engravings. Fortress-like or fenced enclosures that sequester 
and preserve lush vegetation within barren, rocky landscapes 
are a recurring motif, as are states of watery or stony upheaval 
that confront powerless bystanders. This paper takes Burne-
Jones’s illustrations, considered in the context of the design 
of and care lavished on the production of the book itself—its 
own boarded enclosure—as the starting point for a discussion 
of the environmental dimension of the preservation project the 
Kelmscott Chaucer, with its complicated politics, represents. 

Immigration and Identity
Natalia Arbelaez, Ceramics Program, Office of the Arts at Harvard 
University

I was born in Miami, Florida, but shortly after my birth I 
immigrated to my mother’s country of Colombia, Medellin. 
I returned to the states at the age of four and assimilated 
quickly, learning English and forgetting Spanish within a month. 
Throughout my life, I have always questioned my identity and 
have felt a sense of loss. In creating work, I could fill that loss 
and I have been able to reconnect with my heritage. My work 
serves as a bridge to research my history and culture while 
aiming to preserve. I look to the history of Latin American and 
the Amerindian people; I work with how these identities are 
lost through conquest, migration, and time, gained through 
family, culture, exploration, and passed down through tradition 
and genetic memory. I use these influences to contribute to a 
contemporary dialogue while simultaneously continuing the 
work of my ancestors. There has been so much loss and stigma 
of these communities that it is important to me that my work 
celebrates and honors them. The body plays an essential role 
in my work as it has a memory to it and memory extends itself 
to my ideas of the body. In my process of referencing the body, 
I have forgone the use of an actual and specific body. Because 
of this, I can use the memory of my own body, the body of my 
family, and ancestors to extend my memories to places beyond 
the body. 

Climate Change and British Art
Historians of British Art
Andrea Haenggi, Environmental Performance Agency
Chair: Jongwoo Kim, Historians of British Art, Carnegie Mellon 
University
Discussant: Nadja Marcin

They say Britons obsess over the weather. Alexander Cozens, John 
Constable, and J. M. W. Turner certainly ruined any prospect of ever 
dislodging British visual legacy from meteorology. Yet, this centuries-
old visual history of grappling with humankind’s relationship with 
nature seems unprecedentedly urgent at a time when climate change 
denial has become a tremendous political force affecting national 
and local elections. In response to the current global environmental 
crisis, Britain’s 2005 Turner Prize winner Simon Starling rode an 
electric bicycle through the Spanish desert. His vehicle burned 
no fossil fuels and produced no smoke. Instead, the contraption 
collected water. With the water sourced from this punishing human 
labor, Starling made a watercolor of a cactus like a Regency botanist. 
Similarly, the Liberate Tate group’s protest performances against the 
oil giant BP’s corporate sponsorship of art institutions remind us that 
our historical consciousness must reflect recent developments in 
art-based environmental activism. Spurred by artists like Starling and 
works like License to Spill, 2010 (“a miniature oil spill at the Tate’s 
summer gala”), the Historians of British Art features papers that 
examine the relationship between climate change, sustainability, the 
Anthropocene, and British art on a global scale. Presentations on this 
panel draw on critical debates about art and the politics of ecology, 
representations of ecological vulnerability and resilience, and 
contemporary visuality responding to climate change and the global 
economy. “British Art” is broadly defined to include works by artists 
who actively engage in decolonization in the former British colonies.
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“Like a Hurricane”: John Everett Millais’ Ophelia (1852), Nadja 
Verena Marcin’s OPHELIA (2017–present), and the Hysteria of 
Nature
Kimberly Rhodes, Drew University

Hurricane Ophelia, whose effects were felt for almost two 
weeks in October 2017, is currently on record as both the 
easternmost Atlantic major hurricane and one of the worst 
storms to hit Ireland in fifty years. Media reports from the UK 
generated during and after the storm emphasize its novelty: 
the maelstrom’s unlikely trajectory from the Azores to the UK 
and the apocalyptic “red sun” phenomenon that occurred 
as it dragged tropical air and dust from the Sahara over 
the island, for example. After Ophelia had abated, Reindert 
Haarsma of the Royal Netherlands Meteorological Institute 
suggested that Europe would experience more destructive 
hurricanes like Ophelia in the future due to climate change. 
Thus, Hurricane Ophelia was characterized much like her 
“hysterical” Shakespearean namesake: out of control, 
extreme, and lethal. When viewed through a feminist lens, 
however, hysteria can be re-characterized as a form of 
resistance that speaks truth to patriarchal power through 
transgressive acts. Nadja Verena Marcin’s video sculpture 
and performance piece OPHELIA employs Millais’ eponymous 
Pre-Raphaelite painting, among other art historical, literary, 
and scientific references (including meteorological images 
of Hurricane Ophelia), to explore both the desire for 
climate change deniers to mute the implications of nature’s 
“hysterical” excess and the biosphere’s resistance to this 
silencing, and the continued abuse it fosters, through 
destructive events such as hurricanes. For this panel, 
Rhodes and Marcin present Marcin’s work (Marcin), historical 
commentary about Millais’ painting and its relationship to 
Marcin’s piece (Rhodes), and a dialogue that brings together 
these two perspectives. 

Coexistence in Contemporary Art
Chairs: Amanda Boetzkes, University of Guelph; Christine Ross, 
McGill University

This panel considers how forms of coexistence have become 
integral to artistic practice in the past decade. Whether the global 
refugee crisis, the unfolding of decolonization, the environmental 
coevolution between species, or the intensification of media that 
“cognize” without humans (Hayles, 2017), coexistence has become 
a privileged aesthetic terrain by which to address some of the major 
challenges of the 21st century. We might think of Ai Weiwei’s 2017 
documentary Human Flow, which charts the global movement of 
refugees alongside the proliferation of borders and walls. We might 
also think of the main exhibition theme The Parliament of Bodies at 
documenta 14, which gathered artworks that perform or interpellate 
agents in states of collective assembly and disassembly. Art’s 
concern for coexistence pursues epistemological and ontological 
differences, material affordance and recalcitrance, political 
deadlocks and economic collapse as sites of experiential opening. 
Does this signal the rise of alternative distributions of sense and 
knowledge, as Bruno Latour would have it? Or is the enactment of 
coexistence a gesture constituted by the very possibility (or even 
probability) of failure by virtue of the existing conditions into which 
it is performed, as per Judith Butler’s formulation? What are the 
terms by which the imperatives of coexistence anticipate or usher 
in the emergence of social forms and their perceptual orientations? 
Of particular interest to this panel is the question of emergent 

Lichen, Climate Change, and Ecological Aesthetics
Kate Flint, University of Southern California

When Donna Haraway, borrowing from recent biological 
scholarship, proclaims “We are all lichens now,” she 
speaks to the importance of symbiosis, codependence, 
interconnectedness—including lichen (and humanity’s) 
continual adaptation to changing climatic conditions. I propose 
to extend the implications of this by historicizing the power and 
aesthetic presence of Victorian lichen, especially in the work of 
John Everett Millais, John Brett, and John Ruskin. Associated 
with age and the picturesque; with tenaciousness, endurance, 
adaptability, and unexpected beauty; offering opportunity 
for close observation of the ordinary, lichen—as was 
recognized by the mid-19th century—also acted as a significant 
bellwether for climatic conditions. My current research puts 
Victorian art, writing, and practices of attentive looking in 
relation to contemporary artists working with ecology and 
environmental change, especially those who take up 19th-
century preoccupations in their materials, representations, and 
underlying themes. In this paper, I consider projects by fabric 
artist Elin Thomas, film maker Patrick Keiler (Robinson in Ruins, 
2010), installation artist Steve Gurysh (Projected Wetlands, 
2011), and the multimedia installation by Tom Hall, Drew 
Milne, and Barry Byford, Lichen Ohms Seriatim, 2015. Each 
of these makes us turn back to the implications of that lichen 
that appears, quietly and discreetly, in Victorian canvases—
on stones and tree trunks and old roofs and walls. More 
than a carefully observed natural phenomenon, it contains, 
unbeknown to itself, evidence of the slow violence (Rob Nixon’s 
term) already being performed by pollution on air quality, and 
on the climate itself. 

After the Flood: John Akomfrah’s Images of the Anthropocene
William Bourland, Georgetown University

John Akomfrah (b. Ghana, 1957) is a British artist who came 
to prominence in the 1980s as a founding member of the 
Black Audio Film Collective. The group’s work challenged 
hegemonic structures of race and nation and proposed 
new critical possibilities for cinema and sonic design. Over 
the past decade, Akomfrah’s independent work expanded 
these impulses further still, investigating a deep historical 
trajectory and a wide global ambit using a multichannel 
format. These films, such as Vertigo Sea (2015) and Purple 
(2017) build on Akomfrah’s longstanding interest in Empire 
and colonial expansion by turning explicitly to modernity’s 
acceleration of human impact on our shared ecosystem—from 
the commodification of other species to the contamination and 
destruction of habitats and, of course, climate change itself. 
Taken together, these carefully researched and aesthetically 
rich productions amount to a new way of visualizing the 
post-Holocene period of human predominance known 
as Anthropocene, or what Donna Haraway has called the 
Capitolocene: several centuries of movement, expansion, 
industrialization, and commodification that has yielded a 
shared present. But to inhabit this system is also to lose sight 
of it. This paper argues that Akomfrah’s films both draw on a 
deep art historical lineage—notably British landscape—and 
propose a mode of filmic genealogy that he simply calls 
“essays.” Such essays provide powerful new vantages from 
which a wider audience can see the Anthropocene anew. 
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Lee does not only take hospitality as a significant subject of 
his artworks; his works are themselves gestures of hospitality 
inviting us to imagine a way to live ethically and aesthetically 
with others. 

Ilusip Akiuunnera: Art’s Performance of Social Space in Post-
Home-Rule Greenland
David Norman, University of Copenhagen

Since Greenland’s turn toward a cultural politics of self-
determination in the 1970s, artists began to challenge the 
previously implied assumption that art must reflect society, 
rather than intervening in and challenging social relations as 
such. Artists who had exclusively practiced body art, painting, 
sculpture or photography began to ground their work in the 
language, iconography and daily rituals of Greenlandic social 
life. In the work of Jessie Kleemann, Isle Hessner, Julie Edel 
Hardenberg, and others, performance appears as not only a 
discrete artistic medium but a transdisciplinary scenario, a 
recalcitrant method for exposing the afterlife of a colonialism 
that has relied on fomenting gender, class, cultural and 
linguistic divisions, including within Greenland’s art milieu. 
Performance’s capacity to conflate individual and collective 
embodiment discloses how the artwork’s material form can 
reflect the immaterial dimensions of social abstraction that 
those forms simultaneously index and produce—and such a 
method enabled these artists to articulate the colonial power 
relations that have persisted even after the formal dissolution 
of the colonial era. In works confronting the relationship 
between body and land, language politics, and urban and 
aesthetic isolation, they assert art’s responsibility to intervene 
in its social milieu by turning the space between artist, artwork 
and viewer into a site of confrontation. In this paper I will 
discuss how these artworks highlight the varying degrees of 
proximity and distance that define Greenlandic social life in the 
post-Home Rule era, asserting that coexistence is impossible if 
conflict remains repressed. 

Capitalocene Coexistence
T. Demos, University of California, Santa Cruz

Coexistence proposes urgent challenges in the Capitalocene—
the present era of financially-driven runaway climate 
change—riven by growing socioeconomic divisions and 
global ecosystem breakdown: indeed, how can we discuss, 
imagine, represent, and practice living together when a mass 
species extinction event looms, when a handful of people 
have come to own as much wealth as that of the bottom 
half of the human population, when growing institutional 
racism and populist authoritarianism scapegoat migrants and 
support the expanding carceral state? Coexistence proposes 
liberal association, where quickly claimed solidarities and 
the rhetoric of connection cloak a “white [or male, or human] 
flight to innocence,” as critiqued in decolonial thinking. But 
might coexistence also be the necessary basis of emerging 
intersectionalist practices that acknowledge the deep, 
continuing divisions of past and present inequalities (between 
classes, races, ethnicities, and species), and yet demand 
solidarity nonetheless in this era of environmental emergency—
where environment is not limited to atmosphere or climate, but 
extends to the sociopolitical and economic realms as sites of 
complex entanglement? While countless artists have proposed 
experimental images, narratives, and worlds of coexistence, 
and while such acts can and are performed in innumerable 
ways in everyday life, this presentation will examine the 

aesthetics: as art becomes the site at which coexistence is thought, 
sensed and imagined, it generates unprecedented effective, 
perceptual, cognitive, and mediatic possibilities.

Harmony and Antagonism: Art at the Conjuncture of Social De/
Recomposition
Jaleh Mansoor, University of British Columbia

This paper revisits the way in which the anxiety of radical 
shifts in social composition stands at the very opening of 
Modernism, thereby suggesting aesthetics as a means by 
which to articulate epistemological and ontological transition in 
the otherwise inchoate and social field. It begins by addressing 
Seurat’s interest in theories of optics and chromatics, 
specifically his devotion to “the simultaneous contrast of color” 
by which to build a convincing totality through isolated and 
unmixed “dots” of paint, and concomitant devotion to leftist 
politics at a moment of accelerated proleterianization. In 
what he called his “toile de lutte,” painting became a medium 
through which coexistence mobilized painting as material 
scientistic-aesthetic investigation of what social theorists 
(Weber, Durkheim) called “atomization,” the possibility of 
harmony through opposition and antagonism. Paint, in other 
words, was tasked to imagine what Jacques Rancière would 
call new “partitions in the sensible.” Leaping across history 
in homage to Benjamin’s tigersrungen, this paper will then 
turn to Santiago Sierra’s practice, to re-situate the role of 
antagonism in rethinking social relations at a moment of 
seismic change in a rapidly globalizing world. Sierra locates a 
modality of antagonism to confront the social contradictions of 
coexistence, now in the medium of performance and often-
exploitative participatory art. Yet the logic of antagonism as 
a necessary part of coexistence free of external constraints 
remains as misrecognized as it had in Seurat’s time, the latter 
gaining recognition for both his aesthetics and politics in the 
aftermath of his life and practice. 

Hospitality and Cosmopolitanism in Lee Mingwei’s Art
Chu-Chiun Wei

Taiwanese-American artist Lee Mingwei’s works create small-
scale, private challenges that disrupt the participant’s daily 
routine with gestures of hospitality and kindness between 
strangers. They demonstrate an artistic strategy of globalism: 
a cosmopolitan gesture of hospitality. Lee’s art of hospitality 
first stemmed from his sense of alienation and displacement, 
sentiments that are typical in contemporary life. In his 
participatory works, he creates inter-subjective situations 
where the possible-impossible aporia between unconditional 
and conditional hospitality, as discussed by Jacques Derrida, 
is imaginable and experienced. Through the tension of 
this aporia, differences between two subjects, usually two 
strangers, are negotiated. Lee’s works are not confrontational 
jolting spectators and participants into re-thinking the 
inequality existing, yet normalized or masked over, in human 
relations; neither are they utopian aiming at devising solutions 
to improve the society through collaboration. Instead, they 
function like intimate gifts that inspire us to be generous, warm 
and welcoming despite the difference among us. It may be 
naïve, but generosity and hospitality might just be what needs 
to be elicited from us in the rising contemporary culture of 
xenophobia that we find ourselves in. Lee’s participatory works 
enable us to encounter alterity embodied by the stranger and 
to imagine ourselves as open to change that has yet to come. 
The question of hospitality involves both ethics and aesthetics. 
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Collections, in ways that were unimagined before the digital 
turn. During the pilot year, we worked with 15 artists from 
RedLine Milwaukee Community Art Studio and the Peck 
School of the Arts at UW-Milwaukee to do just that. The project 
culminated in the summer of 2018 with an exhibit, installed 
and hosted at the Villa Terrace Decorative Arts Museum, a 
historic home transformed into an exhibition and preservation 
space made possible through public and private resources. The 
exhibition makes the work the artists created for the project 
available to the general public and provides an opportunity 
to showcase our own institution’s archival, special, and 
digital collections alongside the works they inspired. A series 
of interviews with the artists, documented on the website, 
public talks with artists and curators, and a forthcoming digital 
catalog meant for use as resource for curriculum development 
emphasizing the essential cooperation and interaction of these 
institutions for the benefit of collaborative learning, research, 
and creative practice in the classroom and in the public sphere. 
Moreover, our desire is to use the project and documentation 
as a teaching tool in which artists and their processes are laid 
bare, highlighting for discussion the nature of archival objects 
as media objects, primary sources, and historical documents. 

Art in Spatial Context: Integrating GIS Projects into Art History
Polly Hoover, Wright College, City Colleges of Chicago

Geospatial narratives have become a new frontier for research 
and teaching in art history and film (See Bodenhamer, 
Corrigan, Harris [2010], Gregory & Geddes [2014], Bodenhamer, 
Corrigan, Harris [2015], Travis [2015], Terpstra & Rose [2016]); 
GIS (geographic information system) data allows us new 
ways to think about art in historical and spatial context. 
Moreover, while these narratives address the digital turn in 
humanities and encourage a broader reading of the field, 
integrating GIS into the curriculum also allows students 
more agency in the production of knowledge in creative and 
critical ways. This presentation discusses the pedagogical 
challenges and rewards of integrating GIS into art history and 
film assignments. In particular, I focus on two projects for 
community college students that integrated geospatial data 
and analysis into the curriculum for an art history survey course 
and a film appreciation course. One project, for the art history 
survey course, students were asked to collect geospatial and 
historical data on religious architecture in their community, 
analyze it using longitudinal demographic data, and produce 
StoryMaps, which illustrate the changing neighborhoods 
and context of the architecture. The second project, for an 
introduction to film appreciation, asked students to collect 
data on the representations of Chicago in film and television 
from a range of periods (including data on recent film permits 
for shooting projects), analyze that data for the changing 
representation of the city, and produce StoryMaps, which 
illustrate the image of Chicago in popular media. 

Publishing Culture: Lessons from a Collaborative Practicum
Paul Jaskunas, Maryland Institute College of Art

For the past two years, the Maryland Institute College of Art 
has sponsored the publication of an art and design journal 
produced annually through a practicum for graduate and 
undergraduate students. Publishing Culture, a three-credit 
course jointly led by faculty from MICA’s graphic design and 
humanities departments, engages students in the design, 
editing, production, and launch of Full Bleed in collaboration 
with professional writers and artists from around the world. The 

Zad in Notre-Dame-des-Lande, France—a collective and 
determined struggle “against the airport and its world”—where 
the ambition to invent forms of emancipatory living together 
comprises multispecies and economic justice and radical 
equality, and where that ambition has resulted in an expanded 
field merging ethics and aesthetics. 

Collaborations in and out of the Classroom:  
New Ideas and Interdisciplinary Approaches 
Community College Professors of Art and Art History 
Chair: Susan Altman, Middlesex County College

In both studio and art history classrooms, faculty have reached out 
beyond their disciplines to work on innovative collaborations that 
expand traditional pedagogy. Collaborations occur among related 
or unrelated studio disciplines, between art history and the studio, 
with disciplines outside the arts, and with industry, educational 
institutions, the public, galleries and museums. The most fruitful 
collaborations go far beyond group work for assignments. What 
new ideas can we bring to collaborative learning? How can our 
collaborations make for better students? What new ways can we 
engage students in the 21st century? In what unique collaborations 
are you involved with at your institution? This session brings 
together panelists to share “best practices” and present innovative 
ideas for collaborations that support student learning in both art 
history and studio courses. The panel sponsored by the Community 
College Professors of Art and Art History but includes unique 
collaborative projects from both two- and four-year institutions.

Curating an Audience
Dianne Pappas, Northern Essex Community College

Why collaborate? Because we can. And so began a crash 
course in curating an exhibition between five Northern 
Essex Community College (NECC) studio art majors and the 
Bowdoin College Museum of Art (BCMA). Knowledge of art 
history with field trips to museums has been foundational to 
studio art study; now it is increasingly difficult to convince 
students to interact with art. Students have perceptions about 
what is necessary to learn, and are often uncomfortable 
in museums and galleries. Accountability, exposure, and 
cultural accessibility were the collaborators shared goals 
in three planned visits to Bowdoin during a semester. The 
students would observe and experience the inner workings 
of the museum, with the unique opportunity to curate a 
mini-exhibition using objects from the collection. During the 
first brainstorm, one of BCMA’s curators asked the students, 
“What do people enjoy seeing in a museum? Do they know 
what they enjoy?” This seemingly straightforward question 
engendered connection between the students and curators, 
challenging them to develop a point of view, while at the same 
time defining their role in the curating process. Throughout 
this program each participant, students and instructors alike, 
took on a multitude of roles—most importantly that of the 
“audience.” The collaboration was an unusual and invaluable 
co-curricular exercise that we as faculty seldom get to offer. 

Look Here! Artists Transforming the Archives
Marc Tasman, University of Wisconsin-Milwaukee

Look Here! is a pilot project initiated by the University of 
Wisconsin-Milwaukee Libraries that asked artists to “create 
projects that reimagine, transform, and engage with the 
objects” in the libraries’ collections, especially our Digital 
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establishing a real-time, real-world learning environment 
for students across disciplines. Two collaborative product 
developments, conceived by Visual Communication students, 
have been completed to date, including: an “Illuminated 
Umbrella” with a transparent plastic shell sequined with 
200 LED lights, illuminates when opened; and a compact 
“Backpacking Light” that provides 30 minutes of battery-
free illumination for any outdoor environment. Each Visual 
Communication student was tasked with naming the product 
and developing a unique visual identity and branding 
campaign based on the perceived purpose and demographic 
of the product, while the physical product was engineered 
and created by the Engineering students. This collaborative, 
interdisciplinary approach to project-based learning ensured 
that the creative process was experiential—principles and skills 
were employed first-hand with a primary emphasis on learning 
by doing, including trial and error. Collaborative critiques 
and critical analyses of the work facilitated final results that 
were more thoroughly developed and professional for both 
disciplines when compared to those of traditional discipline-
specific projects. Students learned an array of vital hard and 
soft skills while adding a unique cross disciplinary collaborative 
experience to their education, making them better equipped 
for future classroom success and employment opportunities. 

Collecting Culture from WWII to the 1960s

Peggy Guggenheim during World War II: Preserving a Generation 
of Art
Meghan Ruyle, Illinois College

The Jewish-American art collector Marguerite “Peggy” 
Guggenheim, self-appointed “Midwife to Modern Art,” 
collected many modern artworks of her time that are now 
considered foundational to the mid-19th-century avant-garde 
art movement. With scant art historical training, Guggenheim 
managed to amass artworks produced by leading Romanian 
sculptor Constantin Brâncuși and German painter Max Ernst, 
among others. Within the milieu of modern art-historical 
academia, Brâncuși’s Bird in Space (L’Oiseau dans l’espace, 
1932–1940) is revered for dismantling the formalism of 
sculpture, and Ernst’s Dada and Surrealist artworks are 
invariably perceived as besieging the conventions and 
traditions of painting prior to the mid-19th century. With 
scant deviation, Guggenheim’s role in making these artworks 
canonical in modern art-historical academia is frequently 
disregarded. This paper directs attention to the duration of 
time Guggenheim spent in Nazi-occupied France during World 
War II, when she unyieldingly committed herself to saving many 
acclaimed modern artworks and artists from the perils of war. 
With Joseph Goebbels’ Reichskulturkammer and the refusal by 
European art museums to accommodate for modern artworks 
in their archival treasuries, Guggenheim singlehandedly 
assigned herself to salvaging what we know today as modern 
art. Without Guggenheim’s zealous commitment to this task, 
modern artworks like the Bird in Space and artists like Ernst 
may have disappeared into obscurity. The aforementioned 
circumstance necessitates the question, “Would modern art be 
what it is today if not for Guggenheim’s selfless intervention 
during World War II?” In turn, this paper explores the many 
ripples caused by Guggenheim and her revolutionary actions. 

course has attracted students from multiple disciplines within 
the college: graphic design, illustration, photography, painting, 
and sculpture, among others. Through developing this course 
and launching the journal, we have experienced the benefits 
and challenges inherent in collaborative, project-centered 
learning. In addition to describing Publishing Culture, the talk 
will identify two salient difficulties involved in such curricular 
endeavors: the distribution of influence within the studio-
classroom, and the scarcity of time and resources. I argue that 
genuine collaborative learning requires that faculty cede much 
of their traditional authority to students, granting them greater 
autonomy and direct influence on final outcomes. At the same 
time, faculty who model collaboration in their teaching must 
establish the structures that allow students to learn from more 
experienced collaborators and thus produce outstanding work. 
Additionally, I discuss how Full Bleed faculty have coped with 
the limits of the semester-length course and what such projects 
demand of students, faculty, and administrators to ensure 
student success. The talk is informed primarily by experience 
leading Full Bleed in its first two iterations. 

From Classroom to Museums in FLUX: A Teacher-Student 
Collaborative Work for Venice and Istanbul
Jeffrey Baykal Rollins, Independent Artist

In 2011 artist/educator Jeffrey Baykal-Rollins proposed to 
his 20 Turkish students that they collaborate on a research-
based site-specific performance celebrating the vibrant 
relationship between the two sister-cities of Venice and 
Istanbul. They called their project FLUX. By 2013 FLUX 
had snowballed into an extensive and well-funded project 
partnered with four museums, three academic institutions, 
numerous professionals, and performed separately in two 
countries. FLUX serves as unique case study of effective 
student-teacher collaboration, offering a variety of strategies 
for working with students on museum-quality works of visual 
and performance art. From beginning to end the students were 
involved in every aspect of the project; the result of two years 
of collective research and engagement in a series of exercises 
where students produced hundreds of pages of visual and 
written material used in the two-part performance. Likewise, the 
choreography created in workshops by New York performance 
artist Ernesto Pujol in the tradition of Tanztheater, was built 
entirely from gestures the students observed and collected from 
urban spaces in Venice and Istanbul. Ultimately, FLUX served as 
a valuable opportunity for students to engage and learn through 
a sustained meditation upon their place in a city’s lingering past 
and pending future, and as a wave of demonstrations and civil 
unrest swept across Turkey in 2013 embroiling the country and 
the students themselves, FLUX became a real-time laboratory for 
art as social practice, and for students to actively participate in 
their culture as visual citizens. 

Progressive Pedagogy: An Interdisciplinary Approach to 
Collaborative Design
Darren McManus, Raritan Valley Community College; Peter Stupak, 
Raritan Valley Community College

A collaborative interdisciplinary teaching methodology has 
been developed and successfully implemented at Raritan 
Valley Community College where students from the Visual 
Communication and Engineering programs work together 
throughout the semester to create interrelated projects under 
authentic industry conditions. This educational experience 
is replicable and moves beyond traditional pedagogy by 
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Coloring Print: Reproducing Race Through Material, 
Process, and Language
Association of Print Scholars
Chair: Christina Michelon, University of Minnesota Twin Cities

This panel seeks to investigate the racialized dimensions of print 
and printmaking. The medium has played a central role in the 
ideological founding of “race” and its hierarchies through visual 
representation. However, print’s materials, processes, and the 
language we use to describe them interface with conceptions 
of race in ways that require further study. For example, the term 
“stereotype” originated in the printing trade but has since evolved 
to mean an oversimplified general idea, often with pejorative 
racial connotations; the invention of chromolithography in the 19th 
century offered a more nuanced way of representing skin tones but 
simultaneously enabled the increased circulation of racist imagery; 
the rabid appreciation and collection of Japanese prints in the West 
altered artistic production globally while idealizing Eastern cultures; 
anthropological sketches and watercolor studies of native peoples 
were routinely translated to print, widely reproduced, and used as 
tools of imperialism and colonialism. Contemporary artists have 
responded to these historical issues: for instance, Glenn Ligon used 
the trope of a fugitive slave ad in his Runaways series (1993). With 
presentations related to these and other case studies, this session 
will consider how print and its study has implicitly upheld, revised, 
or challenged social constructions of race (including whiteness). 
This panel is geographically and chronologically open and will 
put mass images, fine prints, and bibliography from all periods in 
conversation to understand the medium’s material relationship to 
race on a global, transhistorical scale.

The White Native Body in Asia: Woodcut Engraving and the 
Creation of Ainu Stereotypes
Christina Spiker, St. Olaf College, St. Catherine University

The indigenous Ainu of northern Japan fascinated travelers 
as they searched for an “authentic” native experience in 
the unexplored Japanese frontier. Idealized as a white 
race stranded in the North Pacific, writers, artists, and 
anthropologists not only textually described Ainu manners 
and customs but also reproduced countless photographs and 
illustrations, which would come to define Ainu culture in the 
Euro-American visual imaginary. Since works depicting the 
Ainu tended to be overly reliant on readily available woodcut 
engravings based on photographs from the tourist trade, a 
small body of images came to stand in for the whole of Ainu 
experience and culture in the eyes of European and American 
readers in the late 19th and early 20th century. Eventually, 
even Ainu producers of image and text would have no choice 
but to engage with these dominant representations. This paper 
examines popular printmaking and Ainu representation as a 
complex, multi-media endeavor. I investigate links between 
original albumen prints, such as those by Baron Raimund von 
Stillfried (1839–1911), their reproduction, and their eventual 
translation into the medium of woodcut engraving and 
lithography. Understanding the gradual development of optical 
consistency from photographs to the printed illustrations 
based on them can better illuminate the calcification of Ainu 
stereotypes abroad and the flourishing debate over Ainu 
whiteness in the late 19th and early 20th centuries. 

MoMA and the Modern Brand
Sandra Zalman, University of Houston

In 1959, the Museum of Modern Art sued socialite Huntington 
Hartford to prevent him from using the words “modern art” 
in naming the new museum he was building in Manhattan. 
Claiming that Hartford’s Gallery of Modern Art would “dilute 
[its] distinctive quality,” MoMA’s lawsuit raised the question: 
who defines modern art? Hartford designed his museum to 
challenge but nonetheless co-mingle with MoMA’s cultural 
cachet, a point underscored by his museum’s name, as well 
as his purposeful selection of its architect, Edward Durell 
Stone, who had codesigned MoMA’s 1939 building. When 
MoMA chose to litigate the idea of modern art in 1959, the 
museum was defending its work, while admitting its insecurity 
in forging the narrative of modern art for public consumption. 
Meanwhile, MoMA commissioned Philip Johnson to design 
an expansion unveiled in 1964, coinciding with the opening 
of Hartford’s museum. With newly dedicated spaces for 
design, photography, painting, and sculpture, the expanded 
space finally allowed MoMA to install is permanent collection 
extensively, thereby articulating a unified brand of modern 
art for the first time in its 35-year history. The timing of the 
renovation was critical; the enhanced display of MoMA’s 
collections offered the opportunity to concretize the history 
of modern art, giving the past definitive form. I argue that 
Hartford’s museum put pressure on MoMA to articulate its 
institutional identity, marking MoMA’s 1964 expansion as a 
key moment for the museum and for modern art; it was the 
moment when modern art ceased being contemporary and 
became modern. 

Diorama Nation: Glass, Vision, and Patriotism in the Hall of North 
American Mammals
Kimiko Matsumura

The Hall of North American Mammals in the American Museum 
of Natural History opened before it was finished. Only ten 
of the niches contained fully realized habitat groups, posing 
taxidermied specimens against illusionistically painted 
backdrops behind glass fronts, but the hall’s 1942 debut 
must have nevertheless presented a welcome diversion for 
the New York public during America’s first year in World War 
II. This premature inauguration, however, also suggests that 
the displays met the country’s wartime ideological needs and 
demands critical consideration. While the habitat groups’ 
relationships to masculinity and authority have been well 
established, little has been said about the displays’ significant 
wartime context or the ways in which the installations’ 
materiality influenced their consumption. This paper 
addresses these issues through a sustained visual analysis 
of the Hall of North American Mammals and considers the 
bodily relationships the habitat groups engender. Engaging 
with Jonathan Crary’s arguments about the shift in visual 
practices in the 19th century and Allison Griffiths’ reading 
of the dioramas as proto-cinematic devices, I argue that 
the dioramas’ glass panel acts as a screen upon which to 
focus distracted vision, but I also suggest that these exhibits 
positioned visual acuity as a patriotic responsibility. Treating 
the dioramas as a type of American landscape painting, I 
demonstrate how these depictions of nature tie the morality of 
the contemporary war effort to the rhetoric of Manifest Destiny, 
ultimately revealing how the dioramas disciplined attention 
in service of American exceptionalist narratives and shaped 
American habits of viewing at midcentury. 
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chromolithography in the firm’s 1888 publication of a costume 
history, Le Costume Historique. To produce this extensive, 
colorful tome on costume across the world and through the 
ages, Firmin Didot employed the writer Auguste Racinet. For 
this task, Racinet acknowledged the “caprice of fashion”—and 
thus the difficulty of its capture—but he also provided his and 
the artists’ antidote of “scrupulous fidelity” to the original 
materials they consulted to render them as “ethnographic 
documents.” The illustrations for the section on India, he noted 
were based on “very old” original works of art taken from 
collections of Persian and Mughal paintings that were owned 
by Ambroise Firmin Didot and used by his publishing house. I 
will align four of these Firmin Didot albums of Indian paintings 
with Racinet’s presentation in the Firmin Didot publication to 
examine how they trafficked in stereotype, fidelity, painting 
and print technologies, and also in imagination. 

Combining Intercultural and Intermedial Studies

Understanding Visual Works of Art from an Ecological, 
Cognitively Embodied Approach
LeGrace Benson, Journal of Haitian Studies

Ecologically based theories of James J. Gibson in the 
1970s proposed a unitary visual perception, whether of the 
environment or of works of art. This approach fundamentally 
contrasted with traditional Western approaches based upon 
notions of a dual “body” and “mind.” Research in perception 
and cognition continuing into the present and converging 
with neurological research, has corroborated and elaborated 
upon much of Gibson’s work including his frequently held 
discussions with art historians and theorists Sir Ernst Gombrich 
and Rudolf Arnheim, in seminars at Cornell University and 
exchanges in Leonardo, a journal of art and sciences. Together 
the initial proposals and continuing researches and discussions 
lay a foundation for an approach to the study of the visual arts 
understood as performance and production by an integrated, 
embodied human consciousness seamlessly continuous with 
physiology. This paper presents the case for an approach to 
understanding the visual arts based upon this current state of 
knowledge of human thought and action as active ecologically 
in, upon and with the environment. Examples used are taken 
primarily from Haitian art and secondarily from that of other 
environments. 

The Weary Silhouette Blues: Intermediality and Transculturality 
in the Visual Rhetoric of the Harlem Renaissance
Frank Mehring, Radboud University

In recent years, scholars in cultural studies, media studies, 
literary studies, history, and anthropology have increasingly 
turned to music to bring into perspective issues that are at the 
heart of current debates on intermediality and transculturality. 
Music represents a paradigmatic medium in crossing 
boundaries, be it aesthetically, geographically, politically, or 
ideologically. How can we utilize these special features of 
music to better understand developments in modernist art? I 
argue that music lends itself perfectly well to asking questions 
regarding the impact of migration on ethnic identity formation, 
border-crossings, contact zones, and the emergence of new 
visual styles. Langston Hughes’ famous poem “The Weary 
Blues” (1925) functioned as a reference for visual artists from 
central Europe, Mexico and North America to translate the 
musical leitmotifs of racial self-recognition of “the new negro” 

Sites of Contest and Commemoration: The Printed Life of Richard 
Allen, America’s Early Race Leader
Melanee Harvey, Howard University

Throughout the 19th century, churches and publishing houses 
distributed numerous printed portraits of Richard Allen (1760–
1831), founder of the African Methodist Episcopal denomination 
(AME) and symbol of African-American opportunity, pride, and 
hope. This presentation emphasizes how the mass circulation 
and display of Allen’s portrait engravings and lithographs 
decisively visualized a narrative of classical black nationalism. 
Historian Wilson J. Moses defines classical black nationalism 
as as “an ideological basis for [African-American] national 
culture,” prevalent throughout the 19th century. Negotiating 
the aesthetics of scientific racism, AME communities’ and 
publishers’ articulations of Allen’s identity represented 
desires about his blackness. The denomination’s selection 
of two prints—Reverend John Burley’s Bishops of the AME 
Church (1876) and John Sartain’s Portrait of Bishop Richard 
Allen (1891)—counteracted previous and contemporaneous 
portraits of Allen as a racial type in popular culture. As a result, 
the printed life of Richard Allen, America’s early race leader, 
functioned as a site of contest and commemoration. This 
presentation contextualizes the stakes involved in the selective 
use and conflicting representations of Bishop Richard Allen. 

Red Ink: Ethnographic Prints and the Colonization of Dakota 
Homelands
Annika Johnson, University of Pittsburgh

This paper examines the physical and conceptual processes 
of depicting Indigenous art objects in ethnographic prints and 
their connection to the colonization of Indigenous homelands 
in the 19th century. It does so through an in-depth exploration 
of a chromolithograph that depicts several Dakota tobacco 
pipes carved from pipestone. This numinous stone is notable 
for its blood-red color that represents Dakota lands and 
bodies, literally and metaphorically. Printed entirely in red, 
the lithograph insists on pipestone’s culturally significant 
materiality. To investigate this connection, the paper traces 
the lives of the objects represented; the US Department of 
War’s collection of the tobacco pipes in the 1820s and 1840s 
coincided with the active expropriation of Dakota homeland 
in the Upper Midwest. The print portrays the pipes much 
like visual surveys of Indigenous lands employed by the 
government to strategize and legitimize their land claims. The 
print’s designer, Seth Eastman, also invented a visual system 
of symbols to document Indigenous knowledge of the region’s 
resources that he published in a treatise on topographical 
illustration. These topographical prints greatly informed 
his simultaneous ethnographic representations of Dakota 
people and their art. In conclusion, I will briefly explore how 
contemporary Native artists employ ethnographic printmaking 
in their practice to challenge the histories of colonization. 

A Franco-Indian Album: Firmin Didot’s Indian Paintings and  
Le Costume Historique’s Chromolithography (1888)
Holly Shaffer, Brown University

The Parisian publishing house, Firmin Didot, transformed the 
print technique of “stereotype”—to reproduce by molded 
plate—into an industry for mass production. The firm enabled 
the verb stereotype to become an adjective: an image 
that always comes in the same frozen form or gesture. 
In this talk, I examine the two-fold technical and cultural 
nature of stereotype, but through the later technology of 
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Images from the Scurlock legacy were acquired by at least 
four Smithsonian museums, and a major exhibition and book 
in 2008 presented the Scurlock collection and initiated a new 
dialogue about race in America. Robert Scurlock claimed that 
during his childhood he was comfortable in his segregated 
community and virtually unaware of the realities of racism, but 
he and his brother George observed its consequences when 
the 1968 riots devastated the Shaw community. Washington 
museums and curators, including the National Gallery of Art, 
have played important roles in both popularizing Scurlock 
photographs, including portraiture and urban documentary, 
and analyzing their historical evidence and visual and social 
significance. 

Commemorating the Deceased, Celebrating the 
Living: Monumental Funerary Architecture in the 
World of Islam
Chair: Onur Ozturk, Columbia College Chicago
Discussant: Conor Moynihan, University at Buffalo

It is extremely clear that Prophet Muhammad was particularly 
concerned with his tomb becoming a shrine of Islam. He was 
clearly against the commemoration of the dead with elaborate 
structures and had insisted that he be buried directly in the earth 
with only a simple winding sheet (kafan). The rapid expansion 
of the Islamic faith into regions with many historical buildings 
dedicated to the deceased and the embracement of the religion 
by various groups with strong funerary traditions, however, 
resulted as the construction of numerous funerary monuments. 
Abbasids, Samanids, Mongols, Seljuks, Mughals, Ottomans and 
others embraced monumentality particularly for the tombs of ruling 
family members and well-respected spiritual leaders, and adopted 
the custom of visiting the graves to venerate the memory of the 
deceased. In many cases, strong social, cultural, historical, and 
political motivations were in play especially since honorification of 
the dead usually shaped the future of the ruling family. Designed 
as the final resting places of leading political and religious 
leaders, such structures also served as the dynastic monuments 
emphasizing the continuity of the state and the legitimacy of the 
rulership. This session addresses the complex nature of funerary 
monuments in the world of Islam with detailed discussions of 
their cultural, social, historical, and political contexts, patronage 
structures and perceptions of viewers.

Living Memory of Ottoman Martyrs in Nicosia, Cyprus 
Suna Guven, Middle East Technical University

Before they fell in the siege of Nicosia, little did Ottoman 
warriors know that they would impart a lasting presence 
in the fabric of the old town that still continues more than 
four centuries later. They were not only instrumental in the 
conquest of the city which paved the way for Ottoman power 
in this far corner of the eastern Mediterranean but also 
became veritable tokens of identity, manifesting the continuity 
of Ottomans via their tombs. Located in various parts of the 
narrow, winding streets, some are now incorporated within 
niches in houses, while others project from the bastions of 
the Venetian fortifications of Nicosia. Conceived as a bulwark 
against Ottoman advances, the walls had been designed by 
the Venetian military engineer Giulio Savorgnano according 
to novel military and city planning principles. Having a stellar 
configuration derived from a perfect circle, 11 equally spaced 
pentagonal bastions projected from the circumference. This 

into intermedial narratives. I show that the visual rhetoric of 
the Harlem Renaissance is defined by the complex and largely 
unexplored ways in which the 18th-century art of the silhouette 
was transformed into a sonic cipher whose impact has strong 
repercussions in contemporary art, advertisement, film, and 
game design. Turning to drawings, cartoons, and book covers 
of the German-American immigrant Winold Reiss, the Mexican 
caricaturist Miguel Covarrubias, and the African-American 
painters Aaron Douglas and Romare Bearden, I trace the 
function of music in modernist intermediary transgressions of 
the visual Harlem Renaissance. 

Functional Integration in the Arts: Intercultural Art Historical 
Practices by Karl With
Marie Yasunaga, University of Amsterdam

In 1932, a German-American art scholar Karl With (1891–1980) 
first presented his art-historical and museological concept 
of functionalism in the installation of Cologne Kunstgewerbe 
Museum. Although it was demolished soon after its partial 
opening by the NSDAP, it inspired many of the contemporary 
museum directors and art critics, including Herbert Read. 
Based on his on-site study of Buddhist art in Asia and 
methodological integration of Vienna School’s style analysis 
with the functionalism of anthropology, With’s functionalism 
challenges to demonstrate a new criterion to appreciate 
both cultural identity and diversity, taking all kinds of art 
objects from different backgrounds equally. It was realized 
in the form of installation again in 1940 at the Pasadena Art 
Institute, California, where he juxtaposed arts and crafts from 
various cultures from past and present together based on his 
comparative and cross-cultural insights. This transcultural 
approach gave his foundation for a new interdisciplinary 
education program “Integrated Arts” at UCLA, where experts 
taught not only plastic but also folk and performative 
art. Through examining his installations and educational 
materials as well as his writings, this presentation explores 
the development and complexity of concepts of intercultural 
discourse in his functionalism from its inception during his 
encounter with Japanese art, through its anachronistic 
expansion of art historical framework, to the humanitarian 
concept of art as universal phenomena addressed in his last 
unpublished manuscript Functional Integration in the Arts, 
which relativized the notion of art in the Western context and 
criticized the monoculturalistic view of modernist art history. 

Museums and the Scurlock Studio: Rediscovering Black 
Washington and Black Photographers
David Haberstich

The Scurlock Studio of Washington, DC, photographed the 
middle-class black enclave around Howard University from 
1911 to 1994. The founder, Addison Scurlock, was as renowned 
for his pictorialist portraits of women as for images of African 
American luminaries such as W.E.B. DuBois. He and his sons 
supplemented their portrait business by documenting Howard 
activities and the vibrant life of the Shaw area of Washington. 
Robert Scurlock was a tireless promoter of his father’s work, 
and, sensing in the aftermath of the Civil Rights struggle that 
the time was right for a fuller appreciation of African-American 
history, sought to present Scurlock photographs in exhibitions 
and books. Although a National Portrait Gallery director 
dismissed an exhibition proposal because the subjects of 
Scurlock photographs were not “famous enough,” a Corcoran 
Gallery of Art curator produced an important exhibition instead. 
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funerary architecture. This talk will engage the repercussions 
of al-Hallaj’s legacy as a religious exemplar and martyr upon 
Islamic vernacular and ceremonial spaces as temporary forms of 
funerary and commemorative design. 

The Politics of Female Commemoration in Medieval Kayseri: the 
Tomb of Suli Pasa
Onur Ozturk, Columbia College Chicago

Located in central Asia Minor (modern Turkey) and commonly 
known as an industrial town, the city of Kayseri includes 
some of the best-preserved unique tombs (usually referred 
as kümbets) of pre-Ottoman Era Turkish Architecture (c. 
1200–1400 CE). These structures were not simply built to 
honor the dead. In many cases, strong social, cultural, historical, 
and political motivations were in play especially since the 
honorification of the dead usually shaped the future of the 
patron family. Approximately one-third of these monuments 
remaining today commemorate women, particularly female elite. 
This ratio is significantly higher than many other urban centers 
of the region especially other prominent cities such as Konya 
or Sivas. One of these monuments dedicated to a woman is 
the tomb of Suli Pasa. Positioned on a hilltop within a two-story 
building, the kümbet was built by Emir Eretna Alaeddin (1336–
1352) in 1339 as a tomb for his first wife Suli Pasa. Through a 
careful investigation of primary sources, recent scholarship, and 
architectural details, this paper argues that the Tomb of Suli Pasa 
in Kayseri was part of a carefully orchestrated effort by Eretna 
Bey to strengthen the urban presence of his emerging kingdom 
in a period of instability and uncertainty. 

Communist Kitsch
Chairs: Adair Rounthwaite; Milena Tomic, OCAD University

The communist world acts as a key prop in Clement Greenberg’s 
classic 1939 definition of kitsch, in the form of the kitsch-loving 
“Russian peasant” and the totalitarian government that debases 
culture to the level of the masses. Since that dismissal, more 
nuanced perspectives on the status of kitsch under communism 
emerged in the Former East. Czech-born Milan Kundera’s 1982 
novel The Unbearable Lightness of Being involves a central 
character at war against the kitsch of Czechoslovak communist 
culture, a kitsch which Kundera links to the denial of doubt, irony, 
and death. Serbian art historian Miško Šuvaković identifies kitsch 
as a critical tactic in alternatives to Western postmodern art from 
Central Europe and the Balkans. For Šuvakovic, kitsch in that 
region alternately expressed hope for a transcendent leap between 
the everyday and the singularity of art and diagnosed the limit of 
politics as such. Chinese art historian and critic Gao Minglu allies the 
term “double kitsch” to Chinese contemporary art that stages Pop-
like collisions of global consumerist icons and central figures from 
communist propaganda. This session features papers on histories 
and theories of kitsch in all communist and formerly communist 
contexts. Presentations attempt to: probe kitsch’s problematization 
of the boundaries between criticality and complacency; explore 
the reception and use of kitsch found in contexts where mass 
production was decoupled from capitalist accumulation; and make 
fresh connections between kitsch and extant narratives of modern 
and postmodern art.

applied prototype of Renaissance military architecture could 
not withstand the Ottoman onslaught and the city fell in the 
wake of a siege in 1570. Ottomans climbed the walls, raising 
the first flag on the Constanza bastion. Advance in the city 
was followed by ferocious man to man fighting in the streets. 
The juxtaposition of the almost invisible monumentality of the 
Venetian walls and the conspicuous materiality of the Ottoman 
tombs where the warriors fell within the walls constitute a 
spatial narrative worthy of exploration which is the focus of this 
presentation. 

Shah Balawal’s Tomb and its Adjacent Baradari: Socio Political 
Role in the History and Cultural Life of Lahore
Kanwal Khalid, Foreman Christian College University/ Govt. College 
for Women Gulberg

South Asia is the region of tombs. Many were constructed 
over the centuries. One such tomb is of a saint, Shah Balawal, 
which was made during Shahajahan’s period (1628–1658) 
along with a garden that had Baradari in Lahore. This venue 
became a stage for many historical/socio/political dramas 
that unfolded in the later centuries specially during the Sikh 
period. Maharaja Ranjit Singh used it as a leisure garden but 
the tomb was respected by the people of all the religions and 
yearly fair was held here till the day local river threatened its 
existence and the body of the Muslim saint was ordered to be 
removed by the Sikh ruler and reburied at a nearby garden of a 
Hindu minister. A few years later the brutal murder of Maharaja 
Sher Singh took place in the same vicinity that ended the Sikh 
Raj in Punjab. Centuries later this location was plundered by 
the local Muslim radicals, leaving it in shabby condition. The 
tomb is recently renovated but many of its salient features 
are destroyed including the Samadhis of Sikh nobility. Current 
research is focused on the tomb and the role it played in the 
sociopolitical scenario of the city over the centuries. It was 
being respected, used and abused by the rulers and masses. 
Paper consists of images covering three hundred years’ history 
along with a brief documentary to portray its past and present 
condition. It will also expound the role tombs play in the social 
life of South Asians. 

The Dar of al-Hallaj: Ceremonial Commemoration of a Martyr 
Mystic
Angela Andersen, Centre for Studies in Religion and Society, 
University of Victoria

Sufi Al-Husayn ibn Mansur al-Hallaj (857–922) was convicted 
and executed by the Abbasids for unorthodox writings about 
pilgrimage enactment at home as a replacement for the Hajj 
journey, as recorded in his personal notebooks. Al-Hallaj’s body 
was dismembered so that he could not be properly entombed, 
thereby deterring his followers from congregating at the site of 
his martyrdom in Baghdad. In spite of, or perhaps because of 
this lack of a monument, members of Bektashi Sufi and Alevi 
lineages began to designate the centre of their ritual spaces for 
the commemoration of his martyrdom during a portion of their 
cem ceremonies. Based on the texts of ceremonial guidebooks 
known as the Buyruks, this has been the case since at least 
the 16th century, although several marginal Sufi orders may 
have liturgically visualized his martyrdom during the preceding 
centuries. Like the Abbasid clerics, the field of Islamic art history 
has struggled to make a place for such ostensible “heterodoxies” 
and their quotidian architectural manifestations. It is imperative 
that we examine the paradigms of monumentality to create 
a richer and more complete image of the meaning of Islamic 
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Bizarre Comparison’: A Prehistory of Kitsch in 20th Century 
China
Jennifer Lee, School of the Art Institute of Chicago

A political cartoon from the 1950s offers, even to present-day 
eyes, devastating commentary on the state of the postwar 
art world: An American military officer gazes on a Coca-
Cola bottle superimposed over a female semi-nude, framed 
and mounted. An obsequious art dealer dressed as a squat 
aristocrat conceals the crumbling traces of The Entombment. 
Through the gallery window, Big Ben dots the skyline. The 
accompanying editorial, titled “Bizarre Comparison,” bemoans 
conservation practices in postwar Europe, and fantasizes a 
mournful Michelangelo wandering out of the National Gallery in 
dismay. Both the drawing and op-ed first appeared, not in the 
London Evening Standard but rather in Wenyibao, a journal of 
socialist arts and literature overseen by the Communist Party 
of China, in 1956. Taking the occasion of the publication of 
“Bizarre Comparison” shortly after the founding of the Chinese 
party-state, this paper examines the scope of Maoist critique 
of Western modernism in the mid-20th century. Exploring the 
references and contingencies of image and text, I address how 
such cultural critique employed graphic narrative and social 
media as a counterpoint to cold war paradigms formulated in 
the West against art’s political interestedness. In condemning 
the economic interest underwriting the postwar art market, 
Maoist aesthetic discourse laid claim to a pointed—if 
paradoxical—universalism. The paper concludes by considering 
the implications of such aesthetic theory for present-day art 
practices in the PRC that self-consciously adhere to visual 
tropes of Mao era communist-style “kitsch.” 

Constructing Criticality in Digital Art History
Chairs: Pamela Fletcher, Bowdoin College; Anne Collins Goodyear, 
Bowdoin College Museum of Art

With the introduction of digital methods into the history of art, 
numerous new strategies have emerged for doing art history 
digitally. Recognizing the concerns that some scholars have 
justifiably raised about the social, economic, and even political 
implications, or biases that may be embedded in the software and 
hardware on which such new techniques rely, this session seeks 
to explore what it means to do digital art history critically. At the 
same time, it contemplates what may be critical about sensitively 
adopting computational techniques to explore topics previously 
resistant to art historical analysis, such as markets, shifting 
view sheds in evolving built environments, and what it means to 
traverse spaces according to particular patterns. This session, 
then, explores the development of new art historical endeavors 
rendered possible through digital means. What information may be 
rendered accessible, and what remains or becomes unavailable for 
analysis in the digital era? Can we speak of a methodology or of an 
ethics yet? This session focuses on projects that have brought new 
visibility to understudied topics and that interrogate tools employed 
or developed to conduct a digital history of art. Far from privileging 
a technophilic stance, this panel seeks to encourage the thoughtful 
examination of digitally informed approaches to the creation of new 
scholarship and even new theoretical inquiry.

Can Kitsch Be Exorcised?
Mechtild Widrich, School of the Art Institute of Chicago

Bucharest’s most politically charged space, the enormous 
House of the People, was designed by a young Romanian 
architect, Anca Petrescu, and not quite finished at the 
death of dictator Nicolae Ceaușescu in December 1989. 
The building strikes a precarious balance between early 
20th-century Bucharest Beaux Arts and the North Korean 
urbanism that impressed Ceaușescu in the 1970s. It used 
mostly local materials, from Transylvanian marble to wood, 
gold, bronze, crystal glass, and of course concrete. It can be 
considered in line with Western theories of kitsch, but it also 
shows a particular uptake on Romanian traditions and on 
then-current Communist architecture of power. I will not stop 
my inquiry here, but go further: The building today houses 
both the national government and the National Museum of 
Contemporary Art (MNAC). The insertion of the country’s sole 
museum devoted to actual art via a sleek glass construction 
that cites the utilitarianism of Bauhaus design and international 
modernism, has brought with it a controversial rhetoric of 
exorcism and subversion, as well as boycotts from recognized 
artists. The question is worth posing: what is it to exorcise 
Romanian communist kitsch? I will address this by discussing a 
series of precisely choreographed appropriations by Alexandra 
Pirici and her dance company. The performance on a traffic 
island on what was originally called the Boulevard of the 
Victory of Socialism was later disseminated through nostalgic 
postcards inside the museum, adding another layer to the 
becoming self-reflexive of kitsch. 

Revolutionary Porcelain and Lenin Rugs: The Status of 
Decorative Art in the Soviet Union
Nikolas Drosos, Getty Research Institute

The Soviet journal Dekorativnoe Iskusstvo (DI) was established 
at the peak of de-Stalinization in 1957, with the aim of covering 
the decorative arts produced under state socialism around 
the world. In contrast to most Soviet art publications of the 
time, which focused on academic forms of painting and 
sculpture, DI was strikingly capacious: it featured anything 
from socialist interpretations of 18th-century decorative arts to 
contemporary indigenous crafts, and from festival decorations 
and firework displays to industrial design, all from different 
parts of the world. Endlessly transposing socialist-realist 
clichés onto a variety of unconventional media, the objects 
featured on the pages of DI fit many common definitions of 
kitsch. In fact, large-scale surveys of Soviet decorative arts, 
featuring a plethora of categories and typologies, appear 
like Russian versions of Gillo Dorfles’ Kitsch: The World 
of Bad Taste (1968), but deprived of its irony. Yet these 
unclassifiable objects also eschewed the strictly regimented 
categories of academic socialist realism. At a time of political 
and artistic transformation, decorative art became a way for 
questioning, and often subverting, the orthodoxies of official 
aesthetics. Indeed, the pages of DI frequently featured the 
most experimental art writing in the USSR (including historical 
articles on the avant-garde), while many dissident critics 
and historians, such as Igor Golomshtock and Selim Khan-
Magomedov, first cut their teeth in writing about decorative 
art. Thus, long before kitsch became an artistic strategy of 
resistance in unofficial art under late socialism, it was already a 
means for de-stabilizing the official artistic dogma. 

‘
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the infrastructure of the Academy’s annual exhibitions, but 
also the broader landscape of the art market, the careers 
of the artists who participated, the people who attended, 
and the critical debates that surrounded each iteration of 
this exhibition? The process of collating exhibition data has 
challenged the editorial team to reflect on the complications 
and implications of working with quantitative historical 
information, and to consider our obligations of transparency 
and integrity as a publisher. The biases, inaccuracies, mistakes, 
and assumptions introduced into the final product through 
a chain of historic, contemporary, and computational inputs 
will be considered within the framework of new, or perhaps 
hybrid, art historical methodologies. This presentation is jointly 
presented by Baillie Card, Sarah Victoria Turner, and Tom Scutt. 

Promises and Precautions about AI and Automated Image 
Matching
Jorge Sebastián Lozano, Universitat de València

Online image searching has been a standard feature of search 
engines for some years. However, these generic tools show 
clear shortcomings when put to serious scholarly use. Research 
by John Resig and Ahmed Elgammal, among others, shows that 
the application of CBIR (content-based image retrieval) to art-
historical purposes is possible, even if still not widely available. 
The potential of artificial intelligence—specifically, automated 
image matching—for the discipline is enormous: finding 
similar compositions that might indicate patterns of influence, 
analyzing details for connoisseurship and attribution, tracking 
down multiple copies of serial pieces, reintegrating separate 
parts of dispersed ensembles, etc. Before making speculative 
claims, however, a critical view of these technological 
possibilities is needed. This paper is based on the experience 
gathered in SILKNOW, an ongoing research project about 
European silk heritage, which applies AI to thousands of 
images and cataloguing records from textile museums. The 
project relies on existing digital data-sets about historical silk 
textiles, each of them built on heterogeneous cataloguing 
standards and scholarly traditions, in different languages, etc. 
Acknowledging such differences is essential in order to avoid 
a superficial approach to “distant viewing” efforts in digital art 
history. For instance, automated data enrichment will become 
a powerful tool, but using it will require awareness about 
the underlying information sources and some knowledge of 
AI processes. At the same time, all these limitations provide 
opportunities for the development of new research that relies 
not only on positive identifications, but also on inconsistencies, 
gaps, exceptions, etc. 

Contemporary Art and Petrocultures of the Middle 
East
Chair: Samine Tabatabaei, McGill University
Discussant: David Joselit, Graduate Center, CUNY

Oil and energy have a pervasive influence on contemporary 
experience in the Middle East. In some petrocultures, local 
economies and sociocultural life have been nourished by the 
oil boom, which has facilitated mobility and participation in 
global trade. In others, the negative derivatives of oil, such as 
Islamicist ideologies and radicalism, have prevailed. Ubiquitous 
environmental devastation in the region—the driving force of the 
Anthropocene—and the never-ending wars in the Middle East are 
consequences of the battle over energy infrastructures. At the 

Queer Vernaculars and the Digital Ethics of Display
Horace Ballard, Williams College Museum of Art

My remarks center on practical approaches to the display of 
vernacular photographs drawn from social media platforms. 
Using the creation of WCMA’s groundbreaking exhibition, 
possible selves: queer foto vernaculars as a case study, I will 
briefly chart the formation of a curatorial thesis for the show 
through the use of design thinking and consider how queer 
digital vernaculars call for an interrogation of the algorithms 
that shape our media feeds. Invoking Jose Esteban Munoz’s 
work around queer futurities to consider computational 
techniques; Emily Dickinson’s sense of queer possibility to 
consider aesthetic ideologies; and Ariella Azoulay’s sense 
of the “photographic situation” to wrestle with political 
understandings of access, both in the galleries and on-line, my 
remarks will conclude with formulations of ethical investments 
in integrating digital vernaculars into critical understandings of 
portraiture. 

Florence as It Was: A Digital Reconstruction of the Renaissance 
City 
George Bent, Washington and Lee University

“Florence As It Was” aims to reconstruct the Renaissance 
city as it appeared in the year 1500. Through the formation 
and mixture of models created by way of laser scans and 
photogrammetry (achieved via ground and drone photography) 
merged with sound, archival information, and interpretative 
materials, our team of faculty and students have begun to 
recreate environments from the past that can be accessed 
virtually and online. The objects that once decorated these 
structures, but that have since been removed to distant 
collections in museums around the world, are embedded 
into these environments to allow scholars and students to 
understand the visual world of early Modern Florentines. 
Still, its creators grapple constantly with challenges both 
technological and ethical (Who can use it and who benefits 
from it? How can we deliver it efficiently? Is it sustainable for 
the foreseeable future? Is it translatable to other projects? Is 
the camera objective? Who creates and curates information, 
and how can we guarantee a high level of quality? Who decides 
what’s added to buildings, where things go, and how they look? 
How can demographic and audio information create a richer 
experience? While the Italian government ever agree on a policy 
concerning drone flights in metropolitan areas?). This paper both 
summarizes our project and addresses these problematic issues 
through lenses philosophical and pragmatic. 

Chronicling Critically: Researching, Writing, and Publishing 250 
Years of the Royal Academy’s Summer Exhibition
Baillie Card, Paul Mellon Centre for Studies in British Art; Tom Scutt, 
Paul Mellon Centre for Studies in British Art

This presentation reflects on the development of The Royal 
Academy Summer Exhibition: A Chronicle, 1769–2018 
(chronicle250.com), which was published by the Paul Mellon 
Centre for Studies in British Art in May 2018. Providing free 
access to digitized versions of all 250 exhibition catalogues, 
short interpretative essays about each year are supported 
by data visualizations and key events that contextualize 
the exhibition since its inauguration in 1769. Such a project, 
amalgamating art historical analysis, data sets, and digital 
archival collections, is certainly only possible through online 
publication. What kind of new histories does such a project 
produce (or might produce in the future), not only concerning 
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and senses, as well as social and economic reality, and an 
epistemological inquiry into Iran’s subliminal economy of 
creativity requires adequate attention to the subtext of oil. The 
set of cultural enterprises and artworks that I will examine in 
this context represents a symptomatic reflection of provincial 
modernism as appropriated beyond the European and North 
American center in tune with ecological affordance of Iran and 
particularly its oil reserves. 

Made by Qatar: Casting for Sustainability
Diane Derr, Virginia Commonwealth University-Qatar; Richard 
Blackwell; Rachel Leah Cohn

The State of Qatar began experiencing economic prosperity 
during the late-1990s due to its wealth of oil and natural gas. 
Since that time the country has overwhelming relied on the 
importation of goods and labor across industries. In 2017, a 
blockade was imposed on the country by Saudi Arabia, UAE, 
Egypt, and Bahrain. The blockade has had a tremendous 
impact on the country and resulted in an increased focus on 
self-sufficiency across industries including the automotive 
industry. This paper presents Made by Qatar, a project 
exploring the developing car battery recycling industry in Qatar. 
This project is a collaboration between students, faculty and 
community members from the Fire Station (Qatar Museums), 
VCUQatar, and the Rassas Battery Recycling Factory. Project 
participants worked with raw materials of metals and plastics 
produced through the recycling of batteries, with DIY foundry 
and 3D printing, to create new Qatari souvenirs. Additionally, 
this paper presents the cultural and sociopolitical implications 
of Qatar’s petroculture and its drive toward sustainability. Made 
by Qatar is a component of the larger project “Transitional 
Schools” by Land + Civilization Compositions investigating 
current conditions of material flow and the complex global 
network of materials, skills, and connections. “Transitional 
Schools” consists of a series of workshops with students and 
professionals from the Middle East through South East Asia. 
The workshops are being conducted in Vietnam, Thailand, 
India, Iran, and Qatar. The outcome from Made by Qatar will be 
exhibited in the “Schools of Schools” program at the Istanbul 
Biennale in 2018. 

Contemporary Chinese Presence in Southern Africa: 
Agency, Process, and Petits Récits
Chair: Ruth Simbao, Rhodes University

Contemporary relationships between China and Africa are critically 
important to international economics and politics, and they mark 
the shrinking of northern socioeconomic as well as epistemological 
dominance. Positioned within the reorientations that are being 
led and enacted by Global South scholars, artists and activists, 
this panel challenges the broad, top-down, and northern-driven 
discourse of “China-Africa” often espoused in the media, and 
examines the ways in which artists engage with the radically 
shifting urbanscapes and socioeconomic platforms that China’s 
relationship with the African continent offers. Contextualized 
against the backdrop of broader African responses to Chinese 
presence on the continent, this panel pays particular attention to 
artists (African and Chinese) creating works in Southern Africa. 
In what ways can the visual arts shift the economically driven 
discourse that simplistically positions China as either a “curse” or a 
“cure”? How can this new area of research in the arts engender a 
meaningful shift from African and Chinese people being objects of 

same time, in the creative sphere, a major shift is occurring with 
the consolidation of translocal art museums and universities under 
the confluence of oil and energy. Despite oil’s significant role in the 
economy and sociocultural life, involvement with art projects that 
harness a sense of intervention in petroculture or directly engage 
with the substance of oil itself has recently come under scrutiny. 
The axial theme of this panel is examining and extending narratives, 
poetics, metaphors, and imaginaries of oil and energy comprising 
a confluence of orientalism, colonialism, postcolonialism, war, 
migration, precarious labor, mobility, materiality, plasticity, 
representation, preservation, climate change, cultural sabotage, 
criticism of petrocapitalism, and art and the Anthropocene. Drawing 
from critical theories around oil and energy, this panel considers the 
role of oil and energy in shaping contemporary art’s social, cultural, 
and political life in the Middle East.

The Architecture of War: The US Invasion of Iraq and Its Cultural 
Engineering Project
Dena Al-Adeeb, New York University

My paper critically investigates the relationship between art, 
architecture and archaeology and US militarized visual culture, 
analyzed against the historical and political backdrop of 
imperial and neoliberal processes in the Middle East. Drawing 
from the fields of postcolonial theory, art history, architecture, 
archaeology, and visual/cultural studies, my work sheds light 
on the United States’ 2003 invasion and occupation of Iraq in 
terms of the role of oil and energy in shaping contemporary 
art and architecture’s social, cultural and political life in the 
Middle East. The paper also examines the cultural restructuring 
of Iraq in light of the post-September 11 development of 
petrocultural institutions in Abu Dhabi, United Arab Emirates 
and Doha, Qatar (e.g., New York University Abu Dhabi, Louvre 
Abu Dhabi, Guggenheim Abu Dhabi, etc.). It situates the US 
military’s occupation and destruction of ancient Iraqi heritage 
sites and modern institutions, such as museums, libraries, 
and universities, within representational practices and visual 
strategies of military domination and empire building. My 
overall argument is twofold. The paper demonstrates that the 
Second Gulf War and the invasion of Iraq is part and parcel of a 
programmatic petrocultural engineering project, which sought 
the violent demolition of cities, and specifically of heritage 
sites, institutional structures, and architectural monuments. 
It has resulted in the setting for the spectacle of destruction, 
collective trauma, and disfiguration of collective memory, 
which enables the crafting of popular consciousness towards 
neoliberal aspirations and globalization. 

Oil Aesthetics and National Imago
Samine Tabatabaei, McGill University

The CIA coup against the democratically elected Prime 
Minister Mohammad Mossadegh in 1953 resulted in a halt of 
oil nationalism in Iran. The anxiety of this halt influenced the 
Iranian national imago to become eternally anchored to the 
country’s ecology and oil. The foreign intervention underscored 
the excessive visibility and significance of petropolitics among 
the Iranians. In this climate of resentment, I argue it was 
indeed oil—the symptomatic indication of the modernity force 
as reflected upon by some artists—that paved the way for 
the emergence of what I call oil aesthetics. The presentation 
investigates how to conceive of the world of representation 
when representation has just crumbled beneath the weight of 
collective imago in a response to primal forms of energy in the 
postwar era in Iran. Within petrocultures, oil orient thoughts 
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images produced on this topic. These images too often aptly 
illustrate stories about “encroachment” or “recolonizing” 
by the Chinese. MacGarry’s artistic photography projects 
are open-ended and ambiguous, and, in terms of subject, 
composition, and photographic practice, are much better 
suited to the portrayal of the complexities of China-Africa 
relations. 

Representations of China’s Presence in Zimbabwe: An Analysis 
of Contemporary Visual Art in Zimbabwe
Lifang Zhang, Rhodes University

In the 20th century, China’s relationship with Southern 
Rhodesia/Zimbabwe was linked to the liberation struggle. This 
relationship was intensified by Mugabe’s post-Independence 
Look East Policy, making China-Zimbabwe relations a 
worldwide topic of close attention. Artists from Zimbabwe are 
beginning to represent, through artworks and performances, 
their experiences of and expressions about China’s presence 
in Africa and Zimbabwe in particular. Previous scholarship on 
China-Zimbabwe engagement is oriented towards large-scale 
economic and political concerns, and in-depth research on 
China-Africa in the contemporary arts remains relatively scarce. 
This presentation analyzes the representation of China in the 
contemporary art of Zimbabwe and focuses on the works 
created by Dan Halter, Gerald Machona, Moffat Takadiwa, 
Richard Mudariki and Wallen Mapondera. Contextualizing the 
artworks within a social-historical context, this presentation 
explores the way in which these artists engage with lived 
experience of China’s presence in Zimbabwe through artistic 
practices. Through an in-depth analysis of these visual 
images and interviews with the artists, this presentation 
unpacks the ways in which artists explore politics, migration, 
consumerism and decolonization in relation to Zimbabwe’s 
close engagement with China. Critiquing the broader “China-
Zimbabwe” discourse, this research emphasizes the diversities 
and complexities of narratives from the perspectives of 
Zimbabweans, and resituates the artists’ practices within the 
context of contemporary art in the global south. 

Petits Récits: Creative Perspectives of Chinese Encounters in 
Zambia
Stary Mwaba, Rhodes University, South Africa

In this presentation I discuss my own artworks that engage 
with the Zambia–China discourse. Through this work I focus on 
“petits récits” (Lyotard) that are based on personal experiences 
and on-the-ground research. Using personal sense-making 
strategies, I respond to the dominant narratives of Chinese 
presence in Africa, and complicate existing perceptions of 
Chinese presence in my own context of Zambia. I challenge 
the commonly held notion that Chinese presence in Africa 
is based merely on economic domination and aggressive 
neo-colonialism. In Zambia, mining is regarded as “the life-
blood” of Zambia’s economy, and the Black Mountain—a mine 
slug dump—has become a very conflicted site that involves 
Zambian and Chinese actors. Through the series of paintings 
titled “buried alive” I engage with the social, political and 
economic complexities of the Black Mountain. I draw from 
contemporary mapping theories that conceptualize the process 
of mapping as disruptive and differential. Mapping is viewed 
not only as an archive of projected points and lines onto a 
surface, but also as a dynamic and complex actualization of 
un/foldings. By drawing and locating these small narrative 
cartographies, I intervene in the urban space of Kitwe, which 

a discourse to being active subjects within a discourse? What small 
narratives are being told by artists, and how does the texture of 
these narratives challenge prevalent perceptions and stereotypes? 
How do these artworks operate within southern epistemologies 
that position the Global South not as a uniform territory, but as a 
contingent, strategic and at times contradictory happening and 
place-as-process?

“The Step Begins on the Ground Where One Stands”: Womxn 
Artists Trouble the “China-Africa” Discourse
Ruth Simbao, Rhodes University

“The Chinese saying that a journey of a thousand miles begins 
with one step is also true of pedagogical and intellectual 
journeys. The step begins on the ground where one stands” 
(Ngũgĩ wa Thiong’o, Globalectics). The dominant, northern-
driven discourse of “China-Africa” focuses on the fast pace 
and grand scale of global economics, ignoring the complex 
experiences of Chinese and African people on the ground. 
Euro-American anxieties about current shifts in socioeconomic 
and epistemological control perpetuate shallow, one-
dimensional perspectives that are blind to historical 
interactions between China and African, and turn individuals 
into mere objects of a discourse. In this presentation I focus on 
the works of three womxn artists who, as knowing subjects, 
trouble the top-down, masculinist discourse of “China-Africa”: 
Anawana Haloba (A Dragon King at Sleepy Pride Rock), Kristin 
NG-Yang (Bird/Fish) and Caryn Scrimgeour (Dead Songbird 
Makes a Sad Meal). I analyze their work against the historical 
backdrop of Chinese presence in South Africa and Zambia, and 
argue for a situational reading of place-as-process that disrupts 
simplistic images of “Africa” and “China”. Employing Ngũgĩ wa 
Thiong’o’s framework of a quest for relevance, I examine the 
ways in which these artists resist sensationalism, challenge 
rehearsed scripts, and contest the facile monsterization 
of China. By strategically inserting themselves into their 
narratives, these womxn subvert the pace and scale of the 
“China-Africa” discourse, and create a counter-discourse 
that opens up the possibility for southern epistemologies of 
reciprocity. 

Michael MacGarry and the Photography of Chinese-African 
Encounters
Kevin Mulhearn, University of New Mexico

Of those artists considering China’s presence in Africa, 
Michael MacGarry stands out for the sustained and systematic 
quality of his interest in this topic, and his work is notable for 
its awareness of the spaces of Chinese-African encounters. 
In contrast to news reports, especially those generated by 
and for those from outside Africa, which tend to generalize, 
suggesting that Chinese involvement is consistent from one 
African country to the next, MacGarry strives for specificity. His 
photographic work in this area has addressed two significant 
settings: Kilamba Kiaxi, a Chinese-built city outside Luanda, 
Angola, and Chocolate City, a once-thriving African merchant 
community in Guangzhou, China. MacGarry, who self-published 
these photographic monographs in China, participating in the 
economic systems his images depict, works to resist simplistic 
narratives around Chinese-African relations, which often 
disparage the motives of the Chinese for their involvement on 
the continent. MacGarry believes such narratives arise out of 
paranoia around the decline of Western influence on Africa’s 
polities and economies. This paper will read MacGarry’s artistic 
interventions in relation to and as a critique of journalistic 
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La Chica Boom: Performing a Spictacle 
Ana Briz, University of Southern California

The notion of complete and essential identities must be 
considered fundamentally problematic, particularly with 
respect to ethnic and racialized people, as it has been used 
to denounce whole groups of people while also failing to 
recognize the impossibility of a fully coherent identity. By 
invoking the work of Amelia Jones, Juana María Rodríguez, 
Antonio Viego, and others, this paper examines the loss from 
this perceived fullness while also addressing the impact of 
failure and its damaging effects. I analyze Xandra Ibarra’s 
“spictacles” series, where, under the alias La Chica Boom, she 
engaged in exaggerated representations of her racial, ethnic, 
cultural, and sexual identity via neo-burlesque to interrogate 
and undermine her audience’s “Mexiphobic” gaze. By 
focusing on the live performance and burlesque aspect of her 
spictacles, I discuss audience response and their inability to 
engage critically with consumption of Ibarra’s racialized sexual 
performances, ultimately rendering her decade-long project 
a failure. This failure, she states, left her in a state of “self-
impoverishment and racial melancholia.” Ibarra has written 
about being stuck with the fictions structuring Mexican/Chicana 
female subjectivity, unable to “escape being seen as Latina 
bombshell-clown-whore on stage (and life).” I argue that due to 
essentializing projects such as the attribution of -ness to bodies 
and iconographies, Ibarra’s racial and sexual abjection and the 
failure her performances were met with were exacerbated. 
Audiences’ inability to recognize that, quoting Amelia Jones, 
“the body/self is defined and experienced through its relation 
to others” is why loss and failure are experienced. 

Margarita Cabrera: Art and Agency at the US-Mexico Border
Angelique Szymanek, Hobart and William Smith Colleges

Margarita Cabrera’s Craft of Resistance (2008) engages with 
the material and sociopolitical conditions that constitute the 
site of the maquiladora, the mostly American-owned factories 
found near the United States–Mexico border. Notorious for 
their inhumane working conditions and deplorable wages, 
maquiladoras are bastions of global capitalism, illustrating 
the material, economic, and ideological machinery of colonial 
power at work. Using Maria Lugones’ modern colonial gender 
system as a framework for understanding the persisting 
dehumanization of non-white bodies at the United States–
Mexico border, this paper examines the ways that Cabrera’s 
Craft of Resistance offers alternative modes of operation that 
imagine agency, creativity, and even ownership for those who, 
as many activists and scholars have described, are otherwise 
necessarily deemed disposable within structures of global 
capitalism. 

Activista: Latinx Artists in the Age of Protest
Rocio Aranda-Alvarado, Independent Scholar/Curator

This presentation explores the work of four artists whose 
work is centered around different kinds of activism. All four 
have created bodies of work that respond directly to the rise 
in critical forms of discourse around race and identity politics, 
the power of institutions, and the immigrant worker. Using 
various tactics that include museum interventions, protest, 
cooking, and labor organizing, these artists have helped 
to reshape the forms that “Latinx” art can take. Using both 
photography and homemade meals, artist Elia Alba as created 
The Supper Club as a way to address racism in the art world, 
intra-Latinx racism and the historic and contemporary reality 

is in the Copperbelt Province. I question and contest prevailing 
norms and ideologies, and create new understandings of the 
current sociopolitical situation in Zambia and the relationships 
between Zambian and Chinese people. 

Contemporary Latinx Art
Chair: Nadiah Fellah

In recent years there has been a rising interest in contemporary 
Latinx art without a focused forum for emerging scholarship in the 
field. Most assessments position the topic in an awkward liminal 
space between art of the United States and Latin America. This 
session features scholars who are interested in critically examining, 
re-historicizing, and proposing alternative discourses to mainstream 
modernisms with regards to Latino/a art across media and disciplines. 
How are issues of race, gender, class, labor, and politics increasingly 
at stake for Latino/a artists? In what ways do artists probe or perform 
facets of identity, or put forth alternative and resistant narratives 
of being? How has the Trump era reorganized the very conditions 
of viewing Latino/a art, highlighting visualizations of sociopolitical 
resistance? With these questions in mind, this session deals with 
the following: borders, boundaries, migrations, exile; transnational/ 
hemispheric networks of exchange; artworks as critical sites of 
resistance; translations; the artist as activist; political work visualized 
through innovative aesthetic forms, modes, and practices; issues of 
authenticity and/ or interstitial positionalities with regards to identity, 
national origin, or artistic media; mining of archives (personal or 
institutional) and historiographic reconsiderations of past events, 
exhibitions or materials.

Regarding Family Photography in Contemporary Latinx Art
Deanna Ledezma, University of Illinois at Chicago

Focusing on Laura Aguilar’s Plush Pony series, Amalia Mesa-
Bains’s installations based on home altars and ofrendas, 
and Kathy Vargas’s hand-colored photomontages, this paper 
examines how Latinx artists have reframed family photography 
through the production of an archive of queer kinship, the 
mining of familial archives, and the material manipulation of 
snapshots. How do the uses of family photography by these 
contemporary Latinx artists prompt new understandings of 
what constitutes a “family photograph”? While the consumption 
and display of family photography is often associated with 
domestic environments, Aguilar, Mesa-Bains, and Vargas 
relocate intimate photographs, situating them in the public 
spaces of the museum and gallery and making visible the 
political potential of private photographs. In investigating the 
affinities and points of divergence among these three Chicana 
artists, I analyze the ways in which they reconceptualize family 
photography as an archival practice performed by women 
and counter the universalization of family photography. At 
the same time, each artist’s distinct applications of family 
photographs contest monolithic historic narratives and visual 
representations of the Latinx family. Furthermore, I consider how 
the current sociopolitical climate in the United States, particularly 
the separation of migrant families and demands for their 
reunification as well as the legalization of same-sex marriage, 
shapes the critical appraisal and reception of family photography 
in contemporary Latinx art. 
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programmable, and (perhaps most of all) profitable. That 
is, performance stands accused of transgressing too far—in 
moving from the margins to the museum, it ends up (again, but 
for new and diametrically opposite reasons) as matter in the 
wrong place. This paper comprises a reckoning with the notion 
that performance has been tamed by being institutionalized, 
that it’s taken up residence behind the gates of good taste 
and, as a result, become disgustingly respectable. This disgust 
usually takes one of two rhetorical forms. Some critics explain 
performance’s institutionalization as an index and reflection of 
art’s submission to the dictates of the “experience economy,” 
suggesting it exists merely to manufacture and fulfill a 
consumer “need” in one stroke. Others treat performance’s 
new visibility as less specular than merely spectral—a work 
of art that purports to be live figures in these accounts as 
something more like undead. This second critical tack imagines 
that performance’s apparent institutionalization is somehow 
lethal, existentially voiding the works themselves. 

Queer / Performativity: A Genealogy
Amelia Jones, USC

This paper explores the historical codevelopment of queer 
culture and the concept of performativity, particularly in the 
US, and their suturing together theoretically in the work of 
Judith Butler and Eve Sedgwick from 1988–1995. I explore how 
and why the terms have interrelated since the 1940s in order 
to understand the significance of this theoretical highpoint, 
and the consequences not only for queer performance art but 
queer and trans representations in popular culture today. 

Contested Site: The Female Body in Contemporary Art
Chair: Katya Grokhovsky
Discussant: Farrah Karapetian, Independent Artist

Historically, the female body has been consistently depicted 
through the lens of the male gaze and patriarchal heteronormative 
desire. In the era of “me too,” “time’s up,” and “not surprised,” the 
female body must no longer be divested of its agency through art. 
However, how do we approach the subject, which has populated 
art history for centuries, without full censorship and the worldwide 
closing of the encyclopedic museums? How do we move forward? 
The current climate raises issues of policing of creative cultural 
output, bringing fourth crucial ideas and debate. Has it become an 
untouchable subject? Can only women depict women? Should we 
now paint, photograph and sculpt nude objectified passive men for 
the next 100 years in order to correct the balance? Invited artists, 
curators and academics will discuss their relationship to the female 
body in contemporary art practice, through presentation of critical 
thought and dialogue, defining challenges and future trajectory of 
contemporary art practice, as it pertains to the subject matter of the 
female body.

Pussy Artistically Grabs Back: The Female Body as Political Force 
in the United States
Emily Newman, Texas A&M University-Commerce

Because of the infamous 2005 Inside Edition clip where 
Donald Trump says he wants to grab Arianne Zucker by the 
pussy, many American citizens were convinced it would not 
be possible for Trump to win the presidential election. Yet, 
he somehow pulled it off, and women rallied in opposition. 
The 2017 Women’s March and the #MeToo movement have 
demonstrated that women’s bodies can and should be 

of Latinx-African American relations. Nicolas Dumit Estevez, 
with his project OH: Office Hours, intervened in the daily life 
of a museum over the course of a year, organizing potlucks 
with artists, archiving interviews with staff and creating an 
artist in residency program. Shellyne Rodriguez has used her 
ceramic work to protest police violence and create homages 
to historic activism. In addition, she works as an organizer 
around affordable housing issues in the South Bronx and 
developing strategies of survival. Finally, artist Sol Aramendi 
has created an application for day laborers, the Jornaler@ 
app, empowering them to report wage theft and poor working 
conditions. Taken together, these four artists demonstrate the 
breadth of expression that has developed in the recent history 
of contemporary Latinx art. Deeply committed to socially-
engaged work, each represents a uniquely humanist and 
varied response to issues that many artists address today. 

Contemporary Performance Art Research in the 
Context of Art History and Other Disciplines
Chairs: Jovana Stokic, New York University; Bertie Ferdman,  
City University of New York

This session offers a critical insight into current migrations 
between the disciplines of art history and theatre and performance 
studies that all deal with the increased interest in contemporary 
performance art—its theory, history and practice. The presentations 
reflect on the epistemological and methodological inquiry we 
conducted while working on the Critical Companion to Performance 
Art (forthcoming from Bloomsbury Press in 2020), which gives a 
comprehensive overview of the contemporary interdisciplinary 
debates concerning performance in art contexts that have 
developed over the last decade. Understanding “performance 
art” as an institutional, cultural, and economic phenomenon, 
we trace this dynamic interdisciplinary exchange conditioned by 
many institutional forces across academia, art institutions, and 
training centers. Following the ever-increasing institutionalization 
and mainstreaming of performance and its methods of display, 
representation, and mediation in the wider cultural sphere, we 
identify a marked change in the economies and labor practices 
surrounding performance art and its curating. Embracing what we 
perceive to be the “oxymoronic status” of performance art—where 
it is simultaneously precarious and highly profitable—the papers 
in this session map the myriad gestures and radical possibilities 
of this extreme contradiction. Our shared approach proposes 
an interdisciplinary perspective to better attend to performance 
art’s legacies and its current practices where art history and 
other disciplines migrate in order to provide a non-hierarchical 
merging of the disciplines within and between the humanities. 
The methodological directions we see as migrations are key to 
examining the possibilities of transformative change—the core of 
performance art’s transgressive radical legacy.

From the Institution of Performance to the Performance of 
Institutions
Jonah Westerman, Purchase College, State University of New York

It has again become normal to think there is something dirty 
about performance. This renewed fear of artistic obscenity, 
however, does not derive from a rekindled faith in the form’s 
tendency to anarchy, unpredictability, and transgression. 
This abreaction is not a safeguard against the kind of volatile 
bodies so much at the center of 1960s and 1970s art. Rather, 
performance is now imagined indecent for being domesticated, 
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the wake of this schism, artists such as Betty Tompkins and 
Joan Semmel—until recently—have been left out of feminist 
art discourse. Recent exhibitions including CUNT (Venus 
Over Los Angeles, 2017) and Black Sheep Feminism (Dallas 
Contemporary, 2016) have attempted to reclaim the female 
figure in art and dismantle canonical ideas of feminist art 
history. Specifically, Tompkins’s outsized paintings of female 
genitalia and Semmel’s representations of heterosexual coitus 
trouble the male gaze and notions of women’s subjugation 
in pornography, while younger generations of artists such as 
Erin Riley, Sophia Narrett and Giulia Marsico empower the 
female body in their acute textile and photographic depictions 
of contemporary culture. By reframing depictions of sexuality, 
such contemporary feminist practices reclaim space in the 
history of art for female bodies, at once revising, reversing and 
rejecting the male gaze. 

Curating Araki Nobuyoshi in the 21st Century
Maggie Mustard, New Museum of Contemporary Art

This paper traces the personal anecdotal experience of 
curating a retrospective of the Japanese photographer 
Araki Nobuyoshi during the rise of the #MeToo movement. 
The exhibition, always designed to grapple with the most 
controversial aspects of Araki’s work and career, had to adapt 
and respond to subsequent revelations of allegations of 
sexual misconduct, psychological manipulation, and abusive 
business practices made by two of Araki’s female models 
(one who chose to remain anonymous, and one who came 
forward publicly). I was contracted to organize the show as 
Chief Curatorial Advisor, and made several difficult choices in 
conversation with the institution’s artistic director and existing 
curatorial team about how to responsibly communicate this 
new information to the visiting public as it arose over the 
course of the exhibition’s planning, and after its opening. In 
recounting this experience, I hope to raise and at least partially 
begin to answer several questions about contemporary 
institutional responsibility in relation to gender and power: 
Where is the line between censorship and refusing a platform 
for artists accused of abusive behavior toward women, 
especially when an artist often takes as his subject the nude 
female body? How can institutions implement best practices 
for transparency about curatorial, education, and business 
decisions to their public? Did this particular exhibition make the 
right decisions, or did we fall short and fail to live up to what 
this new moment requires of us? 

The Mouths of Women: Performance
Cindy Rehm, Chapman University

The durational performance, The Mouths of Women considers 
echoes of female rage through acts of marking, cutting and 
stitching. The work engages haptic actions that speak to 
skins and surfaces; acts that wound and scar, and imply a 
rupture between the inside and outside of the body. This 
series of private rituals aims to revive the bodies of women 
who throughout time, have been silenced or erased through 
confinement, appropriation, and metaphoric or literal 
dismemberment. Their bodies were broken, torn apart; but in 
pieces she is everywhere. Her potent female energy can be 
divided but not destroyed. Her ravaged body leaks, becomes 
a portal for perpetual return. If the future is female, let her be 
a figure of female fury, a monstrous feminine, a Gorgon poised 
to combat the violence of misogyny. Our rivers of blood will 
drown him. 

primary sites of resistance. From signage, pussy hats, and 
graphic T-shirts, women decorated their bodies to challenge 
the conservative political power of the movement, but more 
significantly, the physical presence has dominated the powerful 
and aggressive calls for change. Uteruses appear on clothing, 
pink beanies dominate, but it is the strength of the distinctive 
female body in all shapes and sizes that has left a lasting 
impression. And what better way to argue in support of equal 
health care for women, abortion rights, and reuniting families 
then presenting the people at the heart of it all. By examining 
feminist art and performance precedents of the 1970s, I 
want to demonstrate the continued necessity of showing 
and presenting the female physique. The acceptability and 
dominance of vaginas and female anatomy on T-shirts would 
not have been possible without the feminists of the 1970s 
who threw their bodies into the work. In repurposing some of 
their actions and re-inserting the actual, physical female form 
into the political discussion, women are refusing to allow their 
rights to be stripped easily. 

Re-storying the Female Body: A Presentation by Susan Silas and 
Nadja Verena Marcin
Susan Silas, Nadja Marcin

Re-storying the Female Body presents the work of two women 
artists, Susan Silas and Nadja Verena Marcin, who disrupt the 
traditional narratives of male spectatorship of the female body 
while commenting on its history. Both artists rely on aspects of 
performance, and use self-depiction to negotiate the history 
of the representation of the female body, reconfiguring that 
narrative into concrete positions of mastery. In Susan Silas’s 
unrestrained use of herself in her project AGING VENUS, the 
artist differentiates between the transience of her ageing body 
coupled to the traditional Greek and Roman ideals of beauty, 
and her vital, self-aware persona and position in front of and 
behind the camera. In her project, love in the ruins; sex over 
50, Silas not only makes present the invisible aging body and 
the taboo of sex among older people, but takes authorship 
of the construction of the male body as well as her own. 
Nadja Verena Marcin utilizes displacement and the power 
of the uncanny in performance situations, placing herself in 
No Country in mock Kamasutra poses with men of different 
nationalities against a fake beach, in Cover Girls as human 
avatar onto the cover page of women magazines and in How 
to Undress in Front of Your Husband inside a misogynist 1940s 
video as good and bad woman to exemplify the presence of an 
authoritarian gaze filled with anonymity and animosity against 
the female body. 

Unruly Images: Female Bodies and Feminist Polemics in the 
Contemporary Avant-Garde
Charlene Lau, Parsons School of Design

Female erotic and sexual imagery has played a key role in the 
historical artistic and literary avant-garde. But while females 
have long been the subjects of sexually explicit imagery in 
art history, rarely are they acknowledged as producers of 
such works. This paper examines how the specific conflation 
of pornography and female cultural production generates 
a “new narrative” of the avant-garde (Foster 1996) and 
disrupts the age-old medium with its hardcore and raunchy 
imagery. Late 20th-century pornography debates in the 
United States divided feminists into anti-pornography and 
anti-censorship camps, and framed preceding feminist art 
of the 1960s, 1970s, and discourses that were to follow. In 
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Performing Hyphenation, Performing Absurdity: Mehdi-Georges 
Lahlou’s Dis-Orienting Aesthetics
Conor Moynihan, University at Buffalo

Born in France to a Catholic-Spanish mother and a Muslim-
Moroccan father, Mehdi-Georges Lahlou is a contemporary 
artist working in a diverse range of media including 
performance, sculpture, installation, and self-portraiture. 
Within his practice, he deals with sexuality, gender, colonialism, 
identity, representations of Islam and Catholicism, and related 
issues, and his work—often high-keyed and dramatized—
performs the absurdity and inherent instability in all these 
categories. Focusing primarily on his performance-based work, 
I argue that Mehdi-Georges, by hyperbolically performing 
his hyphenated identity, crosses over and brings together 
Orientalist fantasies of the “East” and “West” and thereby 
crosses out and denaturalizes Orientalist fantasies about the 
Other. To do so, I centralize in my analysis two important and 
recurrent icons throughout his practice: red stiletto shoes 
and North African foodstuff, in particular cuisines that carry 
the connotation of the Maghreb. Working from these icons, I 
use Hortense Spillers’s pornotrope and José Esteban Muñoz’s 
disidentification to theorize how sexuality, colonialism, and 
consumption operate in his practice. Mehdi-Georges, by 
hyperbolically performing his hyphenated French-Moroccan 
identity within the borders of Europe and the United States, 
crosses over and brings together Orientalist fantasies of East 
and West. After all, Mehdi-Georges is neither just French nor 
just Moroccan, he is a hyphenated entity always already in 
between and elsewhere. His exaggerated performances of 
Orientalist stereotypes in Europe and the US, I aver, flips the 
eastward-facing Orientalist gaze back onto itself, effecting a 
deconstructive aesthetic disorientation that, like a hyphen, 
crosses over and crosses out Orientalist fantasies. 

The Teepee Teacher: How a Student Art Controversy 
Revolutionized My Pedagogy
Elizabeth Folk

On March 9, 2015, I stood with my class, the President, Vice 
President, and Dean of the College, a handful of student 
protesters, members of the American Indian Movement, and 
local Chumash elders in front of a student project: a large 
wooden teepee built by a group of mostly white students. 
A viral protest was underway, which had already made the 
Native News and local papers, demanding that the structure 
be removed. Protesters were gathering around the piece. This 
presentation shares my firsthand experience with student art 
controversy (despite having taught these particular students 
about cultural appropriation), and subsequent research at the 
intersection of pedagogy, diversity and inclusion, and free 
speech. I share instructional models that I have subsequently 
developed that utilize controversy as a point of departure 
for dialogues about identity and diversity in the art & design 
classroom and beyond. This curriculum is presented within a 
unit about art and identity, including exercises and lectures on 
art and activism, semiotics, and social justice vocabulary. These 
activities offer students an opportunity to critically unpack 
contemporary arts and culture issues, expand their worldview, 
exercise critical thinking, utilize social justice vocabulary, and 
understand the roles that race, ethnicity, sex, gender, physical 
ability, and social, economic, and political power play in visual 
language. 

Contesting Space: Land, Nationality, Race, and 
Identity in Contemporary Art

Whose Country Is It Anyway? Art and National Identity after 
Globalism
Nicholas Smith, University of Queensland

The vast literature on globalism and contemporary art 
continues to circle around questions of culture, identity, and 
aesthetics. These questions point to the central paradox 
of what art after globalism is, which has variously been 
interpreted as the standardization of art, or art without 
borders. This paper continues this investigation by examining 
the careers of artists who are working cross-culturally and 
multinationally. As artists are increasingly aware of the 
international networks, this paper aims to understand the 
role of national identity plays in the development of global 
art practices after globalism. Using Australian artists as an 
example, this paper examines how artists repress, emphasize, 
and manipulate their nationality to develop global art careers 
by asking a series of questions. The first is geographical: How 
are artists establishing international networks, or, global art 
practices? The second is sociopolitical: To what extent does 
nationalism factor in artists establishing global art practices? 
The third is the intersection of art and identity: To what extent 
are artists in control of their aesthetic identity? Through 
interviews with artists, cultural workers, and an analysis of 
international criticism and scholarship, it was determined that 
Australian artists of Western heritage repress their national 
identity for fear of exclusion, artists of Indigenous heritage 
emphasize their identity to join the transnational network of 
first nations peoples, and a subset of Australian artists (both of 
Western and Indigenous heritage) manipulate their identities, 
switching between an “Australian artist” and an “artist.” 

Negative Space(s)
Lisa Blas, College of New Jersey 

After Charlottesville, the removal and proposed removal of 
historical monuments nationwide has challenged prevailing 
representations of national identity in public space. Structural 
violence and racism are now linked with such heritage, and 
the call to remove specific monuments has unleashed an 
avalanche of protests and counter-protests by the public at 
large. How should cities and communities address the negative 
space that demarcates a monument once it has been removed? 
In art production, negative space is defined as the space 
around the subject of an image. Once a monument is removed, 
a blank space remains to be recommissioned or reinscribed. 
As the debate over historical preservation takes center stage, 
the absence of women from the canon of commemorative sites 
cannot be ignored. My presentation looks to the 1960s–1980s 
for guidance, when women artists working on the periphery 
of Land art and Minimalism engaged civic or natural history in 
public art. Their use of ephemeral materials and strategies of 
sustainability challenged the notion of monumentality, shifting 
our vision of the environment for decades to come. How can 
works of installation, sculpture, or photography present new 
possibilities for the negative spaces of today and tomorrow? 
Looking at diverse artists working then and now provides a 
roadmap for generating new models of the monument in an 
era of social upheaval and environmental crisis. 
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The Rhetoric of Polychrome Marbles on the Arch of Constantine 
in Rome
Gretel Rodríguez, Brown University

Studies on the Arch of Constantine in Rome (315 CE) often 
focus on the monument’s distinct use of spolia—architectural 
elements and reliefs repurposed from other buildings. This 
design strategy, typical of the late antique period, is deemed 
responsible for the visual disjunction that characterizes 
the monument as a whole. While the spoliation of figural 
reliefs from monuments originally commissioned by the 
emperors Trajan, Hadrian, and Marcus Aurelius has received 
extensive attention, this paper considers one aspect of that 
process that remains largely unexplored: the combination of 
multicolored marbles in the construction and decoration of 
the monument. Although no longer visible, this profusion of 
marbles—pavonazzetto and cipollino for the statues, giallo 
antico for the columns and pilasters, and red porphyry for 
the revetment around the tondi—together with the pigments 
likely applied to the carved reliefs, must have produced a 
striking visual experience. Besides contextualizing the arch 
within the late antique phenomenon of spolia, I bring attention 
to the ideological underpinnings of color as a rhetorical 
device in ancient art and architecture. In this light, the Arch 
of Constantine emerges as a transitional piece that links the 
earlier use of polychromy in interior spaces, in monuments 
such as the imperial fora and the Pantheon, and its later 
ubiquity in the exteriors of Christian basilicas. 

Controversial Historical Murals on Campus: 
Placement, Dialogue, and the Freedom of Expression
Chairs: Cynthia Bland, University of Wisconsin Stout; Heather 
Stecklein

What is the best course of action to take when a historical work of 
art on campus draws fierce criticism for its controversial content? 
Indiana University Bloomington owns a Thomas Hart Benton mural 
that depicts a Ku Klux Klan rally with hooded Klansmen and a 
burning cross. Two Cal Peters WPA paintings at the University of 
Wisconsin-Stout portray First Nations inhabitants in a stereotypical 
romanticized manner, where they embody a subservient role to 
white colonizers. The University of Kentucky recently reversed the 
draping of its controversial mural by Ann Rice O’Hanlon that shows 
a Native American with a tomahawk, and black slaves planting 
tobacco and playing music for white dancers. These Public Works 
Project paintings are historically significant and artistically valuable, 
yet present a whitewashed, dominant cultural perspective. What 
place should these culturally biased pieces take on campuses that 
strive for inclusive excellence and intercultural development? Do the 
paintings reinforce damaging stereotypes? Can these works of art 
create a hostile learning environment? Is it possible for interpretive 
materials to mitigate offensive narratives and encourage open 
dialogues, or should controversial works be relocated to mediated 
spaces or removed altogether? Could a counter-narrative display 
effectively communicate more contemporary cultural perspectives? 
These difficult issues can cause clear divisions between those who 
argue for the removal of the material that perpetuates culturally 
dominant voices and those who strongly advocate for freedom of 
expression. Campuses should encourage discussions and displays 
that mitigate these concerns effectively.

Context and Rhetoric in Greek and Roman Art

Embedded Revels: The Ritual Context of Black-Figure Scenes on 
Athenian Red-Figure Vases 
Carolyn Laferrière, Yale University

Ancient Greek red-figure vases are playfully self-referential, 
containing within their painted images the silhouetted or 
outlined forms of jugs, cups, and bowls. A smaller subgroup 
features black-figure decoration painted upon the embedded 
vessel. Many of these more complex iterations of images within 
images appear in scenes associated with the symposium, the 
Athenian ritual drinking party. I argue that these recursive 
images deliberately evoke the mythical world of Dionysos, 
so that by bringing together the human and the divine 
spheres within one image, the figural scenes painted onto the 
embedded vases insert Dionysos’ presence into the human 
sympotic space. Previously, the recursive, two-dimensional 
vases have been interpreted as displaying the potter’s 
workshop wares, evoking daily life, or complementing the 
narrative. In this paper, I focus upon three vases of increasing 
complexity: a water jug by the Nikoxenos Painter on which 
symposiasts recline beside a bowl decorated with a satyr, a 
cup by Makron on which a female figure dances while holding 
a bowl depicting a dancing satyr, and a vessel by the Somzee 
Painter on which Dionysos reclines while looking at a bowl 
featuring a maenad and a satyr. In juxtaposing the red- and 
black-figure painted scenes, each embedded painted image 
creates a mise-en-abîme, which in turn blurs the distinction 
between the two levels of painted imagery and amplifies 
the mythical, Dionysian character of the scene. Each image 
thus presents contact with the divine as accessible to human 
worshippers, at least within the symposium, where mortal, 
mythical, and divine coexist. 

The Pederastic Gaze in Attic Vase Painting
Ross Brendle, Johns Hopkins University

An Attic red-figure kylix attributed to the Antiphon Painter 
(Johns Hopkins Archaeological Museum B11) shows a single 
male figure wrapped tightly in a mantle. The sponge and strigil 
hanging in the background set the scene in the gymnasium. 
This type of figure, a boy reticently hiding his body, is often 
found in pederastic courting scenes and other scenes in the 
gymnasium. Subject to the gaze of older men, these youths 
hide themselves in their cloaks and exhibit the modesty 
expected of a boy being courted. In this case, the inscription 
in front of the boy (“the boy is beautiful”) makes it clear that 
this boy is meant to appear as an object of desire. The tight-
wrapping mantle thus becomes an attribute of a boy who is 
the object of the male gaze and male desire. On this cup the 
figure is alone, with no source of the gaze within the image. 
Combined with the personal and intimate manner in which 
the user of this cup would experience the image as he holds 
it close to his face to drink, it would appear to the drinker that 
it is his own gaze that provokes the boy’s modesty. This paper 
explores the Antiphon Painter cup and similar images on Attic 
vases in which the user of the cup becomes an actor in the 
scene. As the drinker drains his cup, seeing the boy and the 
declaration that he is indeed beautiful, the image responds 
with resistance to the drinker’s gaze. 



89New York City  2019

longer inspires controversy, discussion, or, really, much of 
anything? In 1980, the six-year-old University of Houston Clear 
Lake (UHCL) hosted Judy Chicago’s The Dinner Party as one of 
only 16 sites worldwide. The Dinner Party stirred controversy 
nationally and locally; much of the installation’s planned 
tour was cancelled after early criticism, and, in Clear Lake, a 
beloved administrator instrumental in bringing the installation 
to campus was removed from his position. Today, Chicago’s 
Birth Trinity quilt that is the only permanent reminder of that 
event hangs in the main building on UHCL’s campus virtually 
unnoticed by students. It features three headless nude female 
figures: an intertwined seated pair and another squatting 
nearby. Its overt focus on female biology matches that of the 
Chicago series from which it is drawn; while that focus was 
tremendously controversial at the time of its creation, the large 
quilt now blends into the walls, almost invisible to the many 
students who pass by it multiple times a day. The question, 
then, is how can the university engage students in spheres of 
art, once controversial, that no longer inspire passion? What 
do we as university educators owe to works of art meant to 
agitate and catalyze dialogue? Can controversy over works of 
art be revived for the benefit of a productive, engaging, vibrant 
university? 

Craft, Mascot, Mask: Contemporary Indigenous 
American Art

Rebellions: Bear Allison’s Cherokee Booger Mask Photographs 
and Meatyard’s Family Album
Claire Raymond, University of Virginia

Photographer and Eastern Band Cherokee, John Bear Allison, 
has created a deft series of photographs centered around what 
he calls “Booger-Man” masks. Booger-Man, as Bear Allison 
uses the term, is a translation of the Cherokee idea of the evil 
spirit that haunts the Appalachians after the 1836 Cherokee 
removal, the Trail of Tears. The Eastern Band Cherokee are 
descendants of a small group of Cherokee who hid in the hills 
and avoided removal. Bear Allison’s 21st-century photographs 
combine traditional Cherokee masks with storebought 
Halloween masks, creating eerie landscapes in which the 
Carolina mountains become backdrop to haunting. The figures 
in the photographs are young Cherokee, the photographer’s 
friends, in traditional Cherokee masks and, sometimes, in 
storebought Halloween masks. This approach mixes up, 
and overturns, the notion of Native American culture as set 
apart and timeless. Even so, the idea that the photographs 
are not just pictures but acts, traditional ceremony, pulses 
in the images. The photographs invite comparison to Ralph 
Meatyard’s The Family Album of Lucybelle Crater images, 
but Bear Allison was not aware of Meatyard’s work when he 
made his photographs. Instead, the two series meet in an 
uncanny zone, exploring identity, history, and haunting through 
photographs of masks. Meatyard’s and Bear Allison’s shared 
position as Southern photographers is a commonality through 
which to interrogate the photographers’ deployment of mask 
as ceremony, captured in photographs. The photographed 
mask, an image within an image, a double sign, a specter, I 
read for its active properties in this paper. 

An Old Solution for an Old Problem? Kenneth Adams, Jesús 
Guerrero Galván, and the Prospect of Intramural Interpretation
Breanne Robertson, Marine Corps History Division

Celebrated as an expression of regional diversity at its 
unveiling in 1940, Kenneth Adams’ Three Peoples mural has 
since emerged as a site of contestation at the University of 
New Mexico. Over the past 50 years, student organizations and 
activists have objected to Adams’ portrayal of Native American 
and Hispanic peoples. Discontent has continued to the present 
day, erupting in organized demonstrations, formal letters of 
complaint, and broad debate over its interpretative framing 
and prominent visibility on campus. This paper restores artistic 
dialogue between Adams’ work and another campus mural, 
The Union of the Americas Joined in Liberty by Mexican painter 
Jesús Guerrero Galván, to elucidate the historical motivations 
and ideological complexities that underlay its troublesome 
imagery. Taken together, these works illuminate a largely 
forgotten historical moment in which international relations 
and domestic reform efforts converged in their support of 
cultural nationalism and ethnic pluralism. Situating both 
within UNM’s efforts to merge regional triculturalism with the 
pan-American aims of the Good Neighbor Policy, this paper 
complicates our understanding of race, place, and national 
identity in the US borderlands during the Interwar Period. It 
also questions the potential for this enlarged viewing context 
to reframe perceptions of Adams’ offensive imagery in the 
present day. 

Murals all around us: Bridging Campus and Community at the 
Colorado Springs Fine Arts Center at Colorado College
Rebecca Tucker, Colorado College

The Colorado Springs Fine Arts Center at Colorado College 
contains a number of murals commissioned at the founding 
of the instition in 1936. Decorative in purpose, the murals also 
commemorate the spirit of optimism and innovation in the 
arts that marks the history of the Fine Arts Center, a museum, 
art school and theater combined. The artists who worked on 
the murals are important figures in both regional and WPA art 
history. However, the murals in our public restaurant contain 
problematic, racially stereotypical imagery. This talk examines 
the actions (and reactions) taken regarding the FAC murals, 
analyzes successes and failures, and explores the ongoing 
efforts for outreach and engagement with the community and 
the campus. Can the demands for acknowledging authentic 
history from our community balance with the desire on campus 
to take a stand against offensive imagery? Given the recent 
alliance incorporating the Fine Arts Center into Colorado 
College, what rights do the community members have to 
exercise their voices in relation to the concerns of students and 
staff of the College? The FAC murals highlight the intertwined 
issues of power, history, divergent perspectives, and concerns 
about control that mark many town/gown relationships. I show 
that discussion of historic but painful images may be leveraged 
to build bridges across audiences and create avenues for 
meaningful intersection between often separated and 
disparate parts of the community. 

After the Party Ends: Judy Chicago and the University of Houston 
Clear Lake
Beth Merfish, University of Houston Clear Lake

University campuses home to controversial works of art must 
develop policy and dialogue around those works of art, but 
what happens when the fury dies, when the work of art no 
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scholarship—a responsibility to provide access to our work and to 
demonstrate its value. This is Smarthistory’s mission. Hundreds of 
art historians, curators, conservators, and archaeologists share this 
mission and are helping to make rigorous yet accessible art history 
available for free (and ad-free) to anyone with access to the web. 
This unprecedented consortial model means we can demonstrate 
art history’s value by constructing new narratives that are global 
and cross-disciplinary. Projects currently underway include ARCHES, 
an NEH-funded effort to bring issues of endangered cultural 
heritage into the art history classroom, and Seeing America, where 
we are partnering with more than a dozen museums to tell a 
more inclusive history of American art—one that can introduce art 
historical methods into the American history classroom. This session 
explores ways that the Smarthistory platform has been used to 
address issues that have traditionally constrained our ability express 
the complexity involved in representing art history, including the 
mobility of objects, cross-cultural interaction, rethinking existing 
frameworks, and issues of access. Smarthistory aims to speak with 
more voices, reach new audiences, and add a counterweight to the 
hierarchical legacy of our discipline.

New World Orders: Mobilizing and Re-Mapping Art History Online
Elizabeth Rodini, Johns Hopkins University

The geographic boundaries commonly set by art museums 
deny the simple reality that most museum objects were/are/
may again be mobile—a fact at odds with the notion of the 
“permanent display” and, indeed, the “permanent collection.” 
Attention to the mobility of those objects, on the other 
hand, points not only to individual cases of provenance and 
ownership but to the museum itself as a contingent gathering 
of things with its own institutional history and objectives, both 
latent and purposeful. The same may be said for the survey 
text. This idea may not be news to art historians and curators, 
but it is to the general public. I argue that greater attention to 
stories of circulation can help challenge and transcend more 
traditional “border-making,” and that digital platforms are one 
of the best resources for such work. As we map the trajectory 
of a peripatetic artifact, trace the genesis of a composite 
work, or seek to position singular objects in more networked 
contexts, we are simultaneously acknowledging the many 
ways that museums classify objects and render them static. 
Thus, an activated “global” approach to art history is one that 
can also help us unpack art museums, fostering both visual and 
institutional literacy. This is an urgent though under-considered 
matter in the context of public discourse, and one that might be 
most effectively tackled outside museums and online. 

Smarthistory, Advocating for World Art History
Lauren Kilroy-Ewbank, Pepperdine University

Art history survey texts continue to treat art outside Europe and 
the United States superficially, with little focus on networks 
of exchange, trade, itinerancy, colonization, cross-cultural 
interactions, and appropriation, despite greater interest 
in these issues among students, general publics, and the 
professoriate. This paper argues that Smarthistory, a platform 
for the discipline of art history, presents an opportunity to 
reimagine how world art history is presented. From its general 
mission and collaborative process to its content, website 
design and user experience, Smarthistory offers a model for 
how to globalize an art history that does not present European 
art as superior and unseats the binary Western/non-Western 
paradigm. Global art history is about multiple art histories 
rather than one cohesive narrative, calling into question the 

Racist Human Mascots: A Guide for Artists and Designers to 
Determine the Qualifications of Racism in Commercialized Art
Thomas Elder

How is an artist or designer to know what qualifies as racist 
art? Depicting racism is rarely or ever the intention of a 
practicing artist or designer yet they should be able to refute 
why art commissioned for a logo, a mascot or a photograph 
is incongruous to human civil rights. The problem with logos 
or mascots depicting a Native American is unique but not 
uncommon to the Americas and Europe. Although racism is 
a construct that many people understand, some people are 
confused as to why the depiction of a Native American is racist 
while a depiction of another human mascot such as a Viking is 
not a racist depiction. The qualifications are simple yet specific 
based on the understanding of images as nonverbal codes 
and how iconic representation cannot represent hypothetical 
concepts. This paper cites visual principles of representation 
and terminology for the artist or designer to understand 
the process of decoding. This paper and presentation also 
communicate why co-opting a Native American image for 
an icon or mascot or dressing in Native American regalia for 
stylistic photos is objectification. 

Making Connections across the Divide: Indigenous Aesthetics, 
Craft Traditions, and the Legacy of Western Modernism
Lisa Roberts-Seppi, State University of New York at Oswego

In 1962, George Kubler argued all art had a function. More 
recently, scholars like Anna Fariello differentiate between use 
and function, maintaining that a quilt is used as a cover, but it 
functions in ways ranging from the autobiographical story of 
its making, its maker, and the entire quilt tradition, to serving 
as document, metaphor, and ritual object. Furthermore, much 
of today’s writing on craft and decorative art is predicated on 
a definition based on materials or technique, but as Fariello 
astutely points out, in Leonardo da Vinci’s day, a painter was 
also a plasterer; for the Renaissance biographer Giorgio Vasari, 
goldsmiths were grouped with sculptors. Craft, in Fariello’s 
account, represents an approach to materials—one that 
necessarily involves imagination and skill. This paper explores 
the use of materials, techniques, and objects related to craft 
in Hannah Claus, Jeffrey Gibson, Cannupa Hanska Luger, 
and Marie Watt’s work and the issues—gendered, cultural, 
political, and aesthetic—raised by their use. In foregrounding 
“traditional” or “decorative” art like beadwork, parfleche 
painting, quilts, and crocheted doilies, historically deemed 
inferior by their association with the feminine or primitive 
art, these artists reexamine Indigenous cultural history, 
the gendering of artistic practice, and the binary discourse 
ingrained in modernism. Together they reposition the history 
of craft and Indigenous artistic practice as sites of intervention 
and resistance, contributing to the larger transcultural dialogue 
about Western modernism and its legacy in global art today. 

Creating a Community of Scholars for a Community of 
Learners: Smarthistory as a Platform for the Discipline 
of Art History
Chairs: Beth Harris, Smarthistory; Steven Zucker, Smarthistory

Millions of people around the world want to understand the history 
of art, and many have no access to an art history classroom or 
to an art museum. At the same time, the discipline of art history 
is devalued. We have a responsibility that goes beyond our own 
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conversational format (as opposed to the monolithic voice 
of a textbook); and the ability to create a truly global survey 
through accessing Smarthistory’s diversity of subjects. Practical 
challenges and solutions will also be shared. 

Creativity: (Re)Defining the Possible
Chairs: Louisa McDonald, University of Nevada at Las Vegas; 
Takeshi Okada, University of Tokyo

Creativity, defined by the Finnish management scholar, Alf Rehn 
(2009), as “the name we give to that moment of change which 
redefines what is possible,” emerged as a focus of international 
academic attention and a key issue of economic policy in the late 
1990s along with the recognition of the value of the “creative 
industries,” and Richard Florida’s “creative class” (2002) Once 
exclusively the concern of the Fine Arts, Creativity has become 
central to the understanding of contemporary global economies. 
Along with Genius and Inspiration—each a highly valued, if 
imperfectly understood concept—Creativity has since the 1990s 
generated two decades of theoretical academic research and 
amassed vast quantities of data aimed at identifying its sources in 
order to harness, foster, and possibly teach it with little consensus 
or confirmed success. This panel (re)starts the conversation and 
focuses on how the understanding of Creativity has evolved, or 
not, in a climate of increasing globalization and access to the 
internet and social media. What is the state of Creativity since the 
revolution in e-interconnectivity and the emergence of the “creative 
commons”? Is there a difference between virtual and “real” 
experience? What effect does instant access to the artistic creativity 
of others have on one’s own artistic Inspiration? What is happening 
today in the studio, the classroom, the laboratory? To start we will 
hear from practicing artists, an art historian, and a scholar whose 
research is creativity.

Artistic Creation through Encounters Outside One’s Own 
Repertoire
Takeshi Okada, University of Tokyo

Art historical research and interviews with artists have 
demonstrated that artists often inspire each other. Artistic 
Inspiration in this case, is a process by which through a direct 
encounter with the artwork of others, an artist may become 
motivated to consider new ideas and directions. My graduate 
students and I have for the last two decades explored this 
process through a series of scientifically designed field 
studies involving contemporary artists working in Japan. This 
paper will discuss the results of one such study in which we 
attempted to map in detail the creative process that emerged 
from introducing one contemporary Japanese artist to Marcel 
Duchamp’s Large Glass (Tokyo version). In a second series 
of psychological experiments with art-novice university 
undergraduates we examined a set of specific variables 
related to this process. Although that inspiration results from a 
significant encounter is generally regarded as given, data from 
our studies not only confirm that both artists and art-novices can 
expand their artistic creativity through encounters outside their 
own repertoires, but how the process may actually take place. 

Art and the Way Things Really Are
Jonathan Fineberg, University of the Arts, Philadelphia

In Art Since 1940: Strategies of Being, I argued that artists use 
their work to bring coherence to their experience. The painter 
Robert Motherwell put it this way: One of the tasks of modern 

canon’s center, the terminology used to discuss art, and even 
the spaces and places art is seen. Smarthistory’s flexible 
format permits just such a presentation. Its content is the result 
of the collaborative efforts of more than 200 academics who 
contribute because they believe in its mission, to make art’s 
many histories freely available to anyone with access to the 
web. New content is added regularly, allowing Smarthistory 
to incorporate overlooked material or focus on intercultural 
objects that resist categorization using traditional stylistic or 
chronological labels. Smarthistory seeks not only to reshape 
how we conceive of a global art history (or histories), but also 
to advocate for why it matters. 

Sharing Islamic Art with the World: Smarthistory.org as Public 
Scholarship
Elizabeth Macaulay-Lewis, Graduate Center, City University of  
New York

Art history suffers from the perception that it is without utility 
and unengaged and, therefore, irrelevant and not worthy 
of public support—financial or otherwise. Resources such 
as Smarthistory enable art historians to engage in public 
scholarship and to demonstrate the relevance of understanding 
the visual and material cultures of different civilizations. 
The arts of the Islamic World are, by their very nature, 
geographically dispersed and sit uneasily in the categories that 
define so much art history. As such, it offers a valuable case 
study for how to rethink the frameworks used to define art’s 
histories. Smarthistory seeks to shift the narrative of art history 
from a Western-centric perspective to a more inclusive model 
where the full range of global artistic production is examined 
and celebrated. In this way, Smarthistory enables different 
publics to understand the debates and issues in the field but 
also challenges them to reconsider their own assumptions 
about Islam, a religion that is too often vilified. For example, 
one video on two Seljuq figures from the Metropolitan Museum 
of Art challenges common misconceptions about Islamic visual 
and material culture—namely that Islamic art is aniconic. 
Smarthistory demonstrates the critical role that art history 
can play in educating the public, in promoting understanding 
across cultural and political divides, and in challenging 
preconceptions in a way that other academic disciplines 
cannot—all while serving as a free educational resource for 
students, educators and the global public. 

(Sm)Art(history) through the Ages: Using Smarthistory as a 
Survey Textbook
Erin Thompson, John Jay College, City University of New York

A recent initiative at the City University of New York seeks to 
“establish, sustain, and enhance” the use of open educational 
resources (OER) like Smarthistory in classrooms, noting that 
the expense of purchasing books and other supplies is often 
a major barrier to academic success. This talk discusses 
the benefits offered to the students, instructors, and arts 
department of John Jay College (City University of New York) of 
replacing a traditional art history textbook with Smarthistory’s 
free, conversation-based videos and accessible essays in both 
face-to-face and online sections of Art 101 survey courses. 
Some of the benefits of using Smarthistory are: increased 
engagement for low-income students who can access 
Smarthistory immediately (instead of saving to purchase a 
textbook and missing work in the first weeks of the semester, 
or being forced to drop a class because of the unanticipated 
expense); modeling of critical thinking through Smarthistory’s 
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and the art market, institution, and canon as structural spaces for 
policing the idea of the “new.” Rhetorically frozen as atemporal, 
the problem with “newness” is a rhetoric tied to positionality that 
forces categorical labels, assumptions, and expectations. Working 
against this narrative, this roundtable will end with a workshop 
conversation that will address, collectively, alternative ways of 
thinking the “new” in contemporary art.

At Face Value: First Impressions
Ellen Tani, Institute of Contemporary Art, Boston

In this introductory roundtable theme, which will open the 
conversational ground for this roundtable, I examine how 
the language around identity politics alludes to the device of 
the “trend” that seems to encapsulate the critical treatment 
of artists who embody difference. Understanding that many 
artists who identify as nonwhite take issue with being 
identified predominantly as artists of color, I explore how this 
naming—especially when named as such by institutions, critics, 
curators, and others—sustains their marginalization, and 
how the insistence on taking what is new only at face value 
(e.g., “different”) can foreclose other meanings of newness. 
By situating discussions of difference withing discourses of 
contemporaneity, I suggest a rethinking of the framework of 
time and its descriptive constructions (such as the “new,” the 
“now,” the “always,” and the “upcoming”) as a generative and 
expansive mode of criticism in contemporary art. 

The Inactivist Image: On the Untimely Politics of Protest 
Photography
Lakshmi Padmanabhan, Brown University

In this second roundtable theme, which will offer a close 
reading of one artist’s practice concerned with being and being 
read as “out-of-time,” I take up a close reading of images of 
protests, captured by documentary photographer and visual 
artist, Sheba Chhachhi, to argue for the “untimeliness” of 
feminist protest. I argue that even as photography as a medium 
has been complicit in managing the temporality of otherness, 
by placing protesting subjects as historically removed from 
our contemporary moment, the rhetoric of protests today 
emphasizes how our present is an unprecedented age of 
dissent. By taking up the tensions between photography 
as a technology that produces history, and protests as 
events that are eternally trapped in the present, I argue that 
protest photography allows us to witness alternate pasts 
of anticolonial civil disobedience, and postcolonial feminist 
futures within the frame of the protest photograph. 

The Art of Black Dissent: A Culture Jam
LaTanya Autry, Mississippi Museum of Art and Tougaloo College

In this third roundtable theme, which will offer an institutional 
critique and counter-institutional example of archival memory, 
being, and resistance for “othered” communities, I examine 
a case study of one exhibitionary practice concerned with 
the public work and space of the art museum. Grounded in 
active learning pedagogies, dialogue models, and community 
empowerment modes, The Art of Black Dissent, a pop-up 
exhibition and program centered on visual culture of the 
African American liberation struggle, challenges conventional 
museum engagement practices. As cocreator of the exhibition, 
I reflect on this program to highlight the development of the 
project, the responses from various stakeholders, and how 
the initiative has shaped my professional identity as a scholar/
museum activist. 

art “was to find a language that would be closer to the structure 
of the human mind—a language that could adequately express 
the complex physical and metaphysical realities that modern 
science and philosophy had made us aware of; that could more 
adequately reflect the nature of our understanding of how things 
really are.” At the same time, “...if a painting really works down 
in your heart, and changes the way you see, and think, and feel,” 
the novelist Donna Tartt wrote, “you don’t think. ‘Oh, I love this 
picture because it’s universal.’...That’s not the reason anyone 
likes a piece of art. It’s a secret whisper from an alleyway, ‘Psst, 
you. Hey kid. Yes you.’...a really great painting is fluid enough 
to work its way into the mind and heart through all kinds of 
different angles, in ways that are unique and very particular. 
Yours, yours. I was painted for you.” What does creative thinking 
do for us? Is it a survival trait? Can we teach it? I have created a 
new PhD in Creativity at the University of the Arts in Philadelphia 
to teach creative thinking to researchers, irrespective of field. In 
this paper I talk about the premises of this project. 

From Tiananmen to Times Square
Hongtu Zhang

Zhang Hongtu discusses why and how his personal life 
experiences are indispensable to understanding his art: first 
his family background and education including his art training 
during the upheaval of the Cultural Revolution (1966–1976), 
and later, having moved to the United States, his new life in 
New York, with a focus on the last decade lived in Woodside, 
Queens. Zhang Hongtu will discuss how his lifelong studies of 
art, art history, and art theory have affected him as an artist, 
who, in his own words, “has always tried to blur the boundaries 
between different cultures, between old and new, between 
high and low….” Zhang will discuss how his creative activity 
expressed in his series, Van Gogh/Bodhidharma (2007–2014), 
while deeply rooted in his reality and unique life experiences, 
transcends the limits of individual, personal experience, and 
national politics and borders. 

Critiquing the Rhetoric of Newness in Contemporary 
Art
Chairs: Amanda Figueroa, Harvard University; Anni Pullagura, 
Brown University
Discussant: Ariana Curtis, Smithsonian Institution

The 1993 Whitney Biennial, described as “rife with fashionable 
buzzwords: identity, difference, otherness,” prompted museums to 
more actively explore how to support the participation of women, 
Black artists, and artists of color. One strategy has been to hail 
such artists as radically ushering the new, the provocative, and the 
political into otherwise exclusionary spaces. Yet such discourses 
of the “new” also expose the slipperiness of multiculturalism in 
contemporary art. In How to See a Work of Art in Total Darkness, 
Darby English challenges the empty rhetoric of compulsory 
representation, which elides larger sociopolitical circuits. Can 
works by artists of color, whose emergence comes with ideas 
of atemporality, only ever be staged as identity, difference, and 
otherness? This interactive roundtable session seeks to examine 
newness as a strategy of sustained marginalization. Offering 
brief thematic remarks before a facilitated audience dialogue, 
our roundtable panelists will consider how ideas of time can both 
uncritically reproduce and productively reimagine newness as a 
methodology; the significance of being read and seen as “out-of-
time” as an artist using time-based media; protest and dissent in 
challenging the archival and categorical impulse of the museum; 
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most original and imaginative work of the present day. But 
accommodating them appears to narrow the spaces and 
resources given over to digital assets. Indeed, with donors 
and grant-makers so excited about the digital, reserving any 
resources for print media seems an ill-advised gamble. This 
paper centers on precisely this tension between traditional 
print media and new modes of scholarly research. In particular, 
I examine new ways to envision the library collection that 
encompasses traditional as well as new formats, books as 
well as materials and machines. By focusing on questions of 
“medium materiality” in the library, I propose bringing print 
media, such as books and archival materials, and digital media, 
such as emergent e-publication platforms, visualization walls 
and DH labs, to the same theoretical plane of library collecting, 
cataloging, and preservation practices. Drawing from recent 
innovations at the University of Pennsylvania’s Fisher Fine 
Arts Library, I will explain how, for example, digital tools such 
as 3D scanners, and digitally-derived synthetic materials such 
as Aerogel and Instamorph, peacefully and productively co-
exist within the same space as rare books and a 19th century 
letterpress. 

Libraries as Relays
Kurt Forster, Yale School of Architecture

Cross-purposes or cross-pollination? Likely also a crossroads 
in the millennial history of libraries and the markets of 
knowledge. Over time, the pre-digital library developed into 
a dispositif, an instrument yielding not just information but 
means of generating it. Today, these functions have largely 
migrated into internet-based sites and algorithmic access 
to an unfathomable sea of bits. What is one to do, if the 
expectations of old and the potentials of the moment threaten 
to move at cross-purposes? I’d like to suggest that libraries 
and databases abandon their defensive postures and join 
in creating a third condition: libraries are clearly unable to 
provide scholars with the old browsable foyers, but they can 
make fabulously effective relays (as in switchboards) between 
the two, combining in fact the best of both worlds. Such an 
expanded role for libraries goes well beyond their familiar 
function of storing print or mimicking such deficient sources 
as Wikipedia and a staggering number of other sites. The 
new role, already partially implemented at various university 
and research institutes, is that of a hyper-switchboard of 
bundled information on specific topics and issues. Independent 
researches incur excessive expenses for downloading texts 
and images (of adequate resolution) and they often remain 
fragmentary, qualitatively inferior and technically deficient. As 
the range of information keeps expanding and the complexities 
of transmission and use increase, a highly effective integration 
of all sources becomes imperative. Only libraries can perform 
these new functions for scholars of all stripes. 

The Case for On-Site Art and Design Reference Collections: 
Browsing as a Research Method and Pedagogical Tool
Janine Henri, University of California, Los Angeles

While many academic libraries have drastically downsized 
or entirely relocated print reference collections, arguing that 
online reference materials render them obsolete, I argue for 
well curated print reference collections on site, in an art and 
design library setting. I showcase two pedagogical instances 
where I rely on print reference collections to expose students to 
the standard literature and to introduce browsing as a research 
method. One instance involves design students and the other 

Trending: Contemporary Art in the Temporary Now
Amanda Figueroa, Harvard University

In this concluding theme, which will end the roundtable 
with an interactive audience workshop, we will return to the 
question of newness in contemporary to consider what is still 
yet possible in the discovery of and the insistence on the new 
as a political and critical methodological framework. Taking 
as its theoretical cue the notion of the “trend” as a device 
for (re)imagining and reclaiming access into spaces such 
as the museum, the gallery, and the art canon, we explore 
artist collectives, schools, archives, and museums that seek 
to ground their practice and programming within a historical 
and intimate inheritance of adaptation, (re)production, and 
citation. As the concluding workshop to this roundtable panel, 
this theme will ask all participants to collaborate and share 
strategies and interpretations for understanding the meanings 
and potential futures of heritage, practice, and patronage in 
contemporary art. 

Cross-Purposes or Cross-Pollination: The Art Library in 
the 21st Century
Art Libraries Society of North America 
Chair: Kathleen Salomon, Getty Research Institute
Research Institute Discussant: Kathleen Salomon, Getty Research 
Institute

As colleges and universities invest in a variety of programs geared 
toward the digital humanities and digital art history, the library 
is often a partner, opening its doors to create and support labs 
and makerspaces, providing students and faculty with the tools 
for innovation and spaces for collaboration. Similarly, specialized 
art research libraries and institutes outside the academy are 
considering the impact and integration of evolving digital research 
methods on their programs and spaces as they move further into 
the 21st century. Proposals over past years by some academic 
and research institutions seeking to move traditional art library 
print resources to centralized and often remote locations in favor 
of increasing spaces for technology have been highlighted and 
argued in arts newsletters, blogs, petitions, and letters of support 
from eminent scholars and laypersons, demonstrating that what 
might be viewed by some as evolution is neither straightforward nor 
uncontroversial. As American art libraries continue to move away 
from onsite browsable book stacks, disagreements by researchers 
over this trend remain passionate and sometimes prevail, even 
while spaces for teamwork and technological innovation are at a 
premium. Discovery in the stacks is still seen by many as critical for 
research, particularly in institutions outside of the US, yet others 
argue that online research tools mitigate the treasured concept of 
serendipity. This panel features papers from art historians, students, 
and librarians regarding the intersection of traditional uses and 
innovative programming within art library spaces.

The Republic of Research: Placing the Media Spectrum in the Arts 
Library
Hannah Bennett, University of Pennsylvania

The breathtaking and inspiring growth and spread of digital 
technologies in the making, documenting, interpreting, and 
historicizing of art has eclipsed a surprising fact. Traditional 
print media not only remain critical sites of aesthetic invention 
and historical research. They are also founts of exhilarating 
experimentation, creative conceptualizations, and vibrant 
scholarly inquiries. Ignoring them risks losing some of the 
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to Richmond and beyond. We seek to stimulate discussion among 
arts educators practicing in such diverse environments to explore 
commonalities, share pedagogies and methodologies, and consider 
the replicability of such projects. To what degree are they uniquely 
place-based? To what degree can we identify best practices? How 
can we learn from them to yield the diversity bonus for ourselves, 
our students, and our communities?

Stable Ground: Art, Trauma, and the Law
Jules Rochielle, Social Practices Art Network

Stable Ground will address the complex relationship between 
chronic housing insecurity, its psychologically traumatic 
impact, and municipal housing policy through participatory 
community-based art and culture programming that is 
structured to inform the work of the City of Boston’s Office 
of Housing Stability. We will embed artists, legal designers, 
and trauma experts into community/municipal settings to 
generate outcomes that contribute to local visual/performing 
arts exhibits and art-making events. These events will include 
facilitated conversations among artists, residents, activists, 
organizers, experts, and municipal leaders, all structured 
to inform existing OHS services and those in development. 
Outcomes and learning will be captured in a project report and 
evaluation suitable for publication. We expect to see a greater 
shared understanding among project participants of the nature 
and scope of the traumatic impact of housing insecurity and 
to see that understanding reflected in policies and programs 
developed by OHS, and in the future community work of the 
other partnership organizations. We hope to influence the 
work of other individuals, organizations, and municipalities 
through our published report and evaluation. Stable Ground 
is a collaboration among four organizations. The NuLawLab 
engages arts-based disciplines to create new models of legal 
empowerment. The Office of Housing Stability creates new 
programs and policies to support the creation, maintenance 
and preservation of secure and affordable housing. Violence 
Transformed fosters creative action to overcome violence and 
extends trauma-informed training to community-based groups. 
The Domestic Violence Institute provides focused community 
education with the goal of helping people break the cycle of 
violence. 

100 Years of Footage: Digital Filmmaking with the National 
Museum of the American Indian
Melanie La Rosa

In 2016, Pace University’s Media and Communications 
Department partnered with the Smithsonian’s National 
Museum of the American Indian (NMAI), located in New 
York and Washington, DC, to produce a short documentary 
commemorating their 100-year anniversary. The team 
included five graduate and undergraduate students, diverse 
in many ways, and two professors. The Smithsonian Museum 
generously provided funding for travel and materials, access 
to their contemporary video collection, artist network, and 100 
year-plus archive of delicate and rare materials, photos, and 
films. The project parameters were to create a short, engaging 
story covering the museum’s 100-year history, show Native 
people as part of diverse, contemporary living cultures, and 
avoid the all-too-frequent stereotypes perpetuated about 
American Indians. The team met with NMAI staff and Native 
artists from across the nation, including young artists whose 
voices became the heart of the short film. Over the semester, 
the team researched, wrote, filmed, and edited the piece, 

concerns the training of future art and design librarians. I 
introduce the concept of using reference stacks as an “index” 
to the rest of the collections, arguing that browsing reference 
collections can lead students to additional relevant browsing. 
Furthermore, I acknowledge how these practices have informed 
my selection of materials for the reference stacks and how this 
highly curated collection may affect serendipity. 

Reviving the Art Library
Marcia Reed, Getty Research Institute

In Cologne on my last birthday, what I really wanted to do was 
spend some time with art books at Walther König’s bookshop. 
After an invigorating afternoon of browsing, I realized how 
rare an experience this is with bookstores’ current demise. But 
I also thought: Isn’t this the purpose of libraries? In the early 
1980s I wrote “Automatic Libraries” about the detrimental 
effects of standardization and managerial efficiencies. Subject 
bibliographers and special libraries were out of favor. Approval 
plans promoted trade and academic books, omitting small 
publishers like museums. LC’s conservative N classification 
brought together Western art, relegating other cultures’ art to 
their histories, with no place for new media. Shelves filled; new 
books were sent directly to storage; and libraries became less 
interesting. Instead of collecting “automatically,” art libraries 
should define specific collecting areas, recording art history in 
progress. While digitizing is a godsend, we should not ignore 
the significance of books, graphics, recordings, and ephemera 
as original documents. Art librarians are in a unique position 
to refocus on this materiality, promoting their collections 
imaginatively in small editions, exhibitions, and programs. 
Museum and gallery publications, small press works, zines, 
and artists’ books are made to display. Recent successes at 
the GRI were public viewings of artists’ books with the artists 
during our Artists and Their Books exhibition. Art libraries’ 
missions are not only to collect, but to present their relevant 
and appealing collections with perspective and purpose: to 
stimulate researchers and engage their public. 

Cultivating and Leveraging Diversity through 
University—Community Partnerships
Chairs: Anne T. Englot; Victor Davson, Express Newark

Social theorist Scott Page describes in his recent book, The Diversity 
Bonus, the ways in which diverse groups addressing complex 
challenges yield ideas that are more creative and innovative than 
homogeneous groups working on the same challenges. Reaping 
that bonus is critically important for academic arts educators as 
we strive to produce work that resonates with our increasingly 
diverse communities, educate increasingly diverse student bodies, 
and inspire new generations of students to pursue arts careers—
especially as our faculties tend not to be diverse. As Co-Directors of 
a social art space called Express Newark that was conceived as a 
partnership between Rutgers University–Newark and the Newark, 
NJ arts community, we strive to realize the diversity bonus through 
community-engaged programming and practice. With over 27 local 
artists in residence alongside Rutgers–Newark arts faculty, we 
teach printmaking, graphic design 3-D printing, video production, 
photography, journalism, and feature five galleries of varying scales 
where the work of local artists is exhibited alongside internationally 
recognized artists. Such community-engaged arts practice is not 
unique, instantiated in cities from Cambridge and Providence to 
Philadelphia and Baltimore to Milwaukee and Chicago to Houston 
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responses to imported Zhangzhou products and how Japanese 
artisans learned Zhangzhou potters’ freedom of brush and 
audacity of potting in their native ceramic production. I 
consider how early Japanese craftsmen appropriated certain 
Zhangzhou porcelain designs and further adapted them to 
Japanese aesthetics and contexts. Through an examination 
of the technological and artistic interaction between 
Japanese and Chinese artisans, the paper highlights the 
transcultural aspect of early Hizen porcelain industry. Based on 
archaeological and textual research, I argue that Fujian potters 
working in Kyūshū kilns, along with their copies of Zhangzhou 
ceramics made in Japan, were gradually assimilated into the 
broader Japanese ceramic manufacturing realm and attained 
a brand-new Japanese identity through enthusiastic patronage 
and promotion of their works by local tastemakers. 

Art | Adrift: Curating Selves aboard Ming Dynasty Painting-and-
Calligraphy Boats
Einor Cervone, Research, Chinese Art Department, Los Angeles 
County Museum of Art (LACMA)

A floating gallery, a drifting studio where sprawling 
waterscapes set off artwork on display and inspire original 
creation—the painting-and-calligraphy boat (shuhua chuan) 
may sound like a postmodern experimental installation. For its 
Ming patrons, however, it was nothing of the sort. Traceable to 
Mi Fu’s floating gallery-cum-studio—generations of aesthetes 
like Mi Wanzhong, Dong Qichang, and Li Rihua perceived 
the art boat as a beacon of cultural orthodoxy. As a nod to 
antiquity, it situated them in the continuum of longstanding 
tradition. The practice reached its acme in the mid- and late-
Ming, against currents of growing social mobility and dynamic 
imbalance, which gave rise to a culture of connoisseurship as 
part of a fierce competition for social distinction. This paper 
examines the lure of waterborne art connoisseurship as cultural 
capital. Unique to the art boat is the act of collecting pieces 
for display and appraisal—an act akin to modern curatorial 
discernment. The selection of works that accompanied the 
patron onboard became an expressive medium. The painting-
and-calligraphy boat also privileged a sense of fortuity. Chance 
encounters and spontaneous inspiration complemented the 
boats’ movement along their free-form water routes. Yet, 
the most prominent feature distinguishing the art boat was 
its visibility. Open panoramas of outstretched waterscape 
conjured a new creative avenue—self-aestheticizing of both 
participant and vessel. This paper extricates the painting-and-
calligraphy boat from its perception as a passing curiosity. 
It reflects, rather, an enduring phenomenon that permeated 
premodern Jiangnan—the choice of the waterscape as a space 
of creation and recreation. 

Printed Fabrics: Wu Youru (d. 1894) and Images of Fashionable 
Women in Modern China
Fong Fong Chen

How does the media facilitate our understanding of 
painters’ practices and audiences, and fashionable art on 
the market? Using Wu Youru’s work as a starting point—
with examples of paintings, lithographs, illustrated books, 
pictorial magazines, photographs, porcelain, clothing, and 
advertising calendar posters—this paper examines the role 
of fashion and fashionability in the revolution of visual and 
media culture from the early 1870s to the 1920s. Popular 
images of fashionable women in the realm of commercial art 
in the Republican era not only appeared in calendar posters, 

ultimately screening to a standing ovation at the NMAI’s high-
end centennial Gala in their historic New York City museum. 
This case-study style presentation explores the methodologies 
the team used to: 1) maintain high production values while 
filming in archives and during public exhibits; 2) cast the best 
characters from a wide field of choices; 3) use the stated 
parameters as a source of strength in the creative process; 4) 
manage the pros and cons of filming in two cities; and 5) find 
powerful commonalities amidst diversity. 

Cultural Mediums: Images and Objects in East Asia, 
1500s–1920s
Chair: Einor Cervone, Research, Chinese Art Department,  
Los Angeles County Museum of Art (LACMA)

Imperial Imagery and Personal Tribute: Carved Lacquer Panels of 
the “Campaign against Taiwan” at the Qianlong Court
Zhenpeng Zhan, Chinese University of Hong Kong

Copperplate prints of battle images produced in 18th-century 
China, which have been widely circulated and collected 
across the globe, have aroused intensive scholarly attention 
and studies. Besides two major media of copperplates and 
the prints, a curious suite of carved lacquer panels (twelve 
pieces in total) of the Campaign against Taiwan (Pingding 
Taiwan desheng tu 平定台灣得勝圖), seven of which are 
in the collections of Museum Huis Doorn and Museum für 
Asiatische Kunst, has long been overlooked. Based on visual 
and archival materials from the Qing court, this paper argues 
that, in contrast to previous assumption, this panel suite was 
not commissioned by the Qianlong emperor (1711–1799), who 
ordered the copperplate prints in palace workshops in Beijing 
from 1788 to 1792. Amongst the generals and governors 
who were imperially bestowed with the print suites in early 
1793, the bannerman named Qifeng’er 奇豐額, Governor 
of Jiangsu Province, ordered the lacquer panels in Suzhou 
by appropriating the prints and sent them to Qianlong in 
early 1795 as part of his personal gifts. By looking into the 
circulation of the artifacts between Beijing and Suzhou, as well 
as the visual transformation from copperplate prints to carved 
lacquer, I discuss the cultural exchange between China and 
the West, as well as the multilayered meaning of the artifacts 
shaped by various agents (the Emperor, artisans, and the 
Manchu official). 

A Rags-to-Riches Story: Tracing Zhangzhou Ceramics for the 
Japanese Market
Xiaoyi Yang

Coarsely potted and quickly painted with freehand underglaze 
decoration, Zhangzhou porcelain from the southern coastal 
area of China was not popular in the late Ming society. 
Nevertheless, due to its bold design and easy availability, 
it was well received in Japan from the late 16th to mid-17th 
centuries. Around this time, potters relocating from Fujian area 
worked in Kyūshū Island and collaborated with their Japanese 
peers in creating early porcelains in the Arita region. The 
immigrant craftsmen continued their earlier firing technique 
and decorative vocabulary in Japan, where their sketchy 
underglaze painting was appreciated by tea aficionados as 
an indication of spontaneity and expression of individuality. 
Focusing on the circulation, consumption, and emulation of 
Zhangzhou blue-and-white porcelain in Japan, I aim to explore 
Momoyama-Edo consumers, connoisseurs, and craftsmen’s 
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egalitarianism, community, and the concrete body. In view of 
these connections this paper examines dance as a pedagogical 
framework in the post-1968 context, asking what it could mean 
for students at a moment when the radical weight of these 
commitments began to breakdown and when the desire for 
community ballasted a new struggle for self-preservation. I 
describe how an emphasis on chance, notation, movement, 
and repetition engaged discourses of form, the body, and 
personal agency in tandem with sociopolitical urgencies 
wrought by emergent counterrevolutionary pressures. 
Ultimately this paper explores the political possibilities 
of working from within extant institutional strictures and 
structures and vis-à-vis the wayward body. 

Xiamen Dada / Dada in China: The Revolution of Culture
Thomas Haakenson

The late 20th-century engagement with Dada in China remains 
opaque, if not obscure, to many academics and aficionados 
of the supposedly Western art movement. Named for its 
geographical point of departure, Xiamen Dada’s short-lived 
existence from approximately 1986 to roughly 1989 was a 
double-barreled blast into the art historical continuum. A 
partial, pastiched reception of Western philosophical ideas 
from the likes of Immanuel Kant and Ludwig Wittgenstein, 
Xiamen Dada was also a rare public rebuke of censorship and 
suppression under Communist Party Chairman Mao Zedong 
and his so-called Cultural Revolution. Artists whose work 
served as inspiration for more well-known contemporary 
artists, such as Ai Weiwei, found their artistic voices in Xiamen 
Dada, practitioners such as Cha Lixiong, Liu Yiling, Lin Chun, 
Jiao Yaoming, and, best known of these artists in the West, 
Huang Yongping. But Xiamen Dada resulted perhaps in the 
most Dada-like intervention of all, one more radical than its 
European predecessors, its appropriation of Western art-
historical traditions, or its challenge to official Maoist aesthetic 
doctrine. At the end of a fall 1986 exhibit, Xiamen Dada artists 
created the final, group piece Burning Works, which involved 
the destruction-by-fire of all the entries these artists had 
displayed in the exhibition itself. My presentation examines 
the group’s contributions to the Dada tradition and legacy in 
light of the bipartite engagement with both Sino and American 
contexts through the lens of Burning Works, as a response 
to Mao and as perhaps the most Dada-like of all possible 
aesthetic interventions. 

From Aa to Africa and Back Again: A Case Study of Tristan Tzara 
and the Museum of Modern Art circa 1935–36
Hilary Whitham, University of Pennsylvania

Avant-garde artists cast African objects as catalysts for 
innovation, from Andre Derain’s tersely urgent diary entry 
on his visit to the British Museum in 1906 to Pablo Picasso’s 
apocryphal account of encounter in the Musée du Trocadero. 
While scholars have grappled with the relationships between 
Cubism and West African sculpture, the connections between 
other movements such as Dada and what philosopher V.Y. 
Mudimbe terms “the idea of Africa” have yet to undergo 
equally rigorous examination. Moving beyond comparisons of 
masks and early performances at the Cabaret Voltaire, this talk 
explores the way in which the discourses of modernism and 
African art were intertwined for one of movement’s founders, 
Tristan Tzara. Although today most renowned for his poetry, 
Tzara sustained a lifelong engagement with African art, acquiring 
more than 80 objects for his personal collections, writing 

cigarette advertisements, and the covers of literary magazines, 
but also in Wu Youru’s publications of 100 pictures of beautiful 
women wearing fashionable clothing in urban settings, which 
won him fame and status as a precursor to commercial artists. 
The images of women were significant in that they conveyed 
a sense of the fashionable largely through the depiction of the 
latest dress, which might be seen as a marketing strategy. I 
argue that Wu Youru played a pivotal role at a time when new 
technologies and foreign cultures affected new modes of visual 
representation, from his emergence in the art world in the 
1880s to his far-reaching influence on the Republican period. 
The mass production of printed fabrics became an integral 
part of print culture, and the production of fabrics and printed 
fabrics were both associated with modern industries. 

Dada Studies as Countercultural Practice: Intervening 
in the Art Historical Institution
Chairs: Brett Van Hoesen, University of Nevada, Reno; Kathryn 
Floyd, Auburn University

What can the historical study of the radical tactics of Dada (and its 
influences) offer as its own kind of countercultural practice? What 
happens when research and teaching on anti-art, anti-institutional, 
interventionist, or deconstructionist strategies for interrogating 
power penetrate the established disciplinary spaces of art history, 
from university classrooms to scholarly publications, blockbuster 
exhibitions, archival collections, conference presentations, and 
the like? What challenges or opportunities have the tensions 
and alignments between Dada objects of study and institutional 
frameworks produced, from the earliest histories of Dada in the 
1920s and 30s to the recent celebrations of the 100-year anniversary 
of Zurich’s Cabaret Voltaire? Taking as a springboard the unique 
interdisciplinary study and practice of Dada, Intermedia, and Fluxus 
art at the University of Iowa from the late 1960s to the present, this 
session seeks other cases of critical, countercultural, or interventionist 
analyses of international Dada’s objects, artists, events, concepts, 
legacies, and descendants. Given the growing “corporatization” of 
the university, the so-called “crisis” of the liberal arts, and increasing 
calls for curatorial and archival transparency, we also ask what 
potential Dada scholarship or art historical studies of countercultures 
might have for the discipline and its institutions. In the discursive spirit 
of Dada, this panel will be organized as a series of four short case 
studies, followed by guided questions and extended, open discussion 
among panelists and audience members.

Wayward Student Bodies: Countercultural Praxis, Dance 
Notation, and Critical Pedagogy at the University of Iowa, circa 1970
Kristen Carter, University of British Columbia

Caught in a moment of social, cultural, and political transition, 
the art of the early 1970s is marked as much by a struggle to 
meet the new anxieties and demands of an uncertain present 
as it is by a desire to hang on to the radical voices and hope of 
a recent past. Nowhere is this tension more clearly recognized 
than in the early histories of University of Iowa’s Intermedia 
Program (1968–present) and the Center for New Performing 
Arts (1970–1975), which together hosted an impressive roster 
of visiting artists, writers, directors, and performers in the 
early 1970s, including Robert Wilson, Scott Burton, Marjorie 
Strider, and Elaine Summers. Whether directly or indirectly 
these artists’ work and the workshops and performances they 
led at UI bore ties to Judson Church and the broader histories 
of Fluxus and dance in the early 1960s that were committed to 
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Translating Ink: How Printmaking Can Bridge Language Barriers
Nicole Foran

This presentation focuses on printmaking as a means 
to connect students and artists from different cultural 
backgrounds. It discusses approaches to communication, 
with a specific investigation into the experience of working 
with first-generation ESL students. Printmaking, from this 
lens, becomes a tool with which to assist students with the 
acquisition of skills, techniques, and knowledge that can 
then be translated to their communities. As such, the print 
studio transitions into a venue for community engagement 
and outreach for nonverbal learners or learners impeded by 
language barriers. The social aspect of print studios allows 
for a cooperative transfer of knowledge that is distinct from 
other art disciplines. Indeed printmaking spaces are often 
considered labs instead of studios due to the nature of the 
experimentation and discovery that lies within. 

Decolonizing Illustration: Rerooting Culture, Language, and 
Activist Practice
Daniel Drennan ElAwar, Emily Carr University

Teaching illustration in the periphery of capital/empire reveals 
contradictions of disconnection/uprootedness concerning 
culture, language, community, and artistic practice. Contesting 
this fracture has a long history. Paulo Freire stated: “The 
oppressed want at any cost to resemble the oppressors”; 
Frantz Fanon referred to the “colonized mind”; and Patrick 
Lumumba called for “mental decolonization.” He advised his 
compatriots to “rediscover [their] most intimate selves and rid 
[them]selves of mental attitudes and complexes and habits 
that colonization...trapped [them] in for centuries.” Given the 
structural nature of colonial education, within which students 
are educated outside of local language, culture, and majority 
class, how might it be possible to reintegrate with local 
space, realm, and communities? How would an awareness 
of globalization, liberalism, and humanitarian imperialism 
affect their university-based projects and, later, their local 
artistic practices? Finally, what are the negative effects/
disincentives of taking political stands in terms of personal/
commercial work, given a globalized art industry itself imbued 
with liberal/capitalist incentives and tendencies? This paper 
reflects on eight years teaching in Lebanon, and attempts 
there to “decolonize” the classroom. Themes examined include 
communal/collaborative work; the collision of local/colonial 
languages; the interaction with displaced, dispossessed, and 
marginalized populations; the exploration of social issues 
beyond humanitarian imperialist contexts; and concepts 
of fractured, uprooted, and affected identities. The paper 
concludes with an exploration of how such pedagogical foci 
might travel and be applicable in spaces such as the core of 
capital/empire, among diaspora populations, as well as among 
disparate and seen-as unrelated communities. 

Educating Diversely: The Artist Talk Platform 
Arianna Garcia-Fialdini, Concordia University

Artist-teachers can inspire diverse audiences to adopt 
innovative teaching practices through artist talks fueled by 
a social justice and awareness-raising agenda. This paper 
presents ways to incorporate social problematics like mass 
displacement and pressing international immigration policies 
into diverse art classrooms and unconventional pedagogical 
platforms (in this case, through artist talks). It focuses on 
an artist talk given in collaboration with the Immigrant 

essays, and lending objects to several exhibitions. Triangulating 
information from the archives of libraries, museums, and private 
collections in France and the United States, this talk delineates 
Tzara’s ideas about African art and Dada through a case study 
of his participation in two exhibitions held at the Museum of 
Modern Art in 1935–36, namely African Negro Art and Fantastic 
Art, Dada, and Surrealism. This talk destabilizes metanarratives 
of European artistic endeavors as predicated in wholesale 
cultural appropriation, emphasizing the way in which Tzara’s 
aesthetics were shaped by African objects, as well as the way in 
which Tzara shaped the idea of Africa formed in the first half of 
the 20th century. 

From Document to Monument: Dada Manifestos as art-historical 
material?
Gunther Reisinger, University of Technology Graz

The lecture contributes to the field of art-historical basic 
research and discusses the various meanings of Document 
and Monument (Panofsky 1940) in the context of their (non)
application for the analysis of Artists’ Manifestos by the 
Historical Avantgarde (Bürger 1974). Preparing the analysis 
of these manifestos also within art-historical methodology, 
the talk uses detailed reviews at the history of the discipline 
of art history as a framework for terminological and 
methodological differentiations. Implicitly, I am questioning 
the traditional classification of Artists’ Manifestos as source 
(document) or as work (monument), their disciplinary 
affiliation (e.g. art or literature), changed (and still changing) 
work concepts in postmodernism and modernism and 
referencing methodological paradigms of art history. A 
justified selection of Dada manifestos (based on Bürger’s 
assumptions of including art into the practice of life) is the 
basis for an analysis that reflects once contemporary and now 
retrospective hierarchies of work and source in art history. 
By looking forward and backward at similar approaches of 
concept art (e.g. Robert Smithson 1968), the talk attempts 
to re-integrate artists’ manifestos (e.g. by Tzara 1916 or 
Krucenych 1913) into art-historical work-contexts (traditionally 
regarded as sources on object-based art) and thus expands 
the traditional scope of material in art-historical research. 
In order to manage today’s tightrope walks between Art 
Theory, Artists’ Theory, Art History and Aesthetics, the 
intended transfer of Artists’ Manifestos from the domain of 
documents into the realm of monuments would finally offer 
new transgressive (Grübel 2000) and interpretive (Panofsky 
1925) angles on object-based art of Dada. 

Decolonization, Process and Education

The presentations in this panel focus on individual and communal 
strategies aimed at challenging dominant economic, political, and 
cultural norms. The panel will present in alphabetical order, and the 
panelists and their presentations are as follows: Daniel Drennan 
ElAwar, speaking about decolonizing the illustration classroom; 
Nicole P Foran focusing on printmaking as a means of connecting 
students and artists from different cultural backgrounds; Arianna 
Garcia-Fialdini exploring artist’s talks as a means of incorporating 
social problematics into diverse art classrooms and unconventional 
pedagogical platforms; and finally Dana Thurmond Hemenway 
examining the legacy of Minimalism as concerns fine art practices in 
relation to subversive points of view.
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European strides made on this path? What are interim steps and 
resources needed to allow implementation of decolonization 
perspectives?

Major/Minor Graphic Design History
Silas Munro

As graphic design practitioners and scholars make movements 
to decolonize their discourse, there is a rising tension between 
the preservation of a Eurocentric modernist-celebrity canon 
and the eruption of perspectives from previously silenced and 
erased points of view. Taking influence from the Deleuze and 
Guattari concept of “minor literature,” a new model of graphic 
design history uses deterritorialization, political immediacy, 
and collective authorship to refocus the lens of interpretation 
through an oscillation of minor and major works that shift the 
hierarchy of our discipline. 

Decolonizing: A European Perspective
Alice Twemlow, School of Visual Arts

While the decolonizing design movement is steadily gaining 
traction in Europe, in terms of practice and discourse, its 
incorporation within design pedagogy still lags behind. This 
contribution presents a case for the need for a decolonized 
design education that ventures beyond what decolonial 
theorist Walter Mignolo has termed the “modern/colonial 
world-system” and an analysis and reflection on of some 
different approaches and methods currently being tested in 
institutional and non-institutional contexts. 

Shifting Design Pedagogy: Beyond a Connoisseurial Approach
Dori Griffin, Ohio University

Design educators face the task of providing historical context 
for the work students do in the studio. Practical, accessible 
resources for teaching the history of graphic design—both 
within the studio environment and in the design history 
classroom—have expanded over the past decade, though there 
is by no means a glut of such sources. Finding resources to 
shift this historical dialogue beyond a connoisseurial approach 
to well-known western European and North American objects 
remains challenging, however. This presentation focuses on 
the pragmatic and contextual concerns that have informed 
the process of decolonizing my own design history education, 
in real time, as an educator teaching in both the studio and 
the design history classroom. Recognizing the need for a 
global and decolonized approach to design education is 
easy; gathering the resources to operationalize this approach 
is incredibly time consuming, particularly in relationship to 
questions of historical context. How do design educators 
engage the pedagogical challenges of a sparse literature 
and the task of restructuring a design history survey course 
without a decolonized survey textbook for reference? Where 
do we locate reliable resources about a range of global and 
underrepresented topics? How do we navigate a relationship 
with “the canon”—which students may expect to encounter, 
or may be expected to know upon graduation, or which fellow 
faculty may expect students to learn? 

American Design Pedagogy: A Critical Look Within
Lorraine Wild

If we are to approach an alternative perspective towards 
American design pedagogy, it is essential to be well aware 
of how we have arrived at the current academic structure, 
and the selection of cannons we currently use and refer to 

Workers Centre, a nonprofit organization of newly arrived 
immigrants and refugees located in Montreal, Canada, and 
explores how the artist-talk platform reaches communities 
outside the traditional classroom and creates space for an 
exchange of ideas, artistic intervention, and learning from 
diverse participants. Additionally, I discuss my observations 
on potential pedagogical exchanges based on experiences 
from the event, concluding by further exploring the relevance 
and potential development in personal artistic and teaching 
practices for and with this specific community. 

Paring Down: Minimalism, Craft, and Subversive Points of View
Dana Hemenway

Through the lens of my personal art practice and research, my 
paper looks at the legacy of Minimalism on fine art practices 
in relation to subversive points of view. Minimalism marked a 
change from the hand made object to the manufactured object, 
using the techniques or actual goods of mass production. My 
work uses both mass-produced objects and craft techniques, 
taking often overlooked objects such as extension cords 
and presenting them in an aesthetic space with the support 
of craft and minimalist motifs, such as a ceramic grid. This 
act of uncovering and bringing light to invisible objects and 
structures, is analogous to breaking down and making evident 
other systems of oppression and marginalization. I feel my 
position in contemporary society, as a woman, is why I am so 
interested the perceived value of art objects versus non-art 
objects, and in particular the amazing power artists have to 
transform value; as I see it as a metaphor for change in other 
areas of society. I pair an investigation into my own work 
and its relationship to minimalism with research into artists 
who have used minimalist tropes in subversive ways. A major 
example is Félix González-Torres, who used the extremely 
pared-down vocabulary of the cube and other minimalist 
tropes as a Trojan horse to sneak in radical points of view 
regarding sexuality and the AIDS epidemic in the wake of the 
culture wars. 

Decolonizing Design Education: A Contextual-
Pragmatic Approach.
Chair: Pouya Jahanshahi, Oklahoma State University

Ignoring the shift in student bodies and society as a whole, the 
Eurocentric pedagogical perspective still dominates the realm of 
academia and design pedagogy in the United States. While the 
need to implement alternative perspectives towards inclusive 
design pedagogy persists, the awareness of this need has 
arguably become increasingly tangible. Yet decolonization as it 
applies to design pedagogy remains an ambiguous realm for most 
practitioners. Expanding upon the robust panel discussion at last 
year’s CAA Conference, this panel seeks to move the discourse 
forward by focusing on design education in order to exchange 
alternative pragmatic approaches to pedagogical frameworks. We 
will seek to respond to the following questions, among others: 
What are the nuanced colonial characteristics within the current 
realm of American design pedagogy? What constructs lie behind the 
current design pedagogy and how can they be addressed? What 
pragmatic strategies can be implemented, from institutional as 
well instructional frameworks, to start the gradual transformation 
towards a decolonized pedagogy? What pedagogical models may 
be adopted by US academia to address the lack of non-Western 
perspectives and content? What lessons could be learned from 



99New York City  2019

Framing South African Art History as a Particular Aesthetic 
Language: Decolonization as a Process of Recovery
Danielle Becker, Stellenbosch University

For art history in South Africa the notion of center and 
periphery has a particular relevance both as a result of the 
nation’s settler-colonial past and in light of the current call 
to decolonize university institutions. As a settler-colonial 
nation burdened by apartheid, South Africa has had its own 
art-historical centers despite being located on the African 
continent and as such within a zone perceived as peripheral to 
Euro-American art history. The country has also seen fervent 
student protests and rising dissatisfaction with the slow 
pace of change in recent years, coalescing around the term 
“decolonization.” Despite many research projects that have 
attempted to transform South African art history since the 
advent of democracy, the discourse is still largely dictated by 
Euro-American content and methodologies. This paper seeks to 
provide an inquiry into South African art history as a discourse 
and discuss what decolonization means in this specific context. 
Through an analysis of current university-level curricula, I 
discuss both the need for decolonization and the challenges in 
reaching that goal in South Africa. I argue that the movement 
away from art history towards visual studies as a discipline has 
meant a focus on contemporary art production that maintains 
a discursive structure indebted to Eurocentric methods. To this 
end, this paper maintains that anticolonial research needs to 
be based in the recovery of a diversity of historical aesthetic 
languages before it can use those languages to understand the 
present. 

The South African and Brazilian Hinterlands As Represented in 
the Research, Art and Texts of W. J. Burchell (1781–1863)
Maria Wolff de Carvalho, Fundação Armando Alvares Penteado

British artist and naturalist W.J. Burchell never published 
an account of his mission to the Brazilian hinterland from 
1826 to 1829. By leaving his Brazilian project unfinished, 
Burchell indicated the daunting limitations that he had 
faced in reconstructing what he knew was an immense and 
superhuman undertaking, namely, presenting what he had 
seen and experienced in Brazil—a country that was practically 
unknown at the time when Burchell had traversed it, and 
which to large part remains so today. Information about his 
travels remains disjointed and forgotten in the institutions that 
still guard his collections. Nevertheless, beforehand, he did 
publish his seminal “Travels in the Interior of Southern Africa” 
in two volumes, in 1822 and 1823, respectively, which offers 
a monumental artistic and scientific portrait, the result of 
observations made over the course of a three-year expedition 
across the interior of South Africa. This presentation compares 
the findings, developments, and repercussions of these 
two artistic and scientific explorations, to Southern Africa 
and the Brazilian hinterlands, at a time when the European 
Enlightenment and Colonialism were seeking to scientifically 
understand the relationship between natural and cultural 
landscapes. This presentation also highlights Burchell’s 
artistic approach, be it literary or visual, by revealing aspects 
of his aesthetic of the “picturesque,” as well as his personal 
worldview in which the environment, culture and art were 
perceived as elements of an integral whole. 

as American graphic design pedagogy. What is the path and 
progression design pedagogy has taken from the industrial 
age skill-focused one, towards an experimental and theoretical 
approach? What are the roots of Western-centric visual 
aesthetic and objectives that have dominated the American 
graphic design realm? How can postmodernist perspectives 
pertaining to meaning creation allow inquiries towards design 
decolonization? How has design pedagogy addressed the 
realm of commercial art vs. critical theory and studio practice? 

The Assignment Problem: Making a Case for Critical Analysis of 
Design Assignments
Aaris Sherin, St. John’s University

Do some of our favorite design assignments perpetuate 
Eurocentric norms? Do assignments include implicit bias 
against specific segments of society, and underrepresented 
demographics? And ultimately, do the exercises we give 
our students undermine their sense of self and place in the 
world? When wholesale change isn’t feasible, a decolonizing 
approach towards design pedagogy can be applied one 
class—and even one assignment—at a time. It requires 
awareness, sensitivity to bias and an understanding of the 
pervasive nature of Eurocentric values and visual norms. We 
can begin by examining themes and briefs and identifying 
existing neocolonial content or preferences and then shifting 
to include non-Western and culturally specific perspectives in 
projects. No single faculty or program will be able to succeed 
in decolonizing design education, but we can make substantive 
change, one assignment at a time. 

Decolonizing Hinterlands

What’s the 18th-Century Got to Do with It? Street Art, Public 
Spaces, and Contemporary French Identity
Heidi Kraus, Hope College

My research focuses on examining imagery created as a result of 
the immigrant crisis in France and the complex political, religious, 
and historical circumstances that led to the European migrant 
crisis more broadly. For this paper, I focus on specific examples 
of street art and lieux de mémoires (sites or realms of memory) 
created in Parisian neighborhoods in response to the 2015 terrorist 
attacks. I began this research in Paris shortly after the attacks 
to better understand how this art might be serving as catharsis, 
promoting reconciliation or even inflaming conflict between the 
so-called native French and Muslim immigrants in specific Parisian 
neighborhoods. I have returned to the same neighborhoods for 
the past three consecutive years, documenting changes in the 
imagery, environment and types of commemoration. My long-
term research goal is to explore the deep iconographical roots 
of this art: how is this work responding to issues of terrorism, 
immigration, womanhood, nationalism and religion by specifically 
referencing the past—in particular, 18th- and 19th-century French 
art, literature and ideologies. Historians like Maurice Agulhon 
have examined Republican imagery and symbolism in France from 
1789–1880 in depth, particularly depictions of Marianne—that is, the 
personification of Liberty in female form. This paper seeks to bring 
Agulhon’s study forward by examining contemporary depictions of 
Marianne in public art and sculpture created in Paris post-attacks 
and made in predominately immigrant neighborhoods. 
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Rhizomes of Mexican American Art since 1848: A New Platform to 
Improve Discoverability
Karen Mary Davalos, University of Minnesota

With the signing of the Treaty of Guadalupe-Hidalgo (1848), 
some 80,000 residents living in the former Mexican territories 
became citizens of the United States. Over the subsequent 
170 years, Mexican American artists have created a rich array 
of artistic forms, encompassing the pre-modern, modern, and 
post-modern. Nevertheless, at the most basic level, access and 
discoverability have been and remain an issue. For instance, 
the isolation of art collections at museums and libraries has 
impeded scholarly research and public access, and collections 
of small arts organizations remain obscured from all but the 
most knowledgeable scholars. On site and online cataloging 
systems are inconsistent in both their search terms and in 
their distinction between “folk” and “fine” art. Clearly, what 
is needed is a single, open-source, open-access, searchable 
portal that aggregates existing Mexican American digital 
collections and related content from around the country. Once 
established, such a portal would provide a culturally informed 
nomenclature, changing how scholars, students, and the public 
view and study Mexican American art. The creation of such a 
portal—Rhizomes of Mexican American Art since 1848—will 
thereby enable researchers and the public to access and 
search images of art, craft, and material culture dating from 
1848 to the present from any Internet-enabled computer. 
Rhizomes’ extensive and varied content will make possible 
research across artistic expressions currently segregated 
between folk, fine, and popular art, and it can give rise to 
new culturally informed, conceptual, and methodological 
frameworks. 

Boosting Discoverability, Working against Privilege: The Asian 
American Arts Centre
Karen Hwang, Metropolitan New York Library Council

The Asian American Arts Centre (AAAC) located in Lower 
Manhattan has been promoting Asian American art since 1974. 
Rooted in the civil rights activism of the Chinatown-based 
Basement Workshop group, AAAC received support in the 
aftermath of 9/11 to create a digital archive of its artist material 
collection reflecting its exhibition history. Karen Li-Lun Hwang 
will detail measures implemented at AAAC to interpret existing 
archival practices to encompass the organization’s own goals 
of inclusion and diversity, as well as problems AAAC staff 
experienced when applying standards of the archival field to 
this collection of Asian American artist material. She will also 
discuss her ongoing research inspired by her time with AAAC 
that explores the use of Semantic Web technologies to boost 
the discoverability of marginalized histories found in archives 
on the web, and similar issues of privileging she found while 
conducting this work. 

Design and/as Cultural History
Chairs: Peter Fox, Tulane University; Eric Anderson, Rhode Island 
School of Design

By the end of the 19th century, the Enlightenment idea of culture 
as a universal index of human faculties was supplanted by a 
comparative impulse to distinguish groups of people by certain 
behaviors and values, what Raymond Geuss termed, “culture in 
a horizontal sense.” In the wake of industrialization and fractious 
geopolitics, the fields of decorative art, industrial design, and 

Decolonizing the Web: Challenging the Limitations of 
Internet and Art Portal Discoverability
Chair: Constance Cortez, University of Texas Rio Grande Valley

When researching images, scholars and the public are often 
challenged by discoverability of non-canonical artwork on the 
Internet and institution-based art platforms. Web searches often 
frustrate those investigating Latinx, African-American, Native-
American, or Asian-American art. While complexities of identity 
contribute to problems of discovery, historically marginalized 
groups are also difficult to locate because conventional metadata 
and cataloging systems emerge from colonial cultural codes, 
European aesthetic traditions, and/or normative expectations about 
art practice. For example, none of the controlled vocabularies, 
including Getty Art and Architecture Thesaurus, can account for a 
“piñata,” although the word has entered the English lexicon. Given 
such circumstances, what of those having little or no knowledge 
of these fields? In the Southwest, public school educators have felt 
the urgency for discoverability intensify due to recent legislation 
mandating the integration of Latinx Studies into Public School 
curricula. Since it is common for teachers of social studies and 
history to illustrate eras or issues via imagery, they too depend upon 
the accessibility of artworks. This session engages in the challenges 
of discovery for non-canonical artwork to address: the integration 
of specialized vocabulary into existing platforms; the creation and 
maintenance of a thematic or culture-specific platform; linkage 
and finessing metadata with other institutions; dealing with larger/
national institutions that just don’t “get it”; and problems specific to 
Public School usage of platforms.

On Public Online Access to Visual Databases: Focusing on 
Chicana/o Murals of California
Gabriela Gomez

An online image search of the following keywords—mural, 
fresco, Mexican murals, and Chicana/o mural—usually 
introduces scholars and the public to a list of well-known 
murals uploaded from sites with low resolution images. 
However, a search of the terms “murals” or “fresco” produces 
results that correspond to the European aesthetic tradition and 
a specific understanding of mural practice. In addition, most 
public online platforms typically show image results of popular 
murals by mainstream muralists, neglecting those that are 
generally unknown, destroyed, or censored. Currently, in my 
research investigating Chicana/o murals in California, I have 
encountered few online visual resources that are available 
to the public and even fewer institutionally supported image 
databases that focus on Chicana/o murals. For example, the 
University of California online digital database Calisphere is 
free to academics and the public and is the only source online 
that contains a significant compilation of mural images. The 
paper will discuss the challenges and the benefits of having a 
digital visual archive online that specializes in the collection of 
current, destroyed, and restored murals in California. Through 
my experience and expertise researching murals, not by 
European but Mexican and Chicana/o artists, I examine three 
visual databases that are free to the public, easy to navigate 
for public school educators, highlighting the importance 
of maintaining these art image resources to preserve and 
continue the legacy of public art in California and the US. 
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practice which shaped the museum’s agenda in this period, 
pointing to changes in research methodologies, as well as new 
approaches to the geographies, politics and cultures of art and 
design, through an object-based focus. Whilst the question 
of period style is one that had been central to museums for 
a century or more, in ways that often adhered to a canonical 
approach; the practices of cultural history outside the museum 
had taken markedly different approaches to questions of 
periodization, cultural production and consumption, and the 
circulation of ideas of value and taste. What happened when 
these ideas converged? Through case-studies of the exhibitions 
in question, this paper explores how curatorial narratives were 
developed to foreground new scholarship in relation to their 
topics, mediating them with large, international audiences in 
mind. Over a period of 10 years, these exhibitions worked in 
dialogue with one another. To what degree did they advance 
a different agenda for museum-based cultural histories? And 
what does the history of period style through museum display 
look like today? 

Changing Environments: Design and the Stakes of 
“Environment” 
Robin Lynch, McGill University

While the term “environment” is often employed as a spatial 
concept within design history and practice, environment 
also frequently manifests as a term and metaphor for nature, 
infrastructure, and mass-media. As contemporary “New 
Materialist” debates, indigenous sovereignty claims, and 
increasing attention to climactic urgencies demonstrate, the 
terms environment and nature hold high stakes regarding 
who gets to define, claim, and access them. Focusing on the 
exhibition Airways to Peace: An Exhibition of Geography for 
the Future (The Museum of Modern Art, New York, July 2–
October 31, 1943) as a case study, I unpack the viability of 
cultural history as a method to interrogate the employment 
and conceptualization of “environment” in relationship to the 
role of design and geopolitics. As much as Airways to Peace 
can be examined as part of Herbert Bayer’s material and 
spatial understanding of environmental design, the exhibition 
was also produced in partnership with the Office of War 
Information and is thus heavily informed by both military and 
industrial research into the mobilization and visualization of 
elements and geography in the context of World War II. The 
exhibition takes great effort in defining forces like air, tracking 
both historical understandings and presenting contemporary 
mappings of elements, including President Roosevelt’s massive 
globe designed specifically for communications during the 
war. As a propaganda piece, I ask how the environmental 
focus and design in Airways to Peace relates to the overall 
project of nation and culture, and further how this informs 
understandings and consequent mobilizations of the natural 
environment. 

Design as Social Justice

Creative Tactics of Disobedient Voices in the Case of Graphic 
Design under Chinese Authoritarianism
Wendy Wong, York University

Since 2000, Hong Kong’s design landscapes have evolved, not 
only due to blurred boundaries between art and design, but also 
because its emerging creative talent are practicing beyond one 

interiors—generally understood today as aspects of “design”—
merged as crucial sites for negotiating conceptions of cultural 
identity in Europe. Attempts to absorb design into the critical 
and institutional matrices of fine art sparked debates about the 
continuity between nation and culture, between popular and 
elite, that have yet to be fully reckoned with. This panel examines 
cultural history as a method, both in its past applications and its 
contemporary viability, for interpreting the reciprocity between 
design and modernity throughout the world. We invite contributions 
that situate design in relation to broader attempts to define and 
theorize culture since the 19th century. Possible avenues of inquiry 
include historiographic considerations of key figures like Jacob 
Burckhardt, the role of museums and exhibitions, changing forms of 
commerce and consumption, and the impact of mass media. Does 
the intellectual autonomy of design studies rely upon a particular 
understanding of culture? How might such an understanding inform 
the idea of a global design history?

Industrial Design Writing and Anthropological Turns: Practices of 
Cultural History during the 1950s and beyond
Jennifer Way, University of North Texas

This paper reappraises the status of industrial design writing 
of the 1950s as cultural history. Instead of restricting dialogue 
about design primarily to its influence on vanguard modern art, 
as exemplified by MoMA’s 1949 exhibition, Modern Art in your 
Life, exhibitions and especially the writings of Don Wallance, 
Russel Wright and others explored a shift from industrial to 
post-industrial society, taking a long view of civilization arcing 
towards midcentury American leadership in mass producing 
and distributing goods for the world. At issue is how these 
industrial designers’ approach to positioning their field in a 
historical and socioeconomic, global matrix correlated with 
anthropology then revitalizing evolutionist thinking, which 
emphasized comparative development. The point is not to 
trace cause and effect but consider how, methodologically, 
industrial designers took a cross-disciplinary approach in 
authoring cultural history. Also, these correlations invite 
reflection on how their writing deployed anthropologically-
oriented narratives while addressing concerns specific to 
design practice, and why it did so as their peers took on Cold 
War assignments in the Middle East and Southeast Asia. As an 
alternative to prevailing ways of discussing design—influence, 
style, biography—this writing raises many questions. How 
did its authors address shortcomings their writing revealed, 
e.g. the western design environment is “bankrupt”? How 
authoritative and persuasive is cultural history written 
from outside the field of history? Who or what counted as 
protagonist and evidence in industrial designers’ narratives? 
Did these propose cultural history or histories? How do their 
accounts resonate for design writing as cultural history today? 

A Cultural History of Modernity? Mapping Exhibition Practices at 
the V&A Museum 2000–2011
Jane Pavitt, Kingston University; Ghislaine Wood, University of East 
Anglia

In the late 1990s, the V&A Museum in London initiated a long 
series of exhibitions to explore the histories of modernity in 
art, design and culture, beginning in 2000 with Art Nouveau 
1890–1914, and ending in 2011 with Postmodernism: Style and 
Subversion 1970–1990. The exhibitions arguably took a more 
cultural history approach to the established museum practice 
of mapping and narrating histories of periods and styles. 
This paper will examine the shifts in curatorial thinking and 
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in the Weissenhof Estate in Stuttgart, Germany (1927), the 
Tugendhat Villa by Mies van der Rohe in Brno, Czech Republic 
(1930), the Schminke House by Hans Scharoun in Loebau, 
Germany (1933), Le Corbusier’s houses in Pessac, France (1924) 
and the Unité d’Habitation apartments in Marseille, France 
(1952), respectively. The subjective and partial memories of 
past inhabitants are rich in anecdotal and personal detail and 
speak to the messy life of architecture beyond its inception and 
construction process. With the passage of time these memories 
can become blurred or exaggerated, but the layers of meaning 
they carry bring a visceral sense of understanding and empathy 
to our contemporary experience of heritage. In this paper, we 
explore these domestic narratives through the example of one 
of the houses visited and documented through photographs 
and drawings. 

Design That Matters: Design Thinking for Disability
Hyuna Park, University of Kansas

Design thinking is a deliberate process that aims to find 
innovative opportunities to resolve systemic problems. As a 
service-learning project, a group of senior students designed 
a collection of mobile applications with the integration of 
Internet of Things that helps everyday lives of people with 
disabilities. In order to be more empathetic to their targeted 
users, the students conducted thorough user research using 
design thinking. 1. After they decided whom they were going 
to design for, they researched what their targeted user would 
say, think, do, and feel. 2. Then they analyzed the users’ typical 
everyday lives to understand and define what kind of problems 
the user might encounter on a daily basis. 3. The students also 
did market research to understand the existing products in the 
market. 4. They were required to contact the relevant nonprofit 
organizations and have a face-to-face interview with experts 
to understand the targeted users’ needs in depth and get 
feedback on their ideas. 5. The student also explored how they 
needed to reformat their user interface design for different 
devices. Based on the research outcomes, students finally 
began to sketch their concepts and made prototypes. The final 
outcomes of this project were presented at the 2018 SXSW 
Interactive Festival. This paper explores the various design 
thinking exercises for UI/UX design project, and demonstrates 
how design thinking can enhance students’ empathy to their 
targeted users. The presentation also addresses how design 
thinking can help students to have compelling and storytelling 
design projects. 

Design Exhibitions and Exhibition Design: Curating 
Process, Object and Experience in the Design Museum 
Chairs: Leda Cempellin, South Dakota State University; Sarah 
Lawrence, Parsons School of Design, The New School
Discussant: Yelena McLane, Florida State University

Exhibitions of design are becoming increasingly sophisticated in 
their formulation. The process of designing introduces temporality; 
the functional identity of the designed object encourages 
interaction; and the experience of affective design requires 
multisensory immersion. Traditionally, museums have focused 
primarily on the aesthetic qualities of design objects. This complete 
session reverses this paradigm by considering innovations in 
design exhibition, curation, and display that, to different extents, 
privilege other modes of experiencing; specifically, how the 
presentation of objects and the design of exhibitions can increase 

type of visual arts, such as print design, animation, photography, or 
illustration. For example, during the Umbrella Movement, a 79-day 
occupation of public space, there was an explosion of outdoor 
artworks and spontaneous demonstrations that reflected the 
passion and collective creative power of this young generation who 
were exceeding the traditional boundaries of art media. Through 
the perspective of cultural politics studies, my paper reviews and 
critiques the latest developments in ideological freedom in post-
Umbrella Movement Hong Kong. I particularly discuss how this 
young generation of creators continue to voice dissent through their 
work as a means to fight against the suppression and authoritarian 
control of China in the Hong Kong context. I will examine the 
creative tactics through two design cases. First, I consider DDED 
HK—a two-person digital design company using “spoof” as their 
design philosophy in their motion graphics works—which mocks the 
ridiculous political and social situations of quotidian life. 100Most,a 
weekly pro-democracy leisure reading magazine that was launched 
in March 2013, is the second case. Targeted at the post-1980s and 
1990s generations, the magazine uses pun wordplay, moot and 
puckish strategies to utter disobedient voices through carefree 
laughter. Through the discussion of the two case studies, I 
emphasize the importance of continuing research into design and 
its role in resisting global authoritarian threats to democracy. 

Taste, Consumption, and Respectability in Early 20th-Century 
Visual Culture in China
Sandy Ng, Hong Kong Polytechnic University

This presentation explores the public as a space in which 
women assumed the greater roles in constructing a modern 
taste. It discusses women as both desired objects and active 
consumers and how the two evolved together, particularly 
in graphic design and photographs created between 1912 
and 1949. How has consumption transformed women’s 
appearances and mentality? How have these changes affected 
the ways they perceived themselves? Did their self-images 
correspond with how others regard them? Did consumption 
impart a sense of respectability to the modern woman? 
Certain types of consumption are intangible such as banking; 
did participation in monetary exchange and accumulation 
empower women in the family and in the larger social structure 
as a whole? Does taste domesticate foreign and unusual 
designs in China? How did woman help make this transition? 
If women were the tastemakers in modern China, has taste 
evolved in the 20th century? The discussion explores visual 
evidence such as advertising posters and photographs of daily 
life in the context of Pierre Bourdieu’s notion of cultural capital, 
which enhances understanding of women’s cultural and social 
roles in the modern era, particularly as shoppers and active 
participants in public sphere like local vendors and corporate 
department stores. 

Growing Up Modern
Julia Jamrozik

“Growing up Modern” is a foray into the field of oral history 
typically not investigated in architectural scholarship. As part 
of the project, we wanted to speak not to the adults who 
first inhabited canonical Modernist houses and housing, as 
they would have been either those choosing to commission 
or choosing to live in these avant-garde settings, but rather 
we wanted to specifically hear about the experiences of their 
children. We were fortunate to interview Mr. Fassbaender, Mr. 
Tugendhat, Mrs. Zumpfe, Mrs. Goron and Ms. Moreau. They 
were the original inhabitants of the row houses by J.J.P. Oud 
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design of the exhibitions in our galleries. Over the past years, 
MODA’s galleries have become sites for design, research, and 
exploration, both for museum staff and for visitors. This paper 
will discuss the design and reception of recent exhibitions 
at MODA that exemplify our belief in design as an agent of 
change and our commitments to prioritizing collective inquiry 
over institutional authority and encouraging active participation 
over passive observation. 

New Potentials between Object, Space, and People
Lyn Rice, Rice+Lipka; Astrid Lipka, Rice+Lipka

Exhibition design must seek at some level to disrupt normative 
experiences to a degree that provokes something new to be 
revealed. In the way that Beuys’s felt Fond series invisibly 
subtracts ambient sound around it, leaving one with an 
incredibly heightened aural sensitivity, the means by which 
we challenge norms may range from the visually strong to the 
nearly imperceptible. The permanent galleries at Dia:Beacon 
appear as found space, as if nothing has been done to 
accommodate the art within. There is a precision that emerged 
from the years-long process of understanding the place and 
art works that informed its restrained architecture in a way that 
firmly embraces the works and visitors without overwhelming 
either. And through quiet, radical changes at the Davis 
Museum, the permanent galleries were completely replaced 
to clarify the curatorial structure, strengthen wayfinding 
and double the number of works exhibited within Moneo’s 
envelope. In some temporary exhibition work, such as Beyond 
the Catwalk, strong curatorial perspectives are reinforced 
with unique logics of display that distinguish one group from 
another. Other temporary exhibition concepts emerge from 
content taken as a whole (Blown Away and Stereotype), or they 
mirror/amplify their curatorial organization (Read My Pins). 
Like their gallery counterparts, permanent exhibitions, such 
as Encounters: The Arts of Africa, must freshly engage visitors 
over multiple visits. Active art contexts must strive both to 
underpin curatorial intentions and to lay down a provocative 
other layer that challenges how visitors experience art.

Design History/Design Heritage
Chairs: Rebecca Houze, Northern Illinois University; Grace Lees-
Maffei, University of Hertfordshire

At their intersection of design history and heritage studies are 
questions of ownership and identity. How are sites and artifacts 
of cultural heritage claimed, defined, or constructed and to whom 
do they belong? How do we study intangible heritage, which is not 
located in objects or places, but rather in a worldview or a way of 
life? Whether tangible or intangible, heritage denotes something 
we inherit, a birthright provided to us through our inclusion in a 
given group, be it familial, national, ethnic, or by another marker 
of identity, such as the shared “world” heritage designated by 
UNESCO. Diverse, wide-ranging examples of designed heritage 
include maps, guidebooks, illustrated encyclopedias; archives, 
databanks, digital resources; museums and exhibitions; architecture 
and landscape; furnishings, dress, and other aspects of material 
culture; performances, pageants, and rituals. Related to these 
topics are also activities that address heritage, for example, 
through legislation and international charters; preservation and 
conservation; cultural appropriation, looting, and repatriation. 
Definitions of heritage are tied to different, and competing, political 
agenda and ideologies. While some approaches to heritage are 
influenced by an academic Marxist-inspired “history from below,” of 

visitor understanding of the process, function, and interactivity of 
design. Curators and exhibition designers are brought together to 
share their individual and collaborative approaches. Laura Flusche, 
director of Museum of Design, Atlanta, and the museum’s exhibition 
designer Susan Sanders will discuss recent exhibitions that embody 
the MODA belief in design as an agent of change and encourage 
active participation. Andrea Lipps, cocurator with Ellen Lupton of 
The Senses at the Cooper Hewitt Design Museum, NY, will speak 
on the curatorial solutions implemented by the Cooper Hewitt 
toward considering design as a dynamic experience activating all 
the senses. Judy Fox and Ginger Duggan of c2-curatorsquared will 
share successful efforts of exhibition design and design exhibitions, 
as well as those that fell short of their goals, from their decade 
of work. Rice+Lipka Architects will address their experiences 
as designers with Robert Irwin, of Dia:Beacon, as well as with 
permanent collection galleries and thematic exhibitions in art and 
design museums across the country.

Curating Design as Experiential: Evolutions in Exhibition Making
Andrea Lipps, Cooper Hewitt, Smithsonian Design Museum

Exhibitions of design are largely about looking, privileging the 
visual over the experience of an object. Yet design is activated 
by all our senses. It is intended for use and interaction. How do 
we curate design that extends beyond the visual? What are the 
modes of exhibition making in museums that bridge design as 
an artifact and as a verb? This paper will discuss new curatorial 
approaches implemented at Cooper Hewitt, Smithsonian 
Design Museum, which recast objects as dynamic experiences 
and design as an active practice. 

Effective or Not? The Design of Exhibitions of Design
Judith Fox, c2-curatorsquared; Ginger Duggan, c2-curatorsquared

Exhibition design both articulates the intentions of the curator 
and shapes the visitors’ experience. The dialogue between 
curator and exhibition designer and their collaboration results 
in discovery for both, and most importantly, discoveries for 
the exhibition’s audience. A journey through the exhibitions of 
design that Ginger Duggan and Judy Fox of c2-curatorsquared 
have organized over the last decade reveals examples of 
strategies that have been successful and attempts that fell 
short of their goals. Exhibitions in which the design process 
is part of their concept and content, and exhibitions where 
audience participation is integral to content will be assessed. 
Strategies for the articulating the curatorial theses and 
for effecting a cohesive presentation of disparate kinds of 
materials will be highlighted. 

Exhibiting Change: Design in the 21st Century Museum
Laura Flusche, Museum of Design Atlanta; Susan Sanders, Museum 
of Design Atlanta

In 2011, the Museum of Design Atlanta (MODA) relocated to 
the Midtown Arts Corridor, effectively pressing the institutional 
restart button. The move gave us the opportunity to reconsider 
the role of the only design museum in the southeastern United 
States. In doing so, we have repositioned MODA as a forward-
facing institution that champions the power of design to 
inspire change, transform lives, and make the world a better 
place. Our process-oriented, future-facing alignment informs 
several research questions that both the staff and the board 
of directors pursue on a day-to-day basis. We ask: “How do 
we design a museum that meets 21st-century needs?” and 
“Can a design museum change the world?” These challenging 
questions direct all that happens at MODA, including the 
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historical craft traditions. Existing literature memorializes 
the Franco-Moroccan Exposition for its role in revealing 
the “moribund” state of Morocco’s crafts to the French 
Protectorate administration, thus inspiring its subsequent 
heritage preservation initiatives. I argue instead that it was 
the politics of identity, as revealed in the cross-national 
consumption of design at the exposition, that more profoundly 
influenced the making of “heritage” in colonial Morocco. 

Spectacular Enchantment: The Design and Heritage of the Public 
Wintergardens at the Auckland Domain
Jacqueline Naismith, Massey University, New Zealand

The Auckland Domain Wintergardens have since their opening 
been a popular visitor destination enjoyed by locals and 
tourists, and since the 1980s, an officially designated heritage 
site. The Wintergardens complex materialized an early 20th 
century vision for the Auckland Domain as an urban park, 
enabling opportunities for both botanical and social display. 
The completed complex consisted of two glasshouses, a 
native Fernery, and a courtyard and pool of classical design. 
The distinctive vaulted forms of the glasshouses inscribed 
a language of late Victorian conservatory architecture, 
influenced by British exemplars, into the volcanic terrain of 
the Auckland Domain/Pukekawa site. The heritage values 
of the Wintergardens have been recognized in terms of 
architectural design, garden/botanical history, education 
and public leisure and supported the awarding of a Category 
1 Heritage New Zealand listing. A program of preservation 
and restoration undertaken in 2003/4, and earthquake 
strengthening in 2017 has retained the integrity of the original 
design and architectural program with minimal intervention. 
The complex has therefore retained its original conception 
as botanical display space for public leisure, witnessing, 
as does a landscape, multiple cycles of plant nurture and 
growth. Utilizing contemporary and historical sources 
the paper identifies the discourses, aesthetics, materials 
and technologies that have shaped and structured the 
Wintergardens complex. It situates this within the heritage 
frameworks of care and restoration that have enabled these 
structures to continue to bring the past into the present. 

Mining Southeastern Ohio: The Production of Regional Identities
Samuel Dodd, Ohio University

In this paper, I chart the culturally rich conditions of an 
otherwise resource poor region within the American post-
industrial landscape—Southeastern Ohio. Once a vital corridor 
bridging Appalachia with what is now called the Rust Belt, the 
region contains historic sites associated with Native American 
mound-building, European settlement, the Underground 
Railroad, and the manufacture of coal, ceramics, iron, and 
other extractive industries. Drawing from the disciplines of 
cultural landscape studies, new materialism, and design 
history, I explore how regional heritage is made material and 
immaterial through an ongoing aggregation of fragmented 
cultural sources. To support my argument, I analyze three 
examples of Ohio’s designed heritage: 1) The Winding Road, 
a sightseeing landscape advertised as the “compilation of 
active, authentic experiences and products” in the region; 
2) the Perdreau Research Collection, a file cabinet in the 
Multicultural Genealogical Society in Chesterhill containing 
archival materials related to the region’s (largely erased) 
African American history; and 3) Shawnee, Ohio (2016), a 
“sound collage” by the artist Brian Harnetty combining music, 

public engagement, public history, and social and cultural history, 
others derive from the heritage “industry,” a sub-branch of the 
tourist industry. In examining the interfaces of design and heritage 
therefore, this panel presents studies of design heritage from 
diverse points of view, methodological approaches, time periods, 
and cultural contexts.

Poets of Wood: Dürer, Goethe, and Modern German Design
Freyja Hartzell, Bard Graduate Center

“Once we had poets of words, but now we have poets of 
wood.” With this statement, cultural critic Friedrich Naumann 
summarized his impressions of modern German design at 
Dresden’s Third German Applied Arts Exhibition of 1906. 
Naumann’s words situate industrial design as the natural 
evolution of age-old Germanic culture. “While it is an atrocity 
to print Goethe’s poetry,” Naumann continued, “Goethe himself 
wished it to be published. Reproduction is the keynote of 
industrial art.” This paper examines the relevance of Goethe 
and Dürer for modern German design as cultural pedagogy. 
While German design’s success hinged on standardization, its 
cultural character was represented at the 1906 exhibition by 
the authenticity, idiosyncrasy, and even imperfections of Dürer 
and Goethe, whose work, according to architect Hermann 
Muthesius emphasized “characteristic features” in lieu of 
universal harmonies. For 19th-century art historian Gustav 
Waagen, it was not despite but because of these peculiarities 
that Dürer embodied “true German spirit.” Though industrial 
design’s uniformity threatened particularity, the director of 
Dresden’s German Workshops, Karl Schmidt (nicknamed the 
“Goethe of Wood”) championed the quirks of Kultur. Goethe’s 
Biedermeier home—by 1900 a cultural landmark—brimmed 
with furniture flaunting wood’s endearing flaws: rings, knots, 
and grain. For Schmidt and his principal designer, Munich 
artist Richard Riemerschmid, wood itself was the secret 
to preserving material uniqueness and cultural heritage in 
reproducible modern furniture. For Naumann, Riemerschmid 
was a modern “poet of wood.” In his displays at Dresden, “the 
German forest” had “moved into the German living room.” 

Designing Identities at the Franco-Moroccan Exposition
Ashley Miller, University of California, Berkeley

In 1915, as violent conflict raged across Europe, Africa, and 
the Middle East, the first colonial administration of the French 
Protectorate of Morocco (1912–1957) transformed the Port 
of Casablanca into a spectacle of French and Moroccan 
commerce, architecture, and art. Alongside exhibitions of 
Morocco’s regional artistic products, the Franco-Moroccan 
Exposition presented sumptuous displays of French luxury 
goods ranging from crystal glassware to player pianos. 
Although seemingly at odds with the economic and political 
turmoil of World War I, the exposition’s surprising emphasis 
on diverse designed objects reveals the fundamental role of 
cultural consumption in defining new identities and cross-
national relationships at the beginning of the 20th century. 
Convinced that French investment in Morocco’s commercial 
economy would effectively counter German propaganda 
in North Africa, the French organizers of the fair sought to 
translate between the conditions of the modern international 
marketplace and “traditional” cultural tastes in Morocco. At the 
same time, elite Moroccan visitors to the exposition fashioned 
their own public personas at the intersection of these 
seemingly disparate worlds, as both cosmopolitan consumers 
in the global market and notable patrons of Morocco’s 
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assumed successful, but are they actually working to increase 
awareness and affect change in behavior and attitude? This 
paper reviews the social impact assessment (SIA) guidelines 
within public policy and urban planning to understand social 
impact evaluation standards in other disciplines. After review, 
key factors are integrated into a graphic design model and 
applied in classroom teaching. The model includes creating a 
strong stakeholder committee for engagement, identifying and 
defining the goals, defining evaluation items for measurable 
impact, collecting data, compiling and analyzing results, 
and drawing conclusion with mitigation recommendations. 
Exemplified in case studies, projects are shared that introduce 
students to design and activism as a tool for social change, 
while also maximizing impact by incorporating assessment 
strategies throughout the process. Although it is easy to 
advocate for social design practices in graphic design 
curriculum, it is much more challenging to assess these 
practices within the context of community impact. This paper 
shares and exemplifies a graphic design process that may 
be used by design researchers, practitioners, educators, and 
students to appropriately assess social impact as a major 
outcome of their work. 

Ten Case Studies in Eco-Activist Design
Kelly MacArthur, Michigan State University

Activism through design is especially timely, as the effects 
of climate change are becoming alarmingly obvious. Victor 
Papanek wrote in The Green Imperative, “Design must be 
the bridge between human needs, culture and ecology.” 
Armed with the powerful tools of visual communication, 
great responsibility rests on the shoulders of designers when 
conceptualizing and producing work—and presents an exciting 
opportunity to share one’s beliefs, and incite change within 
a broad community. As a design educator and practitioner, 
I pursue creative research that aspires to catalyze empathy 
and positive action towards addressing climate change. 
Case studies will demonstrate various communication design 
strategies—humanistic appeals to reconnect with nature, 
statistics meant to instigate response, calls to action, aesthetic 
presentation of biophilia, concrete poetry, and community 
mapping for an ecological organization. While such work has 
proven to be personally, conscientiously, and professionally 
enriching, the main ambition has been to relate to society 
in unexpected ways and affect change. As Eric Benson and 
Yvette Perullo write in Design to Renourish, “Designers as 
citizens have an obligation to be respectful to all fellow human 
beings and to the planet we share.” Through this body of 
work, I hope to contribute to (and sway) the ongoing dialog of 
environmental urgency that is often met with inaction. 

Form, Focus, and Impact: Pedagogy of a 21st-Century Design 
Portfolio
Peter Lusch, Lehigh University; Liese Zahabi, University of Maryland, 
College Park

Befitting careers of the industrial era—in which graphic 
design was focused on the creation of static artifacts and 
one-direction communication streams—the traditional format 
used to demonstrate professional credentials of designers and 
students has been a physical or electronic portfolio, generally 
showcasing five to twenty discrete artifacts with short 
descriptions. Technologically, the tools and outputs designers 
now use have altered how design is distributed and consumed, 
which in turn has created new forms of practice. Moreover, the 

photos, and video to showcase aural portraits of residents from 
a historical coal-mining town. As these examples demonstrate, 
Southeastern Ohio is comprised of complex, and sometimes 
competing, spatial imaginations—the fragments of which are 
stored in archives, databases, historical societies, artworks and 
monuments, and public memory. As with the natural resources 
that continue to be extracted from the region, the care and 
stewardship of these cultural repositories depend on who is 
doing the mining. 

Design Incubation Colloquium 5.2: CAA Conference 
2019 New York City
Design Incubation 
Chairs: Robin Landa, Wiley; Elizabeth DeLuna

This session includes short presentations of original Communication 
Design research, including significant creative works, the practice 
of design, case studies, contemporary practices, and the scholarly 
review of design projects. New approaches to design education and 
pedagogy are also explored.

Cultural Competence for Designers
Colette Gaiter, University of Delaware

As the US cultural and demographic landscape changes, 
students of design will need advanced cultural competence 
skills in visual communication. The Cross Model of Cultural 
Competence, developed for health practitioners in 1988, 
describes a set of congruent behaviors, attitudes and policies 
that enable a professional to function effectively across cultural 
difference. Younger Americans are more culturally diverse than 
previous generations, whose imprint remains on iconic US 
visual media. What people see and what is visually described 
to them has an emotional effect. Reality is changing faster 
than visual representation because people have to emotionally 
embrace a challenging idea before changing their own 
behavior, perceptions, and representations. It is commercially 
advantageous as well as socially responsible to design 
for inclusion. Design educators can help students develop 
theoretical frameworks for creating believable and identifiable 
diverse representations. Students can learn to apply specific 
theory and practices that incorporate research from related 
disciplines such as social science and communications. 
Socially engaged visual practices are evolving and expanding, 
transcending methods like raising awareness, which can 
become ineffective simply from overuse. Design audiences can 
be motivated to change perceptions and behavior through an 
emotional connection to their own lives and experience. Using 
theory and methods, designers can develop empathy with 
their audiences’ perspectives to encourage positive emotional 
responses to diverse representations.

Design Activism and Impact: How Can Principles of Social Impact 
Assessment Improve Outcomes of Socially Conscious Design 
Efforts in Graphic Design Curriculum?
Cat Normoyle

Visual communication is a powerful tool to affect change, and 
projects that advocate for change through activist messaging 
offer opportunities for designers to have impact in their 
communities. By building awareness around a particular issue, 
designers are able to engage with community, providing a 
voice for those that may be under-represented, and foster 
shifts in behaviors and attitudes. These goals are often 
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artists featured in the textbook. This short form presentation 
will outline the results of a History of Graphic Design project 
where students are tasked with analyzing the topic of diversity 
and inclusion in graphic design. Students must select a 
designer that is part of an underrepresented group and put 
together a persuasive presentation about why this designer 
must be included in the next edition of the textbook. Questions 
students must research and address include: What is diversity 
and inclusion? How does diversity and inclusion impact graphic 
design? How is diversity and inclusion being addressed today? 
How is the selected designer impacting (or has impacted) 
graphic design? What other steps do you think are needed to 
improve diversity and inclusion in graphic design? The final 
student presentation outcome builds on the student’s skills in 
research, persuasive strategy, critical thinking, visual, written 
and verbal communication, as well as soft skills in empathy 
and team building as students are put in groups to discuss 
topics and assess one another’s work. The assignment helps 
foster discussions about the importance of inclusiveness and 
how it directly impacts their own professional career and has 
provided an opening conversation for other ways to explore 
this topic in the classroom and beyond. 

Exploring Narrative Inquiry as a Design Research Method
Anne Berry, Cleveland State University

Whether working as industry professionals or engaged in 
academic research, designers are trained to embrace complex, 
unframed problems and prioritize the needs of end-users. 
Processes derived from design practice, such as design 
thinking and human-centered design (HCD), can subsequently 
be useful in providing frameworks and strategies to address 
broad, undefined challenges. There are limits to the depth 
and breadth of information that can be gathered about the 
complexities of human nature when filtered through these 
approaches, however. Designing products for people versus 
designing to affect change within complex political, social, 
and cultural systems—or what scholars Cinnamon Janzer 
and Lauren Weinstein refer to as “object-centered” and 
“situation-centered” practices—run counter to one another. 
Questions subsequently remain as to how designers should 
bridge gaps between the design problems identified and 
the research techniques employed when working towards 
solutions. In contrast to “object-centered” approaches inherent 
in design thinking and HCD, narrative inquiry is a qualitative 
method particularly suited to human complexity. Everyday 
lived experiences, their impact, and the social and cultural 
contexts in which the experiences take place are examined 
through storytelling. With an emphasis on building knowledge, 
versus setting out to achieve specific outcomes, narrative 
inquiry has the potential to help designers develop deeper 
understanding of the people and systems they design for. This 
talk, consequently, will address how narrative inquiry can be 
utilized as a research method for design research. 

State of Flux
Natacha Poggio, University of Houston

The climate change debate is divided into two major sides. One 
argues that the current global warming is caused by human 
factors while the other side insists it is occurring because of 
natural forces. Scientists around the world have conducted 
research that shows human activities contribute the most 
to today’s climate change. Human activities like the burning 
of fossil fuels, agriculture and changes in land-use patterns 

proliferation of social design and social innovation practices—
work without familiar ends of products and services—have 
further altered the discipline. These changes suggest the 
traditional approach to teaching design portfolios is outdated. 
If the portfolio continues to hold important relevance for 
employers, what form, format, and focus should it take? How 
might we best prepare our students to showcase their skills 
and start their design careers in this shifting design and 
media landscape? In this presentation, we will introduce our 
research studying the pedagogy of the undergraduate design 
portfolio. We will share qualitative findings from our initial 
data-set, collected from interviews with design educators and 
practitioners. Gathered from the perspectives of different types 
of design programs set in different regions across the country, 
we share viewpoints between pedagogy and practice to fill 
gaps in the literature about the preparation of students for 
professional practice. This research is vital as a new generation 
of design educators takes the lead in teaching future designers 
how to navigate the complexity of the design landscape. 

Art, Interaction, and Narrative in Virtual Reality
Slavica Ceperkovic, Seneca College

This artist presentation will present a case study on how 
different user models of interaction shape narrative 
experiences in virtual reality landscape environments. The 
three models that will be explored are guided experiences, 
embodied task interaction, and companion based virtual reality 
interactions. 

Pitch & Roll: Exploring Low-Risk Entrepreneurship for Student 
Designers
Jennifer Kowalski, Temple University

Today’s college students are under increasing pressure to 
have a side hustle—a part-time job that is often related to 
entrepreneurship. Over the course of the next decade, half of 
millennials intend to start a new business or be self-employed. 
Students today are six times more likely to start a business 
while in school than they were in the 1960s and 1970s. Design 
students can leverage passion projects for income, practical 
portfolio work, and opportunities for professional networking. 
How can design academics foster this entrepreneurship 
and set their students up for success? This presentation 
explores potential projects and existing platforms for design 
entrepreneurship that fit students’ limited budgets and time 
constraints. The presentation looks at ways existing student 
work can be repurposed for entrepreneurship and offers 
example projects that students can complete independently 
or as part of a curriculum. Pros and cons of sales platforms 
are reviewed—from self-hosted ecommerce through sites like 
Squarespace, Wix, and Shopify to print-on-demand services like 
Society6, Printful, and Spoonflower to design-minded virtual 
marketplaces like Etsy and CreativeMarket. The emphasis is 
on finding methods for students to engage in creative risks 
without taking financial ones. With proper support, students 
can gain valuable experience facing real-world challenges with 
real-world results well before graduation. 

Questioning the Canon: Discussing Diversity and Inclusion in the 
Classroom
Sherry Freyermuth, Lamar University

Although Meggs’ History of Graphic Design is a well-regarded 
and extensive textbook on the topic of graphic design history, it 
has been criticized for its lack of diversity in the designers and 
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meanings and implications that deserve a closer examination. 
The present paper attempts to examine monumental Buddha 
images from multiple perspectives; it raises the questions 
of how, when and why this trend emerged in the Northwest 
of the Indian Subcontinent and explores its diffusion across 
Indian Ocean networks from the Western Deccan to Sri Lanka. 
In particular, this paper examines the crucial role played by 
monumental sculptures in the creation of a transnational 
Buddhist landscape. 

Spatiality and Sainthood: Textual Representations of the Makli 
Necropolis in Sindh, Pakistan
Fatima Quraishi, University of California, Riverside

Located in the Indus River Delta, the Makli necropolis has been 
a place of continuous construction from the late fourteenth 
century. Sufis were the central figures around whom the site 
developed. During their lifetimes, they attracted followers who 
wished to benefit from their wisdom and, in death, these same 
Sufi bodies, through burial, enshrinement, and pilgrimage, 
became the spatial anchors of a sacred landscape. Built on a 
natural ridge, the site’s extraordinarily diverse architecture of 
stone-carved monuments and tile-clad brick tombs gradually 
stretched alongside the river, creating a striking vista visible 
from afar. Yet, existing scholarship on Makli has focused on 
a few monumental structures, approaching them as singular 
artifacts, profoundly disconnected from their spatial context. 
This fragmentary approach has eclipsed the critical role that 
accretional building practices have played in establishing 
the necropolis as a cohesive space. This paper examines the 
Makli necropolis through two primary sources: the Hadiqat 
al-Awliya, a biography of the saints of Sindh, written in 1016 AH 
(1607/8 AD) by Sayyid Abdul Qadir Muhammad Tattawi and the 
Maklinameh, a mathnawi written in praise of the necropolis, 
by Mir Sher ‘Ali Qani Tattawi in 1174 AH (1760/61 AD). These 
texts reveal distinct, though complimentary, processes of 
memorialization and commemoration that linked community to 
territory, situating Makli within a larger sacred imaginary that 
was inextricable from its topographic setting. My approach 
demonstrates how saintly figures and architecture inspired 
literary reflections and emphasizes the interconnected 
relationships of saints to the specific sites they inhabited. 

Writings on the Mirror Wall: Recovering Designs for Sigiriya, Sri 
Lanka
Divya Kumar-Dumas, University of Pennsylvania

At Sigiriya, an archaeological landscape in central Sri Lanka, 
1,485 visitor reflections have been deciphered from a plastered 
“Mirror Wall” built high upon the western face of the geological 
feature known as Sigiriya rock. The poems, which date from 
the 7th through 13th centuries, seem to offer evidence for 
early site planning at Sigiriya. By constructing such a Mirror 
Wall, which indexed an older practice of reflecting upon 
landscape triggers while visiting Buddhist vihāra, its builders 
fundamentally transformed territory containing caves for 
ascetics, structures, images, and water gardens. Those who 
commissioned this Mirror Wall, however, had worldly goals as 
well as religious aims. They sought to encourage vernacular 
(eḷu) literary production in its formative stages. Their successful 
designs ensured Sigiriya’s renown for six centuries as the 
monumental landscape designed for this literary practice. 
By visiting a place and evoking images of its features in their 
minds, people experience its landscape. Through the act of 
writing, visitors in the past also left encoded representations 

contribute to tip the Earth’s energy balance by trapping more 
heat, leading to global warming. The increased temperature 
fluctuations on Earth lead to more frequent extreme weather 
events (hurricanes, floods, droughts, wildfires) which 
are another indication that climate change is, in fact, a 
reality. “State of Flux” is a poster design series on climate 
change issues, showcasing our planet in a state of flux. My 
presentation addresses how students of different illustration 
skill levels learn about systems-thinking, design principles and 
the importance of raising awareness of natural and human 
interventions that led to climate change. 

Designing Landscapes: Encounter, Reception, and 
Aleatory Effects of Monuments
American Council for Southern Asian Art
Chairs: Divya Kumar-Dumas, University of Pennsylvania;  
Pia Brancaccio, Drexel University
Discussant: James Wescoat, Massachusetts Institute of Technology

Using both site-specific and regionally-synthetic approaches, 
the papers of this panel explore the interplay of landscapes and 
monuments in present day Afghanistan, Pakistan, India, and 
Sri Lanka. Even the smallest of these brick and stone marvels 
were enduring objects that transformed the vast landscapes into 
which they were embedded for generations. While the defining 
practice of investing in architectural monuments cut across 
social, religious, and gender boundaries in pre-modern South 
Asia, the intentions and motivations underpinning such practices 
have yet to be explored fully. Introducing “design” as a term 
that foregrounds a planned creation, this panel shows how built 
structures were incorporated into existing physical topography in 
order to materialize the particular aims and aspirations of historical 
actors who initiated them. Through four focused cases, this panel 
works to recover design strategies through examinations of the 
encounter, reception, and aleatory effects of specific monuments. 
Elizabeth Cecil shows how the ritual potency of monumental 
columns was mobilized by the Gupta rulers as a means to support 
their political self-fashioning. Pia Brancaccio examines how colossal 
Buddha images functioned as markers of a transnational Buddhist 
landscape in ancient South Asia. Divya Kumar-Dumas reads the 
Mirror Wall’s program at Sigiriya, Sri Lanka through its 7th- to 13th-
century visitor inscriptions, which employed Buddhist aesthetic 
conventions for landscape reception. Finally, Fatima Quraishi 
approaches the Makli necropolis in Sindh through later textual 
sources that approach the site’s accretional architecture as a unified 
and coherent saintly landscape.

Buddhist Monumentality: Colossal Sculptures and the Formation 
of a Transnational Buddhist Landscape in South Asia
Pia Brancaccio, Drexel University

The development of colossal images within the Buddhist 
tradition and the tremendous popularity they engendered 
across diverse cultural regions is a theme often neglected in 
the discourse surrounding monuments and monumentality 
in Buddhist art. The creation of oversize icons of the Buddha 
constitutes an important chapter in the history of Buddhist 
practice. By the 8th century colossal images populated the 
Buddhist world from Central Asia to China, to Western India 
and Sri Lanka, however the social implications of this religious 
phenomenon have been largely overlooked. For example, the 
Buddhas at Bamiyan are simply treated in the literature as 
“overgrown” icons—yet their colossal size betrays important 
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Caribbean Linguistic and Sonic Inventions as Models for DIY 
Resistance
Mark Harris

How to breathe, let alone survive artistically, beneath a 
canopy of braying idiots in power and their hypnotized 
supporters? We can’t help being gripped by the chaotic 
trail of Trump’s philistinism, but can use this period in the 
wilderness as a ground zero for inventing new practices of 
radical aesthetic resistance whose effectiveness might, for 
once, be measurable. The DIY of Trump’s rule is designed to 
rile up his base, is thoroughly orchestrated in mass rallies, 
and administratively adjusted whenever an egregious error 
can’t be ignored. A management system underpins his 
improvisation and enables gross profiteering, like that of 
Scott Pruitt. An effective DIY resistance would start from 
nothing, avoid institutional support, and have no profit 
motive. The extent to which such movements aggravate (as 
Black Lives Matter achieves) is one measure of effectiveness. 
They should also be unfamiliar, indefinable and unlocatable 
to avoid negative representations of the perverse regime. 
New languages, sounds, images, and communications could 
provoke activist allegiances and reveal unforeseen realms of 
pleasure and knowledge. Largely ignored in this confrontation 
are centuries of resistance of slave cultures in the US and 
Caribbean whose sonic inventiveness offers an indispensable 
example. Punishments for speaking provoked DIY invention 
of non-linguistic means of communication and singing 
protests passing as work songs. In the post-emancipation 
era the sonic realms from which gospel, soul, kaiso, rap, and 
reggae originated were incomprehensible noise to white 
listeners. Opposition tactics should revisit these extraordinary 
precedents in light of Christina Sharpe’s call for “Black visual 
sonic resistance.” 

On Art’s Power
Nicoletta Rousseva

The critique is well-known. If knowledge is power and power 
corrupt, then artists and intellectuals must challenge long-
held truths, undermine establishment politics, and exercise 
epistemological restraint as critical resistance. For Boris 
Groys, this aversion to power is born of art’s experience under 
communism and its complicity for the horrors of Stalinism. It’s 
a way of inhibiting what he describes as the avant-garde’s 
“will to power,” or the artist’s desire to incite revolutionary 
change and fundamentally reshape society. To this end, Groys 
celebrates the shift in art’s politics away from concerns over 
the state and social order to questions about one’s self, one’s 
body and its existence. For Groys, this narrowed political 
scope—this state-socialist form of deskilling—is favorable 
because it mitigates art’s entanglement in politics and its 
complicity therein. Liberated from the burden of ideological 
failure, the artist is free to produce and reproduce their own 
existence, to act and react to external conditions. The problem, 
however, is that anti-institutionalism today, coupled with an 
emphasis on the body and its allusions to cultural and national 
identity, risks abetting burgeoning far-right movements that 
likewise provoke violence and curtail essential freedoms. 
With this predicament in mind, I argue that sidestepping 
art’s entanglement in politics is far more difficult than Groys 
concedes, and ask whether doing so sacrifices something vital 
for contemporary art. Rather than a liability to be avoided or 
denied, can art’s affinity for power offer a necessary site of 
critical investigation in our renewed age of authoritarianism? 

of the place at the time of their visits. Landscapes and their 
meanings change over time, but historical experiences of 
landscape can help us recover forgotten functions, meanings, 
and intended uses from traces. Although subjective, formal and 
non-descriptive, the ideas expressed by historical actors at the 
Mirror Wall can restore a sense of place to this now ruptured 
archaeological landscape. In this paper, I read the eḷu poetry 
written onto this monumental wall to better understand the 
intentions behind its design. 

Multivalent Monuments: Inscribed Columns as Venerable Objects 
in Gupta North India
Elizabeth Cecil, Florida State University

The inscribed stone column gained particular popularity 
in early India as media for political self-fashioning in the 
territories of the Gupta rulers. Political elites erected these 
towering columns within religious landscapes to commemorate 
military victory, territorial expansion, and deceased ancestors. 
These events and individuals were eulogized in elaborate 
works of Sanskrit poetry inscribed upon the object’s surface. 
Intertwining political and religious rhetoric, the epigraphs 
also style the columns as pious works by publicizing a ruler’s 
devotion to his or her chosen deity. To date, analysis of the 
textual semantics of the inscriptions has dominated the 
study of the monuments, leaving the material semantics of 
these objects unexplored. Monolithic in form, but certainly 
not in function, columns were part of a larger continuum of 
ritually efficacious objects imbued with the power of spirits 
and deities. By adapting monumental columns as a site for 
display inscriptions, rulers succeeded in mobilizing the ritual 
and religious potency of the object in the service of their 
political agendas. Further, the integration of monumental 
inscribed columns in the physical terrain contributed a built 
layer that significantly transformed the spatial experience of 
the landscape and human interactions with it. To access these 
extra-textual encounters, this study uses as examples the sites 
of Sondhni and Eran in North India. By making the monument 
itself the subject of inquiry, we can recover how a widely 
recognized object (the column) was deployed strategically to 
suit the aspirations of particular agents and contexts. 

Deskilling in the Age of Donald Trump 
Chair: Christopher Reeves, University of Illinois at Chicago

The artist’s strategy of deskilling, at its noblest, is a move that Claire 
Bishop writes, “is less preoccupied with conceptual maneuvers than 
with generating in the beholder the desire to make and do.” This 
desire, as the 2016 election of Donald Trump in the United States 
makes explicit, reveals the precariousness of such a proposal. With 
disciplinary reorientation—long a tenet of deskilling’s possibility—
tethered to Trump’s willful and dangerous ignorance of capable 
governance, how might we justify, differentiate, and continue to 
valorize works of art or practices that find themselves ideologically 
aligned with a new mainstream form of deskilling that has become 
a disconcerting political aesthetic? This panel investigates how 
deskilling—on the internet, performance art, DIY, conceptual arts—
might be understood in this moment, where the artisanal is both 
demanded and denied, where the beholder’s desire to make and do 
might be romantic but also mandated.



109New York City  2019

the émigré outposts of Cambridgeshire outside of Cambridge, 
Dartington in Devon, and Hampstead outside of London 1933–1938, 
where Gropius, Breuer, and Moholy-Nagy crossed paths with 
scientists J.D. Bernal, C.H. Waddington, and J. Huxley setting in 
place patterns of cybernetic art to come; Chicago 1937–1946, 
where Moholy-Nagy developed his biocentric functionalism at 
the New Bauhaus; North Carolina 1933–1957, where Josef Albers 
seeded the postwar neo-avant-garde at Black Mountain College; 
and Texas, Brooklyn, and Cambridge, MA 1944–1974 where György 
Kepes taught, pushing biocentrism into radical new civic scales. 
In this time, the formational Gesamtkunstwerk similarly mutated, 
shifting from an operatic-cum-craft totality to a series of art-science-
technology holisms, ultimately incarnating as creative computation, 
systems aesthetics, cybernetics, and neo-cybernetics in art, 
architecture, and design.

The Long Shadow of the Supine Dome: Science and Experimental 
Arts Pedagogy from Black Mountain to Cal Arts
Hannah Higgins

Buckminster Fuller’s famous 1948 “supine dome” failed to rise 
when he constructed it using window blinds with students at 
Black Mountain College in rural North Carolina. Nevertheless, 
this failed first geodesic dome cast a long shadow across the 
practice of postwar avant-garde art pedagogy. This paper 
traces this genealogy among a string of teacher-student 
relationships linking the arts at Black Mountain College 
to The New School in New York City in the late 1950s, to 
Rutgers University in New Jersey in the 1960s and to Cal Arts 
in the early 1970s. This talk will emphasize those teaching 
artists active in this influence stream who were particularly 
committed to the pedagogical value of experimentalism in 
terms of work linking art and technology, holistically conceived. 
Under discussion: Josef Albers, George Brecht, John Cage, 
Buckminster Fuller, Dick Higgins, Allan Kaprow, Alison 
Knowles, Jackson Mac Low, Nam June Paik, Steve Reich, and 
James Tenney. 

From Exhibition to Book: Gyorgy Kepes’s “New Landscape” 
Project and Its Postwar Position within Biocentric Discourse
Oliver A. I. Botar, University of Manitoba, Winnipeg

In 1956 the Chicago publisher Paul Theobald released a book 
by Gyorgy Kepes, The New Landscape in Art and Science. 
This was twelve years after Theobald published Kepes’ first 
highly successful volume, The Language of Vision (1944), and 
five years after the initial showing of The New Landscape 
(1951), an exhibition of scientific photography at MIT’s Charles 
Hayden Memorial Library. While, like the exhibition, the book 
featured scientific imagery (much of it by Kepes’ colleagues 
at MIT), it was able to cast its net more widely in its themes. 
Both are rooted in Kepes’ awareness of the work of three 
Bauhausler; Kandinsky, Moholy-Nagy and Ernst Kallai, as well 
as in his reception of the early-to-mid-20th-century discourse 
of Biocentrism. In this paper I explore the relationship between 
exhibition and book, and contextualize both within Kepes’ 
unique combination of nature romanticism, science and 
cybernetic theory, in other words, his Biocentrism. 

The “Műhely” in Budapest (1928–38): The Legacy of the 
Bauhaus in Hungary
Márton Orosz, Museum of Fine Arts, Budapest

There is chain of connections between the German Bauhaus 
and 20th-century Hungarian art culture. The German Bauhaus 
was a model for the Center for Advanced Visual Studies, 

Resisting Objecthood: On Art in Public
Maria Seda-Reeder, University of Cincinnati

Few moments in our current political climate galvanized as 
many diverse voices around the world as the Women’s March 
of 2017. Artists, designers, craftspeople and activists who 
publicly assembled in cities across the globe on January 21st, 
created objects, props, costumes, sculpture, and otherwise—all 
for the purpose of communicating urgent politically charged 
messages in a quick, simple, and immediately accessible way. 
In this moment, art school pedigrees were interwoven with 
hands-on resourcefulness to create ephemeral objects of 
resistance meant to only live for one day—therein overriding 
the otherwise obligatory commercial or theoretical implications 
of the art market and art institutions. As the curator of Still They 
Persist, an archive of 270+ protest signs, banners, and visually 
creative responses to the presidential inauguration of 2017, 
Cincinnati, Ohio-based writer, curator, and University educator 
Maria Seda-Reeder will discuss the benefits and pitfalls of 
accessioning, conserving, and exhibiting these ephemeral 
objects of resistance—many of them anonymously left at march 
sites, often made by those untrained in traditional art forms, 
and only intended to exist for one day of protest. Because 
she has written about and researched the subject for nearly 
two decades, Seda-Reeder can also discuss the intricacies of 
exhibiting other kinds of “slippery” objects such as graffiti or 
street art, which carry a natural tension with academia and the 
commercial needs of an art market. 

Defining the Intrasubjective: An Artist’s Talk by Kelsey Brod
Kelsey Brod

I use Amelia Jones’s concept of the intersubjective relationship 
between an artist and audience in performance to propose 
my idea of the intrasubjective state between a performance 
artist and their work. Through an analysis of the intrasubjective 
relationship, we can produce meaning from the proximity of 
the artist’s identifiers of class, race, and gender to that of the 
artist’s representation in the performance. I look at works by 
performance artists like Eleanor Antin and Martha Wilson, 
using the model of the intrasubjective state to reveal new 
possible perspectives. I further look at my own work, a 2014 
performance as Sheryl Sandberg, COO of Facebook, and as 
Ivanka Trump (2017) to discuss how the intrasubjective can be 
used to confront one’s own privileged status. 

Diasporic Bauhaus: Functionalisms, Geographies, and 
Holisms beyond Germany 
Chair: Charissa Terranova, University of Texas at Dallas
Discussant: Eva Forgacs, Art Center College of Design 

This panel explores the Bauhaus as a school of thought, surveying 
pluralities in aesthetics, philosophy, and practice appearing in the 
diaspora of its teachers and students after its closure in Germany, 
1933. In commemoration of the centenary of the Bauhaus, founded 
in 1919, it studies the school’s multiple afterlives across fields, 
from biology to experimental music to creative computation. The 
standard history of the Bauhaus tells of a German avant-garde 
design school organized according to a philosophy of “bau” 
during the Weimar Republic. The school’s life was short-lived, 
approximately 14 years, after which it was forced to close due 
to the Third Reich. Missing in the orthodoxy of this tale are the 
heterodoxies that lay inchoate but would emerge fully formed 
in geographies other than Germany after 1933. These include 
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cybernetics—the innovative interdisciplinary approaches first 
pioneered at the historical Bauhaus took on new meanings. 
They became dangerously entangled with a burgeoning 
military-industrial complex. Such associations enabled a 
backlash against the Bauhaus as apolitical and even complicit 
with the war in Vietnam. This paper examines that backlash 
through the thought of Sibyl Moholy-Nagy, an architectural 
historian and the widow of Bauhaus master László Moholy-
Nagy. Motivated by Marcel Breuer’s controversial plans for a 
colossal tower atop Grand Central Terminal in New York City, 
Sibyl Moholy-Nagy became virulently opposed to the final form 
of the Bauhaus in the late 1960s—even though she was herself, 
by proxy, part of its original diaspora. In explosive language, 
she condemned its impact on the US as “Hitler’s revenge” 
and offered a wide-ranging critique of its ideological fallout. 
By tracing the development of this critique through Moholy-
Nagy’s writing as well as new archival material, including 
her correspondence to figures like György Kepes and Walter 
Gropius, this paper reveals how the proximity of military power 
to creative methods helped structure a persistent interpretation 
of the Bauhaus as domineering and even inherently fascistic. 

DIGITAL ART: New Dimensions

This paper and presentation addresses developing trends in digital 
art (and the larger world of painting) that speak toward a new form 
of abstraction and narrative. The artist, an entrepreneur in the 
field of digital media art and communications for over 30 years, 
has developed a process composed of multiple layers of imagery 
and information that are so limitless, it is leading her work into a 
new dimension of abstraction, and narrative. A recently completed 
commissioned work looks entirely abstract when viewed from 
afar but is in actuality over 300+ layers of imagery compiled into 
one digital painting; which can be further deconstructed one-
layer-at-a-time in an adjoining online narrative that builds over 
time. The artist furthermore sees this development of a new 
abstraction in the works of artists working outside of digital media 
(such as Mark Bradford and Julie Mehretu) who are nevertheless 
influenced by the new digital age and the information glut—the 
overwhelmingness of which threatens all with meaninglessness and 
chaos. Unearthing this overload with a new call for context, beauty 
and meaningfulness brings the artist to reconsider the ancient cave 
wall where unknowingness abounded and beastly scribbles carved 
a way for others to understand, hope, and dream. The artist feels 
the new cave wall of digital art heralds a new call for art and artists, 
especially those working in this medium, and a new form of atelier; 
one that brings art back into the heart and center of life, commerce 
and innovation, and invites all in.

Digital Art: Toward A New Abstraction and Narrative
Roz Dimon

This paper and presentation addresses developing trends 
in digital art (and the larger world of painting) that speak 
toward a new form of abstraction and narrative. The 
artist, an entrepreneur in the field of digital media art and 
communications for over 30 years, has developed a process 
composed of multiple layers of imagery and information that 
are so limitless, it is leading her work into a new dimension of 
abstraction, and narrative. A recently completed commissioned 
work looks entirely abstract when viewed from afar but is in 
actuality over 300+ layers of imagery compiled into one digital 
painting; which can be further deconstructed in an adjoining 

Hungarian-American György Kepes’s art-and-science research 
facility at MIT that opened its doors in 1967. Here, Kepes 
created a curriculum rooted in the sense of vision, which in 
turn was connected to the Hungarian artist Victor Vasarely’s 
“optical democracy,” the core concept of his Op-Art program, 
that was shared by John Halas, founding father of British 
animated film and pioneer of computer generated imagery. All 
three men, Kepes, Vasarely and Halas, worked with Alexander 
Bortnyik at the Műhely (i.e. “Workshop”) that was also referred 
to as the “Hungarian Bauhaus” when it opened in 1928. 
This paper addresses the aesthetic practices of painter and 
designer Alexander Bortnyik, the multidisciplinary figure of 
the Hungarian avant-garde, who was in close contact with 
the Bauhäusler in his private studio that he inherited from 
Theo Van Doesburg in Weimar. Bortnyik started planning his 
school there, in close cooperation with Farkas Molnár, an 
expressionist painter-turned-Bauhaus architect. The Műhely’s 
courses were based on a synthesis of architecture and art 
intended to redirect the Constructivist and utilitarian views 
of Bauhaus functionalism. This paper explores Bortnyik’s 
little-known pedagogical concepts, revealing how the basic 
principles of the Bauhaus operated in a different ideo-political 
environment in its first diasporic settlement in Budapest. It 
explores the role of the Műhely as the first iteration of the 
Bauhaus beyond Dessau. 

Heiress, Entrepreneur, Educator, Geneticist, and Architect: How 
Walter Gropius Seeded Connections in the UK
Charissa Terranova, University of Texas at Dallas

Founding Director of the Bauhaus, Walter Gropius left 
Germany in 1934, fleeing the dictatorship of Adolf Hitler and 
the Third Reich. He would go onto an illustrious career in the 
United States as creator and lead architect of The Architects’ 
Collaborative (TAC) and Professor of Architecture at Harvard 
University’s Graduate School of Design in Cambridge, 
Massachusetts from 1937 to his death in 1969. Just prior to 
this, Gropius spent the interim years between Germany and 
the US, from 1934 to 1937, in the UK. This paper explores 
Gropius’ time in the UK, where he developed relationships 
with Dorothy Payne Whitney, heiress to the American Whitney 
family fortune and owner of Dartington Hall in Devon, Jack 
Pritchard, British furniture entrepreneur and director of the 
ISOKON design company, Henry Morris, educator and founder 
of the village college system in Cambridgeshire, and Conrad 
Waddington, developmental biologist and geneticist at the 
University of Edinburgh. These relationships seeded rich 
connections between disparate fields of knowledge, giving 
shape to a collective culture of polymathic inquiry. Based on 
the resulting collaborations, friendships, and design projects, 
this paper argues that a unique version of the original design 
school effloresces as the “British Bauhaus.” On British soil, the 
design school gave over to a school of thought in which the 
holism of Gesamtkunstwerk shape-shifted into an early form of 
art-science-design transdisciplinarity. 

“Hitler’s Revenge”: Critiques of the Bauhaus, ca. 1968
John Blakinger, University of Southern California

After World War II, Bauhaus pedagogy became institutionalized, 
the standard model for art and architectural training in the US 
and around the globe. But what did the “Bauhaus idea” come 
to mean in the radically changed context of the early Cold War? 
In an era dominated by advances in science and technology—
from computers and the hydrogen bomb to discourses like 
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that by placing emphasis on the maternal subject as one of 
interruption provides insight into alternative groundings for 
digital subjectivity through a shared aesthetics of interruption. 
Moreover, the maternal enunciations emerging from the 
discussed examples can be treated as models for disruptive 
forms of subjectivity that defy current modes of assimilation. 
Motherhood, and related subjectivities, are not just rendered 
strange, but provide a means of cultivating steadfast positions 
in the Heideggarian uncanniness of digitally mediated 
existence. 

Artificial Intelligence! Artificial Art?
Philip Galanter, Texas A&M University

In the realm of computer science and artificial intelligence, 
simulated deep-learning neural networks are a current topic 
of intense research and rapid progress. Some of this activity 
has included applications in the arts. For example, at Google 
a technique called “inceptionism” has been developed. By 
exposing a deep network to a very large corpus of images, a 
computer can be trained. Then through a process of iterative 
feedback the AI synthesizes textures into the image. These 
textures may include fish, birds, slugs, dogs, and related 
bizarre chimera. The resulting images have a psychedelic, 
hallucinatory, or surreal style. But this artificial intelligence 
doesn’t consider meaning, art theory, semantics, style as 
cultural encoding, or even “Design 101” elements of color 
theory, composition, perspective, etc. For many the inceptionist 
approach is little more than a Photoshop filter. Human artists 
typically work within a feedback cycle of creation, critical 
evaluation, more creation, etc. Generative art systems typically 
lack the ability to evaluate their own work and improve like 
human artists do. Perhaps future artificial intelligence systems 
will. In this paper I provide a quick non-technical, yet scientifically 
accurate, overview of deep networks used in art production; 
outline a number of non-trivial art theory questions specific to 
artificial intelligence art; and propose a theory of authorship for 
artificial intelligence artists based on notions from complexity 
science and network theory. This will establish an achievable 
threshold to establish an authorship claim for the artificial 
intelligence system itself rather than the programmer/artist. 

Digital Mythologies: Abstractions and Automations
Chair: Joel Ong, York University

The experience of nature has always existed as much in metaphor 
as it has natural environment. Narratives of global orientation or 
travel involve metaphors of oceanic and Aeolian tides; rituals that 
follow the seasons make up our religious and civil mythologies; 
in our nascent exploration of the digital, paradigms like the cloud, 
neural networks and cellular automata reveal how simulations or 
surrogacies to natural systems inspire our expectations of how 
digital tools should work. The mix of nature and culture in the 21st 
century is already revealing ways narrative systems or mythologies 
can mutually illuminate, especially in the ways computational 
artwords today involve, facilitate and encourage the obfuscation 
of digital worlds as they overlap, enhance and reimagine our 
current worlds. We have ultimately progressed beyond simple 
abstraction of phenomena, digital witnesses today require both 
functionality and story, an “aesthetic functionalism.” Neither 
practices surrounding “art and code” nor “coded art” suffice as 
digital artists such as those present on this panel aspire towards 
systems that intersect the digital, affective and technoscientific in 

online narrative that builds over time. The artist furthermore 
sees this development of a new abstraction in the works of 
artists working outside of digital media (such as Mark Bradford 
and Julie Mehretu) who are nevertheless influenced by the new 
digital age and the information glut—the overwhelmingness 
of which threatens all with meaninglessness and chaos. 
Unearthing this overload with a new call for context, beauty 
and meaningfulness brings the artist to reconsider the ancient 
cave wall where unknowingness abounded and beastly 
scribbles carved a way for others to understand, hope, and 
dream. The artist feels the new cave wall of digital art heralds 
a new call for art and artists, especially those working in this 
medium, and a new form of atelier; one that brings art back 
into the heart and center of life, commerce and innovation, and 
invites all in. 

Film Digitalia vs. Film Failure: This Intimate Hard Drive
Matt Whitman, Parsons School of Design, The New School

Film, as a medium, understands movement, light, phenomena 
differently than video. Tacita Dean attests to this in her film 
The Green Ray from The Sun Quartet, remarking on how a 
fellow artist’s digital video camera had been unable to capture 
the “green ray” phenomenon occurring at the sun’s setting, 
while her film camera had ultimately been able to document 
evidence of it. Is it possible that film might engender ways of 
seeing and witnessing of the present that allow for not just a 
re-augmentation of phenomenological awareness and image 
distillation, as in Dean’s case, but a literal lens through which 
both artists and viewers might become better empowered to 
develop a critique of contemporary experience? Surveying a 
number of recent works from 2015–2018, this presentation 
considers the possibilities of thinking and working through 
film as a medium in true conflict with its present. What 
can this form, attached to connotations of the outmoded 
and anachronistic presence, reveal not in spite of these 
associations but because of them? “This intimate hard drive 
/ We are conflicting narratives / That’s a beautiful algorithm 
you’ve got there / This is the millennials’ 1980s / It’s about to 
get bad / I’m sorry, I can’t / I’m using this object right now / A 
dedicated device.” 

Strange Mothers: Toward a Digital Aesthetics of Interruption
EL Putnam, Dublin Institute of Technology

Bringing together philosophies of the maternal with digital 
technology may initially appear as an arbitrary pairing, though 
reading them intertextually using Kojin Karatani’s method 
of transcritique through select artistic practices reveals how 
both encompass an aesthetics of interruption. Lisa Baraitser 
describes the maternal subject as one of interruption, where 
interruptions are not considered aberrations, but form the 
grounding of the maternal subject. Instead of treating these 
interruptions, and their affiliated challenges, as negative, 
Baraitser notes how they allow the mother to become re-
attuned to ways of being in the world, making the maternal 
subject as one that is always becoming. In this paper, I 
investigate how certain Irish artists (including Aideen Barry 
and Laura O’Connor) create post-digital performances as a 
means of rupturing existing representations of the maternal, 
creating artworks that take advantage of formal properties 
of digital media in order to interrupt visual and aural 
constructions by means of an intentional, immanent merging 
of the performing body with digital technology. Drawing from 
Maurizio Lazzarato’s critique of the performative, I argue 
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Two Women
Ha Na Lee, University of Utah

Two Women is practice-based research that utilizes a 
hybridization of film, installation art, electroacoustic 
composition, algorithmic narrative, and kinetic machines. 
The piece thematically addresses a suicide issue in South 
Korea in a framework of fictional narrative and a database 
of historical news archives. Two Women attempts to depict 
multiple layers of imagination, memory, and history in a 
physical space. The research focuses on replicating the 
cinematic experience in the realm of installation art, by 
addressing the perceptual and physical experience of the 
moving image in space. With the use of algorithms and 
data sets, the storytelling becomes generative and evolves. 
The research involves the theoretical meaning of “the 
cinematic,” the history of embodiment and the senses, 
expanded cinema in the 1960s and 70s, contemporary 
cinematic art in the gallery as well as the theater, and the 
relationship between cinema and new media. 

Mother: Language and Form
Inmi Lee

Mother is a series of generative sculptures that explore 
synesthetic connections between language and form by 
analyzing hand gestures that represent the participants’ 
interpretations of unfamiliar spoken words. The talk will 
discuss the conceptual research of the piece and how the 
gestures of the participants were captured in 3D using a 
Kinect, interpreted with openFrameworks, and produced with 
3D printers. 

Dirt, Mud, Sand, Sludge
Chairs: Niko Vicario, Amherst College; Bert Winther-Tamaki, 
University of California, Irvine

An artist might pick up a canvas, a paintbrush, and some acrylic 
paint or a camera or perhaps use the human body as a medium. 
Less frequently, over the course of the 20th and early 21st 
centuries, artists have turned to substances on and under the 
ground. While “Earth art” tends to be associated with outdoor site-
specific projects produced on a massive scale, this panel considers 
other relationships between art and earth through the analysis of 
practices centered on dirt, mud, sand, and sludge. These papers 
bring to light the culturally and geographically specific materialities 
of earthy substances: sand is associated with archaeological 
excavation of ancient civilizations in Syria (Anneka Lenssen); mud is 
an antidote to store-bought art materials in post-Revolutionary Cuba 
(Niko Vicario); Cuba was also a context for cultivating awareness 
of the petroleum sludge beneath the seabed (Rachel Price); and 
soil is linked with irradiated sludge in post-nuclear Hiroshima (Bert 
Winther-Tamaki). The panel draws attention to the ways in which 
working with material found underfoot gives form to discourses 
of nativity, autochthony, nationalism, primitivism, abjection, 
materialism, decolonization, and environmentalism. What were 
these artists seeking to connect with and what were they seeking 
to escape? Why did artists turn to these earthy materials, whether 
in states of contamination or fertility, liquefaction or desiccation, 
and what do these practices teach us about changing relationships 
between humans and matter?

ways that create immeasurable phenomena from measurable data. 
For art to thrive here, we require a new computational aesthetic 
that takes off from what Katherine Hayles has called a “regime 
of computation”—artistic and sensory systems that encompass 
elements of engineering, informatics, data management, generative 
and algorithmic design. The panelists propose computational art 
today as a practice of myth-making, engaging with affective models 
and digital fluidity as the new tools of enigma and magic.

Machines for Living: Le Corbusier, Smart Home Utopianism, and 
the Myth of Utility
Robert Twomey

This talk discusses the artistic, historical, and critical design 
perspectives leading to my project A Machine For Living In, a 
digital media work using newly available computational and 
sensing tools to study the home as a site of intimate life. The 
title invokes Le Corbusier’s framing of the home as a machine to 
interpret the promise of contemporary smart home technologies. 
I consider his idealization of the machine in the context of our 
parallel utopian imagination of the computer as master metaphor: 
a machine for living penetrating every aspect of intimate life, 
and guarantor of the promise of ubiquitous sensing, pervasive 
computing, and machinic models of learning and perception. 

Ganymedes: Art in Collaboration with A.I.
Eunsu Kang, Carnegie Mellon University

Will Artificial Intelligence (A.I.) replace human beings for 
creating art? Or will it help us to hatch out and discover the 
new level of creativity? Is this a new question or a question that 
we have repeated throughout human history? Homer’s Iliad 
describes a human being whose name was Ganymedes. He 
“was the loveliest born of the race of mortals, and therefore 
the gods caught him away to themselves” and “for the sake 
of his beauty, so he might be among the immortals.” Now A.I. 
came to live among us mortals, for the sake of its endless 
possibilities, even perhaps bringing in beauty and meaning 
to our lives. I present my recent works that are created in 
collaboration with Machine Learning algorithms. The neural 
networks (often referred as A.I.) generate their own artworks 
under supervision or assistance from the human artist. Is it 
going to change our relationship with “machines”? Would 
it offer people who have been shunned from art creation 
because of their physical, financial, social, cultural limitations 
chances to explore the area of creativity? 

Aeolian Traces: Wind and the Myth of Mobility
Joel Ong, York University

The project Aeolian Traces explores the potential for a 
systemic integration of sound, visual and physical computing 
elements. The project exists as a modular spatial sound 
experience uniquely synced with a data visualization and 
wind generated by small ventilators across a gallery space. 
Artistic research here builds on the technical developments of 
the Ambisonic 3D sound-spatialization technologies, as well 
as in advanced 3D rendering and modeling for information 
visualization. As an artwork, it presents data related to 
human migration patterns as sound, visual and physical wind 
simultaneously, drawing a speculative link between the freely 
moving ebb and flow of wind pattern and a more politicized 
human mobility today. 
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Caribbean light and landscape. Yet rather than lead to a 
folkloric tropicalism, the natural world’s geometries inspired 
his nonfigurative art. Plant leaves’ design and dynamism 
informed his Kinetic works. Nature suffered changes by outside 
factors—sun, water—in a “dialectic” of growth and response; 
art, too, Darié felt, should make structures and suffer growth, 
development, and change. Darié’s interest in the seabed 
environment and in petroleum—a potent sludge buried 
beneath the soil and beneath Cuban waters—was cultivated in 
years during which Cuba’s leading geographer, revolutionary 
leader, and cabinet member Antonio Núñez Jiménez explored 
and detailed the soils, mineral deposits, and ecologies of the 
island. Locating Darié’s engagement with the natural world 
in this historical context, I simultaneously situate his film and 
oceanic installation within his larger oeuvre, and further ask: 
was petroleum a topic for period Cuban artists as it was for 
peers in Venezuela? How did an interest in marine life, Cuban 
flora, and underwater light shape Darié’s kineticism? What 
dialogue did Darié establish with artists who, in the 1970s and 
1980s, would make land- and mud-based art, including Ricardo 
Rodríguez Brey and Juan Francisco Elso? 

Matta’s Mud: Decolonizing Art in Havana, circa 1964
Niko Vicario, Amherst College

In 1964, Chilean artist Roberto Matta, then living in Europe, 
traveled to Havana, where the shape of post-Revolutionary 
Cuban art was still in formation. Matta, known first for his non-
objective images of the early 1940s and later for his densely 
populated, futuristic compositions, transformed his approach to 
painting while in Cuba. This paper will focus on Matta’s use of 
mud for a mural, titled Cuba is the Capital, which he produced 
during the trip, representing a group of conjoined figures 
engaged in an ambiguous encounter somewhere between 
lovemaking and childbirth. How did the substitution of earth for 
store-bought paint (Matta’s usual medium) signal an attempt 
to decolonize art in Cuba (and perhaps in all of Latin America) 
in the wake of the Revolution? More specifically, as Cuban 
writer Edmundo Desnoes spotlighted in a text that year, how 
did Matta’s use of local, unprocessed materials engage with 
the aftermath of the recently imposed US embargo? Taking 
these conditions into account, this paper positions Matta’s 
mud mural at the nexus of geopolitical and geo-economic 
transformations that triggered the artist to strip his work of 
bourgeois, imported trappings in favor of pure matter. In turn, 
I will consider the way in which the material politics embodied 
in this work might be compared to more widespread, diverse 
approaches to rethinking art in the Americas over the course of 
the 1960s, from Glauber Rocha’s “aesthetics of hunger” to Luis 
Camnitzer’s call for an “aesthetics of imbalance.” 

Do Studio Art Classes Require Trigger Warnings?
Chair: Daniel Grant

What may and may not be discussed or displayed in a studio 
art course? Recent incidents have revealed a lack of guidelines 
in this area in which frank talk by instructors and the use of 
controversial imagery may result in those instructors losing their 
jobs. Meanwhile, art students themselves are regularly pushing 
the boundaries of acceptability, raising the question of how an 
instructor is to work with students whose art creations may be 
seen as offensive to some. It is in no way clear that instructors are 
permitted to encourage art projects on the basis of the freedom 

Endō Toshikatsu: Killing Earth
Bert Winther-Tamaki, University of California, Irvine

Known for his large minimal forms of burnt wood, the Japanese 
sculptor Endō Toshikatsu (b. 1950) also produced a series of 
works consisting of large steel vats and glass tanks of soil and 
mud between 1995 and 1997 that investigated contaminations 
of earth by chemical, historical, and social toxins. The artist 
stated without apology that he “wanted to kill earth,” and 
immersed a volume of some eight bathtubs of earth in a 
bath of formalin, a chemical that destroys all microorganisms 
living in any healthy batch of soil. His large steel container 
brim-full with a soup of formalin and earth was so toxic that 
exhibition visitors had to be protected from the fumes by a 
plastic sheet encasement. A second work centered on earth 
dredged from the irradiated bed of the river running through 
the epicenter of the nuclear bomb detonated over Hiroshima 
in 1945. The notorious case of a 14-year-old boy who murdered 
two elementary schoolers in Kobe in 1997 was addressed 
in a third work by presenting a portion of contaminated soil 
and subjecting it to cycles of filtration as a kind of neonatal 
incubator for the child criminal. Endō’s introspective writings 
give the impression that the anthropogenic depredation of the 
earth, so willfully manifested in these deeply disturbing soil 
works, is better understood as energized by deep instinctual 
drives than as a consequence of economic and industrial 
values. 

Backfill: Agencies of Sand in Syrian “Postwar” Painting
Anneka Lenssen, University of California, Berkeley

This paper assesses the presence of sand in work by Syrian 
modernist artist Fateh al-Moudarres in the early 1960s, a 
moment of worldwide thinking about “formless” painting (in 
Arabic, lawha la-shakliyya) as an ethical obligation in advanced 
art. Art historians looking at the aftermath of World War II have 
associated artists’ sudden plunge into grime and putrescent 
matter with civilizational guilt—as in Emily Braun’s “dirt 
paradigm,” discerned in France, Italy, and Japan. But sand, as 
opposed to other dirt varieties, has a distinct valence in Syrian 
avant-garde thinking about the conundrums of civilizational 
legacy. Because sand had filled such ancient archaeological 
sites as Ugarit and Mari for millennia, its particles were 
recognized as agents of preservation and of vital material 
sustenance rather than a zeroing force. This is not to suggest 
that artists embraced sand as a medium of optimism over 
guilt; to the contrary, when the antiquities service of a newly 
independent Syria reopened the excavations in the 1950s, the 
material evidence—altars, death-pits, idols, and abandoned 
palace statuary—revealed to artists a deeply ambivalent 
civilizational history of blood sacrifice and antihumanist values. 
I therefore examine how al-Moudarres came to recognize 
“vitality” itself—which he recognized as residing in landscape 
rather than daily social life—as a problem for postcolonial 
creation. What can attending to sand as presence (a medium 
for both painting and for Syrian history) tell us about the 
political possibilities of formlessness? 

Sandú Darié on Petroleum and the Sea
Rachel Price, Princeton University

This presentation examines two little-known works by the 
Romanian-born Cuban artist Sandú Darié (1908–1991): a 
documentary on petroleum made with Cuba’s ICAIC and an 
installation for the 1975 Okinawa Exposition “The Sea We 
Want to See.” Darié had proclaimed himself dazzled by the 
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Triggered by Truth
Deanna Bowen, University of Toronto Scarborough

My panel presentation is about my experiences as a socially 
engaged artist who makes auto-ethnographic interdisciplinary 
artworks that refute notions of Canada as a kind of no-slavery, 
racism-free, “Promised Land.” I work against fetishistic 
enthrallment with black pain by making archive-based works 
about white people’s knowledge of/and engagement with 
white supremacist groups like the Ku Klux Klan. I will also 
speak from my role as a “controversial” educator and public 
intellectual who consciously works to undermine Canada’s 
false rhetoric of black absence and the nation’s long history 
of antiblack violence and Indigenous genocide. As both artist 
and educator, I honor my family’s history by respectfully, but 
not maliciously, confronting white audiences/students with 
factual evidence of racism and white terrorism as a means to 
spark conversations that no one wants to have. The simplest 
way to avoid triggering an audience or student would be to 
continue with Canada’s “Black Haven” myth or not discuss this 
history at all. Neither option is acceptable. In order to continue 
this truth-telling work it has become necessary to work with 
“ally” curators who know how to assess their community 
and position my “difficult” work as a catalytic enterprise by 
encouraging the gallery/academic community to make use of 
the educational opportunities that arise from the work. While I 
have no fixed position, a trigger warning in my instance would 
enable a kind of fragility and avoidance that undoes my efforts 
to push beyond defensive blocks, which then maintains status 
quo power dynamics that perpetuate black erasure. 

Will a New Agitprop Take Hold of the Art World?
Elliott Barowitz, Drexel University

In our recent past, words in literature, deeds, some images, 
mostly in movies were nearly outlawed. In the arts during the 
civil rights, Vietnam, and women’s movement, artists were in 
the forefront in galleries and museums calling attention to the 
difficulties we all went through. The art world today has taken 
a back step, and art teachers are now are fearful in discussing 
and showing images that at one time were seen as part of the 
learning process. Students do not need to be protected from 
“bad” language or “sexual” images. Protection against such 
language and images and keeping them under the table will 
not make them go away. On the one hand, quoting George 
Grosz, a great cynic: “Do we change the general picture in the 
slightest?” On the other hand, artists like David Wojnarowicz, 
Hans Haacke, Ana Mendieta, Robert Mapplethorpe, Karen 
Finley, Kiki Smith, Andres Serrano, Eva Hesse, and many others 
have contributed greatly to art and culture. And lastly, to quote 
the great Yiddish writer I. B. Singer when asked why he wrote 
about Jewish Whores, thieves and pimps, he said in effect: 
What should I write about, Christian whores and thieves? 

Does Art History Need Aesthetics?
Chair: Thierry de Duve, Hunter College, City University of New York

In the last 50 years, the discipline of art history has opened itself to 
a number of methodologies, theoretical paradigms, and ideological 
viewpoints imported from other disciplines—from semiotics to 
anthropology, from poststructuralism to deconstruction, from 
Marxism to psychoanalysis, from feminism to queer theory, from 
iconology to narratology, from social science to cultural studies—
which have considerably enriched its discourse. One would think 

of expression, because they may risk losing their jobs if someone 
claims to have been offended. My seminar would look at certain 
issues: Are instructors supposed to get clearance from department 
heads or school administrators before bringing up certain topics 
and assignments in order to not risk losing their jobs? How are 
studio art instructors supposed to respond to potentially offensive 
student artwork? What is a Title IX investigation, and how should 
art faculty prepare? And, how should MFA students, most of whom 
look to teach on the college level, be trained for an academic career 
in which their own art and ideas, as well as those of their students, 
may produce strong and problematic reactions?

Do Studio Art Classes Need Trigger Warnings?
Michael Aurbach, Vanderbilt University

Studio art classes often bring up sensitive, sometimes painful 
issues for students and the larger society. It is not at all clear 
what conversations, what assignments will trigger upset on 
the part of students that may result in a Title IX complaint 
against an instructor. In a kinetic art class I taught at Vanderbilt 
University, I gave students an assignment to create a machine 
that would make a sound or keep moving or make marks on 
a piece of paper for at least 30 seconds. One female students 
created a machine with a pulley system that withdrew a 
tampon from her body (she was wearing no underwear) and 
then make marks on paper with the wet end. I was worried 
about the consequences of publicly exhibiting that tampon-
extracting machine, eventually deciding to seclude the artwork 
in a separate room with a sign above the door warning that the 
content might be offensive to some. I told the student, “I don’t 
want to censor you, but I also don’t want to lose my job.” No 
one should have to worry about losing his or her job as a result 
of doing the job. 

On Being a Trigger
Aliza Shvarts, New York University

Trigger warnings emerged from online feminist cultures as an 
act of maintaining community and performing care, but what 
happens when this language enters the institution as policy? 
How does the trigger warning become mobilized within a 
neoliberal university context as part of an overall program of 
limiting liability? As we have seen in the codification of sexual 
harassment training, practices that originated in feminist 
activism are appropriated by the university to protect itself 
as a violable body. Too often, the tools of power find their 
usual targets. In institutional practice, trigger warnings censor 
work by artists who are dealing with violence and injustice—
that is, queer and feminist artists who deal with violence, 
trauma, and the body as part of an activist practice. They 
frame an individual relationship to trauma or violence that 
masks the active perpetuation of a structural violence—one 
that manifests as the exclusion of identity political work and 
the recentering of the historically white masculine practices 
presented as universal or “purely formal.” Triggering follows 
psychoanalyst Melanie Klein’s logic of the paranoid position: a 
splitting of good and bad objects, good and bad pedagogies, 
good and bad art. Discussions of triggering in the classroom 
have emerged at an increasingly paranoid time in the national 
politics, coinciding with broader crises of faith in public 
discourse—one also perpetuated through online practices. For 
this reason, we might ask—following the work of Eve Kosofsky 
Sedgwick—what a reparative strategy of nonviolence might 
look like in the classroom and beyond. 
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of Baudelaire’s explicit interrogation of the characteristic 
dimensions of artworks and the trans-generic approach to 
artworks embodied in his writings. Baudelaire, I conclude, 
offers one way of perceiving the shape of a theoretical 
orientation that goes beyond art history and aesthetics, but 
nevertheless contains them both. 

Kant After All
Blake Stimson, Uuniversity of Illinois, Chicago

Despite our best efforts, art history and freedom both continue 
to founder on Kantian critical philosophy. Freedom as a 
historically developed need or desire and art history as a 
historically developed discipline or control share a common 
concern they rarely admit to. That concern is not with modern 
essentialisms such as the provisional, contingent, differential 
or new—much less pre- and postmodern truisms like the 
traditional, genealogical, cultural or divine—but instead with 
the fragility of the enlightenment subject. That subject exists 
only in its performative constitution, only as an existential role 
for us to occupy aesthetically and politically. Its distinctive 
political power of solidarity and unique “aesthetic power of 
judgment,” as Kant called it, are the only available means of 
generating the possibility of freedom from the fundamentally 
human—and mercilessly historical—experience of reflexive 
sensus communis. This presentation considers the relationship 
between these aesthetic and political powers in Kant’s 
foundational account and its legacy. I argue that critical study 
of Kant’s aesthetic theory together with his theory of the state 
must be the foundation for our disciplinary enterprise if we 
seek to make any headway with the single most fragile and 
vital meaning of our objects of study: their desire. 

What Kind of Question Is That?
Stephen Melville, independent

I would like to say that the answer to this panel’s title question is 
obviously “Yes.” But if it were obvious, there would be no panel, 
so what is evidently called for is a certain work of diagnosis. I’ll 
argue that the crucial underlying question is not directly about 
philosophical aesthetics but about the meaning of “objectivity” 
in art history and in the humanities more generally. 

Early Modern Craftsmanship and Contemporary 
Techniques
Chair: Estelle Lingo, University of Washington, Seattle

A Contemporary Solution to Making Renaissance Blue Pigments
Michael Price

The color blue has always displayed a special spiritual 
significance in the history of art. Natural blue minerals for use 
in painting are limited to the semiprecious stone lapis lazuli 
and azurite. First of all, my presentation compares the famous 
Cennino Cennini recipe with my protocol (yet to be published) 
in which pure lazurite can be separated from the mineral 
lapis lazuli through three simple steps in the artist’s studio. 
Each step is photographed and supported with images of 
unprepared and prepared pigments under the microscope. In 
addition, tests show the causes of the discoloration of natural 
ultramarine known as ultramarine sickness. Secondly, the 
presentation examines the misinformation surrounding the 
stability of azurite in paint layers. This is due to a fundamental 
lack of understanding of how to paint with the pigment. 
Through focused-ion beam images, I demonstrate the first 

that philosophical aesthetics and its companion-discipline, art 
theory, would be foundational with respect to art history. However, 
these are the two disciplines which, as a rule, have not yet been 
integrated into the art historian’s toolbox and are rarely taught at 
art history departments. Why is that so? Should that remain the 
norm? Should it change? The panel I propose is destined to gather 
opinions on this issue and to start a conversation.

“‘The Ideal’ is Nothing But the Material”: André Breton on 
Hegel’s Aesthetics
Joyce Cheng, University of Oregon

In “The Poverty of Poetry” (1932), the leader of the surrealist 
movement André Breton underlines the importance of G. W. F. 
Hegel’s Aesthetics while critiquing the German philosopher’s 
idealism. Noting surrealism’s indebtedness to Hegel’s 
conception of “romantic art,” which entails “the absolute 
negation of all that is finite and particular,” Breton nevertheless 
admits that Hegel had erred in “conceiving of real things only 
as the degree of realization of the absolute idea. One might 
say that in art as elsewhere, this conception has given way to 
one according to which ‘the ideal’ is nothing but the material” 
(emphasis mine). The Hegelian legacy of surrealism, while 
widely acknowledged in surrealism scholarship, has tended 
to be understated if not openly disavowed in art historical 
literature (hence many art historians’ lionization of Georges 
Bataille, Breton’s one-time rival, as the platform for an “anti-
idealist” surrealism). Consequently, one underestimates the 
extent to which Breton had rejected Hegel’s idealism while 
retaining the “‘Hegelian’ aspect of the idea of surpassing all 
antinomies” (Conversations) as central to what one might call 
the philosophical aesthetics of surrealism. As an indirect way 
of engaging with the question as to the place of philosophical 
aesthetics in art history, this paper reads Hegel’s Aesthetics 
as the prefiguration of a surrealist aesthetic where movement 
and temporality are paramount. I will focus on Hegel’s notion 
of the absolute, which Breton reformulates as the contingency 
of the concrete in his famous definition of beauty as “érotique-
voilée, explosante-fixe, magique-circonstancielle” (“La beauté 
convulsive”). 

An Answer to the Question: “Does Art History Need Aesthetics?” 
Notes for a General Theory of the Artwork
Hammam Aldouri, Moore College of Art and Design

This paper offers theoretical coordinates for answering 
the question: what is needed to give critical sense to the 
experience of artworks? I aim to show that both art history 
and philosophical aesthetics are limited in relation to their 
shared subject-matter—namely, artwork and its experience. 
Art history, I argue, cannot attain a mode of abstraction that 
moves across different disciplinary ways of comprehending 
artworks—which are, I argue, distinctively trans-disciplinary 
objects; and aesthetics cannot adequately account for the 
experience of the artwork since that experience is mediated by 
social and historical processes that cannot be fully accounted 
for aesthetically. From out of this critique of art history and 
aesthetics, I move onto a brief exposition of the concept of art 
in post-Kantian philosophy, paying particular attention to the 
distinction developed between aesthetics and art. I will then 
expose the basic coordinates a transdisciplinary theoretical 
program that contains both art history, art theory and, crucially, 
other intellectual disciplines. A model for such a theory is 
found in Charles Baudelaire’s critical writings on art. This 
paper will end with an exposition of some salient elements 
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Matters of Form: Mathurin Jousse’s Material Theory of 
Metalworking
Jason Nguyen, University of Southern California

This paper examines a material theory of ornament in early 
modern France, studying in particular the La fidèle ouverture 
de l’art de Serrurerie (1627) by the architectural theorist 
and master-metalworker Mathurin Jousse (1575–1645). The 
treatise—widely acknowledged as the first theoretical tract 
on the art of metalworking in France—is significant for it 
presents an early and formative approach to relating material 
knowledge to artistic creation. In the book, the theorist 
explained how iron’s extraction from the ground and treatment 
at the forge correlated with the metal’s formal qualities like 
color and ability to hold a shine. In doing so, this paper argues, 
Jousse directly aligned the philosophical categories the 
“matter” and “form” and introduced a theory of architectural 
ornament that acknowledged the mutability of nature itself—a 
concern that was at the time being debated by the likes 
of René Descartes and Pierre Gassendi. Indeed, some of 
Jousse’s most important contributions are his proposals on the 
improving of iron’s hardness and ductility, which speculated 
on the ways that annealing (slow heating and cooling) and 
quenching (rapid cooling) altered the material’s internal 
composition. If these efforts suggest a dramatic rethinking 
of ornament—here tied to material properties rather than the 
conveyance of artistic meaning—the woodcuts that adjoined 
his text nevertheless affirmed a critical place for the classical 
vocabulary. This paper thus evaluates how questions of matter 
and form conflicted and coalesced around the production of 
metal ornament well in advance of the Industrial Revolution. 

Ecocritical Approaches to Colonial Art History
Chairs: C.C. McKee, Northwestern University; Claudia Swan, 
Northwestern University

A great deal of recent art historical scholarship on the colonial 
world addresses the visual production of natural science and 
its relationship to ecology. Scholars have pinpointed botanical, 
entomological, natural historical, and ethnographical imagery 
as crucial to understanding and classifying the natural world, 
in the context of intensified maritime trade in the 14th century 
and New World colonization, for example. Increasing contact 
with non-European cultures resulted in a flood of new plants, 
animals, minerals, and artifacts into Europe from across the globe 
in the early modern era. European exploration and settlement 
subordinated (often violently) autochthonous knowledge of the 
natural world developed by indigenous peoples, slaves, and their 
descendants—in the East and West Indies as well as the Middle 
East and Asia, cultures with which Europe had long fostered 
contact. Visual representations of colonial ecologies proved to 
be a foundational means by which Europeans understood their 
increasingly interconnected world and asserted dominance over 
people, land, and resources. This panel asks: In what ways do art 
historical approaches informed, for example, by ecocriticism and 
new materialism, open on to new ways of understanding visual 
byproducts of colonialism? In what ways can a more capacious 
attention to colonial ecologies contribute to our understanding and 
analysis of the visual production of the non-European world? This 
panel offers a range of perspectives on the roles of science, art, 
and/or environmental policy in an ecological approach to colonial 
art history, the history of the built environment, and visual histories 
of science.

step to stabilize this pigment for use in a variety of binding 
mediums. Finally, the discussion covers the challenges of 
painting with natural pigments and how this differs from 
the modern synthetic blues whether in oil or acrylic binding 
mediums. Examples from Raphael to Memlinc show the 
success and failure of artists using lapis lazuli and azurite. 
My painted panels demonstrate the chromatic range and 
possibilities of the natural pigments for contemporary artists. 

The Transmission of Craftsmanship: Making Pastel Sticks in 18th-
Century Lausanne
Isabelle Masse, McGill University, Montreal

In the 18th century, the pastel sticks made in Lausanne, 
Switzerland, were renowned throughout Europe. The master 
craftsman Bernard-Augustin Stoupan (1701–1775) and his 
successor Jean-Christophe Hellmoldt (1743–1824) produced 
sets of colors, primarily for the export market, whose high 
quality was recognized both in the specialized and general 
literature. Using unpublished archival material, this paper 
explores the workshop practices that governed the making 
of these famous pastels, by focusing on the transmission 
of craftsmanship between the master and his apprentice. 
Examining training methods, contractual agreements, and 
ultimately the transfer of responsibility after Stoupan’s death, it 
concludes that the success of the young craftsman depended 
as much on acquiring professional skill as on the observance of 
a tacit code of conduct. This case study of apprenticeship in a 
Swiss factory sheds light on a neglected historical aspect of the 
art of pastel: the production of its material means. 

Egg Tempera, Modern Surfactants, and Painting the Mixed 
Technique with Water-Soluble Oils 
Bryan Robertson, Jefferson College

The advent of water-soluble oil paints has been a revelation 
to the studio artist, who can now handle oil paints without 
toxic terpenoid substances. In many ways, water-soluble oil 
paints have handed the contemporary artist a diverse new 
material. But is the idea, is the invention of water-soluble oil 
color a modern convention or a forgotten ancient technique? 
In The Materials of the Artist, Max Doerner identifies tempera 
paints as an emulsion of water and oily constituents. Thus 
pre-Renaissance painters like Giotto and Fra Angelico who 
were known to have used egg tempera were the first artists to 
use water-soluble oil paints. Doerner gives a recipe for making 
these tempera paints with the content of the whole egg, one 
measure of oil, and up to two measures of water. It wasn’t 
until quite recently that synthetic emulsifiers (also known as 
surfactants) used in modern perfumes could replicate the 
chemical makeup of an egg. While most of the major paint 
manufacturer’s have developed synthetic emulsions to create 
a “water-mixable” oil paint, the contemporary artist today 
can make water-soluble oil painting mediums by using readily 
available commercial surfactants. These new tempera mixtures 
are capable of handling like both watercolor and traditional oil 
paints while possessing a quick dry time. Modern chemistry 
has given the contemporary artist an opportunity to work 
with ancient techniques, like the mixed technique which uses 
oscillating layers of white paint sandwiched between glazes of 
color that creates paintings with luminous inner light. 
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Coral, Sand, Sea Shells, Data: Testing the Building Materials and 
the Indigenous Knowledge of 18th-Century Mauritius
Dwight Carey, University of California, Los Angeles

In 1735, a group of slaves from Madagascar, East Africa, 
India, and West Africa raised the first military hospital on the 
formerly uninhabited French Indian Ocean island of Mauritius. 
The infirmary possessed a wooden framework, walls made of 
coral blocks, a wood shingle roof, and a mortar comprised of 
sand, coral, and sea shells. Today, the French governor—Mahé 
de Labourdonnais—who oversaw this project unsurprisingly 
appears in both the colonial archive and the historiography 
of the structure as the architectural mastermind. Faced with 
this predicament, we are compelled to ask: How can we 
write the capacity of slaves into the history of this building? 
I contend that an examination of the chemical composition 
and the ecological origins of the dwelling’s material vestiges 
can answer this question. Lab analyses reveal that Mauritian 
slaves extracted unweathered specimens from local terrestrial 
and marine ecosystems before refining and assembling them 
to create the military hospital. This process reflected the 
florescence of a Mauritian indigenous knowledge: a subaltern 
expertise wielded on the part of diverse slaves whose labor 
rendered them the only population to have ever made 
architectural use of a once unpeopled landscape. Captives 
contested European dominance as they became the mavens 
of an island that no one else could understand in such detail. 
In employing an ecological approach that can be replicated 
elsewhere, this paper positions Mauritian architecture as a 
vector for thinking through the meaning of indigeneity and the 
implications of enslaved knowledge within and beyond the 
18th-century Indian Ocean world. 

Through the Yellow Haze: Land Rehabilitation and the Art of the 
Chang’an School
Yang Wang, University of Colorado Denver

“Everything is yellow. The hills, the roads, the water of 
the rivers and brooks are yellow...even the atmosphere is 
seldom free from a yellow haze.” In the late 19th century, 
the German geologist Baron von Richthofen offered this 
evocative description of the Loess Plateau, a vast region along 
the Wei River valley in north-central China. Even though the 
plateau is arid and heavily eroded with little vegetation as a 
result of deforestation and climate change, it was the cradle 
of the Chinese civilization and home to its early dynasties. 
The region declined economically in the modern era as a 
result of its environmental degradation. At the same time, its 
landlocked geography protected it from foreign encroachment 
in the Age of Imperialism. In the early Maoist period—the 
1950s—the Loess Plateau came back into focus as the target 
of governmental efforts to mitigate desertification and the 
subject of a politically infused artistic revival. An elite group of 
ink painters, known as the Chang’an School, gained national 
fame for depicting the plateau’s distinctive landscape and 
cultural traditions. This paper examines factors that gave rise 
to the Chang’an School within the context of Maoist China’s 
interconnected political, economic, environmental, and 
cultural policies, and argues that the artistic depiction of the 
Loess Plateau was a manifold statement of nationhood that 
not only valorized China’s indigenous heritage, unspoiled by 
foreign influence, but also reinforced governmental efforts to 
rehabilitate the region out of economic necessity. 

The Last Fish: an Ecomaterialist Visual Culture of Ocean 
Commons
Maura Coughlin, Bryant University

Moving backward from Gaston Roullet’s vast panorama of 
drying cod on the cobbled beach of Saint-Pierre, shown at 
the 1900 Paris Exposition Universelle, this paper proposes an 
eco-materialist, blue humanities reading of representations 
of codfish. In this paper, I argue that the desire to extract, 
process, sell, and consume codfish made it an agential 
global material; the seemingly limitless cod stocks of the 
North Atlantic were a primary resource that funded European 
17th-century settler colonialism. For three centuries, salt cod 
dried on the shores of Iceland and Newfoundland both fed 
the poor in Europe and drove the slave trade, especially in 
the Caribbean. This wild food commons was pursued ever 
farther from shore as international fishing fleets participated 
in the extractive logic of a relentless global effort to empty the 
oceans. In the 19th century, the “slow violence” enacted on 
North Atlantic fishing communities, where the fishing labor and 
lives of men and boys of the peasant class were disposable, 
is rarely represented in French painting before the 1890s, 
although hints of this off-shore, settler-colonial industry appear 
in popular book illustration (Duhamel) as early as the 1760s. A 
counter-site to the invisibility of off-shore fishing is the image 
of the fish monger (Gilbert, 1880) and the seafood still life that 
presents the flesh of fresh cod as a sensuous, transitory and 
yet boundless commodity. 

A Mass of Materials: Expanding the Boundaries of a High Chest
Laura Igoe

A c. 1770 Philadelphia high chest, currently in the collections 
of the Princeton University Art Museum, shaped its owners’ 
domestic environment in significant ways, captivating viewers 
with its fine detail, pleasing proportions, and seductive 
mahogany surfaces. An eco-critical consideration of the chest’s 
materials and their origins, however, reveals it to be a global 
assemblage of diverse ecologies and economies, including 
mahogany from Jamaica, brass pulls wrought in Birmingham, 
England, varnish from North Africa and secondary woods 
of local tulip poplar and white cedar. Viewed in this way, 
the high chest is repositioned as a product of transnational 
commerce, implicating artisans, laborers, enslaved Africans, 
and environments across the British Empire. Although popular 
and trade literature visualized connections between furniture 
and its material origins, this luxurious work of colonial 
American furniture ultimately elided the global political ecology 
embodied in its materials. Approaching this chest from an eco-
critical perspective allows us to look beyond its construction 
in a Philadelphia cabinetmaker’s shop and its reception in a 
well-appointed New Jersey home in order to reconnect it with 
the various constituents that contributed to its creation. Recent 
analysis of the chest’s wood by the National Fish and Wildlife 
Forensic Lab determined the exact species and Jamaican 
origin of the mahogany, allowing for a deeper investigation 
of the chest’s primary material. While historian Jennifer 
Anderson has explored the ecological and human costs of the 
colonial mahogany trade, this paper considers this fraught 
environmental history within a constellation of additional 
matter and communities represented within the chest. 



118New York City  2019

In a Slavery-Polluted Land: Torkwase Dyson’s Black Ecologies
Heather Vermeulen

Ex-slave Henry “Box” Brown escaped by shipping himself 
in a wooden crate from Richmond, Virginia, to Philadelphia, 
Pennsylvania. In his Narrative of the Life of Henry Box Brown, 
Written by Himself (1851), Brown expresses relief that he 
avoided consignment to “a tomb in a slavery-polluted land.” 
The paintings comprising contemporary artist Torkwase 
Dyson’s Water Table series (2017–present) rework diagrams 
of subterranean water sources through a visual lexicon of 
what she terms “hypershapes.” These are derived from the 
mapping of (black) spaces in slave narratives, including “Box” 
Brown’s. The hypershapes, in turn, elucidate the complicity of 
abstraction and (ecological) violence, highlighting the presence 
of the extractive in the ostensibly abstractive. Each painting in 
the series disrupts the aesthetics of geology and environmental 
studies, architecture, and urban planning. By centering 
histories and afterlives of colonization and transatlantic 
slavery—including state-sanctioned violence against people 
of color, capitalist modes of “resource” extraction, rising 
and polluted planetary waters, and redistricting—Dyson’s art 
rewrites popular narratives of ecological catastrophe. Dyson 
is interested in the idea of the “Anthropocene,” but committed 
to engaging it from an anti-racist position that is resolutely 
critical of the term’s evocation of a monolithic or “abstract” and 
selectively historicized “anthropos.” This paper suggests that 
Dyson’s Water Table series interrelates (or, perhaps better put, 
intra-relates) ecology, blackness, and abstraction in a manner 
that extends Kimberlé Crenshaw’s concept of intersectionality 
to account for the human in and as ecological relation. I 
argue that Dyson’s “black” ecologies are both diagnostic and 
otherworlding. 

After Life (What Remains): Asian/American and Indigenous Arts 
of Survivance
Thea Tagle

zIndigenous peoples do to revive built and natural 
environments that have been made waste? 

The Breathing Land: On Questions of Settler Colonialism
Heather Davis

In 1999 Mierle Laderman Ukeles proposed a remediation 
project of Hiriya landfill, Israel, titled Evapotranspiration—This 
Land Lives and Breathes. The unrealized project proposed to 
turn the landfill into a “total artwork operating day and night.” 
In the nighttime, the pollutants emitted from the landfill would 
be visualized through specific light pulses. In the proposition 
to fully face the environmental consequences, and through 
the recognition of the way the earth breathes, as a living 
organism, the project aligns with the less hyprocritical politics 
of dealing with waste as that to be lived with, as advocated 
by environmental studies scholar Myra Hird and Indigenous 
studies scholar Erica Violet Lee. Drawing from a similar 
epistemological premise—that the land lives and breathes—
but from a much longer tradition of Anishinaabe philosophy, 
Rebecca Belmore’s Wave Sound (2017) consisted of a series 
of works installed in different National Parks across Canada 
in 2017, marking the 150th Anniversary of the colonial nation-
state. Varying in shape, and responding and conforming to 
their particular site, each sculpture amplifies the living sounds 
that are specific to their location. This paper is interested 
in analyzing the discourses surrounding the living qualities 
of land, the way the land breathes, in the context of settler 

Ecology as Intersectionality: Aesthetic Approaches to 
Social-Justice Environmentalism
Chairs: T. Demos, University of California, Santa Cruz, Director, 
Center for Creative Ecologies; Emily Scott, University of Oregon

A surge of recent art has engaged ecology in newly complex ways, 
including by confronting environmental injustice and violence in 
aesthetically provocative forms. Moving beyond topical approaches 
to environmentalism, and indebted to the field political ecology, 
this panel focuses on practices—artistic, visual-cultural, and 
curatorial—that express ecology as a mode of intersectionality, 
insisting on the inseparability between environmental matters 
of concern and sociopolitical and economic frameworks. 
Intersectionality, emerging from the black feminist legal theory of 
Kimberlé Crenshaw, and underscored within decolonial struggles, 
refuses to divide overlapping systems of oppression (e.g., tied 
to race, class, gender, sexuality) and thereby challenges the 
essentialization of one or another term in isolation. Here, ecology 
functions too as a site of indissoluble relationality that highlights, 
and indeed is constituted by, interaction, or even intra-action 
(in the sense posited by Karen Barad, whose theory rejects the 
separateness and purity of originary categories). Just as carbon 
pollution materializes differential sociopolitical impacts, economic 
inequality produces unequal vulnerabilities to environmental 
injustices. With the siloing of issues, we risk epistemic violence, 
including white environmentalism, green capitalism, climate change 
denialism, and anthropocentrism. This panel features papers that 
present innovative readings of diverse case-studies from art and 
visual culture by exploring and developing methods of ecology-as-
intersectionality, wherein ecological politics conjoin with indigenous 
and/or queer rights activism and/or movements against police 
brutality, media censorship, and capitalist extraction. We aim to 
foreground experimental interpretive methods that address art at 
the hinge of politics and environmentalism.

View from the Terracene
Sara Mameni, University of California, Santa Cruz

This paper is a proposal for considering the Anthropocene 
from the perspective of artists working within areas devastated 
by the War on Terror. Playing on the words “terror” and 
“terra” I propose the term “Terracene” as an entry point into 
considering the condition of the planet under terror. While the 
popularization of the concept of the Anthropocene dates to 
the early 2000s–the very moment of the declaration of the 
War on Terror–the two modes of imagining the geopolitics of 
the present have yet to be considered together. This paper 
attempts to conceptualize the Terracene through artworks 
that think critically about who counts as the “Anthropos” of 
the Anthropocene and what other stories can be told if we 
decenter the Human to consider “terra” (the planet itself) 
in this political age of “terror.” This paper takes up two 
artists working in the Arabian Gulf region as interlocutors for 
conceptualizing the Terracene. First, I engage video works 
by Sophia Al-Maria titled The Future Was Desert (2016) and A 
Whale is a Whale is a Whale (2014). In these video works Al-
Maria turns to the deep time of the planet and its marine life to 
propose alternate futures in the face of military and extractive 
wastelands. I then turn to a series of works by Monira Al-
Qadiri that consider the historical transformation of Kuwait’s 
pearl diving economy to its current oil industry through queer 
performances that question gendered and species boundaries 
in Gulf life. 
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Restructured Balance: Approaching Theoretical Shifts through 
Printmaking-Based Installation Art
Jared Stanley, Texas Tech University

Artistic exploration and experimentation within printmaking 
has expanded in recent years due, in part, to an art world 
favoring multisensory experience aided through new media. 
In particular, the continued interest in installation art has given 
printmakers a new arena in which to develop the possibilities 
of their medium. Installation art—whose development roughly 
parallels, and arguably progresses, the philosophical and 
practice-based shift from modernism to postmodernism—relies 
on a subjective viewpoint, interactivity, site-specificity, and 
often ephemerality, constituting a unique visual phenomena 
inherently resistant to mass production and distribution. 
The history and technology of printmaking stand in contrast 
to many of these particulars of installation. For instance, 
reproducibility is essential to the history of printmaking, and 
far from being site-specific, prints are easily transported and 
disseminated. Similarly, as a craft-based media, printmaking 
techniques involve precision and ordered processes, often 
resulting in flat surfaces and clean edges, while installations 
often highlight the spontaneous, organic, or chaotic. However, 
by employing some of Vermeulen and van den Akker’s 
thoughts on metamodernism to review four contemporary 
artists from the 1980s to today, this paper argues that 
installation printmaking exploits these tensions in such a 
way as to effect theoretical shift in practice. As burgeoning 
installation work ushered in postmodern practice, so too a 
printmaking framework applied to the ephemeral, site-specific, 
multi-sensory nature of installation work advances the larger, 
ongoing revisions to postmodern theory and practice. 

Laughing at You, Not with You: Camp, Performance Art, and the 
Influence of Cantinflas
Sara Solaimani

This presentation examines the work and influence of 
Mario Moreno Cantinflas on contemporary performance 
art, particularly the ways in which his working-class roots 
and political positioning, subversion of order and language, 
and appeal to public audiences forms a cornerstone of 
the performance medium in Mexico and abroad. I explore 
Cantinflas’ repertoire for moments in which this character’s 
subalternity emerges, where it comes into question whether 
a character can represent a non-subject. Understanding his 
position and beginnings as an actor in context, I then explain 
the connection between the identity of the performer and the 
identity of the character. Beginning his acting career in the 
Carpas, travelling tent theaters of post-revolutionary Mexico, 
Moreno confused as much as he amused his first audiences. 
He mimed the subaltern figure of the pelado, or urban bum, 
through a character that was born as much a product of his 
community as of his own identity. Cantinflas took on a life 
of his own, and Moreno refused to play any other character 
thereafter. One had to be patient to appreciate his particular 
style of rant, a rant that took on a life of its own, into random 
word associations and verb conjugations. I look at the ways 
in which, through his accent, language pattern, and signature 
phrases, Moreno constructed and communicated a character 
who could not speak nor could be spoken on behalf of. This 
refusal to conform to the conventions of language remains, 
in contemporary performance art, a tool of decolonial 
empowerment. 

colonialism in both Israel and Canada. In particular, I will 
think through how these discourses are used both by settlers, 
Indigenous peoples, and the settler nation-states that we find 
ourselves within. 

Edges of Media
Chair: Jared Stanley, Texas Tech University

Art at the Edge of Poetry: The Work of Vlado Martek
Adair Rounthwaite

This paper addresses the work of Vlado Martek, a Croatian 
artist/poet who emerged in Zagreb, then the former Yugoslavia, 
in the 1970s. Martek was part of the New Artistic Practice, 
a cohort of young experimental artists in Yugoslavia whose 
work was informed by global conceptualism and involved 
performance, photography, and arte povera techniques. While 
some members of that generation, like Marina Abramović 
and Sanja Iveković, have become globally famous, others 
like Martek who were equally important in their own context 
remain virtually unknown to Anglophone viewers. Martek’s 
work in fact constitutes an important contribution to the 
global history of (post)conceptual practice that is critical for 
understanding how artists in formerly communist Europe 
positioned themselves vis-à-vis Western language-based 
conceptualism. I analyze Martek’s “pre-poetry,” a visual art 
practice which was concerned with poetry and its limitations, 
which played out across his live actions, work with found 
objects, and cheap, delicate samizdat publications. Martek 
used visual and performative means to reveal the defining 
conditions of poetry, and thus to interrogate but also expand 
poetry’s status as a communicative medium. I argue that 
while he approached language as a concrete object to be 
manipulated, as did numerous conceptual artists in North 
America and Western Europe in the 1960s and 70s, unlike them 
he remained committed to its emotive potential. Moreover, the 
figure of the artist as an exceptional, expressive individual—a 
role which Western conceptualists generally rejected—became 
in Martek’s practice an important vehicle for critiquing the 
marginalization of artists working in “minor” languages. 

Fusing Both Arts to an Inseparable Unity: Frank O’Hara as a 
Visual Artist
Daniella Snyder

Frank O’Hara, a curator at the Museum of Modern Art in 
New York and a published poet in the 1950s and 60s, was 
an exemplary yet enigmatic figure in both the literary and art 
worlds. While he published poetry, wrote art criticism, and 
curated exhibitions—on Franz Kline, Robert Motherwell, and 
Jackson Pollock—he also collaborated on numerous projects 
with visual artists, including Larry Rivers, Michael Goldberg, 
Grace Hartigan, Joe Brainard, Jane Freilicher, and Norman 
Bluhm. Scholars who study O’Hara fail to recognize his work 
with the aforementioned visual artists, only considering him a 
“painterly poet” or a “poet among painters,” but never a poet 
and a visual artist. Through W.J.T. Mitchell’s “imagetext” model, 
I apply a hybridized literary and visual analysis to understand 
O’Hara’s artistic work in a new way. I highlight O’Hara’s 
previously under-acknowledge artistic collaborations that 
secure his place as both a poet and an artist. 
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Disguised as Paradise: Representations of Courtesans and their 
Beholders in Safavid Isfahan, 1590–1722
Farshid Emami, Oberlin College

Several aspects of the urban culture of Safavid Isfahan—
coffeehouses, public gardens, and cosmopolitan markets 
filled with exotic commodities and foreign merchants—invite 
comparisons with contemporary societies across the early 
modern world. For the Safavid monarch, the incorporation of 
these sites of pleasure and consumption in the urban fabric 
was a means of promoting trade and displaying power, while 
elite city dwellers could experience new modes of urban 
leisure and interaction in the public sphere. This paper focuses 
on one aspect of city pleasure in Safavid Isfahan: courtesans, 
a topic more thoroughly investigated in historical scholarship 
but less often explored in terms of its spatial dimensions 
and visual manifestations. Through a study of the modes of 
urban presence and visual representations of courtesans in 
different media, including paintings and tile panels, the paper 
investigates how they were portrayed and perceived in 17th-
century Iran. It concentrates particularly on a corpus of tile 
panels that once adorned a now-lost pavilion known as the 
Jahan-nama (literally, “world-displaying”). I argue that the focal 
theme of the panels—lavishly dressed women in languorous 
postures—finds its closest analogue in the performative, urban 
presence of courtesans in 17th-century Isfahan. Ultimately, 
these representations reflect the desires and fantasies of the 
city’s elite denizens. What court chronicles describe as an 
earthly paradise filled with houris, I further contend, is nothing 
more than a metonymy for the unprecedented celebration of 
bodily pleasures in the Safavid capital. 

“Let him esteem the English as his best and only friends”: Cross-
Cultural Friendship as a Pictorial Problem in 18th-Century British 
Painting
Zirwat Chowdhury, Independent Scholar

Within the contemporary historiography of British Art, Francis 
Hayman’s Lord Clive Receiving the Homage of Mir Jafar (ca. 
1760) is almost unanimously declared a work of colonial 
propaganda, wherein the occasion of the East India Company’s 
orchestration of the defeat, murder, and replacement of 
the Nawab of Bengal in 1757 is transformed into a scene of 
clemency, submission, and friendship. Further, Hayman’s 
application of Le Brunian conventions of history painting to 
figures in modern costume underscores the painting’s relation 
to British moral philosophy’s prevailing discourse of sympathy, 
that cornerstone of 18th-century polite, commercial culture. 
While such an approach highlights the transnational terrain 
of modern nation building, its conceptual framework remains 
decidedly European, even though the Nawabs of Bengal 
and the Mughal Emperor emphatically invoked Indo-Persian 
protocols of friendship to contest their changing relations with 
the Company. This paper thus examines two critical and related 
instances in the 1760s during which Indo-Persian protocols 
of friendship entered the painting’s visual culture at Vauxhall 
gardens: the circulation of printed translations of Mir Jafar’s 
and his successor, Mir Qasim’s letters to Company officials; 
and a visit to Vauxhall Gardens by the Mughal Emperor’s 
envoy to George III, I’tisam-al-Din. Shifting attention away 
from Hayman’s purported limitations as a history painter, the 
paper instead focuses on his likely study of Indian paintings 
and Rembrandt’s copies of Indian miniatures to highlight 
the avowedly new pictorial problem that the artist faced in 
depicting a scene of cross-cultural friendship. 

Empires of Pleasure across 18th-Century Cultures 
Chairs: Dipti Khera, New York University; Meredith Martin, New York 
University

Now one of art history’s most vibrant subfields, the 18th century has 
played a key role in the discipline’s global turn and in re-thinking 
conventional histories of art, empire and Orientalism. By tracing 
the increased circulation of people and objects in different parts 
of the world, scholars working on this period have highlighted 
new conceptions of knowledge, aesthetics, power and sociability. 
Furthermore, they have ensured that formerly devalued concepts 
tied to 18th-century practices and patrons—among them luxury, 
pleasure, leisure, femininity, sensuality, wonder, hybridity, and 
consumption—be taken seriously. Yet while the physical exchanges 
of 18th-century artworks, peoples, and things from around the globe 
has been the subject of recent scholarly inquiry, less attention has 
been paid to conceptual affinities—notably a mutual emphasis on 
pleasure and decline—that existed between disparate geographical 
and cultural locales. For instance, how might we enrich or 
complicate the story of 18th-century art and culture by putting 
Indian or Chinese paintings of palace gardens in dialogue with 
French fêtes galantes? Our contention is that these kinds of global 
comparisons will not only yield a richer formal and conceptual 
understanding of each type of artwork, but will also enable us to 
ask larger theoretical and methodological questions related to 
the common grounds they share. By examining how intertwined 
histories of pleasure and power were mediated across local, 
trans-regional, or intercultural contexts, we hope also to contribute 
to scholarly debates beyond art history and to encourage new 
research projects and teaching agendas.

Delight in Otherness: Western Figures in Qing Palace Interiors
Mei Rado, Parsons School of Design

Chinoiserie figures in 18th-century European interiors—a 
playful repertoire of exotic pleasure—have been well studied. 
Less known are parallel images of Western people widely 
present in Qing imperial palaces. Featuring unpublished and 
unstudied materials, this paper examines this Qing visual 
system of foreign people at leisure as a new genre of pleasure 
images that emerged from global flows of objects and 
motifs and from a network of interlinked, fluid languages of 
otherness. At the Qing court, depictions of generic Westerners 
as coquettish maidens, amorous couples, and blissful families 
appeared in decorative objects made in Chinese workshops 
assimilating European styles and techniques, ranging from 
woolen tapestries, oil paintings and verres eglomisés to 
enameled copper plates and vessels. These works synthesized 
motifs and narratives drawn from European portraits, genre 
scenes, and fêtes galantes, European chinoiserie and 
Canton export arts, as well as traditional Chinese pleasure 
pictures of beautiful women and soft erotica. In particular, 
the visual vocabulary of European chinoiserie provided the 
key language of Western pleasure at the Qing court. Also 
similar to chinoiserie figures in European contexts, the types 
and media of the objects depicting Qing Western figures and 
their specific palace locations functioned together to create a 
visual-material program of exotic pleasure, whose meaning was 
further enriched by their spatial significance. At the Qing court, 
these objects created an imaginary daily life of the West without 
temporal and geographical specificity, while ultimately offering 
a fresh mode to channel the emperor’s own private desire and 
pleasure. 
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of diverse curatorial perspectives. The author will draw on 
case studies from her recent book, Decolonizing Culture, and 
professional experiences from the assembled participants. 

Walking the Talk: The Design Thinking Process
Antoniette Guglielmo

Often used for developing innovative products and user 
experiences, design thinking can also be used to explore 
complex organizational and leadership issues with the aim to 
generate socially responsive solutions. This interactive session 
introduces the iterative steps in the design thinking framework: 
Empathize, Define, Ideate, Prototype, and Test. Working in 
small groups, participants will practice the first three steps of 
this process to address the challenge of how we might foster 
greater access, diversity, equity, and inclusion in our museum 
workplaces. Grounded in a human-centered approach, the 
process begins with developing empathy for the varying needs 
of emerging and mid-career museum professionals. Next, we 
will refine and tailor the challenge to generate relevant steps 
for sustainable career paths and professional development 
for individual cases. Participants will practice strategies for 
idea generation, discovering opportunities, and creative 
brainstorming. Each group will develop and present their best 
ideas to the large group with some discussion. Additional 
resources will be provided. 

Ethics in Design: Critical Perspectives
Chairs: Andrew DeRosa; Laura Scherling, Teachers College, 
Columbia University

Design professionals and educators and have long been able to 
influence culture, persuade audiences, and are in a position to 
be able to impart a sense of social responsibility while practicing 
and teaching their craft. Historically, the field of design has 
closely evolved with the latest developments in art, media, and 
technology. In recent years, advances in digital technologies, 
as well as changes in the environment and global economy, 
have led to a rapid transformation in these related areas of 
design. In light of these transformations, design educators and 
professionals are not only required to stay connected to relevant 
epistemologies and changes in education, but are also faced with 
emerging ethical considerations. Design is frequently aligned with 
commercial practices and servicing the interests of businesses. 
These motivations can be at odds with designers’ abilities to apply 
their problem-solving skills to social good. The tightly woven 
relationship between commerce and design presents challenging 
ethical decisions. Thus, it is important to address the issues that 
designers face in terms of theory, practice, pedagogy, and social 
responsibility. Design is a “world-making/shaping” process, and 
design ethics influence our notions of freedom and equality, 
respect, and intimacy in societies undergoing profound changes 
(Bewert, 2017). Today, ethics regarding consumption, sustainability, 
privacy and surveillance, user manipulation, and cultural 
appropriation have come into sharp purview. This panel explores 
the timely and unresolved ethical issues in the field of design. 
Through this discourse, we seek to further uncover these issues and 
address solutions.

Empowering Career Pathways in Museums with 
Design Thinking: An Interactive Workshop
Museum Committee
Chair: Antoniette Guglielmo, Getty Leadership Institute
Discussants: Jennifer Reynolds-Kaye, Yale Center for British Art; 
LaTanya Autry, Mississippi Museum of Art and Tougaloo College

Issues around access, diversity, equity, and inclusion and creating 
sustainable career pathways are critical areas of inquiry for 
transforming leadership in the museum field. Museum professionals 
at all stages can empower themselves in the face of limitations 
they may encounter, and museums can build practices to retain 
and develop talented and diverse staff. This session tackles the 
challenge of how we might foster greater access, diversity, equity, 
and inclusion for emerging and mid-level career professionals 
working in museums. Rather than answer these questions with 
traditional top-down solutions, this interactive workshop session 
introduces participants to design thinking—a collaborative and 
iterative process for brainstorming new and responsive solutions. 
Using the design thinking model from the Stanford d.school, 
session participants will work in small groups to generate solutions 
that give consideration to a wide range of challenges including 
broad dimensions of diversity and representation; power and 
influence; generational, gender, and cultural inclusivity; pay 
equity, and other issues that impact professional development and 
organizational growth. This session features participants from all 
levels of an institution to exchange knowledge, draw from their 
own experiences, and offer peer-to-peer support. This “for-us, 
by-us” strategy offers a methodology that can be used by both 
organizations and individuals to design tailored solutions that are 
responsive to broad and pressing needs in the museum field.

Design Thinking as a Method for Museums 
Laura Flusche, Museum of Design Atlanta

The Museum of Design Atlanta (MODA) defines design as a 
creative process that inspires change, transforms lives, and 
makes the world a better place. Through its exhibitions and 
programs, MODA strives to involve visitors in design processes 
that they can use outside the museum to address challenges 
they encounter in their everyday lives, both big and small. 
MODA’s emphasis on design as a vital 21st-century tool is not 
just outward facing, however. In this session, MODA’s Executive 
Director will describe how design thinking structures the 
everyday work of museum staff and can be an effective tool for 
organizational and leadership development. 

Diversity in Mid-Career: Aligning Expectations
Anuradha Vikram, Otis College of Art and Design

Programs directed at increasing diverse representation in the 
arts professions tend to focus on emerging professionals. This 
creates diverse employment at entry level, but advancing a 
museum career can be fraught for mid-career professionals 
of color. This presentation looks at structural issues related 
to mid-career advancement in museums for professionals of 
color navigating leadership and board cultures that have yet 
to decolonize. Using design thinking in this workshop, we 
will collectively develop strategies for career recognition and 
advancement for professionals with more than 10 years in 
the arts professions. Challenges related to institutional and 
personal expectations will be addressed. The advantages 
of mid-career professional representation at museums will 
also be illustrated with key examples of museum exhibitions 
and acquisitions that succeeded or failed based on inclusion 
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“black boxes” whose inner workings are opaque to citizens, 
and thus they may not be subject to the same degree of public 
accountability as other civic technologies. As cities increasingly 
adopt the rhetoric of the “smart city,” deploying networks 
of sensors around the city to collect ever more data, we are 
at a critical juncture to interrogate the ethics that we imbue 
into these civic machine learning systems. This paper seeks 
to understand whether and how democratic values of equity, 
inclusivity, and citizen engagement can be embedded in the 
design of the algorithms that are increasingly used to govern 
civic life. This paper describes an ethical framework with which 
to understand such technologies, and proposes a design 
process to engage in a more democratic, participatory design 
of civic machine learning technologies. 

Exclusion/Isolation: Solitude in the 19th Century
Chairs: Alexandra Courtois de Viçose, Kenyon College; Catharine 
Telfair, University of California, Berkeley

Human mobility increased tremendously during the 19th century, 
a phenomenon still investigated in insightful studies of resultant 
cultural exchanges. Being in a new place can also make one feel 
like a fish out of water, however. Isolation became a locus of artistic 
exploration for many individuals who were, either voluntarily 
or involuntarily, at a distance from the familiar. Distance, literal 
and metaphorical, was actually something many artists sought 
and desired. Artists in expanding, bustling cities often wanted to 
distance themselves from the surrounding modernity, they retreated 
into dream worlds. Distance was also imposed on many at a time 
when gender, race, or different abilities could provoke someone’s 
exclusion from cultural institutions even in their birthplace. Solitude 
can be welcomed, or dreaded. It can also be a source of creative 
freedom. Sought after or imposed, how does solitude foster creative 
energy? How can exclusion stimulate artistic innovation? How do 
artists make the experience of isolation, for themselves or their 
subjects, visible?

Isolated Views: Manufactured Vistas in the Bois de Boulogne 
Theresa Cunningham, The Pennsylvania State University

On the urging of Napoléon III, Georges Haussmann and 
Jean-Charles Adolphe Alphand converted the Bois de 
Boulogne, the former royal hunting grounds, into a public 
park in 1852. Through a series of engineering interventions, 
they refashioned topography, creating an escape, seemingly 
isolated from central Paris. This landscape engendered new 
ways of visualizing the Bois’s fabricated terrain. Considering 
Charles Marville’s Album du Bois de Boulogne (1858–1860) 
and Pierre-Auguste Renoir’s Skaters in the Bois de Boulogne 
(1868) alongside Alphand’s plans (1867–1873), I argue these 
artists emphasized isolated viewing experiences and the 
multiple scales of manufactured perception emerging from 
the ostensibly secluded landscape. Marville and Alphand 
depict the Bois as devoid of human figures, while Renoir’s 
painting suggests the distant vantage point of one excluded 
from the group below. These images recognize the way artists 
altered space, demonstrate how this individual vision was 
made possible by technology, and suggest the potential use of 
telescopes through the compression of distance in a manner 
that is not possible in unmediated views of the landscape. 
Telescopes provided the infrastructure for an exclusionary field 
of vison focused on specific vistas selected by individual users. 
The design of the Bois, with its distinct sections, encouraged 

Designing Ethics in Large Scale Sociotechnical Systems
Jeffrey Chan, Singapore University of Technology and Design

How are design and ethics related? Broadly, existing 
theories suggest that ethics exists in the form of rules, 
values and norms to guide practical action in design; ethics 
reflects on the question on what to design and what not to 
design; and innovative design can often destabilize existing 
ethical outlooks. There may also be a fourth relation, which 
is designing ethics. But in what ways and under what 
circumstances is ethics amenable to design? And how is 
ethics designed, and what are the limitations of this approach 
of relating design and ethics? In this paper, the idea of 
“designing ethics” is discussed through a brief explication of 
two case studies, namely, the dockless bikeshare program, 
and the controversy of the self-driving car. Based on these 
case studies, the design of ethics—specifying the values and 
institutional structure that can reinforce designed artifacts or 
systems—especially in large scale sociotechnical systems, is 
argued as a crucial domain for further research. 

Swiping Left on Empathy: Gamification and Commodification of 
the (Inter)Face
Sarah Martin, Indiana University, Bloomington

The phrase “swipe left,” now synonymous with online 
rejection, is a colloquialism that is emblematic of the online 
dating gesture and its ubiquity. Designed into most mobile 
dating user interfaces, a left or right swipe connotes instant 
approval or instant veto. That same gesture, however, is also 
used for online, commercial activities like browsing mobile 
marketplaces. So what are the ethical consequences of 
commercializing the image of a person’s face? When the Tinder 
industrial complex is more interested in commodifying the 
dating experience—incentivizing users to browse, ad infinitum, 
a seemingly endless stack of romantic choices, or offering pay-
only options to filter by race—users encounter the ramifications 
and second-order effects of depersonalizing the digital search 
for romance. This research critiques the design decisions and 
methodology that leads to dating app interfaces dehumanizing 
their users by drawing upon scholarship from philosophy of 
science and humanist design theory. It also uses speculative 
design to visualize alternate and more humanist designs. 
These include prompts for users to be more empathetic that 
could arrest—clarify, for a moment—the blur of aestheticized 
gesture. Moreover, this chapter surveys contemporary artists 
and designers, such as Lynette McCarthy, Kirra Cheers, Cors 
Brinkman, Jeroen van Oorschot, Marcello Maureira, and Matei 
Szabo, as well as projects like Tender, Tinder Nightmares, and 
Bye, Felipe, that disrupt, through their practice, the (digital) 
surface of modern romance. 

Who Owns the Smart City? Towards an Ethical Framework for 
Civic AI 
Michael Madaio, Carnegie Mellon University

Artificial intelligence systems are being deployed in cities 
across the world to improve civic decision-making in domains 
such as public safety, criminal justice, and social services. 
These systems use machine learning to make decisions from 
existing civic data—data that may contain human biases, 
despite the best intentions of the designers. As a result, civic 
machine learning systems such as, for example, those used 
in many cities for predicting crime incidents and child welfare 
risk, may have adverse consequences for the citizens of the 
cities that use them. These systems are often proprietary 
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relationship to Veber’s overall oeuvre and other depictions of 
disability in late 19th-century press illustrations, calls attention 
to Veber’s imagining of disability as a sentence to a life in the 
gutter. 

Sororal Solitude in Fernand Khnopff’s Portrait of Mlle Khnopff 
and I Lock the Door Upon Myself
Catharine Telfair, University of California, Berkeley

“On ne a que soi” [sic] was a phrase that Fernand Khnopff 
emblazoned on the wall of his studio. But was this the 
statement of a truth that he celebrated or regretted? Or was 
it both? His many artworks that feature lone females, firmly 
separated from the viewer in encasing ensembles or enclosing 
spaces, have predominantly been seen as statements about 
the sanctitude of interiority. Meanwhile, many scholars make 
generalizations about the women depicted in them as figures 
simultaneously of that state most idealized by the artist and 
the objects of his repressed desire. I provide a more nuanced 
reading of Khnopff’s female figures, and his ideas about the 
relationship between artistic creation and solitude, through 
the close examination of two of his best-known and most-
studied works: his portrait of his sister Marguerite, and the 
exceptionally enigmatic I Lock My Door Upon Myself. I look at 
both of these paintings through the lens of recent scholarship 
on the prime and particular importance of the brother-sister 
relationship in late 19th-century culture, a relationship that, like 
much of Khnopff’s work, oscillated constantly between being 
abstract and idealized, and also being necessarily rooted in the 
specifics of personal experience. 

Facing Death in Global Modernity, 1600–1900 
Chairs: Camille Mathieu, University of Exeter, UK; Kristopher Kersey, 
University of Richmond
Discussant: David Lubin, Wake Forest University

The specter, threat, and image of death were powerful agents in the 
coalescence of global modernity. How and to what ends did artists 
put a face on a topic and a process they knew nothing of? What 
does it mean to confront death, visually? How were images used 
to find commensurability between distinct notions of the afterlife? 
This session examines in depth the imagery of death itself: as a 
concrete figure, inevitable reality, process, or outcome. This panel 
seeks to scrutinize the intercultural or anachronic dimensions of 
the visual culture of mortality. Topics include familiar subjects, such 
as death masks, mortuary icons in Buddhism, and photographs of 
the deceased, as well as more violent and visceral topics such as 
revolutionary propaganda prints, colonial imagery describing the 
mortal consequences of attacking colonizers, the economy of relics, 
and the circulation of lynching photography in the American South. 
This session features presentations with both a multinational and a 
local scope in order to address the visualization of death in a period 
of unprecedented global contact. We are especially interested in 
the role of new visual technologies (as well as appropriated and 
revived technologies) in effecting, documenting, or transcending 
the violence of death at the margins of early modernities.

visitors to explore spaces from solitary vantage points. 
Although the Bois has been considered within the context 
of landscape studies and Impressionist images of bourgeois 
leisure, a more comprehensive approach, examining a broader 
sample of visual sources, including paintings, photographs, 
and plans, collectively, elucidates the spatial program crafted 
outside the city center. 

From Fashioned Isolation to Organized Labor: Social Protest and 
the Victorian Seamstress
Alice Walkiewicz, The Graduate Center, City University of New York

The solitary seamstress: a wholesome country girl who 
moved to London for employment, only to be met by a 
toxic system of subsistence wages, exploitative hours, and 
isolation in a sparse garret room, her only solace her faith 
and her memories. This was the image conjured by social 
and political reformers in the mid-19th century, in outcry 
against the destructive labor practices of the garment 
industry. Thomas Hood’s social protest poem, “The Song 
of the Shirt” (1843), and Richard Redgrave’s painting, The 
Sempstress (1844), established an enduring iconography—
one guaranteed to engender pity and charity in the middle 
classes. But this vision of the lonely, docile seamstress was a 
constructed myth, imposed on the needleworker to meet the 
philanthropic reform tactics of the period. And, as late 19th-
century reform initiatives shifted toward more centralized, 
communal strategies, it is an image that became immaterial. 
This paper explores how seamstress imagery from the 
1870s–1890s, like Frank Holl’s The Song of the Shirt (1875), T. 
B. Kennignton’s Adversity (1890), and John Collier’s Trouble 
(1898), breaks away from this iconography to engage with 
the evolving political landscape in Britain. With the rise of the 
communal ideals of the Socialist Revival and New Unionism 
in the 1880s and 1890s, the image of the seamstress’s 
isolated labor was exchanged for group production. Paying 
particular attention to the symbology of isolation versus 
worker combination, this paper focuses on the shifting visual 
language of seamstress imagery in relation to the evolving 
trends in Victorian art and politics. 

Culs-de-jatte in the cul-de-sac: Graphic and Cultural Isolation of 
Disabled Bodies in French Press Cartoons
Alexandra Courtois de Viçose, Kenyon College

Art history as a discipline has been paying increased attention 
to representations of disability. The art of Jean Veber 
(1864–1928), however, is little-known and intrigues by his 
insistent depictions of impairment. This paper investigates the 
artist’s almost compulsive inclusion of leg amputees either 
as protagonists or marginalia in his artworks, with special 
attention to a cover he designed for the magazine Le Rire in 
1898. Specifically, I will be looking at Veber’s pictorial dialogue 
with French verbal puns to signal the marginalization of two 
amputee figures, isolated in a cul-de-sac, relegated to an 
oppressive space from which they seemingly cannot escape. 
This dark narrative is complicated by his use of caricature 
as a genre. I argue that Veber’s graphic rhetoric, versed 
in the languages of humor, satire and irony, manifests and 
exacerbates cultural anxieties over the fragmentation of the 
human body in fin-de-siècle Paris. The caption of the image 
(culs-de-jatte dans un cul-de-sac entourés de culs-de-lampe) 
relies on the idiomatic repetition of the slang term “ass” to 
produce a seemingly non-sensical narrative premise. This 
paper, however, by closely examining this magazine cover in 
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both accidental and planned, to critique the institution, along 
with the larger colonial project that had brought it to India. 
The earliest elite examples, including a handful of plays, 
suggest that suffering and death is an intrinsic part of colonial 
incarceration. Similarly, late 19th-century popular images, 
known as Kalighat paintings, represent prisoners’ suffering 
to critique Western influence in quickly rendered forms. In 
the 20th century the subject of death in prison was imbued 
with revolutionary feeling, as the 1908 executions of young 
Bengali militants, Khudiram Bose and Kanailal Dutta, produced 
spectacles of mass mourning within the realms of popular 
culture. Emphasizing the language of pure violence intrinsic to 
the state’s decision to execute, native responses appropriated 
the prison’s physical implements of violence, namely the image 
of the gallows, to present counter-representations of resistance 
that took the form of songs, memorials, and popular prints. 
This paper explores the interwoven relationship between the 
visualization of death and native struggle in colonial India. 
Indeed, the representation of prison death, this paper will 
argue, played a critical role in the move towards nonviolent 
noncooperation, as revolutionaries later manipulated the myth 
of legitimate legal violence, implicit in the colonial state’s 
willingness to inflict mortal injury on the bodies of colonial 
subjects, in the fight for Indian independence. 

Faculty Inclusivity: A Way Forward
Committee on Diversity Practices
Chairs: Flora Anthony, Kennesaw State University;  
Nicole De Armendi, Converse College

The Committee on Diversity Practices presents a workshop for CAA 
members interested in Diversity Hiring. This workshop develops 
on themes discussed at the Diversity Hiring Workshop hosted 
by the Committee of Diversity Practices at the CAA Conference 
in 2018. The session will consist of two parts: a PowerPoint on 
the current state of best practices in hiring diverse faculty, and 
breakout sessions of small groups with participants problem solving 
questions together. The function of this workshop is to find new, 
innovative, and creative ways to foster faculty diversity in higher 
education. Additionally, ideas and suggestions from last year’s 
workshop will be included in the discussion of how to fix aspects of 
this multifaceted and complex issue.

Faculty Inclusivity: A Way Forward
Flora Anthony, Kennesaw State University

This workshop develops on themes discussed at the Diversity 
Hiring Workshop hosted by the Committee of Diversity 
Practices at the CAA conference in 2018. The session consists 
of two parts: a PowerPoint on the current state of best 
practices in hiring diverse faculty; and breakout sessions of 
small groups with participants problem solving questions 
together. The function of this workshop is to find new, 
innovative, and creative ways to foster faculty diversity in 
higher education. Additionally, ideas and suggestions from last 
year’s workshop will be included in the discussion of how to fix 
aspects of this multifaceted and complex issue. 

The Evidentiary Construction of Death in Henry Wallis’s 
Chatterton (1856)
Lela Graybill, University of Utah

“Go to that very wonderful painting of Mr. Wallis; and you 
have an image—not of a dead man in silk breeches, but of 
silk breeches with a dead man in them” (Rev. Edward Young, 
1857). Henry Wallis’s wildly popular Death of Chatterton is 
an image whose power lay not in the convincing depiction 
of death itself, but rather, its circumstances. Representing 
the 1770 suicide of a Romantic icon—poet and manuscript 
forger Thomas Chatterton—Death of Chatterton was widely 
exhibited in the mid-19th century. First appearing at Royal 
Academy exhibition in London in 1856, it then showed at the 
Manchester Art Treasures exhibition of 1857, subsequently 
traveling to Dublin in 1859, where it inspired the staging of a 
tableaux vivant for stereographic reproduction, substantially 
amplifying its popularity and reach. I situate this curious 
afterlife of Chatterton—a broadly appealing and widely 
diffused painting of death, that inspired a “living picture,” that 
catalyzed photographic reification in a particularly experiential 
form of representation—within an important cultural shift in 
the navigation of death the western world: from faith placed 
in the value of testimony, to the prioritization of circumstantial 
evidence. Chatterton, I argue, mobilized an evidentiary 
construction of death, placing viewers in a witnessing position 
that confronted the absence of another’s life by performing the 
reality of their own presence. 

Walter Pater and the Work of Death
Jeremy Melius, Tufts University

While no body of criticism proved more influential for the 
emergence of a later 19th-century ethos of Aestheticism, the 
specificity of Walter Pater’s attention to the visual—to the 
sensuous particulars of paintings, drawings, and sculptures—
remains to be fully understood. Addressing such attention, 
this paper reevaluates the morbid turn of Pater’s thought. In 
the development of his approach during the 1860s and 1870s, 
Pater forged a new language of art writing, one that managed 
to carry the deathly into the texture of critical language 
itself: the groundless ground of a pervasive hermeneutic 
through which unseen aspects of works of art emerged. A 
new mode of aesthetic apprehension was born. In tracing 
it, the paper centers on Pater’s treatment of early-modern 
tomb sculpture in his Renaissance (1873), and its production, 
through contemplation of “death in its distinction,” of a 
new aesthetic body—“incomplete, aimless, helpless”; part 
being, part nothingness. Through these texts, the paper also 
tracks the evolution of Pater’s descriptive language out of 
an intense engagement with Hegelian thought—its “labor 
of the negative,” and its orientation towards death. In his 
descriptions, Pater offered a kind of ethical project—a way of 
living with the negative—but one always compromised in form. 
For if his life of the mind was in the first place a life of the eye, 
it was pursued “while all melts under our feet,” staged across 
scenes in which the plenitude of living sensation was always, 
as if of its own accord, coming undone. 

Prison Martyrs: Representing Death in Colonial India 
Mira Waits, Appalachian State University

Death was an inevitable part of the colonial prison system in 
India; the combination of insalubrious accommodations and 
insufficient nourishment within the system led to high mortality 
rates. Colonized Indians began representing prison deaths, 
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Looking Again and Again: The Cross of the Scriptures at 
Clonmacnoise
Heather Pulliam, Edinburgh University

Monumental ringed crosses standing in green fields have 
become an established image of Irish culture and heritage. 
Erected between the eighth and eleventh centuries, they have 
often been—and continue to be—co-opted, romanticized and 
recontextualized by diverse political and social movements. 
Most academic publications have attempted to take the 
opposite approach, treating the crosses as scientific specimens 
requiring classification and categorization by an objective, 
detached observer. It never rains in this Ireland and the 
viewer’s eye is a fixed, disembodied lens. The Cross of the 
Scriptures, made in 10th-century Clonmacnoise, is often 
described as one of the most complex and sophisticated of 
the 200+ crosses that survive in Ireland. This paper briefly 
sketches how publications on the cross have been pinioned 
between nationalism and conservation issues, resulting in an 
emphasis upon clarity, precision and consistency on the one 
hand and questions of influence on the other. The paper then 
resituates the Cross of the Scriptures within a new framework, 
considering how changing viewpoints, weather, and seasons 
elicit a series of encounters with a polymorphic, animated 
object. Similar phenomenological methodologies have proven 
efficacious in Byzantine art but are particularly well suited to 
the Irish crosses due to their position in dynamic landscapes 
and the Insular fascination with transformation and revelation. 
This analysis emphasizes embodied viewing, exploring the 
mimetic relationship between the viewer’s body and the 
physical parameters of the cross, the figures depicted on its 
surface and the surrounding environs. 

Touching the Treasury: The Golden Spaces of the Uta Codex 
(Munich: Bayerische Staatsbibliothek, CLM 13601)
Eliza Garrison, Middlebury College

The illuminations of the Uta Codex are suffused with gold in 
a manner that is unmatched in other Ottonian manuscripts. It 
would seem that the sumptuous materials of the codex’s box 
set the tone for the entire body of illuminations in the text, 
and this is particularly clear in the procession of openings at 
the beginning of the book; here, the theological messages 
of the golden case are visualized in paint. On the book’s first 
illuminated page, for example, the golden right Hand of God 
reads as an extension of the gesture of the seated Christ on 
the work’s case. In turn, this illumination sets in motion a range 
of other responses on the facing folio and in the following 
opening of the Symbolic Crucifixion and St. Erhard celebrating 
the mass with precious objects from the Abbey of St. Emmeram 
in Regensburg. This analysis considers both how the book’s 
case and its cycle of illumination—both of which were created 
around 1025 in Regensburg—are in material conversation with 
one another. In considering the interplay between box and 
book, I pay particular attention to the manner in which the 
book’s illuminations are rendered as notional spaces for the 
figures that occupy them. If the material of the book’s case 
could testify to the radiance of Christ’s presence, the formal 
rhyming of the book’s illuminations articulated the sacredness 
of the Word and envisioned it as a space wrought of the purest 
gold. 

Familiar Objects: Taking Another Look at Medieval Art
International Center of Medieval Art
Chair: Lynn Jones, Florida State University
Discussant: Robert Nelson, Yale University

There are medieval works of art that are familiar to every scholar; 
each has a long-established scholarly narrative, one that frames an 
object in a specific way that we accept to be true. These objects are 
regularly displayed in exhibitions, and are presented in textbooks 
as part of a canon of medieval art history. Despite—or perhaps 
because of—their visibility, these works of art have become invisible 
to us. We no longer approach them with a critical eye, or engage 
with them in critical discourse. Their narratives remain unchanged 
and unexamined, repeated in publications and classrooms. As 
scholars, our approaches to, and understanding of, the cultures 
that commissioned, created, and used these objects has changed. 
New tools and methodologies have expanded and altered our 
engagement with, and interpretations of, medieval works of art. 
Why have we been reluctant to use these tools to reexamine 
familiar objects? Are they pushed aside in our eagerness to explore 
all the new things—for, with new methods and new means of 
access, medieval art historians have many new things to discuss? 
Do these works remain monolithic and stereotypical because we, 
as teachers, are required to reduce entire cultures to significant 
works of art? This session brings together specialists of different 
medieval periods and cultures: Early Medieval, Insular, Ottonian, 
and Byzantine. Each offers fresh a interpretation of a familiar object; 
collectively we address the question of why scholarship has resisted 
reassessment of these works. How can we overcome the pitfalls of 
familiarity and assumption?

Reexamining the Message of the Vestibule Mosaic of Hagia 
Sophia
Lynn Jones, Florida State University

The 10th-century vestibule mosaic in Hagia Sophia, the 
Great Church of Byzantium, is one of only a few in situ 
Constantinopolitan mosaics remaining from the Middle 
Byzantine period (843–1204). It depicts the emperors Justinian 
and Constantine, identified by inscriptions, presenting models 
of Hagia Sophia and Constantinople to the Virgin and Child. 
The mosaic was conserved in the 1930s and described in 
1977 as a commemorative image; this interpretation has gone 
largely unchallenged. Its placement in the southwest vestibule, 
once a liminal space between the imperial and Patriarchal 
palaces, has focused scholarly attention on issues of liturgy 
and ceremonial. It is thus seen as a standard representation 
of imperial patronage and piety, tied to the space in which 
it was placed, functioning as a speculum princeps. I suggest 
that the mosaic instead served to offer a visual corrective to 
emergent imperial ideologies opposed by the Church. This is 
evident in the choice to depict Constantine without Helena, 
in the rank and status accorded to the emperors in their 
inscriptions, and in the types and forms of imperial regalia. 
Taken together, these elements create an imperial image that, I 
argue, could not visually serve as a model for middle Byzantine 
imperial rulership. The figures of Justinian and Constantine are 
archaizing; no middle Byzantine emperor looking at the mosaic 
would see himself reflected as a “new Constantine,” a standard 
trope of Middle Byzantine art and rhetoric. Why there was a 
need to convey such a message is my primary focus. 
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Oil and Fascism: Isa Genzken at the Venice Biennale
Dan Adler, York University

This paper explores Isa Genzken’s exhibition Oil at the 2007 
Venice Biennale, focusing on how her installation relates to the 
German pavilion, a Fascist building. Since 1945, the removal 
of swastikas and a Nazi eagle has been the only significant 
changes made to its imposing exterior. Genzken’s show 
included rows of anti-monuments: assemblages featuring 
suitcases, taxidermied owls, toys, posters, and paint splatters. 
With such makeshift sculptures, Genzken explored mixtures 
of parodic, satirical, and ironic modes of presentation as 
means of treating political and topical subject matter—such as 
imperialism and greed—without losing sight of the perceived 
impossibility of direct action, hence allowing for the Beckett-
like possibility of miscommunication and comic failure. In 
both title and form, Hans Haacke’s work Germania, installed 
at the German Pavilion in 1993, contrasts well with Genzken’s 
installation. Haacke broke up the marble floor, installed a 
photograph showing Hitler at the 1934 Biennale, and hung a 
giant 1990 Deutschmark coin over the door. Haacke’s blatant 
and solemn focus on a single nation’s crimes differs, I argue, 
from Genzken’s approach, which wavered between national 
and cultural contexts, and makes more room for ironic and 
satirical meaning. My discussion emphasizes Genzken’s 
approach to assemblage, which depends on practices of 
disjunction and repetition that allow for the extended play 
of irony. Genzken’s use of humor reflects a generational 
resistance to a “politics of realization” (Gregory H. Williams)—
referencing politics without making commitments, and 
avoiding direct action in favor of a more distanced and parodic 
skepticism. 

Model Fragments: Exhibiting NS Architectural Sovereignty in 
Berlin
Naomi Vaughan, University of Michigan, Ann Arbor

While Berlin’s rebranding as Germany’s capital of historically 
conscious national identity resulted in the emergence of 
what Karen Till calls its decentralized “Memory District,” 
its representational NS architecture has received relatively 
little attention. The neglect is understandable, since Hitler’s 
grandiose plans for Berlin’s reconstruction mostly went 
unrealized; its visual archive was long denigrated and 
excluded from view for fear of its seductive power; and 
its few constructed buildings were re-occupied and, in 
the case of the Reich Chancellery, dismantled by the GDR. 
Nevertheless, Berlin’s NS architecture’s phantom presence 
and the demolition, deportations, and slave-labor inextricable 
from its production have increasingly been the focus of tourist 
fascination and museum displays since the Landesarchiv’s 
exhibition in 1984–85 of rediscovered documents from the 
city’s planned reconstruction. This paper analyzes exhibitions—
from the German History Museum, Berlin Underground, and 
Berlin Story Bunker—that employ intermedial representation 
to evoke the NS spatial-symbolic topography in Berlin and the 
now largely invisible violence of its (unfinished) construction. 
I interrogate how these displays use reconstructed models 
and dislocated, authentic fragments, especially from the 
destroyed Chancellery, to visualize the past, map it onto 
the present, and critique the legibility of its propagandistic, 
historical representation. The Chancellery-fragments provide 
a framework for considering the implicit relation between 
rejected forms of Berlin’s architectural sovereignty and its 
representation of historically-conscious national identity—and 

The Miniatures in the Rabbula Gospels and Iconographic 
Analysis: Everything Old Is New Again
Felicity Harley-McGowan, Yale University

The manuscript known as the Rabbula Gospels is a pivotal 
object for the histories of the illuminated gospel book and early 
medieval art and culture, being one of only a handful of extant 
illuminated gospel books from the 6th century. In a scribal note 
near the end of the codex, a monk named Rabbula recorded 
his name and the year he completed the text at the monastery 
of Saint John at Beth Zagba, Syria. This date and place of 
production for the text was applied by scholars to a series of 
illuminated folios contained at the start of the manuscript; and 
as a result, the illuminations have provided a fixed point in 
the history of the art of Christian Syria. Although celebrated, 
the manuscript remained largely neglected until nearly 15 
years ago, when collaborative research between scientists 
and historians problematized the codicology and dating of 
the object, as well as the provenance of the illuminations. 
The ramifications of this research for long-standing narratives 
about the development of medieval Eastern Christian art are 
significant, yet largely remain unaddressed. Through close 
examination of the miniatures, this paper proposes that, in 
conjunction with scientific investigation of materials and 
techniques, iconographic analysis remains an indispensable 
tool in tackling questions around provenance. In so doing, it 
suggests that solutions to larger questions about medieval 
visual culture are often reached through the details of objects 
we see but overlook. 

Fascisms Past in Contemporary Artistic and Curatorial 
Practice
Chair: Miriam Paeslack, European Architectural History Network
Discussant: Vanessa Rocco, Southern New Hampshire University

In a recent op-ed piece for the New York Times secretary of state 
Madeleine Albright warned that we are in an era today in which 
“fascism—and the tendencies that lead toward fascism—pose a 
more serious threat…than at any time since the end of World War 
II.” With this as backdrop, this panel asks how contemporary artists 
and curators tackle the cultural expressions of German and Italian 
Fascism of the 1920s through 40s as a mode of critique. Recent 
artistic projects, art historical research and exhibitions frame 
fascist art and architecture in new and thought-provoking ways. 
Artists born in postwar Germany, for example, have discovered 
as subject matter Italy’s rationalist architecture, a medley of 
modernist and explicitly fascio-classicist forms. Jeffrey Schnapp, 
Diane Ghirardo, and Vanessa Rocco have discussed the central 
role and manipulative potential of spatial and architectural settings 
in Mussolini’s Italy; and Paul Jaskot explored the deep impact of 
the German Nazi perpetrators’ policies and practices on cultural 
production of artists and architects. Germano Celant organized 
Post Zang Tumb Tuuum. Art Life Politics: Italia 1918–1943 at 
the Prada Foundation in Milan, which rejects presenting art of 
that era chronologically to instead reconstruct ground-breaking 
exhibitions of that era. Visual and architectural historians, curators 
and artists are encouraged to submit proposals that both discuss 
contemporary artistic or curatorial work that critically frames Italian 
and/or German Fascism, and address the theoretical underpinnings 
of these projects and how they present both critical narratives and 
discourses of Fascism today.
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Fashioning Resistance
Chair: Johanna Amos, Queen’s University

From the purple, white, and green sashes of the suffragettes to 
the pink pussy hats of the Women’s March, the extravagant Zoot 
suit of Black and Chicano youth to the elegance of the Congolese 
sapeurs, fashion has long been used as a visual and material 
form of resistance. This session explores fashion as a form of 
resistance, and in particular queries how dress and self-fashioning 
have been utilized to challenge or negotiate gender norms, racial 
discrimination, political/colonial control, or corporate interests 
historically and into the present. It further questions whether 
fashion, as “capitalism’s favorite child,” can ever be a pure form 
of resistance. While the term “fashion” has traditionally been 
associated with Western designer goods, this session views fashion 
as an intentional process employed by individuals at all levels of 
society and across all regions of the globe. 

As “a hedge, as a convenience, a good thing”: Elizabeth Petipher 
Cash’s Continued Fashioning of a Plain Appearance
Hannah Rumball, University of Brighton

From the 1670s, British members of The Religious Society of 
Friends, better known as Quakers, developed a style of dress 
to mark out its members. It was striking for its simplicity and 
termed Plain. It served as “a hedge, a convenience, a good 
thing—the clergyman of the parish then knew who were 
Friends and expected certain things of them.” Women Quakers 
used their Plain garments to resist mainstream fashion, 
distinguishing them as sartorially and socially separate. 
In 1860, however, many British Quaker women chose to 
abandon their Plain garments in favor of highly-fashionable 
clothes, when the religion’s hierarchy made them optional. 
Other British Quaker women, however, continued to resist 
the snares of fashionable dress. These women determinably 
fashioned their Plain clothing as a marker of extreme piety, 
a marker that, in their religion, was rapidly falling from favor. 
This paper examines the sartorial choices of the British Quaker 
woman, Elizabeth Petipher Cash. It considers Cash’s reasons 
for challenging the norms of fashionable clothing by resisting 
to incorporate mainstream styles until 1894. It will examine 
her surviving garments held at Killerton House National Trust 
Devon, alongside her surviving writings. Furthermore, Pierre 
Bourdieu alongside Petr Bogatyrev’s theories serve as a 
framework to illustrate how Plain and fashionable dress were 
treated as opposing forces that were constantly weighed and 
negotiated by Quaker women mindful of the power of dress to 
express resistance or conformity. 

The Queen’s Veil: Visibility Politics in the French Colonial Archive
Axelle Boyer

In 1863, while visiting prospective French colonies in the Indian 
Ocean, French explorer Désiré Charnay took a photograph 
of Jumbe Fatima, the elusive queen of Mohéli. His vision 
hindered by the queen’s barakoa—a form of full-face Islamic 
veil—Charnay portrayed his subject in a rather negative light, 
describing her as sickly-looking and dejected. Examining 
the two known photographic portraits of Jumbe Fatima, 
this paper counters Charnay’s narrative and argues that the 
queen displayed an astute understanding of the codes of 
colonial representation. Far from being a passive subject 
of photography, bound to a state of ageless immobility, the 
queen’s sartorial choices distinctly denote both her agency 
and her contemporaneity. The barakoa reinforces the queen’s 

reveal tension between display strategies that rely on claims of 
material authenticity and yet tend to dematerialize the history 
of NS architecture in Berlin through the reproduction and 
instrumentalization of its fantasy images. 

Fascism Lite: Comparing the Presentation of Fascist Art In 1949 
& 2018
Antje Gamble, Murray State University

This year’s Prada Foundation exhibition, Post Zang Tumb 
Tuuum. Art Life Politics: Italia 1918–1943, presented an 
innovative experience of Fascist-era art. The integration of 
objects in recreated exhibition environments, with blown 
up views of original installations as backdrops, gave an 
unprecedented sense of visual context of the Fascist spectacle. 
Though the exhibition’s didactic text listed the major moments 
of the Fascist regime, the exhibition ultimately offered only a 
partial view of artists’ relationship to Fascist ideology. Almost 
70 years before, Twentieth Century Italian Art at MoMA 
presented a heavily edited view of Fascist art, relegating it to 
the Novecento group and cleansing Futurism’s connection. 
Contemporary exhibitions of Fascist art like this one at Prada 
have opened up the complexity of Fascist art missing in the 
first post-WWII shows. What still remains missing, however, 
is the connection between critical engagement with Fascist 
spectacle, often found in the catalogues, and the viewers’ 
engagement with those ideas when seeing the exhibition. In 
this paper, I discuss how both of these exhibitions presented 
a kind of Fascism lite in their disconnected presentation of 
aesthetic and political contexts. I show how the exhibition with 
Fascist art and its curatorial framing has still to fully engaged 
the viewer with the coded visual language of Fascism and with 
it the implicit consent of artists during the Ventennio. 

Curating Fascism
Raffaele Bedarida, Sharon Hecker, The Cooper Union, New York, 
Independent

The recent exhibition, Post Zang Tumb Tuum, organized 
in 2018 by Germano Celant at Fondazione Prada in Milan, 
elicited admiring reviews from many viewers and critics. 
Focusing on exhibition as a medium, Celant aimed to present a 
comprehensive understanding of art, life and politics in fascist 
Italy. The grand installation, combined with the architecturally 
seductive Prada Foundation venue, conveyed the idea that 
fascist art was desirable and appealing. Only a handful of 
critics noticed that it was a similar form of seduction that 
contributed to Fascism’s political success. Post Zang Tumb 
Tuum is the third major exhibition in Italy dedicated to fascist 
art after Carlo Ragghianti’s 1967 Arte Moderna in Italia. 1915–
1935, held at Florence’s Palazzo Strozzi, and Renato Barilli’s 
1982 Anni Trenta. Arte e Cultura in Italia at Milan’s Palazzo 
Reale. All three exhibitions looked back to the Fascist past to 
interpret current cultural/political changes. This paper reviews 
the Prada Foundation exhibition within that history, asking 
how each show addressed the contradictory complexity of the 
Fascist art system and the narratives constructed around it in 
the postwar era. It ponders how these exhibitions shaped the 
historical perception of Italy’s Fascist past through choice of 
contents, exhibition venue, and the catalogue. We will suggest 
that, like its predecessors, the Prada exhibition aestheticizes 
Fascism without fully addressing the traumatic experience of 
living under Mussolini’s regime. What does the act of showing 
and concealing the Fascist past reveal about the objectives and 
anxieties of contemporary public discourse? 
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a specific focus on fashion and widowhood; the third part will 
conclude the presentation with a view on how fashion has 
been used as a weapon of resistance among Igbo women in 
Nigeria and its achievements so far. 

Feminist Matters, 1968 and Beyond
Committee on Women in the Arts
Chair: Sampada Aranke, San Francisco Art Institute
Discussant: Lydia Brawner, Performa/Mellon Foundation

This year marks the 50th anniversary of the year 1968, best known 
adoringly as the “year of global insurrection” by historians, activists, 
and students of the decade. This year, also not-coincedentally, 
was transformational in the art world as artists reconceptualized 
what it meant to make work, what counted as work, and what the 
limits of object-making meant for artwork. Lucy Lippard and John 
Chandler famously encapsulated these considerations in their 1968 
invocation of art’s dematerialization. At the same time, Lippard and 
other Art Workers doubled down on the deeply material labor of 
artistic practice, calling for equitable work conditions, meaningful 
wages, and access to resources and recognition from major cultural 
institutions. These kinds of practices were of course national and 
global in scope, as artists demanded political, economic, and 
representational power within cultural storehouses, while also 
producing work that shifted the conceptual, material, and affective 
language of art-making in the 20th century. How might we think 
about this tension between the material and im/dematerial as 
an ongoing feminist aesthetic concern? In what ways does the 
commitment to valuing artistic labor while at once producing work 
that challenged, if not eviscerated the idea of value itself point us to 
a site of feminist potential? How do these various histories embody, 
anticipate, and even foreclose contemporary feminist praxes? This 
panel aims to account for a feminist politics of aesthetics in 1968’s 
wake in order to account for all its contemporary intersectional, 
conceptual, material, and political possibilities.

What We Want Is Not Free
Jen Delos Reyes, University of Illinois at Chicago

In 2018, the 50th anniversary year of the 1968, Lucy Lippard, 
self-described writer/activist/sometime curator, gave the 
keynote address for the Open Engagement conference at the 
Queens Museum in New York. During her talk she shared that 
the alternate title that she was considering for the lecture 
was “Downsize or Die.” The sentiment rang true for the 
organizers of the conference who on the occasion of their 
10th convening grappled with their own sustainability and that 
of the field. Open Engagement has worked to create a site 
of care for socially engaged art. Since 2007, OE presented 
ten conferences in two countries and six cities, hosting over 
2,000 presenters and over 8,000 attendees. Over the past 
decade this site was built and maintained by underpaid artists 
who worked to create spaces that were fluid, feminist, queer, 
accessible, restorative, and anti-racist, and often free—spaces 
that were accountable for their aims while also championing 
radical, visionary, difficult, revolutionary, necessary work. But 
what happens to our labors of love when love is no longer 
enough? As director and founder of OE, I will reflect on often 
invisible labor that goes into organizing artist led culture, and 
will reconsider where we find worth and value in our work. 

authority and materializes her resistance to the French 
colonizing mission, while allowing her to keep in with the 
latest East African fashions. This paper considers fashion in its 
performative function, as a technology that allows an individual 
to enact a certain sociocultural and political identity. It also 
ponders the role of fashion for the students of visual culture, 
as a medium that can convey a range of meanings that would 
otherwise be illegible or lost, caught into the logic of erasure of 
the colonial archive. 

Occupational Hazards, or What Happens When Parisian Women 
Embrace Military Wear, ca. 1815
Heather Belnap, Brigham Young University

From 1814 to 1818, Paris was overrun by Allied troops from 
Britain, Russia, and the German Confederation. The spectacle 
created by soldiers in their impressive military uniforms, who 
caroused the Palais-Royal, engaged in military exercises in the 
Luxembourg, or hung their clothing out to dry in the Tuileries’ 
courtyard, was much commented upon in the popular press. 
Of all the Allied soldiers, it was the Prussians and other Eastern 
European militia, with their reputation for fearlessness in battle 
and ruthlessness with civilians, who spawned the greatest 
interest among the French. These fascinations and misgivings 
were manifest in the proliferation of Parisian fashion informed 
by elements of Prussian uniforms and military visual culture. 
Analysis of fashion plates from the Journal des dames et 
des modes, the premier women’s periodical of the era, 
demonstrates how elements of these foreign, male, military 
uniforms were merged with extant and undeniably French 
modes of dress to produce hybrid fashions. Following the 
lead of Denise N. Rall’s Fashion and War in Popular Culture 
(2014), which argues that military wear participates in complex 
negotiations of power, I will demonstrate how fashion was 
a critical means for French women living under the Allied 
Occupation to lay claim to a modicum of agency and cultural 
power. The ways in which the la Parisienne incorporated 
and translated specific elements—color schemes, articles of 
clothing, accessories, and other embellishments—into her 
costume provides a fascinating case study into how fashion 
can be a potent site for political resistance. 

Fashion of Resistance among Widows in Eastern Nigeria
Louisa Onuoha, NCMM

Historically, widows in Igboland were forced to adhere to strict 
practices: sleeping in the same room as the corpse of their 
deceased husband, sitting naked on the floor during funeral 
ceremonies, remarriage to the brother or relative of their late 
husband, forceful shaving of hair, restricted access to visitors, 
and confinement for any given period of mourning deemed 
necessary by the community. They were also to wear black 
during the period of mourning, usually one year. While some of 
these practices remain, the focus of this paper will be on how 
Igbo women in mourning are resisting stigmatization through 
fashion. It examines how they are generally identifying with 
“white” rather than the conventional “black” as the mourning 
colour. What is the reason behind this acceptance? This 
paper, with the use of photographs, will attempt to answer 
this question, and will be divided into three parts. The first 
part focuses on widowhood in pre-colonial Igbo society; the 
second part will examine the sociopolitical changes which took 
place in Igbo society due to modernization and the advent of 
Christianity, and will further examine the impact of these forces 
of change on the trend in fashion amongst Igbo women with 
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The Performance of Our Lives
Kim Nguyen, Wattis Institute for Contemporary Arts

Post-1960s feminist critiques of labour have often examined 
maintenance work through performance. In this presentation, 
we will examine the racialized, gendered and class politics of 
maintenance as performance, and the politics of performative 
elevation. Considering that museum and gallery maintenance 
work is not only gendered but racialized and classed, we will 
focus particularly on feminist performance art that centered 
the aestheticization of menial labour, performing the routine 
of normative gallery cleanliness and whiteness. We seek 
to analyze feminist approaches to labor and radical labor 
re-divisions by assessing contemporary theories of racial and 
gender dispossession, social reproductive labor, and affective 
work—work that we argue cannot be performed, documented 
or recognized, but that is lived and continues to live. 

The Performance of Our Lives
Eunsong Kim

Post-1960s feminist critiques of labor have often examined 
maintenance work through performance. In this presentation, 
we will examine the racialized, gendered, and class politics of 
maintenance as performance, and the politics of performative 
elevation. Considering that museum and gallery maintenance 
work is not only gendered but racialized and classed, we will 
focus particularly on feminist performance art that centered 
the aestheticization of menial labor, performing the routine 
of normative gallery cleanliness and whiteness. We seek 
to analyze feminist approaches to labor and radical labor 
re-divisions by assessing contemporary theories of racial and 
gender dispossession, social reproductive labor, and affective 
work—work that we argue cannot be performed, documented 
or recognized, but that is lived and continues to live. 

Filming Art, Filming Thinking 
Chairs: Simon Palfrey, University of Oxford; Andrea Bubenik, 
University of Queensland; Mieke Bal

This session uses film, micro-lectures, and open discussion to 
explore the ways in which specifically filmed art (sculptures, 
staged tableaux, paintings, paint) might represent a unique mode 
of thinking, at once creative, affective, and critical. It takes four 
examples—two of them celebrated pieces of continental cinema, 
two of them newly experimental critical/creative films—where film 
endeavours to reanimate classic works in different media. First, 
Andrea Bubenik will show how Bruegel’s painting, The Hunters in 
the Snow, has been reborn, revealed, even exploded in Tarkovsky’s 
Solaris and von Trier’s Melancholia. Then we will be introduced 
to Simon Palfrey’s Demons Land, a time-traveling adaptation of 
Edmund Spenser’s epic poem, The Faerie Queene, which discovers 
filmic, painterly, and sculptural materials so as to bring to life the 
poem’s synthetic, inorganic, strangely secondhand morphology, 
in which image and idea are the real. The final film is Mieke Bal’s 
Reasonable Doubt, which seeks no less than to audiovisualize the 
process of Descartes’ thinking. What does it mean to think in film? 
Or what happens to thinking when it takes the form of film? We 
introduce generous segments from each film, leading to an open 
discussion of the issues raised. In particular, we ask what film might 
reveal that conventional experience or scholarly criticism of these 
works cannot. Can “non-propositional” film operate as critique? 
What techniques or expressive possibilities are discovered when 
criticism is immanent in the creative work?

Image Matters: Materializing Reproductive and Affective Labor in 
Feminist Art from the 1970s to the 1990s
Kimberly Lamm, Duke University

This proposed paper focuses on two works of art that explore 
the gendering of reproductive and affective labor: Martha 
Rosler’s Semiotics of the Kitchen (1975) and Carrie Mae 
Weems’ Kitchen Table Series (1990). I argue that Semiotics of 
the Kitchen and Kitchen Table Series reveal how entrenched 
ideas about women and motherhood slide into the expectation 
that women not only give themselves over to the care of 
others, but create images with their bodies that manifest and 
reflect that work. I identify this work as the affective labor of 
the image and trace the related and distinct ways Rosler and 
Weems dematerialize the image by interrupting the idealization 
of the maternal viewers are likely to bring to them, but do so 
as a way to materialize the work these images portray and 
draw attention to both its reality and value. My essay intends 
to demonstrate how Rosler’s and Weems’ pieces point to the 
connection between reproductive labor—the daily work of 
maintaining individuals, homes, families, and communities 
within and across generations—and affective labor—the 
production and management of feelings, which extends images 
and their effects. While charting the artwork’s shared attention 
to the reproductive and affective labor assigned to women, this 
essay also analyzes the significant differences between these 
pieces—differences that extend beyond medium and aesthetic 
form and into the difference race makes for women in the 
United States. 

La Rivolta Continua: Carla Lonzi’s Separatism and Claire 
Fontaine’s Weaponization of Theory
Vanessa Parent

In the 1970s in Italy, in the midst of an effervescent 
feminist struggle, art critic Carla Lonzi abandoned the art 
world, refusing to participate in a product of capitalist 
heteropatriarchy. Not wanting to become the “Lucy Lippard of 
the situation,”1 Lonzi even distanced herself from close friends 
and artist members of Rivolta Femminile as part of a separatist 
exigency to a feminist praxis of subjectivization and autonomy. 
In 2015, feminist “ready-made” artist Claire Fontaine whose 
notion of ‘human strike’ is informed by Italian feminists’ refusal 
to identify with an imposed social function dictated by their 
unwaged reproductive role, produced works inspired by 
Lonzi’s feminist texts; three brickbats each wrapped with a 
scanned book cover of Lonzi’s original publications. My project 
argues that this act of détournement gave concrete form to 
Lonzi’s feminist theories of non-participation, conceptually and 
materially weaponizing them and in doing so bridging a gap 
between theory and revolutionary practice, a point of concern 
in the aftermath of 1968’s failures. The text I propose seeks to 
examine these works in relation to the immaterial imperative 
to conceptual art’s value as art and the material objects’ use-
value as implement deployed in moments of active resistance. 
It will also explore the dialectical tension between the aesthetic 
appropriation and institutional circulation of a theory of female 
autonomy and both Lonzi and Claire Fontaine’s resistance, 
by means of withdrawal, against conditions imposed 
by patriarchal culture and reproduced by capital which 
concretized abstraction and political impotence as women’s 
lived condition. 
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about the world, including its visual manifestations. We do not 
“read” the content of thought in an image but make, construct it, 
in interaction with it. In this paper, I argue, with and through my 
recent film and installation Reasonable Doubt, for the intricate 
connections between art making and academic analysis. The 
key term is “thinking in film”—a concept I will explain, keep 
specific to the medium of film as well as moderately generalize 
to other forms of art, analysis, and creative “making.” My aim 
in Reasonable Doubt was to present a Descartes different from 
the reductive clichés about him. When in my various readings 
I encountered the empty qualifier “post-Cartesian” one time 
too many, without any further explanation and specification, I 
had my new video project cut out for me. I was interested less 
in Descartes’ ideas than in the way he did his thinking, and in 
the question of how to audio-visualize that process. I wondered 
if it is possible to show thought-as-process visually, to make it 
accessible for everyone; to invite everyone to do just that very 
necessary act: thinking, in a time where the world’s fate seems 
to be determined by tweets. 

Footholds of Figural Art: Cross-Cultural Approaches to 
Stance and Standing
Chairs: Emmelyn Butterfield-Rosen, Williams Graduate Program 
in the History of Art; Tamar Mayer, Tel-Aviv University, Tel-Aviv 
University

When European theorists in the late 19th century attempted to 
define a unified tradition of “European art” stretching back over 
centuries, their definitions—to a striking degree—revolved around 
human stance, and the foot in particular. Since Aristotle, the unique 
organization of the human’s mamalian body has been a touchstone 
of Western philosophy. As emphasized in On the Parts of Animals, 
the human, as the only animal to stand erect, has the largest feet 
in proportion to the body; it is also the animal most in need of 
rest from standing, with a body not designed to stand over long 
periods. The techniques Western artists deployed to emphasize 
this dimension of human corporeality, and the contact of feet with 
the ground, have been a preoccupation of European art history. 
At the same time, in non-Western art, feet and the manipulation of 
the body in relation to them, have taken up different aesthetic and 
philosophical values. Art history has long accounted for divergent 
structures of pictorial illusionism through questions of composition 
and perspective. A comparative discussion focused on figural 
stance is uniquely capable of revealing reciprocities between formal 
techniques and culturally-specific conceptualizations of the human. 
This panel seeks to examine theoretical and practical approaches to 
stance in figural art from a broad range of periods and geographical 
regions. Presentations address topics such as: formal treatments 
and metaphorical meanings of feet in art, the strain of standing, 
pictorial illusions of weight, and the like.

Supernatural Kinesis: Cherubim in an Andean Tapestry
Maya Stanfield-Mazzi, University of Florida

A set of tapestry strips from 16th-century southern Peru, likely 
made to surround an image of Christ on a church altar, displays 
repeated images of winged children bearing symbols of the 
Passion of Christ. These figures are the cherubim of Western 
Christian art, who in Europe appear in multiple positions 
indicating their youthfulness and ephemerality, and sometimes 
stand in poses that echo the putti of classical art. But in this case 
almost all of the cherubim appear in the same vertical position: 
in profile with the front leg slightly bent and touching an invisible 

Demons Land: A Poem Come True
Simon Palfrey, University of Oxford

Demons Land imagines what it might be for a poem to come 
true. To come true in the form of the sister arts of painting 
and film, and as the dynamic principle of character creation 
and history. The poem at issue is the greatest, guiltiest epic of 
early modern England and Ireland: Edmund Spenser’s Faerie 
Queene, a work of both hallucinogenic beauty and imperialist 
violence. The poem frustrates conventional pictorial, narrative, 
and cinematic techniques: peopled less by familiar humans 
than by unfinished exemplars and metamorphic simulacra; 
preferring allegorical tableaux to suspenseful story; structured 
by replication, return, and systematic incompletion; lives 
condemned to endlessly repeating stanzas. Our task is to 
discover materials true to this synthetic, inorganic, strangely 
secondhand morphology, in which image and idea are the real. 
It is imperative that the material trace be visible, as places and 
creatures mutate from one form to another (we used duvets 
and tights) inside a stanza-like box (a disused squash court); 
that our paintings inform the filmic tableaux, and the filmic the 
paintings (which compose their own revolving grid); and that 
we link the two not simply by magnifying the canvases through 
the camera, but by filming paint in process, as it flows into or 
out of form. Our materials are both meta- and mimetic; they 
shift between micro and macro, travel inside a body and survey 
a vast sweep of land. In this way we hope to capture both the 
human tragedy of the story and its planetary and temporal 
reach. 

Textures of Paint and Time in Melancholia and Solaris
Andrea Bubenik, University of Queensland

Hunters in the Snow (1565) by Pieter Bruegel the Elder is a 
painting that initially seems to insist upon its surface. For the 
most part, it has been treated as such: a traditional depiction 
of the labors of the month with the appropriate wintertime 
scenography included. The reception of the painting in film 
is an entirely different matter. In Andrei Tarkovsky’s Solaris 
(1972) and Lars von Trier’s Melancholia (2011), Bruegel’s 
painting plays pivotal and cataclysmic roles. In Solaris, 
the painting acts as mnemonic trigger and catalyst for the 
levitation and resurrection of the principle characters, with 
the camera lingering on tiny details with great tenderness. 
Within the nihilism of Melancholia, the painting becomes the 
emblem of the unattainable, an object possessed yet lost to its 
melancholic beholder; in one scene the painting is obliterated 
and treated with violence. These two contrasting visions raise 
the question: what exactly do we see when a painting is filmed, 
and how do we experience the painting differently? A clue 
seems to reside in the potentials of film and paint to enact 
different textures of time, or what George Kubler called “the 
interchronic pause,” the moment when seemingly nothing 
is happening. As Kubler would have it, these instants of 
actuality that are “all we can ever know directly.” The pauses 
in Solaris and Melancholia, enabled by Bruegel’s flattened and 
disintegrating forms, merit attention for the emotional ruptures 
they cause in both the film’s characters and us as viewers. 

Thinking as Art, Art as Thinking: Filming Reasonable Doubt
Mieke Bal

The life of thoughts is like that of images, visual or otherwise: 
both are enduring as well as constantly changing, and 
collectively sustained. They are subject to debate, and thus 
entice people to do the thinking with, through, in, more than 
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A Question of Ground(s): the Frontal Representation of the Body 
in Watteau’s Gilles 
Etienne Jollet, Panthéon-Sorbonne University Paris I

One of the primary features of Watteau’s Gilles (c. 1720, Paris, 
Louvre Museum) that has prompted scholars to question 
the attribution of the picture is the awkward posture of the 
eponymous figure. Deprived of contrapposto, hardly resting 
on the ground—Gille was presented by the artist in a manner 
that violated one fundamental rule of verisimilitude in Western 
visual arts: ponderation. Why, in this picture, did Watteau 
neglect a principle he respected in most paintings, and also 
maintained in figures surrounding the titular character? I 
argue in this paper that the frontal representation of the body 
is key to understanding the crucial notion of “simplicity” at 
play in Watteau’s work—with the simple understood as a new 
basis of certitude, from Descartes on; the simple as naive 
(the simple-minded Gilles) and the simple as single—the man 
isolated from the rest of the world, linked to the beholder only 
through a fragile bridge of gazes. These forms of simplicity 
were Watteau’s means of responding to urgent social 
conditions and formal problems of his period: the complexity 
of the sophisticated world of the Régence, and the interplay 
between different levels of reality, the difficulty of articulating 
presentation and representation, and more. For Watteau, it 
was as if the most pressing social and intellectual tendency of 
the period—secularization—meant questioning the relationship 
between seeing and knowing by coming back to the simplest 
form: a body frontally drawn on a ground—in front of a 
background—for which ground? 

Foucault and Art History
Chair: Catherine Soussloff, University of British Columbia

Beginning around 1970, the impact of Michel Foucault’s philosophy 
on the discipline of art history has been seen in renewed and 
transformed attitudes to questions of the subject, subjectivity, 
and identity; in new approaches to the genres of landscape and 
portraiture; in reassessments of the meaning of the archive for art 
historical studies; and in an increasing interest in vision, visuality, 
and visibility. However, little attention to Foucault’s impact on the 
overall direction and shape of the contemporary discipline of art 
history has occurred, despite the changes to it brought about, 
in part, through Foucault’s influence on “the new art history” 
in the 1970s, multiculturalism in the 1980s, visual and cultural 
studies in the 1990s, and the status of Contemporary art in the 
2000s. This session seeks to map the contours of what such a 
historiography would consist by interrogating the assumptions 
made of and in art history regarding its methods of description 
and analysis, its approaches to its objects of study and material 
culture, and the extent of its investments in cultural and political 
theory. The session hopes to put these topics in conversation with 
historiographical matters specific to art history and of interest to 
Foucault, among them: the significance of the social history of art 
in the 21st century; the interaction(s) between art history and other 
disciplines regarding media specificities and image studies in the 
long 20th century; the place of continental philosophy, particularly 
phenomenology, in the historiography of art since c. 1970; the 
significance of modernity, etc.

ground, and the back leg bent with the foot lifted off the ground. 
This position is strikingly similar to that seen in “classical” arts 
of the ancient Andes, especially relief carvings and tapestries 
from the Tiwanaku and Wari cultures. There winged supernatural 
figures, usually interpreted as attendants of a central frontally-
placed standing deity, appear in profile and seem to walk or run 
forward with the back foot lifted. The repetition of this pose, 
along with other features that echo those in Tiwanaku and Wari 
tapestries, amplifies our understanding of what newly Christian 
Andean weavers were doing when creating the tapestry. They 
not only emulated the naturalism of Renaissance art, depicting 
fleshy cherubim with pink skin and golden hair. But their figures 
included references to the ancient Andean religious tradition, 
specifically to Andean spirits’ active ways of moving in the 
otherworld. They thus offered a re-interpretation of the cherub 
as a supernatural, one based around human kinesis. 

The Groundline
Whitney Davis, University of California, Berkeley

In many pictorial arts, depictions of human figures anchor 
them to a groundline--a more or less straight line configured 
horizontally on the two-dimensional plane. Figures “stand” and 
“move” on this line; it organizes entire “compositions,” often 
in registers; and it is the principal frame within which pictorial 
“space” is constituted. Because it is not a true geometric line 
but rather a particular shape, it can be the object of aesthetic 
investment in itself, emerging as a pattern and a moti—for 
example, as a depiction of a certain place. And it has three-
dimensional potential: a groundline can suggest a groundplane. 
The groundline is paradoxical. Phenomenology locates 
awareness of body-at-standpoint in the “core body” identified 
with the head and trunk, not in the “floor” on which that body 
stands and rotates. The graphic conditions of the groundline 
are unusual. Indeed, in natural human vision the groundline is 
ordinarily not visible as a spatial parameter of the rootedness 
of the upright human body. And the groundline has a cultural 
history: it exemplifies historically specific traditions about the 
order of the cosmos, the reach of depiction, and the identity of 
the human body. In the modern Westernized world, for example, 
the groundline cannot not notate the gravitational field to which 
modern technology has oriented itself. The paper proposes that 
the groundline—like the Vanishing Point or the Grid—subsists 
both as a fundamental category of art-theoretical description and 
as one of its primary objects of analysis. 

The Knight with the Wounded Foot: Giovanni Battista Moroni and 
Figures of Ruination
David Kim, Department of the History of Art, University of 
Pennsylvania

The Renaissance picture is often thought to be synonymous 
with the representation of the ideal human figure. Yet there 
can be no figure without ground, here understood in three 
interrelated senses of the term: the material preparation of the 
support; the plane where figures place their feet in the world 
of the picture; and the field in and against which figuration 
occurs. Taking the portraits of Giovanni Battista Moroni 
(1520/4–1579) as a point of departure, this paper explores how 
standing figures can be built up and disassembled through 
analogies forged between bodies and their surrounding and 
subordinate grounds. Moroni proposes an understanding of 
human stance and ground in relation to period architectural 
theory, temporality of transient action, and the chromatic 
particularity of locale. 
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The Archaeology of Archaeology and Art History
Peter R. Kalb, Brandeis University and Carolyn White, University of 
Nevada Reno

Defining archaeology as an object-oriented practice that 
rejected totality and embraced dispersion, Michel Foucault 
signaled a kinship between the Art History and Archaeology. 
Rather than being a peripheral and elitist off-shoot of history, 
Art History could be seen as a Foucauldian archaeology 
possessed of the tools to occupy the heart of a revisionist 
practice. But, what do art historians mean when they refer 
to archaeology? What does an interdisciplinary project 
between an art historian and an archaeologist reveal about 
the assumptions made about archaeology? We will explore 
the results of such a collaboration and some of the tropes 
of an “archaeological gaze” in art history, with particular 
attention to the legacy of Foucault in art historical literature. 
We will place those notions against the scholarship and 
practice of archaeology today. Our work reveals that the art 
historical vision of archaeology has theorized its transformative 
power based on general embrace of Foucault and a broadly 
drawn vision of archaeology as an antiquarian pursuit. As 
we will argue, description, depth, stratigraphy, and artifact 
are essential aspects of archaeology and rather than reject 
those concepts and metaphors, we call for a more nuanced 
understanding of them. A reengagement with the practice of 
archaeology and the ways that archaeologists see the world 
offer great potential for reshaping narratives for the historical 
and art historical record, a task for which there is much need. 

Ambiguities: Foucault, Translation, and Art History
Dana Arnold

The unevenness between the Francophone and Anglophone 
linguistic realms has impacted on the critical reception of 
Michel Foucault’s work. I begin with a consideration of the 
vagaries of translation together with specificities of the cultural 
climates of the French and Anglo-American academic worlds 
that have caused much intellectual disquiet. I then go on to 
addresses how Foucault has impacted on the understanding 
of the archive and the nature of evidence in Anglophone art 
history and historiography. Of special concern here is the way 
the visual offers a whole other kind of historical analysis that 
uses different kinds of perception and knowledge. I show 
how this visual archive runs both parallel to and intersects 
with verbalised perceived norms. Images present, in the 
Foucauldian sense, an “archaeology of knowledge” about the 
past. Here the discontinuities Foucault identifies as essential 
elements of historical narratives are present in the absence 
of linear chronological sequence and notions of progress. In 
thinking about the different responses to Foucault I address 
the broader issue of the limitations of language as a vehicle 
for expressing his ideas—not least the concepts of episteme, 
dispositif and archéologie. Finally, by returning to the act 
of translating Foucault I consider how the constraints of 
discourse demonstrate the protean nature of the “text” and the 
ambiguous relationship between thought and the language in 
which it is expressed. 

Foucault: Monet and the Object of Painting
Andre Dombrowski, University of Pennsylvania

No, that is not a typo in the title of this talk, and the substitution 
of Monet for Manet is deliberate. This lecture will inquire 
whether Foucault’s powerful if unfinished reading of Manet can 
be applied to Monet’s range of “paintings of modern life” as 
well, paintings characterized by a dialectic between individual 
freedom and the reality of collective constraints—one of 
Foucault’s central lines of inquiry. What if, with Foucault’s 
help, we were to explain the rise of modernist painting in the 
1860s and 1870s not through the unrestrained expressive 
potential of the emerging modern psyche and its primary visual 
manifestations, such as the liberation of the brushstroke, but 
through the self’s increasingly obvious interpellation by rules, 
laws, and regulated schedules—by “orders” of knowledge? 
For the avant-garde (Monet will be my example), new forms 
of legal, social, and cultural constraints came to occupy the 
role that longstanding academic rules governing painting once 
did, serving to underline that the abandonment of academic 
traditions was but a minor victory amidst a rising tide of new 
social controls. These controls included, among many others, 
new demands for stricter and more accurate forms of time-
keeping. With the advent of standardized “universal” time 
in the 1870s and 1880s, Monet incessant depiction of the 
novelty of each instant met new social patterns regulating 
the unfolding of time as a process of cultural containment—a 
synergy that Foucault’s study of epistemic norms helps 
illuminate. 

Modernism and the Museum after Foucault
Alexander Kauffman, Philadelphia Museum of Art

Michel Foucault’s legacy in shaping understanding of the 
museum and its ideological operations is well established. 
Tony Bennett’s adaptation of Foucault’s “disciplinary complex” 
in the form of the “exhibitionary complex” marshalled 
Foucauldian theory into the mainstream of museum studies 
and art history and helped establish the new museology of 
the 1990s. Less recognized are Foucault’s contributions to 
theories of modernism and the museum. Amidst his writings on 
institutions and ideology in the late 1960s, Foucault associated 
the invention of modernist painting with the institutionalization 
of the public art gallery in 19th-century France. Focusing on the 
articulation of this idea in Foucault’s 1967 essay “Fantasia of 
the Library” and on its reception in the 1980s and 1990s, this 
paper explores the outsized impact of Foucault’s Modernism-
Museum thesis within art history. Historians and critics 
observing the flowering of site-specificity and institutional 
critique in contemporary art embraced the idea that 
modernism was itself responsive to the rise of the art museum 
institution. An extended conclusion will reflect on the continued 
significance of Foucault’s analysis for a modernist studies 
grappling with the global turn. As we examine expanded 
geographies, how does this interrelationship of European 
modernism and the museum inform our understanding of other 
modernisms? Do new studies of the diasporic and transnational 
within modernist studies and within museology change our 
impression of Foucault’s thesis? 
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Toxic Junkies, Industrial Fossils: John Fekner, Craig Owens, and 
the East Village
Colby Chamberlain, Columbia University

The so-called East Village scene fits uneasily within the familiar 
art-historical narratives of New York in the 1980s. On the one 
hand, the scene’s proliferation of commercial galleries and 
preference for figurative painting seem to parallel the anything-
goes postmodernism of Neo-Expressionism and other market-
friendly movements. On the other, its embrace of graffiti, 
agitprop, club fashion, and multimedia performance speak 
to a collective cultural politics pitted against the conservative 
tilt of the Reagan era. One document that registers these 
ambivalences is Art in America’s 1984 special report on 
the East Village, which featured a lengthy survey of the 
neighborhood by critics Carlo McCormick and Walter Robinson 
and a two-page rebuttal by Craig Owens. This paper revisits 
their differing positions by focusing on the artist featured in 
the report’s opening illustration, John Fekner, whose stenciled 
murals and tar-covered readymades responded directly to the 
city’s profound economic transformation and its destabilizing 
effects on marginalized populations. Through Fekner’s work, 
this paper argues that Art in America’s focus on careerism 
and commodification obscured the East Village scene’s 
engagement with a complex array of sociopolitical concerns. 

Excavating Rome
Katharine Larson, Maryland Institute College of Art

Over an eight-month period, between 1952 and 1953, Robert 
Rauschenberg and Cy Twombly lived and worked in Rome, 
making a series of found-object sculptures and collages, which 
Rauschenberg termed “personal boxes and fetishes.” Although 
widely unrecognized, their material experimentations from 
this period closely echo the assemblage practices of other 
avant-garde artists working in the city, including Alberto Burri, 
Ettore Colla, Enrico Prampolini, and American Salvatore Meo. 
Presaging the work of Arte Povera (Poor Art) by more than 
a decade, these artists explored the productive possibilities 
of “poor” materials—cardboard, burlap, string, nails, dirt—
found on the streets and in the markets of reconstruction-era 
Rome. This paper examines the conditions under which the 
ancient and war-torn landscape of Rome came to be mined 
not as an artistic subject but as a material source by local 
and international artists alike. Reflecting on the city’s urban 
history, its artistic legacy, and recent developments in art-
making practices, this paper considers the impetus in Italy 
to incorporate “life” into art. The call to merge art and life 
began as an architectural project. As architects began to 
work more closely with visual artists to create a new urban 
cityscape in Rome, its remains—those “poor” materials—came 
to be regarded as a locus of artistic exploration. Burri, Colla, 
Prampolini, Meo, and Rauschenberg mark the early stages of 
an artistic and theoretical approach to material manipulation 
that would ultimately have a major impact on arts production in 
Italy and Europe, broadly speaking, in the postwar period. 

Subjection by Illumination: The Legacy of Foucault in 
Postcolonial Studies
Niharika Dinkar, Boise State University

Gayatri Spivak’s attack on Foucault in the opening section 
of “Can the subaltern Speak?” has remained the best-
known example of the postcolonial critique of the European 
subject in Foucauldian thought. And yet, Foucault has been 
enormously influential in postcolonial studies—in analyses 
of governmentality or biopower, but most significantly, in art 
historical studies through Edward Said’s Orientalism and its 
use of Foucault’s power/knowledge formulations to consider 
the importance of representations of the non-western world. 
Recent years however have marked a weariness with Saidian 
Orientalism, and its focus on “discourse” and “representation” 
have lost much traction in the turn towards material histories 
and cultural geographies. I argue for the continued relevance 
of Foucault in postcolonial art historical studies based around 
Foucault’s notion of visibilities and a considerationof what 
he called “subjection by illumination.” Taking the case of a 
chiaroscuro portrait of a scholar reading in the glow of a lamp 
as a servant waits in the shadows from early-20th-century 
India, I examine the subjective fashioning of identities within 
the new economies of light sponsored by technological 
innovation. The suggestion of a buried interiority makes claims 
for subjecthood for the elite reading subject, challenging 
the frontal visibility of anthropological portraiture within 
which Indian identity was typically cast, even as the servant 
remains faceless. The differential inscription of the colonial 
body marks the contours of the order of visibility where 
subjectivity is posed not as a conceptual category, but a self 
produced through the material infrastructures of illumination 
technologies. 

Found Objects, Sculpture, and the (Post)Industrial City
Chair: Natasha Adamou, Central Saint Martins, University of the Arts 
London
Discussant: Joshua Shannon, University of Maryland

Ever since Marcel Duchamp devised his “readymades” in the early 
20th century, the majority of the critical literature on artworks that 
comprise readymade and found objects hinges on the commodity 
status of these items and the critique of consumer culture. This 
session, instead, features papers that explore the links between 
found object sculpture and its relationship to the economies 
and technologies of production in industrial and postindustrial 
metropolitan areas—as Anne Wagner has argued, the history of 
sculpture is in constant dialogue with the history of technologies of 
production. From the dominance of industrial zones in early 20th-
century modern cities around the world to the waning of industry 
and the emergence of service-based economies, and the growth of 
the financial sectors in postindustrial, postmodern urban areas, this 
panel explores how artistic practices that incorporate found objects 
negotiate the shifting texture of cities on the level of the street, 
the neighborhood, the workplace, the local store, real estate and 
urban life. Panelists discuss work and scholarship that encompasses 
the study of material objects, readymades, found objects, and 
simulated everyday objects in modern and contemporary sculpture 
and explore its links to obsolete and emerging technologies and 
sites of production in the context of industrial and postindustrial 
cities worldwide.
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Frenemies: Unlikely Cultural Exchange in the Pre- and 
Early Modern World
International Committee
Chair: Noa Turel, University of Alabama at Birmingham
Discussant: Brigit Ferguson, Hamilton College

Cultural exchange is often hailed as a marker of modern tolerance. 
Historically, however, the movement of ideas, objects, and customs 
around the globe has rarely been correlated with a cultivation 
of cultural sensitivity or inclusivity. In the late Middle Ages, for 
instance, while the kings of France and England were devising 
plans to revive the crusades in an attempt to block the rapid 
expansion of the Islamic empires, their subjects were trading in 
prized “Saracen” cushions and the most popular medical treatise 
was Avicenna’s Cannon of Medicine (al-Qānūn fī al-Ṭibb). Similarly, 
during the 17th and 18th centuries, the appeal of Europeans was 
heightened by the Tokugawa shogunates’ attempts to control their 
perceived seditious influence. Having replaced the Portuguese with 
the Dutch, who “brought their trade and left their gods at home,” 
the shogunate sequestered them on a small artificial island off 
limits to the vast majority of the Japanese population. Nonetheless, 
the Dutchmen’s knowledge, particularly in medicine, painting, and 
printing, became highly valued by artists and scholars in 18th-
century Edo. This session seeks to excavate instances of cultural 
exchange, adaptation, and appropriation between societies the 
relationships of which were characterized by antipathy rather than 
mutual admiration. How and why did people cultivate appreciation 
for the culture of societies regarded as inferior, sinful, or menacing? 
Presentations focus on case studies of such unlikely exchange 
before ca. 1800 that shed light on the intricacies of adaptation and 
the shaping of diverse material cultures around the globe.

Subsuming the Saracens: The Rhetoric of Luxury Exotica in Early 
Renaissance France and the Netherlands
Noa Turel, University of Alabama at Birmingham

In 14th- and 15th-century France and the Burgundian 
Netherlands, mentions of Muslims, Pagans, and their 
respective religions and cultures crop up in both expected 
and surprising places. Europe’s powerful, threatening Other 
predictably feature in bellicose papal bulls and the crusade 
vows they engendered. As subjects of fear and fascination, 
Muslims and Pagans also make appearances in romances 
and other literary works. How, however, is one to account for 
the item in the August 27, 1337 final will and testament of one 
Gillote de Wès of Tournai, listed below the bequest of a pious 
altarpiece to a hospital, of two coussins sarasinois—“Muslim 
cushions”—left to a beloved sister? This bequest reflects 
a widespread taste for “Saracen” textiles and a broader 
fascination with luxury exotica that, on its face, seems to clash 
with the political, religious, and social reality of late-medieval 
and Early Renaissance Europe. This paper traces the thirst for 
luxury exotica in Valois territories from the 1330s to the 1480s, 
a turbulent period of devastating losses to the enterprising 
Ottoman Turks, in order to unpack the paradox of cultural 
exchange amidst political hostilities. 

Transitional Objects: Garth Evans’s Placement with the British 
Steel Corporation 1969–71
Katherine Jackson, University of British Columbia

It was 1970. A year of sculptor Garth Evans’ placement with 
the British Steel Corporation (BSC) had passed and he had 
not made a sculpture. While Evans’ studio production fell 
stagnant, he devoted his time to tours of the corporation’s 
processing factories. On one of these tours he saw something 
unusual, a pile of steel shapes lying in the stockyard. BSC 
management explained to Evans that these scraps were left 
over from their Apprentice Program and considered useless 
by the corporation. However, it was exactly their uselessness 
that interested Evans. He later photographed them; thirty-
six of the photographs were published in a small book titled 
Some Steel (1971). From archival letters and reports, the 
proposed paper considers the objects Evans’ photographed 
in Some Steel as objects in transition—a transition in both 
Evans’ sculptural production and the very structure of the 
corporation itself. At the time of Evans’ placement, the BSC 
had recently renationalized (1967). BSC’s subsequent structural 
changes created many contradictory conditions on the factory 
floor: materials that did not fit into the modes of production 
and a shifting corporate policy that foreshadowed dramatic 
employee redundancies. Through an investigation of these 
contradictions, this paper examines what Evans considered 
of aesthetic value on the factory floor in contrast to what the 
BSC regarded as capitalist value. Through a reconfiguration 
of value, this paper ultimately asks what is the political role of 
these objects in their mediation between aesthetics, material, 
and the conditions of working class labor in 1970s London. 

Awning Blanks: Cady Noland and the Urban Fabric
Taylor Walsh, Harvard University, The Museum of Modern Art

Cady Noland’s Awning Blanks (1990) make a handsome 
first impression. Spare and symmetrical, they have the lean 
elegance of Minimal sculpture, recalling Donald Judd’s 
galvanized-iron reliefs or Sol LeWitt’s enameled cubes. 
Yet Noland’s title reveals that her metal lattices were not 
fabricated but found—skeletal supports for the canopies that 
overhang shop windows on city streets. An awning may be a 
source of shelter, but Noland strips hers bare, removing the 
colorful fabric emblazoned with signage for the local bodega 
or barber. These ready-made structures, then, are a subtle 
affront to the neutrality and detachment of Minimal art, as 
pieces of vernacular architecture with specific class and 
regional inflection. Awnings connote a shopping experience 
of a particular kind: not the suburban mall or the faceless 
arrival of an Amazon parcel, but a walk down the block to the 
corner store. The awning also allows the sphere of commerce 
to encroach on the public sidewalk, casting a shadow that 
extends the merchant’s reach beyond his or her establishment. 
This paper argues that, in exposing the awning’s frame, Noland 
interrogates its mediating function: poised at the threshold 
that separates private property from the city street, those 
admitted from those excluded. Isolated for display, the Blanks 
become a richly symbolic vestige of urban life at the end of the 
last century, demonstrating—in strictly material terms—how 
class distinctions are lodged in our infrastructure, and how 
property rights are silently asserted through the stuff of the 
built environment. 
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From Monuments to Anti-Monuments of 
Contemporary Art in the Age of Globalization 
Chair: Jung-Ah Woo, POSTECH
Discussant: Andrew Weinstein, Fashion Institute of Technology, 
State University of New York

This panel examines the dialectics and genealogy from monuments 
to anti-monuments of contemporary art in global context. Traditional 
monuments are heroic and self-aggrandizing icons that glorify 
communal solidarity and create a mythological version of the 
nation-state. By “anti-monument,” which is negative, ephemeral, 
self-effacing, and dispersed over time, this panel proposes an 
alternative notion for the problematic monuments of nation-
building agenda. At the end of the 20th century, when the romantic 
discourses of hybridity and nomadism were celebrated in tandem 
with globalization, artists began rebelling against the exclusive 
nationalism and offered a deeper understanding of the troubled 
nature of patriotism. After the incessant global military crises since 
the traumatic rupture of 9/11, however, the liberatory potential of 
the nomadic conditions was seriously undermined, and the grand 
failure of neo-liberalism has further reinforced nationalism and even 
jingoism within the spatial relations of capitalism. Anti-monuments, 
which deny the historical master narrative that solidifies established 
views of the collective past, provoke communication and interaction 
among the viewers to carry the burden of nationalized memory. 
This panel includes papers from art practitioners in the fields of 
anti-monuments to delve into the dialectics at work in the social, 
historical, and psychological processes of forming the identities 
of both the individual and the community, and propose a cautious 
reading of nationalism and patriotism.

The Art of the Anti-Monument: Ed Kienholz’s Non-Memorials for 
a Non-War
Nicole Sully, University of Queensland

During the late 1960s and early 1970s American artist Ed 
Kienholz created a number of mixed media installations 
that critiqued the traditional monuments of nations, heroes 
and wars. Created at a time when America was embroiled 
in the Vietnam War, installations such as the Portable War 
Memorial of 1968 and the Non-War Memorial of 1970 can 
be viewed as critiques of both war and its traditional forms 
of commemoration. These artworks, it can be argued, were 
early experiments in the antimonument, or what James E. 
Young would later theorize as the counter-monument. It can 
be argued that Kienholz’s anti-monumental artworks would 
serve, within the safe space of the art gallery, as impermanent 
and nomadic rehearsals for the reactive memorials that would 
soon populate public spaces—where they would publicly 
question the language and sentiments of state sponsored 
monuments. This paper examines the correlation between art 
and the anti-monument though exploring the artwork of Ed 
Kienholz. It considers his work in the context of firstly, theories 
of antimonuments, and secondly, contemporaneous art and 
commemorative practices. 

Horizontal Markers
Margrethe Troensegaard, The University of Oxford

This paper considers the way in which a group of artists in 
the mid-to-late 1960s expanded our notion of monumentality 
by largely ridding the work of its referent, by severing the tie 
between monument and commemorative content through 
what I choose to call “horizontalisation”: creating works that 
assert a double negation of our conventional understanding 

Sweden and Rome in the 17th Century: Christina, Queen of 
Sweden, the Goths and the Vandals. Collector, Patron, Barbarian 
Cultural Ambassador
Theresa Kutasz Christensen, Penn State

Sweden’s location on the European periphery, coupled with early 
modern associations of Gothicism with the fall of the Roman 
Empire, inspired uniquely northern applications of widely used 
mythical genealogical traditions. These were used to integrate 
Swedish history into the Graeco-Roman tradition, challenging 
perceptions of Swedes as a northern “other.” Italians of the 
17th century retained a lasting collective memory of the role 
that northern “barbarians” played in the Gothic invasions of 
the 5th and 6th centuries with the documented receptions of 
the Swedish Queen in the South vacillating wildly between 
awe and antipathy. Queen Christina’s legacy in scholarship and 
popular culture is flush with rumor and hyperbolic criticism. 
Many of her perceived social slights can be traced directly to the 
cultural bias she faced as a northern “barbarian” following her 
abdication and relocation to Rome in 1655. This paper frames 
Christina’s purchase and display of art and antiquities as well 
as her decision to surround herself with scholars as a direct 
assault on these biases on the part of the Queen. I believe that 
a deeper, more politicized connection than has previously been 
acknowledged existed between the Queen’s collecting interests 
and Graeco-Roman-Swedish narratives popularized by authors 
such as Olof Rudbeck and Johannes Bureus. By bringing the 
first collection of Roman antiquities to Sweden and by maintain 
a presence as educated, northerner and patron of the arts in 
Rome, Christina significantly advanced cultural and artistic 
exchange between Sweden and Italy. 

Citizen Franklin: Picturing a Revolutionary Ambassador in Louis 
XVI’s France
Ashley Bruckbauer, University of North Carolina Chapel Hill

The French monarchy and newly declared American republic 
were unlikely allies when Benjamin Franklin arrived in Paris 
in 1776 to solicit Louis XVI’s support in the American War of 
Independence. They had fought as adversaries in the recent 
Seven Years’ War, which resulted in the defeat of French forces 
and loss of New France. Moreover, European rulers viewed 
the American revolutionaries as illegitimate rebels threatening 
the sovereignty of a fellow monarch, a disquieting scenario 
for a French king with his own collection of overseas colonies. 
Despite these past conflicts and present fears, the French public 
was fascinated by Franklin and sympathetic to the American 
cause. During Franklin’s tenure as ambassador to France, 
French men adopted fur caps imitating his famous topper, 
while French women donned “lightning-conductor” dresses 
celebrating his scientific achievements. Likewise, a multitude 
of French paintings and sculptures, as well as mass-produced 
prints, medals, textiles, and ceramics, captured his likeness. 
Previous scholars have read these portraits as documenting 
the American ambassador’s shrewd self-fashioning of a rustic 
identity that charmed French audiences with its otherness. This 
paper advances an expanded interpretation of these objects. It 
analyzes how French artists and patrons re-presented Franklin 
within European frameworks that both aligned him with and 
distinguished him from his hosts. Drawing upon the familiar 
visual vocabularies of ancient history, classical allegory, and 
Enlightenment portraiture, these depictions legitimized Franklin’s 
political status as an ambassador without a king. Moreover, 
they validated American independence and justified French 
intervention, promoting the shared interests of the unlikely allies. 
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Bevölkerung. Caught between population and people, citizen 
and migrant, nation and state, blood and soil, Haacke’s 
piece offers renewed perspective on contemporary crisis, 
catastrophic history, and what futures might still remain. 

Geographies and Art Histories: Diaspora, Decolonizing, 
and Praxis
Chairs: Andrew Gayed, York University; Chanda Carey, New York 
University

Diaspora and transnational identity pose many issues when it 
comes to imagining geography within global contemporary art 
practice. This discussion urgently accounts for the lived conditions 
of globalization and migration, and points to the difficulties of 
art history to adequately explain the realities of a networked and 
globalized world. In imagining the issues posed by geographic 
borders, this panel grapples with the disciplinary limits of art 
history, suggesting that diasporic artists and their cultural 
production illustrate the incompatibility of colonial definitions 
of borders, nation-states, and identities. It is when geographies 
and borders are reimagined that the migration and movement 
of people can be developed productively and fully within art-
historical frameworks. By reimagining geography, what does 
decolonizing the study and writing of art history look like? What 
does it mean to conduct research on the global contemporary 
with special attention to spatial problems in a large scale? How 
can macro studies of global art histories productively be theorized 
alongside micro studies of specific locales? Where does the study 
of diaspora fit within world art studies and notions of “worlding”? 
How might methods of entangled geographies speak productively 
to themes of transnational connections and diaspora? Ultimately, 
how can geography be theorized within contemporary art both 
regionally and globally while avoiding the rigid nation-state 
epistemologies of area studies? Through case studies, curatorial 
and artistic interventions, and institutional practices, we focus on 
methodologies for rethinking geography giving special attention to 
advancing studies of indigenous, diasporic, queer, and transnational 
theory within contemporary art.

New Geographies of the Biennial
John Zarobell, University of San Francisco

Since the invention of the Venice Biennial in 1895, these 
exhibitions have drawn artists from divergent locations to 
produce an international spectacle for tourist consumption. 
While many new exhibitions emerged in the ensuing century, 
it was not until the 1990’s that biennials exploded into a global 
phenomenon amid the lumpy terrain of economic and cultural 
globalization. The Bienal de la Habana of 1989, as a partisan 
authorial project developed by a curatorial team, introduced 
a radical new means of assembling exhibitions as a counter-
narrative to the Euro-American art world. Yet the question 
remains open as to how artists from postcolonial nations 
participate in a global art system that is primarily controlled 
and financed by organizations, institutions, and collectors in 
the Global North. I seek to reverse this narrative by presenting 
a geo-spatial study of twelve biennials to see where artists 
are selected from to participate in these global events. By 
analyzing at least two biennials in each region, the focus shifts 
to favor events that take place in postcolonial locations, many 
of which have been developed through local resources. I aim 
to demonstrate not only which biennials are more regional vs. 
more global, but also where artists from the Global South are 

of a monument by at once denying it verticality of form and 
depth of meaning. Predating the wave of anti-monuments that 
followed the fall of the Berlin Wall and the demise of the Soviet 
Union, the paper takes its point of departure in the exhibition, 
Monuments, Tombstones & Trophies, which took place at the 
Museum of Contemporary Crafts, New York (today the Museum 
of Arts and Design), in spring 1967—an exhibition which 
included contributions by Carl Andre, Mel Bochner, Christo, 
Dan Graham, and Claes Oldenburg but has since largely been 
forgotten. Coinciding with the Vietnam War demonstrations, 
the establishment of the National Endowment for the Arts, 
and a general focus on “American Sculpture” through a long 
line of exhibitions and articles, I will argue that this show 
marked a pivotal moment in recent art history by redefining our 
understanding of monuments, their relation to the medium of 
sculpture, and to contemporary art in general. 

Bahc Yiso’s Artistic Activities and the Establishment of “Minor 
Injury,” in Brooklyn, New York
Yeon Shim Chung, Hongik University

From September 1985 to 1989, Bahc Yiso served as one of 
the co-directors of the alternative space named Minor Injury 
in Brooklyn’s Greenpoint neighborhood. Curating numerous 
exhibitions such as Ego Show and Super-Ego Show, Bahc at 
that time then was more a curator than an artist. Minor Injury 
was especially receptive to artists of “racial, cultural, political 
and social minorities as well as recent immigrants from 
troubled or developing countries,” as expressed in its mission 
statement. The space sought to “provide different voices from 
different groups of people.” The word “minority” is a linguistic 
choice that stems from the same context of Minor Injury’s 
mission statement, one that embraces the colored minorities 
that cannot belong to the mainstream culture of America or 
the mainstream art of New York. This paper addresses the 
theoretical issues and the history of Minor Injury and explores 
the work of Bahc, a Third World artist, considering postcolonial 
aspects as well as institutional critiques of art in a politically 
conflicting period in American cultural history. 

International Soil: Hans Haacke’s Der Bevölkerung Reconsidered
Jack McGrath, Barnard College

In 2000, Hans Haacke installed a permanent work at Berlin’s 
Reichstag. Entitled Der Bevölkerung (To the Population), 
the installation consists of a giant trough containing the 
words of its title and soil collected from each parliamentary 
district in Germany, which is mixed together and allowed to 
germinate freely. Juxtaposing the empirical term Bevölkerung 
(“Population”) with the racially-inflected word Volk (“People”) 
from the Reichstag’s façade, Haacke’s countermonument 
drew a connection between Germany’s history of racism and 
the situation of immigrants at the turn of the century. The 
piece goaded Germany’s legislature toward greater inclusion 
as they prepared to pass an imperfect but vastly improved 
citizenship law. The intervening years, however, have totally 
disfigured debates around citizenship, borders, nationalism, 
and migration in both Germany and the United States. America, 
the mythic “nation of immigrants” whose citizenship laws 
once passed as a global model of inclusion, has revealed 
itself as a hotbed of racist nativism, xenophobic exclusion, 
and obscene abuse of migrants. Meanwhile, asylum-seekers 
flock to Germany, a country once criticized for its restrictive 
ethno-cultural understanding of citizenship. The terms of 
the crisis have changed, and so too must our reading of Der 
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historical Diasporas and transnational linkages through retracing 
significant, though overlooked, exhibitions. 

“Et maintenant par la grâce de l’imaginaire, bon voyage!”—(Re)
mapping Poland through Queer Desire in Karol Radziszewski’s 
Chapel (2017) and Ryszard Kisiel’s Kruzing (2018)
Aleksandra Gajowy, Newcastle University

In his 2017 installation Chapel, Karol Radziszewski employed 
elements such as 1980s archival photographs taken by the 
activist Ryszard Kisiel and his friends in communist Poland; 
syncretic Afro-Brazilian spirituality Umbanda; and elements 
reminiscent of Félix González-Torres’ installations. Building a 
transnational, transhistorical, and transcultural queer archive, 
the artist turns to jouissance, sexuality and celebration to claim 
a queer space in Poland, challenging the hegemonic narrative 
of compulsorily heterosexual and homosocial nationalist society. 
In 2018, Radziszewski curated the exhibition Kruzing, showing a 
series of photographs taken by Kisiel between the 1960s and the 
1980s. The photos, which the activist would circulate among his 
friends and later publish in his zine Filo, illustrated a geography 
of gay cruising spots across socialist Poland, as well as East 
Germany, Czechoslovakia, or Romania. The mundane-looking 
photos functioned as a queer map of socialist Europe, thrillingly 
secret and thus evading the disciplining power of the state 
geography. These two projects emphasize the potentiality of 
queerness to imagine and build communities beyond normative 
time and space, thus proposing fantasy and desire as almost 
untraceable mapping devices. How can artists challenge the 
state-imposed power relations by claiming spaces of queerness? 
How do Radziszewski and Kisiel disrupt the local geographies 
of Poland, which implicitly reject queerness, and the assumed 
clear-cut binary between Eastern and Western Europe? I explore 
how a queer archive, constructed beyond the limitations of 
space and existing across multiple temporalities, can be an 
illuminating resource for understanding the possibilities of 
transgressing limits of geography through queer desire. 

Get Up, Stand Up: Contingent Faculty and the Future 
of Higher Education in the Visual Arts
Foundations in Art: Theory and Education
Chairs: Naomi Falk, University of South Carolina; Richard Moninski, 
University of Wisconsin-Platteville

Increasingly, tenure-track positions disappear, contingent 
faculty numbers swell, and those who are left standing teach 
more classes. Is this sustainable? What are the consequences? 
What recourse do adjuncts and non-tenure-eligible faculty 
have to attain fair wages, benefits, and some semblance 
of job security? What remedies exist nationally and locally? 
How do prevailing popular attitudes about higher education, 
particularly in the visual arts, affect this issue? What inspiration 
may be found in recent actions by public school teachers 
across the country? On a personal level, how do we, and our 
students, deal with the stress of increasing course loads and 
instability. How do we support each other? Successes and 
pitfalls will be discussed.

entering the transnational biennial circuit, if certain countries 
have produced more biennial artists, and whether there is 
significant cross-pollination of biennial participants from 
various regions. Analyzing maps of participation that I have 
developed will yield a new configuration of the geography of 
contemporary art in the 21st century. 

Interactionism and Circulations of Arab “Futurist” Aesthetics
Joan Grandjean, Université de Genève

Since the early 21st century, art production witnessed 
an emerging bunch of Arab “futurist” aesthetics. These 
representations aim to explore alternative realities, creating 
scenarios where imagination and science fiction play a central 
role. From this moment onwards, artworks, writing and events 
emerged in the Arab Geocultural spaces all over the world. A 
look at the manifestations that arose in this “futurist” aesthetic 
allows us to understand the Arab cultural malleability that 
takes its roots in the territorial complexities, the wide diaspora 
communities and transnational identities. It is a quite a difficult 
task to date and map this phenomenon using art historical 
standards, which are generally based on nationalism, the art 
market or more recently, reception theory. We would rather 
approach these Arab “futurist” aesthetics by studying their 
circulations with an empirical method. This presentation will 
show the latest results of my study, using spatial humanities 
and georeferencing tools, allowing to highlight the life path of 
these artists (place of birth, education, residencies, awards, 
galleries) and to list their “futurist” artworks exhibited in the 
world (solo, group, biennial, art fair and festival). This spatial 
analysis, based on detailed field surveys, shows the conscious 
strategies shaping these paths. Rather than viewing it as some 
“Art from the Arab world,” an excessively geopolitical and 
essentialist notion, I choose to use the ‘urūba (arabness) as a 
pivotal tool to comprehend these esthetics inside the world of 
contemporary art history 

Peripatetic Exhibition as Diaspora Builder: Contemporary Art of 
Senegal, 1974–82
Joseph Underwood, Kent State University
Frequently, the nationalist, transnationalist, and diasporic coexist 
within the same art world ecosystems. For newly independent 
Senegal, the intellects and artists behind each initiative often acted 
with regional, continental, or racial frameworks in mind. Though 
art historians have generally told Senegal’s story through the lens 
of political patrons and nationalist proclivities, I argue that an 
emphasis on the artists’ movements throughout the 1970s and 1980s 
offers a fuller perspective on how network expansion, or worlding, 
occurs—even before the so-called globalization of contemporary 
in Magiciens de la terre (1989). The 1970s was a formative decade 
for the art scene in Senegal. Having hosted the First World Festival 
of Negro Art in 1966, this small nation claimed the title of cultural 
capital for West Africa by its resplendent exhibitions of traditional 
and modern African art. Art Sénégalais d’Aujourd’hui (Senegalese Art 
Today, later renamed Contemporary Art of Senegal) began in 1974 
as a new model of exhibition wherein a government ministry toured 
a collection of paintings, tapestries, and sculptures from Senegal. In 
part a cultural product to build international ties with foreign nations, 
the exhibition also had the effect of connecting Senegalese artists 
to cultural actors in Europe, North and Latin America, and East Asia. 
I reevaluate every connection between Senegal and its host cities—
New Orleans, Mexico City, Paris, etc.—to determine the aftereffects 
of this peripatetic exhibition. Through this case study of how nation-
state meets traveling artist, I offer a methodology of constructing 
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have been hired to teach because of their expertise within the 
field as opposed to their pedagogy skills. Therefore, we’ve 
seen some universities and colleges implement mentorship 
programs or limited mentorship assistance to support these 
new teachers. Yet, with tenure-track positions disappearing 
and full-time positions falling while being filled by more 
adjunct faculty both, on ground and online, the mentoring 
of these new individuals to the teaching world has become 
limited which is apt to increase attrition. From our experience, 
current full-time professors seem to have limited time to 
fulfill a mentorship duty successfully due to course overloads, 
student engagement and their own preparation for teaching. 
Now more than ever, mentoring for adjuncts on ground and 
adjuncts online is essential but needs to change to reflect the 
current state of education. A high-quality customized induction 
mentoring program can help to accelerate the effectiveness of 
a new teacher from the field. This will help to reduce the rate of 
attrition, improve the comprehension of support, and improve 
student learning in the long run. Our desire is to develop 
sustainable mentoring options and supportive communities to 
uphold excellence in teaching at every level. 

Global Conversations 2019—Creative Pedagogy: 
Mapping the In Between across Cultures
International Committee

Chair: Nazar Kozak, National Academy of Sciences of Ukraine
Art history curricula tend to provide imaginary shelves on which 
each artwork can be assigned to a normative chronological 
and geopolitical place. In practice, however, such systems 
have difficulties in accommodating phenomena that fall in 
between proposed categorizations. Just as cosmology’s 
Dark Matter shapes the universe while remaining directly 
unobserved, such cross-cultural entanglements, despite 
having substantially impacted art processes, remain largely 
unexamined in classrooms. Often, Homi Bhabha’s notion of 
hybridity is embraced, albeit through tokenism, without much 
attention paid to the structural predicaments of curricula. How 
does mapping in between spaces across cultures revitalize art 
history as a global discipline? How can it reinforce a critique of 
cultural purity, a notion that underlines racism? And, ultimately, 
how do we creatively teach about aspects of this complex 
topic, be it in universities, in museums, or non-traditional 
settings? Structured around creative pedagogy, this session 
considers specific historical cases from a teaching perspective, 
moving toward inclusive and collaborative paradigms, 
especially in mixed-class environments with students and 
faculty from different countries. The panelists, who are CAA-
Getty International Program alumni from Asia, Latin America, 
and Eastern Europe, share teaching methods that effectively 
bridge divides, at the same time providing theoretical bases 
for transcultural dialogue and reciprocal enrichment. The aim 
is to contribute to the ongoing shake-up in the art history’s 
imaginary shelves, making them lose their fixed locations and 
reveal instead multi-layered and dynamic intersections across 
cultures and identities.

Happy Faculty + Happy Students = Happy Administration: 
Balancing Stakeholder Needs in Higher Education
Christopher Williams

As the focus on the bottom-line has expanded, faculty positions 
within colleges and universities have become increasingly 
tenuous and marginalized. The low cost of hiring part-time 
faculty is an easy solution to decrease the budget, however, 
the level of investment in faculty translates directly into 
the quality of instruction and the student experience. After 
spending the past 15 years of my life immersed in various levels 
of college arts instruction and administration, I have a distinct 
perspective on the success of artists and educators within 
academia. I started as an adjunct faculty working between 
four colleges at the same time, the grind almost forcing me to 
give up. I now am the chair of a fine arts department in which 
no part-time faculty are employed. Previously I was associate 
chair of one of the largest foundation studies departments in 
the world with approximately 65 full-time and very few part-
time faculty employed. The commitment of the university to 
full-time experienced faculty creates an environment of support 
which directly impacts the quality of instruction. Key aspects of 
a successful institutional paradigm focused on the well-being 
of both faculty and students will be discussed including the use 
of student course evaluation data, assessment tools, faculty 
instructional support, seat utilization, streamlining scheduling 
and professional development. 

This Isn’t Working
Mark Stemwedel

The increased reliance on non-tenure-track faculty while 
fundamentally leaving the traditional tenure hierarchy in 
place throughout the university subsequently fails to create 
a sustainable model. We have inadvertently created a multi-
class system that doesn’t invest in the career development of 
younger faculty and ultimately fails to provide students with 
access to the highest level of instruction from those that are 
actively engaged in their own creative activity, research, or 
scholarship. It is critical that we have an honest discussion 
that focuses on building a better model. The future might not 
look like the past, but it cannot look like the now. The answer 
is not a wholesale change to the traditional model but an 
expansion of the opportunities it provides. Administration, 
senior faculty, and those on a tenure-track will need to share 
part of this change. A better model shouldn’t necessarily 
include the elimination of tenure and the tenure process 
but should reconsider what tenure means. The real merit 
to the tenure process lies in the competitive drive it creates 
to pursue one’s scholarly and creative activity, not in the 
security it offers. I suggest a system where the norm is that all 
entry-level university faculty are hired as instructors, and the 
promotion process allows all faculty the ability to move into the 
professorial levels. Research, scholarship, and creative activity 
could then become a competitive process where all faculty 
would have the opportunity to apply and receive release time 
on a one or two-year cycle. 

Strengthening Adjunct Support by Mobilizing a Customized 
Mentorship Program 
Laura Huaracha, Erin Freeman, Chercy Lott, Carthage College, 
Savannah College of Art and Design

Support for excellence in teaching starts at the foundation with 
a mentorship program. For some time, practitioners within 
the field who have an extensive knowledge of their practice 
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paintings, murals and relief panels showing popular stories 
of Heer-Ranjha, Sassi-Punnoo, and Dhruv Bhagat or religious 
ones such as the Buddhist jataka tales and Hindu epic 
poems like Ramayana and Mahabharata. This paper maps 
the depiction of Guru Nanak, the first of the ten Sikh gurus, 
and the dependence of Indian visual vocabulary on folklore, 
literature, and cultural practices. Guru Nanak is usually painted 
with a fixed set of attributes, each one laden with references 
to cultural practices and beliefs; some long forgotten, other 
attributes have remained current until this day. Modern 
interventions, however, have obscured the meaning of many 
of these concepts and practices, making it difficult to fully 
understand their significance in these iconographic programs. 
Refreshing the forgotten relationship between the word and 
image promises to lead to creative pedagogical possibilities 
where realms of imagination, rendition, and performance can 
be navigated to connect not only with the creators and viewers 
of art but also the men and women who are depicted in these 
art works. 

Cross-Cultural Encounters through Creative Pedagogy in 
Teaching Art History
Sarena Abdullah, Universiti Sains Malaysia

This paper explains and discuses my recent and first 
Collaborative Online International Learning (COIL) with an 
American university within the context of students’s cross-
cultural encounters with art history. In the fifteen weeks of 
two courses, Malaysian Modern Art (VHS 202) and Selected 
Topics In Asian Art (ARTH 294), my American collaborator and 
I designed and aligned our art history classes cross-culturally, 
taking under consideration the Malaysian and American 
contexts to achieve our teaching goals. This paper will discuss 
how we adopted and adapted the COIL module in our own 
classes, describing our collaborative engagements using 
Facebook as our main platform. From tasks such as personal 
introductions of students from both Malaysian and American 
classes and group videos of the students’s cultural/national 
backgrounds to producing group videos on artworks and/or 
material culture from local institutions and completing cross-
cultural collaborative projects, this pedagogical approach 
succeeded in exposing students to different cross-cultural 
realities and encounters (and even time zones). Indeed, 
creative pedagogy in the context of online teaching platforms 
can be an effective and innovative tool for disseminating a 
cross-cultural understanding of art history. 

Global Fascism
Chairs: Paul Jaskot, Duke University; R. Mark Antliff, Duke University

The study of fascism in art history has its roots in the (originally 
marginalized) interest of left art historians of the 1960s and 1970s 
in the topic of art in Italy and German under fascist regimes. Since 
then, while not exactly mainstream, the relationship of art to fascist 
politics and ideology has become an accepted topic. But what of 
the vast number of fascist and fascist-aligned regimes and parties 
beyond Italy and Germany? Fascist states and fascist factions have 
been active in a wide variety of contexts and for different reasons. 
Art and cultural policy have often been an important part of those 
political activities. Can we talk about a global art history of fascism? 
This session addresses the broad range of fascist states, parties, 
and groups that have engaged in cultural debate and production. 
While also interested in proposals on Italian and German topics, 

An Italian in China: The Curious Case of Giuseppe Castiglione 
Chen Liu, Tsinghua University

What happens when China and the West encounter each 
other? A clash of traditions may generate unexpected art 
forms that defy categorization, as tellingly revealed in the 
life and works of the multi-talented Italian Jesuit artist 
Giuseppe Castiglione (1688–1766), court painter to three Qing 
Emperors. Despite his popularity in China both during and 
after his lifetime, he is surprisingly little known in the West 
beyond those who specialize in classical Chinese art, with few 
scholarly texts written in languages other than Chinese. (Most 
publications have been in Italian and French.) Existing studies 
of Castiglione’s works, focusing largely on his paintings, tend 
to emphasize the “Western” trend he initiated in early modern 
China or his fusion of “European” and “Chinese” traditions, 
leading to oversimplification of both. A novel teaching course 
featuring cultural hybridity in both its subject and audience 
(a mixed group of Chinese and European students) may help 
address such problems of transcultural interpretation and 
reception as exposed by the curious case of Castiglione. Using 
Castiglione’s art—painting, decoration, and architecture—as 
a mirror, and by posing previously neglected questions such 
as “what is ‘non-Chinese’ or ‘non-Western’ in his works,” and 
“which ‘Chinese’ and ‘European’ artistic styles/techniques 
did he adopt, adapt, or reject,” the course seeks to stimulate 
more profound reflections on the sophisticated, sometimes 
ambiguous traditions of both Chinese and European art, their 
compatibility and incompatibility, and to illuminate the unclear 
in-between areas. 

Pedagogy of the Transborders: Reviewing East European Art 
from the Perspective of Transatlantic Cultural Exchanges with 
Latin American and African Cultures
Katarzyna Cytlak, Centro de Estudios de los Mundos Eslavos y 
Chinos, Universidad Nacional de San Martín

Developed since the 1990s by Latin American thinkers, 
decolonial theory has become an effective tool for teaching 
East European art. Concepts such as “border thinking” (Walter 
Mignolo) and “transmodernity” (Enrique Dussel), which deal 
with bicultural identity in Latin America and postulate a 
non-hierarchical, inter-epistemic dialogue between cultures, 
offer a new framework to reconsider transatlantic artistic 
exchanges and cultural polarizations within the European 
continent. This paper will analyze how transmodern and 
decolonial approaches can shed new light on East European 
art and its dialogue with cultures that were dominated by 
Europe. Quotations of customs and rites from Polish folklore 
by the Polish/Mexican artist Marcos Kurtycz were the result 
of his biculturalism, as well as an artistic strategy aimed at 
distinguishing himself on the Mexican scene. Self-identification 
with African cultures and politics by Polish artists of the 1980s, 
Marek Sobczyk and The Luxus Group, can be explained as 
proof of the artists’ criticism of the Non-Aligned Movement, the 
symptom of their “radicalized utopian inclusivity” (Boris Groys), 
and as their critical comment on the late Socialist societies in 
the process of Westernization. 

Images of Guru Nanak: Locating Patterns of Words in Images
Nadhra Khan, Lahore University of Management Sciences

Traditional arts in the Indian subcontinent are strongly allied 
to oral traditions and written texts, including both folklore 
and literature. Examples of these abound in secular and 
religious realms and are manifest in a large body of miniature 
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controversy, drawing on the private and hitherto unexplored 
archive of Franco’s Director General of Architecture. 

Where the Cinema of Attractions Meets the Easel: Pyke Koch, 
National Socialist Propaganda, and the Nederlandsche 
Kultuurkamer
Stephanie Huber

This paper discusses the influence of Pyke Koch, a Dutch 
Neorealist painter who was a member of the Dutch 
Fascist (Verdinaso) Party in the 1930s and who became 
directly involved in the running of the “Nederlandsche 
Kultuurkamer” (the Dutch equivalent of Joseph Goebbel’s 
Reichskulturkammer) during the German occupation of the 
Netherlands. Neorealism is a figurative idiom that arose during 
the interwar period as the Dutch version of the Return to 
Order. It recalled the themes and techniques of the Dutch Old 
Masters, but is also notable for ambiguous, sometimes ironic 
imagery similar to German Neue Sachlichkeit. Because the 
Neorealists’ work drew from Dutch tradition, it appealed to the 
German-controlled cultural authorities during the Occupation. 
Their work was ideal for propaganda promoting the 
incorporation of the Dutch people into the Greater Germanic 
Reich because of their shared ethnic, cultural, spiritual, and 
linguistic (Aryan) bonds. This paper will argue that Koch’s role 
in the early days of the Kultuurkamer helped to influence the 
tastes of its leadership, directing them towards a style that 
was steeped in Netherlandish tradition as well as in references 
to the most popular mass medium of the day: cinema. The 
Neorealists’ paintings were influenced by film techniques 
and made references to famous movie stars and genres. 
This cinematic aesthetic aligned with Reichkomissar Arthur 
Seyss-Inquart’s goals for self-Nazification of the Dutch people. 
He sought a softer approach to spreading the appeal of Nazi 
ideology in the Greater Reich by appealing to emotions rather 
than applying it by force. 

Global Fascism in Finland: Alvar Aalto and Flexible 
Standardization
Nader Vossoughian, New York Institute of Technology

Alvar Aalto and a host of other architects created a Finnish 
Standardization Office to further Finland’s economic ties to 
Germany, among other countries. In this paper, I detail how 
the formation of the Finnish Standardization Office relates to 
the Nazis’ policy of Gleichschaltung in particular. I argue that 
the Finns were eager to maintain their independence from 
DIN, which was trying to modularize the global construction 
industry. At the same time, it was hoping to take advantage 
of Nazi Germany’s insatiable demand for timber products. 
I use Aalto’s theory of flexible standardization to explain 
the Finns’ misgivings vis-à-vis Germany’s standardization 
policies. I also use it to situate Finland’s complicity in Nazi 
atrocities. My research draws on archival sources drawn 
from the United States, Germany, and Finland. It questions 
the haloed status that Alvar Aalto still enjoys in the scholarly 
literature. Finally, it suggests that art and architectural 
historians need to assume a more global posture vis-à-vis the 
history of fascism. It is clear that during the 1930s and 40s 
Germany and Italy were not acting alone in their campaign 
to export authoritarianism, racism, and ultranationalism. On 
the contrary, they relied on consenting parties from a variety 
of nations, including, we know today, some US corporations. 
My study brings attention to the architectural profession in 
Finland and its role in advancing fascism. It uses the Finnish 

we particularly highlight contributions from geographies and 
regimes not usually discussed in terms of fascist art and politics, 
from Argentina to Romania, from Japan to Brazil, from France to 
Finland. We also encourage proposals that engage comparative 
perspectives on fascism and art, preserving the particularity of 
different social and political contexts but nevertheless analyzing 
how art history can say something critical about a broader definition 
of fascism and culture. In addition, explorations of contemporary 
expressions of fascism and cultural production are also relevant.

Fascist Parades: The Urban Setting
John Beldon Scott, University of Iowa

As authoritarian movements, fascist regimes seek to generate 
popular enthusiasm by means of mass spectacle. Mussolini’s 
“oceanic” assemblies in Rome’s Piazza Venezia and the 
Nazi party rallies in Nuremberg exemplify this strategy. This 
paper focuses on the linear expression of the phenomenon 
and its consequences for the retrofitting of historic capitals 
to accommodate the practical requirements of large-scale 
parades and to create triumphal streetscapes. Fascist planners 
and architects composed scenographic narratives of historic 
buildings, mythic images, and spaces of cultural memory to 
enhance these events and stimulate emotional response in 
the viewer that would legitimate the regimes. The tread of 
marching feet, the blare of martial music, and the flutter of 
national banners shaped the efforts of revolutionary regimes 
to insert themselves into their capitals. The Via dell’Impero, 
axially connecting Mussolini’s office balcony with the 
Colosseum, provided a model for subsequent projects along 
Berlin’s Unter den Linden east-west axis, but in both cases 
preexisting local conditions required unique efforts in urban 
redesign, often augmented with temporary constructions 
intended to correct the deficiencies of the existing fabric. 
Through comparative analysis we may isolate common 
features useful for identifying similar endeavors in the capitals 
of fascist regimes elsewhere, past and present. 

Franco’s Dream: Islamic Heritage and Global Politics, 1936–1975
Michele Lamprakos

Architecture, and especially heritage, figured prominently in 
the cultural politics of Spain’s dictator, Francisco Franco. After 
the Civil War (1936–39), sites bombed by Republican forces 
were rebuilt and memorialized; others linked to Reconquista 
and Spanish imperial history were restored and deployed 
in support of the regime’s National Catholic narrative. But 
it is less well-known that Franco also had a special interest 
in Islamic heritage. A particularly curious case is Franco’s 
dream of turning the Mosque-Cathedral of Cordoba back into 
a mosque. The former Great Mosque had served as the city’s 
cathedral for seven centuries. Dominated by a massive choir 
and presbytery, it was the most visible trophy of Reconquista 
in the country. Paradoxically, Franco’s ultra-Catholic regime 
proposed to move (trasladar) the choir-presbytery to another 
site, reconstruct the missing mosque fabric, and open the 
building to Muslim worship. The idea was in play for decades, 
but was opposed by Church authorities and their political allies; 
as a result, it has been virtually erased from the historical 
record and popular memory. The traslado project dates to the 
interwar period: governments of both right and left evoked 
Spain’s “shared heritage” with the Arab-Islamic world, as they 
sought to quell rebellion in the Moroccan protectorate and 
court Arab nationalists. This paper traces the traslado project 
to the early 1970s, when it became the focus of a huge public 



141New York City  2019

The Global Itineraries of the Martyrs of Japan: Early Modern 
Religious Networks and the Circulation of Images Across Asia, 
Europe and the Americas
Raphaèle Preisinger, University of Bern, Switzerland

Missionary activity in Japan, which began in 1549 with Francis 
Xavier’s arrival in Kagoshima, soon faced strong resistance by 
Japanese authorities: In 1597, a group of 26 Christians, among 
them Franciscan missionaries and their Japanese neophytes, 
as well as Japanese Jesuit lay brothers, were crucified at 
Nagasaki. Further persecutions and martyrdoms occurred in 
the ensuing decades. News of the Christian deaths in Japan 
soon reached Europe, where it gave rise to an abundant 
production of artworks, among them many prints, which were 
widely disseminated to secure both Franciscan and Jesuit 
claims to martyrdom. The fierce rivalry between the Franciscan 
and the Jesuit orders regarding the right to preach the Gospel 
in Japan is reflected in the iconography of the Franciscan and 
Jesuit martyrs, which, from the outset, evolved separately. 
Paintings which were produced in the Jesuit Church and 
College in Macau by Japanese artists and were destined to be 
sent to Rome, testify to the painful deaths of the victims of the 
Japan mission. Works of art sent to Latin America from Europe 
or produced in missionary centers throughout the Americas 
attest to the truly “global” interest in the topic from the first 
half of the 17th century on. They range from the huge fresco 
cycle depicting the martyrs of 1597 in the Franciscan convent of 
Cuernavaca in Mexico to the many Sevillian tiles and paintings 
based on European prints found in Franciscan convents in Peru 
and bear witness to the wide dissemination of images through 
early modern religious networks. 

Saint Thomas, the Jesuits, and the Reinvention of Christian Art in 
India
Erin Benay, Case Western Reserve University

It has long been acknowledged that the success of the Jesuit 
mission in Goa, India was due in part to its strategic use of 
art and architecture to promote the ideals of the Order and 
to garner local support. This paper instead focuses on the 
“peripheral” Jesuit mission in the modern-day state of Kerala, 
where the advent of a material culture of Christianity was 
complicated by a pre-existing community of Christians. Tracing 
their lineage to the arrival of Saint Thomas apostle in the 1st 
century, Thomas Christians were a vital part of the economic 
and spiritual life of the Malabar coast long before the arrival of 
the Jesuits. During the later 16th and 17th centuries, however, 
Thomas Christians engaged directly with the Jesuit mission 
in southern India and subsequently adopted many Roman 
Catholic rituals, edifices, and object types. On the surface, 
these virtually unknown Keralan churches and liturgical objects 
look similar to Jesuit constructions in Goa. I argue, however, 
that it was through the incorporation of Hindu motifs and 
ideology in these objects that Thomas Christians preserved 
their own pluralistic identity. By thinking more carefully about 
how objects at Thomas Christian sites were made, what 
they were made from, who they were made by, and how 
they functioned for those who used them, we might better 
understand the limits of the Jesuit mission in India. In turn, we 
might also reevaluate the role of indigenous visual languages 
of holiness in Christian art across the early modern globe. 

Standardization Office to examine a complex network of 
transnational relationships that cemented Nazi Germany’s hold 
on power during the latter part of World War II. 

Global Missions and Artistic Exchange in the Early 
Modern World
Chairs: Katherine McAllen, University of Texas Rio Grande Valley; 
Cristina González, Oklahoma State University
Discussant: Clara Bargellini, National University of Mexico

The movement of missionaries in the Early Modern world played a 
key role in the circulation of art objects between (and within) the 
Americas, Asia, Africa, and Europe. While this session welcomes 
papers that document the spread of European art within a 
missionary context, we are also interested in the mission as a 
spiritual, architectural, and geographical space that allowed for 
the local interpretation, importation, and production of objects. 
Missions themselves sometimes became distribution centers in 
a global world. How did the interaction between European and 
non-European populations give rise to complex artistic relationships 
within the mission enterprise, and how can we understand 
missionary art and architecture both within a colonial and global 
history of art? Presentations offer compelling case studies or 
emphasize unexplored geographies and circuits of exchange and 
seek to theorize the study of art-and-mission and engage with 
the historiography and recent scholarship on the subject. Clara 
Bargellini is a professor and senior research fellow at the Instituto 
de Investigaciones Estéticas at UNAM in Mexico City. She is a 
preeminent scholar in the field of colonial Latin American art and 
mission art history. She has agreed to serve as discussant for this 
session and include reflections related to the exhibition she curated, 
The Arts of the Missions of Northern New Spain, 1600–1821.

“With His Holy Arm He Will Defend Them:” Visual 
Representations of St. Francis Xavier’s Relics throughout the 
Global Jesuit Missionary Network 
Rachel Miller

St. Francis’ Xavier incorrupt body arrived in Goa in 1553, a year 
after the Jesuit missionary’s peregrinations had been ended 
by his death on the island of Shangchuan. The corpse became 
the center of a vibrant cult and began to play a vital role in 
Portuguese colonial ideology. Xavier’s body, which did not decay 
despite the tropical setting of his resting place, metaphorically 
reflected the ability of the Portuguese empire and the Catholic 
Church to remain incorrupt, pure, and holy in the tropics, an area 
of the world that Europeans characterized as prone to physical 
rot and moral decay. In 1614, Jesuits in Goa decided to export 
this miracle of incorruptibility and cut off Xavier’s right arm, 
sending the lower half to Rome. The upper arm was eventually 
separated into three parts, each of which was sent to a different 
Portuguese-Asian territory that was in danger of being lost 
to enemies, invoking Xavier’s help in preserving these areas 
for the Portuguese and the Church. At the same time, visual 
representations of Xavier’s incorrupt body and his arm relics 
were created throughout the global Jesuit missionary network, 
in places like Ecuador, Mexico, Goa, Portugal, and the Southern 
Netherlands. This paper will demonstrate that these paintings 
and prints, like the relics of Xavier, generated a discourse that 
endowed the entire worldwide Jesuit missionary enterprise with 
an aura of sanctity, while also supporting colonialist agendas by 
invoking the protection of the saint for Iberian interests in the 
East, the West, and in-between. 
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Are We Teaching Global Yet?
Eliana AbuHamdi Murchie, Massachusetts Institute of Technology

Millennial concerns and ethical awareness must be met with a 
new approach to architectural curriculum, a new canon, and a 
new beginning place, working toward a new global. What is the 
established Global, and what is the new Global? Architectural 
history has been a Eurocentric discipline, which treated 
the architecture of the non-West as a separate category, 
as “vernacular.” When pushed to “globalize,” architectural 
survey courses simply aimed focus on the regions of study 
deemed “excluded” by preceding methods. However, this is 
not truly a new Global approach, as it still focuses exclusively 
on architecture as the object of study, but now in non-Western 
territories. Such a conceptualization too easily defaults into 
categories of non-West and vernacular. Rather, new Global 
would engage in interdisciplinary debates that consider 
histories beyond the architectural object, and that find a way 
to de-emphasize regions and instead emphasize connections. 
Indeed, the Global Architectural History Teaching Collaborative 
(GAHTC) was established on this very premise; the emphasis on 
connections, eschewing the dominant reaction to include areas 
previously excluded. Rather we study, research, and include 
regions, cultures, religions, practices, etc., of history that are 
essential to the debate of a true, and new, Global Architectural 
discourse of learning. 

Decolonizing Architectural Pedagogy
Shundana Yusaf, University of Utah

This paper presents the findings of teaching materials 
and research I have undertaken along with three other 
scholars. Together we produced a series of lectures for an 
undergraduate survey of global history of architecture with 
the main aim of decolonizing architectural pedagogy. Though 
forced to take up our vocation as generalists, our research 
and teaching is nonetheless committed to decolonizing 
architectural education and disciplinary imagination. This 
paper presents a series of lectures that follow this imperative, 
embracing unconventional pairings such as the weaving 
practices of women builders of the al Murrah black tent in 
Southern Arabia with the techniques for designing and making 
prefabrication screens for a Herzog & de Meuron structure. Our 
collaborative research is supported by the Global Architectural 
History Teaching Collaborative (GAHTC). The organization is 
dedicated to broadening the scope of architectural education, 
curating timely material to support teachers as they endeavor 
to overcome mainstream architectural pedagogy, the child of 
globally dominating economies and polities, backed by hard 
power, and the dominant educational ideology. This ideology 
has come to confuse its freedom from spirituality and nature, 
with freedom from myopia and muddled beliefs. The claim 
to objectivity and universality seems to flow naturally from 
such hubris. This paper celebrates the opportunity to open 
ourselves up and listen to those who practice spaces and ideas 
differently than ourselves, as it is a sure and critical path to the 
decolonization of both our and our students’ minds. 

Globalizing the Architectural History Syllabus
Chair: Eliana AbuHamdi Murchie, Massachusetts Institute of 
Technology

At a time of rapid technological change and professional 
specialization, we can easily forget that the most important 
mission of schools and universities is to offer inspiring and horizon-
expanding teaching to the next generation. Survey courses play a 
particularly important role as they open the world to students and 
help give them critical purchase on their own landscapes and lives. 
A good survey course balances breadth with depth, but in an ever-
expanding world that balance can be lost. Meaning that the problem 
is not just how to teach students, but how to prepare teachers. The 
mission of the Global Architectural History Teaching Collaborative 
(GAHTC) is to provide cross-disciplinary, teacher-to-teacher 
exchanges of ideas and material, in order to energize and promote 
the teaching of all periods of global architectural history, especially 
at the survey level. In this session, we engage in a conversation 
about the pedagogical rigors of teaching global architectural 
history; we also delve into such complex questions as: what does it 
mean to teach global? What are the pedagogical approaches? And, 
most importantly, how do we decolonize architectural history? To 
that end, we will consider the various conceptions of what global 
architectural history has become to be understood as, and continue 
to challenge the intellectual longevity of the various approaches. 
We hope to arrive not at a consensus, but rather, through rigorous 
debate, to tease apart the meaning of global, and to discover if we 
are teaching global yet.

Mysterious? According to Whom? Globalizing the Architectural 
History Syllabus
Fernando Martinez Nespral

When told that “Moorish’s houses are very mysterious,” 
Juan Goytisolo asked, “Mysterious? According to whom? 
Probably for the book’s author, but certainly not for the 
Muslim families who live there.” He neatly synthesized the 
Eurocentric point of critic as totalizing and orientalizing in 
architectural history. I share a similar critique, and work to 
develop pedagogical techniques the recenter the canon. 
Up until the 1950s, architectural history syllabi followed 
Bannister Fletcher’s 19th-century model, teaching a “history of 
styles” focused on European examples and periods. Later on, 
courses “incorporated” some “other” architectures, following 
concepts such as Kenneth Frampton’s Critical Regionalism. 
The challenge today to globalize syllabi persists. There is an 
urgency to include traditionally underrepresented architectural 
histories, focusing on the deep intercultural and interregional 
exchanges and flows. To that end, one pedagogical technique 
I employ is a thematic study of architectural history, such as 
Architecture and Migration. After a theoretical review, students 
choose a specific research subject, connecting different 
cultures and historical periods to understand the complexities 
within. My pedagogical methods have been further supported 
by my participation in the Global Architectural History Teaching 
Collaborative, a global humanities organization that aims 
to provide cross-disciplinary, teacher-to-teacher exchanges 
of ideas promoting the teaching of all periods of global 
architectural history. Referencing my own methods, and those 
garnered from the GAHTC, this presentation aims to present 
our globalized pedagogical approach and its global articulation 
in GAHTC. 
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presentations, incorporating YouTube performances of songs 
with PowerPoint talks, at downtown and suburban libraries, 
the National World War I Museum in Kansas City, seminars 
in feminism and music history at UC, the Cincinnati Civil War 
Round Table group, the Osher Lifelong Learning Institute (for 
seniors), William Howard Taft Birthplace National Historic Site, 
a television program featuring African American subjects, three 
radio stations, and multiple professional conferences. This talk 
will address the challenges and successes in this work, as well 
as the strategies used in collaborating with various institutions 
and promoting wide access to historical images. 

Navigating the Paradox of Public Scholarship
Laura Holzman, Indiana University–Purdue University Indianapolis

Public scholarship, which directly connects academic work 
with people and interests outside the academy, is one way to 
leverage universities, the humanities, and art history to support 
the democratic potential of higher education. Paradoxically, 
the methods and outcomes of public scholarship, which may 
look different from traditional academic practices, often fall 
outside of what is typically recognized as rigorous academic 
work and may therefore become labor that a scholar does 
in addition to, rather than as part of, their core professional 
responsibilities. By examining one of my recent democratically 
engaged projects, this talk will offer one model for better 
integrating public scholarship, research, and teaching in art 
history and closely related fields. In 2017 I became curator 
of a community-based public art initiative that reimagined 
abandoned houses in a rapidly changing neighborhood as 
assets rather than liabilities. In response to a need defined by 
my community partners, I built on lessons learned from the 
histories of socially engaged art, community curating, and 
urban visuality to organize a series of projects that facilitated 
difficult conversations about race, housing inequity, and 
gentrification. This presentation will further describe how I 
used art history and its methods to serve this community. It 
will additionally share how I harnessed this work as a teaching 
tool. Finally, it will articulate the framework of methodology 
and peer review that enable this project to meet the standards 
of both academic rigor and responsible engaged scholarship. 

“Hands Up, Don’t Shoot!”: Bodies as Sites of Trauma in 
Contemporary Art
Chair: Monique Kerman, Western Washington University

In December 2016, the government of Colombia and the 
FARC instituted the Treaty for a Durable and Lasting Peace to 
help end a conflict that had caused an estimated 7.4 million 
internally displaced persons, genocide, and multigenerational 
trauma. Unfortunately, the last year in Colombia has seen a 
distressing increase in murders of human rights defenders. 
Peacemaking is an ongoing process—one that artists, activists, 
attorneys, students, and citizens play a vital role. Many 
of those leading the way in peace processes are women. 
From Advocacy to Reconciliation explicates a contemporary 
interpretation of the Antígones character from the Greek 
tragedy Oedipus. La Teatro Traumaluna’s, Antígonas, Tribunal 
de Mujeres (Antígonas, Women’s Tribunal) transforms the 
audience into a jury. The actors, who are survivors, implicate 
the audience-jury as witnesses to their stories. Antigone 
becomes a device that facilitates personal storytelling while 
symbolizing a common theme related to the whole of the 
Colombian narrative of the last 60 years. By way of the forensic 

Go Public, Young Scholar
Chair: Amy Werbel, Fashion Institute of Technology, State University 
of New York 

Higher education, the humanities, and liberal arts are under attack 
in the United States, and many believe their survival will depend on 
scholars who can successfully reach outside “the ivory tower” and 
demonstrate the relevance of historical subjects to understanding 
contemporary issues. “Go Public, Young Scholar” will highlight 
opportunities, obstacles, and strategies for crafting and promoting 
public scholarship in the history of art. Panelists include scholars 
who have made the leap outside the gates of academia and 
engaged broad audiences to understand contemporary issues 
through the lens of art, architecture, decorative arts, etc. from any 
geographical region, prior to World War II.

Public Space, Public Outreach: Redefining the Memorial 
Landscape
Sarah Beetham, University of Delaware

In late August 2017, my scholarship suddenly became much 
more public. In the wake of the deadly violence surrounding 
the Unite the Right rally in Charlottesville, Virginia, Confederate 
monuments were removed from public spaces across the 
nation, and the news media called on Civil War and public art 
experts to make sense of what was happening. As my research 
career so far has focused on the history and materiality of 
Civil War soldier monuments, I was well-positioned to take 
part in this national reckoning. In the immediate aftermath of 
Charlottesville, I spoke with many media outlets, and over the 
course of the 2017–2018 academic year, I gave talks to both 
academic and general audiences regarding the future of the 
Confederate landscape. Now, I am in the midst of expanding 
this public platform. Beginning in fall 2018, I will begin a 
fellowship at the Smithsonian Institution to finish my book on 
Civil War monuments and develop a series of workshops for 
communities and academics addressing the current monument 
debate. In my talk at CAA, I will discuss the current state of 
my outreach project. I will also offer practical suggestions 
for scholars looking to step outside the ivory tower, from 
developing an online presence to learning to speak to general 
audiences. In this precarious moment for the humanities and 
for academia as a whole, it is vitally important that scholars 
make themselves heard in the public sphere. 

Public Engagement with Images of Ethnicity, Gender, Place, 
Race, and War in Illustrated Sheet Music
Theresa Leininger-Miller, University of Cincinnarti

To engage broad, public audiences in discussing historical 
visual culture with contemporary significance, I have curated 
seven exhibitions of illustrated sheet music at six locations in 
Cincinnati, Ohio since 1996. The vibrant chromolithographs, 
c. 1828 to 1943, mostly derive from a large collection at the 
Public Library of Cincinnati and Hamilton County. Subject 
matter includes compositions about Irish identities, World 
War I Red Cross nurses, mothers of soldiers during WWI, the 
Queen City, black composers, and the Civil War. Exhibitions 
appeared at the main public library, a performing arts space 
gallery, two University of Cincinnati (UC) libraries, Lloyd Library, 
and the American Red Cross regional headquarters. The goal 
in all these exhibitions was to connect both non-academics 
and scholars with historical material and the ways in which 
images of ethnicity, gender, place, race, and war are always 
relevant. To facilitate discussion, I gave free multimedia public 
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artists’ critical historical analyses. Artists like Glenn Ligon, Kara 
Walker, and Steffani Jemison are interrogating articulations of 
runaways in the histories of American slavery and its role in 
contemporary representations and self-representations, the 
politicization of black bodies in civic space and discourse, and 
the US consciousness. 

Durational Performance: The Art of Sustaining Discomfort
Raegan Truax, Stanford University

From the opening image of Palestinian-Lebanese artist Mona 
Hatoum’s The Negotiating Table (1983), we are confronted 
with a body within a scene of crisis. The initial motivation 
for Hatoum’s performance was the civil war in Lebanon that 
left her stranded in London at the age of 23. During the 
performance, the artist lay naked inside a clear plastic body 
bag with several miles of rotting entrails piled against her skin. 
Lying still on top of a wooden table placed in the center of 
the room, Hatoum’s body is illuminated by a single light. The 
remainder of the gallery is dark. The live spectator is presented 
with basically three possibilities for movement: linger in the 
dark, distanced from the body; step into the light, approach the 
body and more visibly participate in the unfolding drama; or 
flee the gallery altogether. In this talk, I offer a close analysis 
of Hatoum’s specific deployment of duration to move her 
spectator beyond what could initially appear as a spectacular 
dramatization of violence. Without ignoring the actual events 
The Negotiating Table references, I outline the ways spectacle 
society absorbs the live body to argue durational performances 
crucially challenge the speed with which pulsing, breathing, 
and leaking bodies get transformed into static images 
for mass consumption. Beyond the case study, I suggest 
durational performance is a unique artistic medium that offers 
us important new tools for confronting the body as a site of 
trauma in our era of neoliberalism and global empire. 

From Advocacy to Reconciliation; Theater in Post-conflict 
Colombia
J. Wren Supak, University of Minnesota

This paper focuses on two theater groups (started in the 1960s) 
that have survived war and assassination attempts to continue 
advocating for peace, social justice, and human rights. I have 
done an art workshop with The Mothers of Soacha, women’s 
attorney groups, and related feminist organizations to facilitate 
storytelling through art. Colonialism is still happening in 
Colombia; the 60-year internal conflict caused the highest 
number of internally displaced persons in the world. Feminist 
artists, activists, and female human rights attorneys are 
combating an ongoing conflict even though the Treaty for a 
Durable and Lasting Peace was writ into law, initiated formally as 
of December 2016. Peace is a process, not a switch, and women 
and artists are explicitly part of this progression. Women have 
taken on a greater role than ever: during the 2012–2016 peace 
negotiations between the FARC and the Colombia government 
(military and paramilitary), women facilitated talks to a higher 
degree than previously known in similar negotiation talks. This 
paper discusses ways that art is an ongoing necessity in the 
dialogue of peace and social integration in Colombia. 

rituals of justice tribunals, the play culminates in a powerfully 
moving sacred funeral ceremony of hope and release. The 
play addresses silenced memory, artistic challenges of 
representation and agency concerning trauma, and carries 
with it the capacity to help establish historical memory and 
memorialization.

Vulnerable Young Men: Emerging African American Artists in 
Oakland, 1968, a Pivotal Year of the Black Panther Party
Jo-Ann Morgan, Western Illinois University

Among the several acts of police violence perpetrated on 
young black men in and around Oakland, California, two 
especially galvanized Black Panther Party activism. Early one 
April morning in 1967 Denzel Dowell was shot in the back by 
police claiming he attempted to burglarize a closed liquor 
store. The fledgling Black Panther Party joined with Dowell’s 
family to protest the “justifiable homicide” ruling. Within days 
they began publishing a newspaper, with Dowell on the cover, 
and made a trip to the State Capitol to protest gun laws. A year 
later, Party Treasurer, Bobby Hutton died in a confrontation 
between Panthers and police. His 17-year-old body was riddled 
with police bullets, despite witness accounts that he was 
surrendering. Marlon Brando spoke at his memorial, which 
was attended by thousands, remarking “That could have been 
my son.” Both Dowell and Hutton had their hands up. Within 
weeks of Hutton’s death, the Oakland Museum mounted an 
exhibition called New Perspectives in Black Art, featuring work 
of African-American artists from the Bay Area, including several 
students from California College of Arts and Crafts, not far from 
Black Panther Party headquarters. What “new perspectives” 
did these young artists produce at the private art school within 
proximity of Black Panther rallies, recurring anti-Vietnam War 
demonstrations, and Berkeley’s vital street scene of Telegraph 
Avenue? Did police shootings of Dowell, Hutton, and others 
have an impact on their themes? Under examination will be 
artwork by Cleveland Bellow, Ben Hazard, Margo Humphrey, 
and Phillip Lindsay Mason. 

On the Run: Body Politics, Historical Trauma, and (Re)
Presentations of the “Runaway” Slave
Meg Jackson, University of Denver

From René Descartes through Immanuel Kant to Honoré de 
Balzac, the walking body signified an enlightened, rational 
state. To attach such philosophical principles to a body 
technique like walking denotes a corporeal rehearsal of 
the Enlightenment that turned into cultural tradition, social 
choreography, and political symbology. With the walking body 
as a signal of enlightened poise in the 18th and 19th centuries, 
the running body moved as deviant, as wild and unruly, 
as uncivilized. Yet, another vantage point of this historical 
moment offers a far more nuanced perspective: the body 
running as a representation of exigency, risk or fear, resistance. 
Freedom, albeit always only partial and priced. “On the Run” 
quilts a critical, polysemic dialogue about body movement, 
body politics, and historical trauma through the lens of the 
black body in movement. It briefly anatomizes the racialized 
paradox of the image history of the running black subject 
being deployed by pro-slavery apologists to prop up their 
race-based legislation and by abolitionists to help warrant their 
movement against the violent conditions of slavery. It goes on 
to consider why this paradox of runaways, these images made 
pliable and therefore unmoorable in the to and fro of political 
rhetorics, has become a selected medium for contemporary 
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Appropriating, Reporting, and Re-Contexualizing of Wartime Sex 
Crimes by Female Artists 
Jungsil Lee, George Washington University

This paper analyzes the styles and significance of female 
visual artists who appropriated archived photographs and 
established documents regarding wartime crimes to create 
their art, and how they recontextualized them for their own 
statements or to act as best they can as historians studying 
violent atrocities against women: Hung Liu, Tomiyama Taeko, 
and Chang Jin Lee. With a background in photography, the 
Chinese American painter Liu appropriated archival photos 
from the National Archives and Records Administration, and 
signified upon it with her own response and commentary. A 
refugee from Chinese cultural constraints, Liu arrived in the US 
in search of artistic freedom. She worked directly with historic 
photographs, manipulating, and reconfiguring the images 
with the intent of dignifying victimized women and girls as 
iconic figures. Japanese artist Taeko’s works create multiple 
layers of meaning by developing a diverse palate of media 
sources and photographs to criticize the cruelty of imperialism 
and war. Her early works are juxtaposed with printed text, 
characters, shamanic symbols, and photos regarding the 
tragedy of wartime sex slaves. Adding another dimension, 
Korean-American artist Chang-Jin Lee recreated a military 
brothel as installation art. For this multimedia installation, she 
used historical references and her field trips in conjunction 
with video recordings showing forced sex slaves and Japanese 
soldiers in seven different countries in Asia. Through their act 
of appropriating, reporting, and recontextualizing, the artists 
reclaim their lost subjects’ dignity and pay homage to them in 
equalizing the artistic supremacy and their horrific experience 
during wartime. 

David Birkin’s ‘Profiles’ (2012): Invisible atrocity images and the 
21st-century ‘anxious spectator’
Kyveli Lignou-Tsamantani, University of York

In 2012, David Birkin created Profiles, a series of abstract 
portraits of Iraqi civilian casualties. The artwork comprises of 
monochromatic film transparencies, which are displayed on 
X-ray boxes collected from British and American hospitals. 
Each transparency represents one Iraqi civilian who has died 
since the 2003 invasion. The different colors are created with 
the use of photographic software in which Birkin inserted the 
identification number that each of these people had in the 
Iraqi civilian casualty database. The dead person’s personal 
information, as well as the cause of death, are inscribed on 
the edge of every transparency. This artwork highlights issues 
that are related to censorship within the system of embedded 
photojournalism, which successfully operated in the Iraq 
war as many theorists have analysed (e.g. J. Stallabrass, D. 
Campbell). While this artwork problematizes aspects of the 
“aestheticisation of suffering,” the main question the work 
poses is: where does the ethical relation between the viewers 
and the “invisible” others lie? To unpack this question, this 
paper will draw on Ariella Azoulay’s idea of the “civil contract 
of photography” (2008). Yet, the “invisibility” of the dead in 
this artwork, could be seen as a burden on one’s ability to 
employ their “civil gaze,” in Azoulay’s terms. I will discuss 
the negative emotion of anxiety in order to explore how such 
invisible atrocity images can produce an “anxious spectator” 
able to acknowledge the way in which they have become 
accustomed to looking at images of violence. 

Has anyone ever seen an image of war? Reassessing 
the visual culture of war and related disasters, 
violence, and torture in the modern and contemporary 
moment
Chairs: Alexis Boylan, University of Connecticut; Matthew Baigell, 
Rutgers University Emeritus

The title of this session is a play on scholar Ariella Azoulay’s 
provocation, “Has Anyone seen a photograph of a rape?” Azoulay 
argues that our visual culture (and most artists) simply refuse to 
see rape, but more far reaching arguments have been suggested 
by Slavoj Žižek and T.J. Demos, for example, that our visual culture 
remains, with only a few exceptions, unable, inept, or blocked 
through the mechanisms of neoliberalism and colonist history to 
see war or violence. This panel seeks to revisit these claims and 
unpack how the images of war that appear all around us that 
record historical events as well as imagined situations can, and 
do, provoke dialogue about the quality of war and its impact. Is 
there anything new to be seen in regard to war or do we see the 
same images over and over? Does reality or the documentary hold 
any meaning? Did it ever? Are there visual strategies to make war 
visible in spite of all the mechanisms that encourage non-sight? 
We are interested in exploring such images (from around 1800 to 
the present day) through a diversity of eye-witness, traditional art 
historical, theoretical, and digital accounts as well as the impact 
such images have on individuals and population groups.

Challenging the Erasure of War: The New York Avant-Garde and 
Media Censorship of World War II
Gregory Gilbert, Knox College

In her essay “Looking at War: Photography’s View of 
Devastation and Death,” Susan Sontag deliberated on the 
moral imperative of confronting images of war and questioned 
their power to alter political consciousness. One of the major 
sociocultural developments of the Second World War was 
the massive expansion of visual media, which was used to 
dispense information to an American consumer public eager 
for news on the conflict. Shortly after the bombing of Pearl 
Harbor in December of 1941, the American government, 
acting through the auspices of agencies like the Office of War 
Information and Bureau of Public Relations, impressed upon 
the media industry and corporate advertising the cooperative 
need to boost morale and enlist nationalist support for the war 
effort. Scholars of media trends in the 1940s have researched 
the aims of the government to shape public opinion towards 
the war through an active campaign of media censorship in 
which the social trauma of war, in particular representations of 
death and destructive disorder, were erased from official news 
reports. However, avant-garde art and writing associated with 
the émigré Surrealists and early Abstract Expressionists can 
be analyzed as a radical form of counter discourse that sought 
to challenge idealist and conservative political strategies to 
censor and ideologically structure wartime experience through 
official, mainstream media. Many of these works evoke through 
abstraction or visionary prose a profound sense of the bodily 
trauma and physical destruction omitted from official news 
accounts, challenging the government’s highly sanitized and 
ideologically manipulated representations of the war. 
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The Long Journey to Freedom through Time: Communion with 
Ghosts, Resurrection of Discourse, and Radical Reenactment
Marisa Williamson, Hartford Art School, University of Hartford

My project as an artist has been to make the past alive in the 
present. By embodying Sally Hemings, Thomas Jefferson’s 
slave, and staging site-specific performances at Monticello, 
Storm King Art Center, and the Metropolitan Museum of Art, 
I’ve tried over the last five years to externalize an internal 
relationship to race as an historical construct and address 
the chronic pain of slavery’s legacy as it lurks in the margins 
and often at the very center of daily life in America. The 
stories of free and enslaved blacks whose lives were bounded 
by formal and informal laws that empowered whiteness 
at the expense of blackness, limited mobility, constricted 
livelihoods, and blanketed their world in fear, are buried under 
layers of well-engineered, well-maintained, and frequently 
coded forgetfulness. Their stories include those of everyday 
resistance, self-actualization, creativity, and love. Many of 
Philadelphia’s playgrounds, parks, sidewalks, and landmarks 
are haunted by such ghost stories. And haunted and haunting 
are the landscapes of the University of Virginia, Charlottesville, 
Jefferson’s plantation home and ideological landscape. I will 
present my performance, video, installation, and augmented 
reality works as they have mapped on to these specific sites. 
I will consider them in the context of monuments and as anti-
monuments; open spaces made for communion with ghosts, 
resurrection of discourse, and radical reenactment. 

On Protections and Proclamations: Monument Lab and Artist 
Responses to the “Sanctuary City”
Paul Farber, Monument Lab, University of Pennsylvania

Monument Lab, along with Mural Arts Philadelphia, produced 
a citywide exhibition in fall 2017 centered around a single 
curatorial prompt: “What is an appropriate monument for the 
current city of Philadelphia?” 20 invited artists responded 
to the question with larger-than-life sculptures, sound and 
performance pieces, and open spaces for engagement. 
Adjacent research labs posed the same question to passersby. 
Over 200,000 people engaged in person, and among them, 
close to 5,000 left their own creative proposals for monuments 
in the city. Across the exhibition, a clear theme of immigration 
emerged. This included: Tania Bruguera’s disappearing 
sculpture (Monument to the New Immigrant), Michelle Angela 
Ortiz’s projection onto City Hall in honor of mothers detained 
at a local immigrant family prison (Seguimos Caminando), Klip 
Collective’s holographic tunnel of surnames from generations 
of resettled families in South Philadelphia (passage :: 
migration), and Shira Walinsky and Southeast by Southeast’s 
subway news kiosk populated with artworks and writings 
from immigrant/refugee communities (Free Speech). Other 
projects, including Mel Chin’s fully accessible sculpture plinths 
in City Hall (Two Me), sparked their own open questions about 
citizenship, belonging, and public space. This presentation 
explores how these Monument Lab artists balanced the crisis 
of immigration in American life to critically engage the civic 
practice of “sanctuary.” Along with the prominent, public nature 
of each prototype monument, they each alluded to profound 
absence and loss, while experimenting with new monumental 
forms—measuring the spaces of personal sacrifice, limitations 
of legal protections, and complex democratic legacies of the 
city itself. 

The Incommensurable, Incommensurably
Lisa Lee, Emory University

In a programmatic statement entitled “Why Is It Important—
Today—to Show and Look at Images of Destroyed Human 
Bodies?” (2012), Thomas Hirschhorn repudiates the 
“phenomenon of invisibility,” perpetuated in part by the 
media, in which the vast majority of images of grisly death 
are suppressed. Hirschhorn is equally suspicious of the iconic 
status accorded to the few images that are carefully selected 
for wide distribution. Though undertaken in the name of 
responsible image use, censorship of certain images and 
advancement of others help to make “war acceptable and its 
effects commensurable.” In a series of collages developed 
in the decade between 2007 and 2017, Hirschhorn made the 
invisible visible by contrasting images of violently mutilated 
corpses—gleaned from the internet, stripped of identificatory 
or contexualizing information—with the ideal bodies of 
fashion advertisements. This paper will take up Hirschhorn’s 
2015–2017 series of Pixel-Collages, which establishes 
particularly acute relationships between aesthetic form and 
gruesome content. The monumental works in this series 
entail the pixelation of the advertisement, while the breached 
bodies remain painfully visible. Blown-up bodies touch fields 
of sumptuous color. On the one hand, the pixels’ chromatic 
intensity may overtake the collage, such that the whole is read 
as a play of hues. On the other hand, the purity of color and the 
vaunted self-referentiality of the modernist grid are ruptured by 
overwhelming content. In either case, abstraction’s capacity to 
confront, to encompass, and to maintain relevance in the face 
of extreme violence is tested. 

Haunted History
Chair: Paul Farber, Monument Lab, University of Pennsylvania

In a current moment of a sweeping reckoning with the monumental 
landscape, especially symbols associated with racial injustice past 
and present, the relationship between public art and historical 
memory stirs new conversations, interventions, and municipal 
process to rectify and remediate the inherited status quo. In effect, 
historical figures and the public spaces in which they have been 
canonized with statues, plaques, and/or naming rights may be 
up for revision, as the question of how to render complex and 
traumatized histories in the present looms across cities and regions. 
While attention to the problematics of the previous generations 
of monuments demand attention, artists and scholars who have 
long produced through memory-based projects seek more than 
an unfreezing and reimagining established official histories—they 
remain indebted to those who have been absent, kept at bay, 
or sublimated into public forms but whose presence remains 
unregistered. This session brings together artists and scholars 
whose work circulates around debates about public art, history, 
and space, but who are invested in summoning ancestral ghosts; 
architectural remnants and remains; dissident or outsider figures; 
and others whose embodiment in public space further beckons a 
questioning of the role of traditional monumental forms of power 
and presence. This panel explores representations of absence, as 
well as the haunting and troubling of official narratives, as well as 
alternate pathways to historical knowledge and reflection.
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Haunted: Cross-Historical and Cross-Cultural Specters 
in Print Practice
Chairs: Katherine Anania, Villa I Tatti, Harvard’s Center for Italian 
Renaissance Studies; Alexis Salas

The portability of artists’ prints and printmaking projects (from 
comics to librettos, artists’ books to zines) allows them to traverse 
borders and boundaries. But what remains attached to, and within, 
a print as it circulates, and how does it resurface, sometimes much 
later? An apprentice printmaker’s works, for instance, covertly or 
overtly bear the stamp of the master under whom she studies. 
A zine or broadsheet reveals layers of appropriation. Physical 
attributes like paper composition, or repurposed matrices or 
surfaces can also profoundly alter our readings of printed works. 
This panel, then, attends to an important but neglected aspect of 
prints’ mobility: it puts the ways that prints were fabricated and 
the stories of their local origins in dialogue with their histories 
of circulation. From practitioners and historians, we highlight 
discussions of images, designs, and materials of various “others” 
that lie within a print’s construction. Inspired by voices speaking to 
the ghostly residues upon objects from Gloria Anzaldúa to Jacques 
Derrida to Luce Irigaray, to Harold Bloom, we solicit proposals 
that approach the “haunting” of printed material in various ways. 
In addition to semantic or metaphorical hauntings, this panel 
considers pedagogical haunting—that is, the things that viewers of 
printed material are supposed to learn and how—or the ways that 
prints have contributed to the unsettling of certain cultural forms. 
The aim is to exhume and revive the misidentifications that printed 
materials have instigated over time.

A Printed Palimpsest of Indigenous Identities: Oscar Howe’s 
Illustrations for North American Indian Costumes (1564–1950)
Sarah Sik, The Kentucky College of Art and Design at Spalding 
University

In 1952 the painter Oscar Jacobson presented a collection of 
illustrations entitled North American Indian Costumes (1564–
1950). Published in France, the collection comprised 50 pochoir 
prints reproducing watercolors by the Yanktonai Nakota (Sioux) 
artist Oscar Howe. Responding to four centuries of colonizing 
pictorial sources that often claimed to be ethnographically 
objective but were clearly imbued with underlying rhetoric of 
the Whites whom Jacobsen frankly characterized as invaders, 
Howe’s portraits presented a palimpsest interpreted by 
the hand of an indigenous artist. A case in point is Howe’s 
modification of a portrait of an Algonquian chief by the 
Elizabethan watercolorist John White, made famous when 
reproduced by Theodor de Bry in the first of a multivolume 
lavishly illustrated account of America. White’s Algonquian 
figures often took on clear references to classical Greek 
figures, and assured colonizing viewers of ancient kinship to 
the “noble savages.” When translated from White’s watercolor 
to De Bry’s black-and-white engravings, the racial otherness 
of the Algonquins was further minimized, a feature even more 
deliberately whitewashed when hand-colored detail was 
added. Excavating print history and intervening in its modern 
replication, Howe did not hesitate to make “corrections” to 
the source material, reinstating accurate skin tone, flattening 
out classicizing contrapposto, and eliminating dehumanizing 
detail. This paper considers key examples from Howe’s visual 
reconstruction of 400 years of American Indian cultural identity 
in critical relation to colonizing and indigenous sources as well 
as the concern Howe and Jacobsen shared for contemporary 
expression of identity by Native artists. 

Commemorating Absence: Reflections on A Sculptural Proposal 
for the Zocalo, Black Mirror/Espejo Negro, and FIRE & ICE
Pedro Lasch, Duke University

This presentation will address absence and critical memory 
through three distinct art projects. Adjacent to the Zocalo, 
Mexico’s most important public square, is the country’s central 
Cathedral. Throughout a nine-year period, a mammoth green 
scaffold buttressed its interior. Engaging with various notions 
of physical and symbolic absence A Sculptural Proposal for 
the Zocalo (1998) presents the reassembly of the 300-ton 
structure on the city’s main square. Pedro Lasch’s Black Mirror/
Espejo Negro (2008–present) is a growing installation series 
(Nasher, MUAC, Palacio Nacional, Prospect New Orleans) 
addressing racial injustice, colonial power, and philosophies 
of time. It began with a large-scale exhibition at the Nasher 
Museum of Art, where Lasch placed pre-Columbian artworks 
with their backs turned to the viewer. In front them hung 
large, rectangular black mirrors. After prolonged viewing, 
ghostly images of Spanish baroque paintings emerged from 
behind the dark sheets of glass, collapsing with the reflection 
of the pre-Columbian works and the viewer’s own face and 
body. FIRE & ICE (2018) was produced for the ice rink of 
Charlottesville’s Main Street Arena. It included an installation, 
fire performances, and a participatory candle vigil on the ice. 
Viewers joined the piece by skating, observed it from the ice 
rink wall, or were surprised by it from the street. The work is a 
celebration of the life of Heather Heyer, tragically killed at the 
same location in 2017. It also commemorates the Arena itself, 
produced as the last public event there before its demolition 
and relocation away from this historic site. 

Remembering Rekia Boyd: Black Girls, Public Art, and Feminist 
Futures
Salamishah Tillet, Rutgers University–Newark

“In the spirit of the lynching memorial, I propose a more 
radical remembrance of the victims of police violence,” 
Jamil Smith wrote in Rolling Stone in response to the police 
killing of the unarmed African American man Stephon Clarke. 
“Driving through many black neighborhoods in America, we 
see memorials painted in graffiti on the sides of buildings, 
complete with likenesses of the dead and tributes. We see 
them tattooed on the bodies of the bereaved. How about 
we go further?” Taking up Smith’s question as a point of 
departure, I discuss how A Long Walk Home, a Chicago-based 
nonprofit, engages African American girls and young women 
to design and build a monument to Rekia Boyd, an unarmed 
22-year-old woman who was shot in the back of her head by 
an off-duty police officer in North Lawndale. Considering how 
black women of police violence are often forgotten or ignored 
in discourses of racial justice, this talk reflects on how the 
very process of publicly monumentalizing this trauma not only 
interrupts narratives of black girl invisibility but simultaneously 
reclaims and fills in in those physical and mnemonic spaces 
with new futures and feminist possibilities. 
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the ghostly impression of ships. In Rocky Landscape with 
a Road Bordering a Gorge (Fig. 1) and Landscape with a 
Waterfall, lines of rigging and the ship’s bow cuts across the 
sky and the etched geological landscapes. Print scholars have 
noted that the spectral presence of the ships is due to the 
reuse of an earlier matrix. When Segers repurposed the matrix, 
he did not efface the marine imagery. Instead, its ontological 
trace became part of these later landscapes. As this paper will 
argue, spectral traces were crucial to Segers’ understanding 
of the intersections between the emerging merchant capitalist 
economy of 17th-century Amsterdam and the print market. His 
ships make present the ways in which matrices circulated in an 
economy not only of print but also of textiles, paper, porcelain, 
silver, sugar, and slaves. The ships offer a material meditation 
on paper itself—the pulp of which was made from the sails, 
ropes, and rigging of the shipping industry. In incorporating 
the image of a ship into his printed impression, Segers made 
present the raw materials that form the body of paper. In turn, 
this invokes the invisible bodies that became lost, displaced, 
and transformed through the emergent global trade and 
industry. In these spectral prints, Segers engaged how the 
world of merchant capitalism made invisible the haunting 
presence of bodies, labor, and the movement of capital in 
shaping the “Dutch Golden Age.” 

“Her Public Voice”: Teen Girls and Young Women in 
Ancient Contexts
Chair: Barbara Mendoza, Santa Monica College

Revealing a person’s public voice in the ancient world is a largely 
un-investigated topic. Often the study of women in art focuses 
on the representation of royal women or female deities; yet 
undoubtedly teen girls and young women existed and had a voice. 
Prior research on “children” or “female sexuality” in the art of the 
ancient world has already been discussed, but what of teen girls 
and/or young women do we know? Or can they tell us? What extant 
images do we have of them? What can these images tell us of their 
political, religious or public persona? For example, non-elite girls in 
ancient Egypt are sometimes represented in entertainment scenes 
of tomb paintings, either as dancing girls or servant girls. These are 
by far not the only contexts they appear in or appeared. Girls and 
young women played a large part in the advancement of skills and 
culture, such as making objects for their own use, playing a role in 
a deity’s cult, and the like. This panel seeks to explore the public 
voice of teen girls in ancient art, in form, content and context, as a 
critical approach to understanding their image in ancient art and 
culture. Speakers will present research focused on preteen and/or 
teen girls, or young women from the ancient world and seek to give 
these girls and young women a public voice.

Girls Aloud! Representations of Adolescent Girls and Young 
Women in Egyptian Art
Barbara Mendoza, Santa Monica College

Images of young and very young women in the ancient Near 
East, independent of their “sexual value,” appear rarely during 
the third and 2nd millennium BCE, with the exception of the 
pictorial and archaeological record from the ancient Egyptian 
civilization. In fact, ancient Egypt society was an innovator 
in producing representations of women in daily life. They 
certainly appeared in the “daily life” scenes painted on tomb 
walls, whether depicting elite women or women performing 
a variety of occupations and activities. Furthermore, female 

Radical Revivals: Printmaking in Lahore, ca. 1983
Gemma Sharpe

When the Pakistan National Council of Arts (PNCA) produced 
its first report in 1975, it dedicated an entire chapter to the 
absence of printmaking from the national art scene. Because 
the medium is a “process” for which the necessary equipment 
is currently unavailable, the report stated, printmaking as 
a “field of visual expression has been totally ignored.” This 
presentation describes how printmaking did find a place in 
Pakistan during the early 1980s when artist and activist Lala 
Rukh established a feminist screen-printing cooperative in 
her garden and the British Council donated a Hunter Penrose 
etching press to the National College of Arts (NCA) in 1983. 
Focusing on the NCA’s etching press as a site of complex local 
and international exchanges, this presentation examines the 
work of four printmakers in the NCA faculty: Zahoorul Akhlaq, 
Naazish Ataullah, Anwar Saeed, and Afshaar Malik. Taking 
cues from the writing of Geeta Kapur, this presentation views 
their work in the context of Zia ul Haq’s Islamic dictatorship 
(1977–1988) and argues that at the heart of their shared project 
was a critical delinking of nationalism, modernism, and Islamic 
visual tradition, all of which had been co-opted by Zia’s regime. 
Through printmaking, these artists renewed Pakistani art’s 
relationship to pre-modern forms on paper (especially Indo-
Persian miniature painting), assured the status of Islamic art as 
a source of progressive cultural appropriation, and suggested 
new equivalencies between paper and the canvas. 

The image is not a likeness: the concealed image and the contest 
of global art history
Elisabeth Stoney, Zayed University

The diffusion of the artwork, as a copy, in printed photographic 
reproduction, can be seen to have contributed to the invention 
of modern art history as much as exhibition, the written 
tract or the museum has done. With scientific veracity, the 
photographic print made possible the detailed documentation 
of artworks since the 19th century. The diffusion of 
photographic images of artworks was promoted as an aid to 
the legibility, conservation and the classification of individual 
works. Whether in an archive, textbook or magazine, the 
artwork in photo-reproduction became the measure of the 
authenticity of the work. This paper looks at the contemporary 
censorship of artworks in their photographic reproduction, 
across the arts pages of the popular British newspaper, 
the Financial Times, as distributed across the Middle East 
and Arabian Peninsula. The artworks in themselves are not 
cancelled or eradicated, rather it is their discourses that are 
interrupted, reshaped and deviated, in print. Parts of these 
views on the artworks are obscured by dark or opaque shapes, 
with masks or digital brushwork carefully applied in the design 
phase of newspaper production. The shapes are layers, like fig 
leaves, that intervene in the image. They signal the presence 
of an intermediate entity that dislocates the museum narrative 
in an interactive reinterpretation of art history for localized 
readers. With the legitimacy and the classification of artworks 
now openly in crisis in the negotiation of a global art history, 
my paper asks where this international dialogue, played out in 
the global press, might venture. 

Spectral Ships: Hercules Segers and Traces of Early Capital
Caroline Fowler, Princeton University

In two distinct landscape series of rocky gorges, the innovative 
Dutch printmaker Hercules Segers (1589–1638) incorporated 
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Many of these balls bear distinctive markings that indicate 
that they are made of wound thread, an object essential to 
women’s responsibility for textile production in the Greek world 
that might have rich symbolic overtones in the nuptial and 
sepulchral spheres, including the Fates’ spinning and snipping 
of the strands of human life. Other visual evidence from 
southern Italy, particularly the appearance of identical spheres 
offered to Persephone by girls of the famous Locrian votive 
pinakes, support this dual matrimonial-chthonic interpretation. 

Arrhephorai in the Parthenon Frieze: Young Women Dignified in 
Sacred Roles
Patrick Hunt, Stanford University

The Parthenon Frieze has been the subject of many debates, 
and the Arrhephorai vignette is no exception. From questions 
about the peplos ritual for Athena to the gender and age of 
the procession participants, so much is arguable, including 
the relative sizes of gods and humans in the overall frieze. 
Even if prior male Persian antecedents from the Persepolis 
Apadana with monumental staticity may not be an influence 
on purported Phidian modeling here, the dignity of the young 
female processants appears extremely important, suggesting 
this vital Athenian ritual task elevates them accordingly. Who 
they might be within Athenian societal hierarchies, what stage 
of their lives is represented and what their exact civic role 
might be remain provocative. 

Age before Beauty? The Case of the Missing Roman Girls
Eve D’Ambra, Vassar College

It is difficult to identify Roman girls in the body of portrait 
sculpture and funerary reliefs of the Imperial period. 
Inscriptions often give the names of girls, along with the name 
of the parents who dedicated the memorials, but ages of girls 
are not always included (when they are mentioned, it is to 
emphasize that they died before their time). Characteristics 
suggesting youthfulness or maturity are not clearly nor 
consistently depicted, and this ambiguity has been explained 
as a presenting a prospective view of the girls’ potential 
had they lived to marry and have children, the high point of 
womens’ lives in antiquity. Less studied is the adornment 
represented in girls’ portraits: hairstyles and jewelry. These 
also have not been considered to correlate to their age group. 
Yet, a closer look is in order, especially in cases at the margins 
(provincial portraits and those representing lower-status 
groups) in which the diffusion of Roman imperial styles allowed 
for differences in the depiction of beauty for Roman girls. 

Historic Libraries and the Historiography of Art
Chair: Jeanne-Marie Musto, Queens College, City University of  
New York

Historic libraries offer underutilized resources for understanding 
art history. This session explores the potential of such collections—
whether intended explicitly for the study of art or not—to deepen 
and broaden our interpretation of art historiography and its 
relationship to social, intellectual and geopolitical currents. Libraries 
significant for these purposes include those of Count Leopoldo 
Cicognara, Rodolfo Lanciani and the twelfth Duke of Osuna. 
Cicognara’s library, for example, offers a view of art scholarship at a 
key moment for shifting geopolitical conceptualizations of Europe. 
President of the Venetian Academy of Art when Venice transitioned 
from Napoleonic French to Habsburg Austrian control, Cicognara 

“craftspeople” must have existed, who crafted the necessary 
items for their own daily lives: cosmetic spoons, textiles, wigs, 
toys, basketry, etc., and some of these were even crafted in 
their own image, undoubtedly including representations of 
female figures on these objects. This talk surveys the available 
and extant artistic and archaeological record, seeking images 
of women and objects important to them, and highlights the 
public existence of young women in a society that, by even 
textual sources, reflects a higher status in the ancient world 
than most ancient societies of its time. The aim of this talk is 
to construct and reconstruct the individual nature and public 
persona of ancient Egyptian adolescent girls and young women 
of the 3rd and 2nd millennium BCE, to understand and add to 
their broader contextual framework and cultural implications in 
the ancient world. 

The (In)visible Daughters: Recovering the Young Female 
Experience in Etruscan and Praenestine Art
Bridget Sandhoff, University of Nebraska Omaha

Adolescent girls and young women appear infrequently 
in the literature and art of the ancient Mediterranean, 
including Etruria. Although elite Etruscan women led 
relatively autonomous lives, Etruria’s patriarchal society 
becomes apparent when the visual record demonstrated 
the preference for male children rather than female ones. 
While young Etruscan women were not subject to isolated 
works such as bronze votives, they do appear, incorporated 
into larger compositions on mirror engravings or tomb 
paintings. These instances can help reconstruct the adolescent 
female experience in Etruria. The aim of this paper is to 
conceptualize the life of an Etruscan girl through various 
examples of Etruscan and Praenestine art. It specifically 
examines objects such as engraved bronze mirrors, toiletries 
boxes, terracotta temple plaques, and tomb paintings. The 
“educational” representations on these works helped shape 
the next generation of elite Etruscan women. The artwork 
instructed girls on the value of a beautiful appearance, how 
to attract a mate, how to be a good mother, and how to be 
a loyal companion and worthy representative of her and her 
husband’s families. As the invisible young daughters of Etruria 
acquired adulthood status, they became the future visible 
matrons of their society. 

Belles of the Ball: Young Women, Marriage, and Chthonic Cult in 
South Italian Vase Painting
Keely Heuer, State University of New York at New Paltz

Anonymous youthful women play a prominent role in genre 
scenes on red-figure vases produced in Hellenized southern 
Italy and Sicily during the 4th century BC Their companions 
are beardless young men and Eros, strongly suggesting a 
context of courtship or matrimony. These figures carry a variety 
of objects, such as chests, offering bowls, and mirrors. One 
of the most common items held is a ball, which is rarely in 
male hands, but rather is closely affiliated with the feminine 
realm and Eros, a surprising pattern given that most girls 
in ancient Greece did not regularly participate in athletic 
events and other forms of rigorous exercise. At first, the ball 
is a plaything on South Italian vases and may have been 
a toy sacrificed by adolescent girls prior to their marriage. 
Over time, it increasingly appears in mortuary scenes, either 
carried by young women to the tomb as an offering or within 
the funerary monument itself, where it is suspended or held 
by representations of the deceased and their companions. 
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holdings and their imperial and national sentiments for Spain. 
In particular, I will consider the 1565 Mexican Pintura del 
gobernador, alcaldes y regidores (Pintura). This manuscript 
joined the BNE with the the Duke of Osuna’s holdings in 1886 
and like many other Mexican manuscripts, was bound as a 
European-style codex and held alongside other European 
works. The 18th-century formation of the Royal Library (later 
the National Library) was predicated on fashioning a national 
identity anchored in Iberian colonialism and imperialism. 
I argue that the possession of Mexican manuscripts in the 
BNE reverberates the colonial act of European extraction and 
collection. This paper will analyze how the BNE’s national 
agenda and nostalgic historical narrative is represented in the 
manner by which Mexican manuscripts were and continue to 
be considered today. 

Borrowing from Books: The Xu Family Library and the Use of Art 
History against Empire
Jennifer Purtle, University of Toronto

This paper argues that, in China’s Fujian province circa 1600, 
Xu Bo’s (1570–1642) library housed some 70,000 chapters 
(around 53,000 titles) of printed books used, among other 
things, to promote regionalist painting in an era of virulent 
political conflict over regional versus empire-wide culture, 
including the transfer of slurs between art criticism and 
political critique. Using my reconstruction of Xu’s lost Minhua 
ji (“Treatise on Fujian Painting”) this paper first surveys the 
titles held in Xu’s library to demonstrate his knowledge of 
the symbiotic art-historical and political debates of his era. 
Secondly, it traces the genealogy of the content of Xu’s treatise 
to titles in his library, titles that supported a regional painting 
history grounded in social networks, not painting style. Thirdly, 
it compares the genealogy of the content of regionalist painting 
criticism by Xu’s cousin, Xie Zhaozhe (1567–1624), to that of 
Xu’s treatise, revealing how titles in Xu’s library not cited in 
his own work facilitated his cousin’s writing of a regionalist 
painting history that privileged painting style. Fourthly, it notes 
that a regional history of Fujian painting written outside the 
region exhibits no familiarity with the titles owned by Xu Bo’s 
library. Together, these lines of inquiry demonstrate that one 
of the largest Ming dynasty libraries served as a repository for 
art-historical knowledge—disseminated in print—that enabled 
literati to write regionalist painting histories upholding the 
cultural status of their native region in the face of aggressive 
political movements that sought to eliminate regional cultural 
foundations of political power. 

Rodolfo Lanciani’s Revenge
Susan Dixon, La Salle University

At Rodolfo Lanciani’s death in 1929, his materials on ancient 
Rome were donated to two major libraries. His notes and 
sketches related to archaeology of Rome from c. 1870 to 
1914 were donated to the Vatican Libraries. His considerable 
collection of 16th- through 19th-century prints and drawings 
illustrating the art and architecture of ancient Rome were sold 
to the Biblioteca Nazionale di Archeologia e Storia d’Arte. 
Lanciani had used this material in his many archaeological 
publications, especially the Forma Urbis Romae, the map 
of a reconstructed ancient Rome, and the monographs on 
individual monuments, including the Pantheon, the Palatine 
Hill, and the House of the Vestal Virgins in the Roman Forum. 
Many of the documents in the Vatican collection were products 
of his position as inspector, and later overseer of excavations 

wished his library to contribute to Italy’s ability to compete for 
cultural eminence. For him, as for scholars throughout post-
Napoleonic Europe, study of artistic heritage and the shaping of 
nationhood went hand in hand. But his collection reflects more than 
patriotism. It underlines his effort to define an inchoate discipline 
through a wide spectrum of printed materials, including ephemera. 
It also demonstrates his active participation in art historical debates 
and connections with artists and arts administrators in Italy and 
beyond. His, Lanciani’s and Osuna’s libraries, formed in the late 18th 
through early 20th centuries, survive largely intact. Yet innovative 
analysis of collections that survive partially or in inventory form, 
such as that of Xu Bo (ca. 1600), can also provide richly rewarding 
evidence. By addressing these libraries using diverse methods and 
perspectives, this session seeks to expand avenues into the history 
of our discipline.

The Library of Leopoldo Cicognara: From Bibliophilic Collection 
to Scholarly Instrument 
Barbara Steindl

An inventory documenting Francesco Leopoldo Cicognara’s 
early years of book collecting allows us to examine the 
opportunities and strategies surrounding his acquisitions 
on the Italian and international book market, as well as the 
function of his collection as it shifted between bibliophilic and 
scholarly interests. Indeed, as indicated in the “Osservazioni 
sulla bibliomania” (1807), Cicognara particularly esteemed the 
latter as the true goal of book collecting. Archival evidence 
dates the beginnings of the collection to the year 1798, when 
the Count was stationed in Turin as envoy of the Cisalpine 
Republic and enjoyed contact with his French counterpart, the 
great scholar of Italian literature and collector of books, Pierre-
Louis Ginguené. It is only in 1802, however, that the decisive 
impulse to establish a comprehensive library of books on art 
and antiques, materializes. In that year, Cicognara was in Milan 
assiduously frequenting three artists: Giuseppe Bossi, Andrea 
Appiani and Giuseppe Longhi, the first two of whom were also 
owners of rich book collections. Indeed, it was his familiarity 
with contemporary art as much as his broad encyclopedic 
erudition that formed the basis of Cicognara’s studies. This 
was true from the important treatise “Del Bello” (1808)—first 
drafted in the vicinity of the three Milanese artists and finished 
in the presence of Canova’s work a few years later in Rome—
up to the monumental volumes of the “Storia della scultura” 
(1813–1818). 

Colonial, Imperial, and National Collecting: Mexican Manuscripts 
and Their Historical Positions in the Biblioteca Nacional de 
España
Dominique Polanco, University of Arizona

This paper seeks to elucidate the manners in which the 
modern-day Biblioteca Nacional de España (BNE) in Madrid 
has contributed to the colonial history of Mexico through 
its collection of early modern manuscripts. In 1949, the BNE 
established a Latin American department, which included 
manuscripts and documents from numerous colonial 
holdings. This department was later dissolved in 1992 and its 
holdings were subsequently placed into different collections 
throughout the BNE. By the very act of creating and destroying 
this collection, the Spanish library essentially removed 
the significance of important art works and objects from 
Latin America, which subsequently influenced the Spanish 
historiography of Mexican codices. In this presentation, specific 
manuscripts will be discussed in relation to the BNE’s colonial 
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nationalist thinking leading to the most global phenomenon. 
At the heart of this mechanism lies Paik’s arbitrary construction 
of historical narrative that challenges orthodox history, such 
as placing Alexander the Great next to Tangun, the first king 
of Korea, who are factually unrelated either chronologically or 
geographically. This paper uncovers a publication fabricating 
ancient Korea’s extension to Eurasia that Paik utilized, 
subverting its jingoist view into a fascinating history of cultural 
hybridity and globalization. This pattern beautifully justifies 
Paik being the German representative as the regional theme of 
divided Germany turned into that of global cultural exchanges. 
Electronic Superhighway, in which Paik had previously 
proposed the broadband information highway, adds to the 
interpretation as a metaphor for the importance of cultural 
exchanges for the invention of scientific breakthroughs, as 
history has shown. 

Empathic Audition
Jaewook Lee, School of Visual Arts

Empathic Audition (2017) is a single-channel video that 
revisits the historical letter written by Lee Woo Geun, a South 
Korean student soldier during the Korean War. The letter 
was written a day before he was killed by the North Korean 
troops. The letter, which was meant to be sent to his mother, 
was discovered on his corpse. In the video, two actors read 
the letter as if they were the student soldier during the war. 
While the actors imagine the severe situation of the war, an 
EEG (Electroencephalography) machine, a device that tracks 
the fluctuations in electrical processes of the brain, scans 
their brainwaves. When the actors feel strong empathy, their 
brainwaves are highly activated. Each sentence is followed by 
a short sequence of pictures of the Korean War projected on 
smoke. The ephemeral nature of smoke evokes the concept of 
memory. Memory is an event of the past, but the memory stays 
around one’s mind even though it is not out there anymore. 
Sometimes big social memories like wars stay in people’s 
minds from generation to generation, and they affect human 
behaviors. Since the two Koreas are still divided, the trauma of 
the war still exists. The video allows the viewer to see how the 
actors feel the pain of the soldier. And the viewer is also able to 
feel the pain through the actors’ faces and voices. The feeling 
of the soldier in the past is transferred to the viewers in the 
present through the actors. 

When the Photographs Refuse to Speak: Oh Hein-kuhn’s 
Gwangju Story 
Boyoung Chang, Rutgers, State University of New Jersey

What does it mean to reenact a traumatic event after 15 
years? How can photography narrate the past under an 
entirely different political context? What if photographs 
decline to perform the expected role? This paper discusses 
a photographic series, Gwangju Story (Oh Hein-kuhn, 1995), 
whose impassive images refuse to speak in layered structures. 
The series documents the filming of a movie recreating the 
Gwangju Uprising, a bloody democratic struggle that took 
place in Gwangju, Korea, in May 1980. The Uprising provides 
the narrative for both the film and the photographs, and also 
the physical location where they were shot. Additionally, 
Gwangju citizens—including those who experienced the 
Uprising—joined the reenactment to “act” their roles. The 
political realities of 1995 are incorporated by the inclusion 
of civic groups demanding the truth about the Uprising and 
by having real policemen oversee the filming. Thus, the past 

of Rome, for the national service as well as the municipal 
commission, beginning in 1870. His career as archaeologist 
ended after two decades, when Lanciani was dismissed 
from the service. He subsequently endured international 
criticism for not using au currant excavations methods and for 
adhering to positivistic approaches to interpreting the past. 
Today, no serious study of the monuments and topography of 
ancient Rome is undertaken without consultation of Lanciani’s 
extensive and comprehensive archives. This presentation 
considers the fortunes of Lanciani’s career in classical 
archaeology as it is related to the circumstances of the 
collections, and the enduring position that his well-developed 
and well-organized archival material holds in the study of 
ancient Roman art and architecture. 

History of the Future: Curious Cases of Reconstructing 
History in Contemporary Korean Visual Culture
Chairs: Boyoung Chang, Rutgers, State University of New Jersey; 
Gyung Eun Oh, Sangmyung University

What does it mean to revisit and reinvent history in the present 
tense? How do history and its cultural representations relate to 
each other to address various issues in contemporary society? 
Challenging the linear concept of temporality in chronicling the 
past, the present, and the future, this panel demonstrates how 
contemporary Korean culture appropriates history as usable 
ingredients to visualize not-yet-realized aspirations, exemplifying 
contemporary visual culture. Oscillating between the past and the 
present, memory and history, private and public, fact and fiction, 
contemporary visual culture reinvents the past to envision the 
future. This panel presents various methods of representation 
from the vastly public medium of popular film to fine arts media of 
photography, video, installation, and performance, and attempts 
at unconventional formats with an on-site performance project. 
While the cases revisit historical moments from an extensive time 
frame of Korean history, from ancient Korea, to the 18th century 
Chŏson Dynasty and up to modern Korea of the 1950s and 1980s to 
reincarnate them in the late 20th and 21st centuries, they intersect 
with global cultures of Germany and the US, eliciting international 
appeal. Such ostensible contradictions between the subject matter 
of the past and technologically advanced mediums of the present, 
and coupled with national history and global topics, perfectly 
epitomize Korean society and the drastic transition to democracy, 
capitalism and globalization which it has undergone, placing the 
Korea’s culture in ongoing conversations with global cultures.

What’s Tangun Got to Do with Alexander the Great? Nam June 
Paik’s Erroneous View of History
Gyung Eun Oh, Sangmyung University

For the German Pavilion of the 1993 Venice Biennale, Nam 
June Paik, a Korean-born artist, materialized the journey 
of Marco Polo, a Venetian who traveled to the Far East and 
transmitted its commodities and culture back to the West—
foreshadowing Paik’s own contribution to Western art. This 
paper exposes the exhibition’s layered meanings by analyzing 
the installation structure: two wings each housing a series 
of video sculptures representing historical figures, and a 
multichannel video installation titled Electronic Superhighway. 
I propose a new way of reading this exhibition as a feedback 
mechanism of polar opposites urging cultural revolutions: 
Asian culture stimulating Western civilization, ancient history 
sparking the cutting-edge scientific inventions and extreme 
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physiological effects of harassment; formal reporting strategies—
does the system work; backlash and repercussions in the academy.

A Guide to Upsetting Rape Culture
Hannah Brancato, FORCE: Upsetting Rape Culture

Activists fighting rape on college campuses face constant 
opposition. Many administrations continue to put PR before 
the well being of survivors, and the recent roll back of Title 
IX regulations will, again, discourage victims from reporting. 
In this environment, FORCE: Upsetting Rape Culture creates 
needed space for survivors to be affirmed, to refuel, and to 
organize together. In 2010, FORCE began creating public 
art that faces the realities of sexual and domestic violence, 
envisioning a world where sex is empowering and pleasurable 
rather than coercive and violent. They orchestrate consent-
themed culture jams, large format projections featuring 
survivor’s testimonials, and poetry events to honor Black 
women who are criminalized for self-defense. FORCE 
launched the Monument Quilt in 2013—a collection of stories 
from survivors of rape and abuse, bearing stories of trauma 
alongside affirming messages like, “You are not alone.” 
The growing Monument Quilt includes over 2,500 red quilt 
squares, which literally blanket the ground in public venues 
to create and demand space to heal. FORCE brings sharp 
focus to how rape culture relies on white supremacy through 
partnerships and calls to action on various issues, including 
tribal sovereignty. The Monument Quilt has been displayed 
on twenty college campuses, from Baltimore to San Francisco 
to Chicago. Countless quilt workshops have been organized 
on campuses as safe spaces for survivors. FORCE co-founder 
Hannah Brancato will discuss FORCE’s projects, the collective’s 
role in changing language about abuse, and techniques for 
faculty and students to resist rape culture on campus. 

Against My Will: A Multigenerational Collaboration with Sexual 
Assault Survivors
Traci Molloy, Independent Artist and Education Activist

Trauma is a deeply disturbing, distressing experience that 
can leave a permanent scar on the psyche. According to a 
2016 Justice Department survey, it is estimated that one 
in five college aged women (18–24) will experience some 
form of sexual assault during their school tenure, including 
rape, forced kissing, touching, or grabbing. This statistic has 
remained unchanged for nearly 30 years. This presentation will 
discuss Against My Will, a site-specific installation featuring 
22 double-sided vinyl light post banners made in partnership 
with individuals that experienced trauma due to sexual assault. 
The images were created in collaboration with artist and 
activist, Traci Molloy, 10 current Alfred University students, and 
12 Alfred alumni. The participants, all cisgender women, are 
survivors of rape, sexual assault and/or sexual harassment. The 
sexual violation could have occurred while the women were 
students at Alfred, or at any juncture in their life. Many of the 
project’s participants had never shared their assault stories 
prior to this collaboration. On April 18, 2018, Alfred University 
staged a 90-minute performative panel on sexual assault 
concurrent with the opening of Against My Will. The lecture will 
focus on the role art can provide in terms of engendering social 
justice, providing a platform of communication for traumatized, 
disempowered individuals, and serving as a catalyst for 
change, while simultaneously functioning as an aesthetic 
object. The presentation will also touch upon the difficulties 
that arose while creating this public project and panel 

intertwines with the present; fact and fiction overlap; and 
memories and personal experiences are incorporated into 
existing history. Contradicting this heightened complexity, Oh’s 
photographs are muted documentary images that disguise 
their constructedness by being full of uncertainty and lacking 
violence or drama that would evoke empathy. I argue that 
Gwangju Story reflects the unfixed status of the Uprising 
in history while also resisting impetuous reinvention of its 
meaning at the rapid transition to democracy. In line with 
studies that question how to memorialize and incorporate 
trauma into history, this paper provides a nonconventional way 
to remember the past by avoiding mythicization. 

Nostalgia in Sagŭk Films, a Universal Melodramatic Quest for 
Innocence
Saena Dozier, University of Minnesota

The emergence of South Korea as an economic superpower 
has coincided with the rise in popularity of sagŭk, a genre 
of film set in the premodern era based on real historical 
events and the lives of actual historical figures blended 
with strong fictional elements. This paper examines the 
interactive workings among nostalgia, melodrama, and 
prosthetic memory in sagŭk. Contemporary sagŭk filmmakers 
of historical epics formulate their themes and narrative 
content in ways that speak to collective desires that are 
not framed by nation but promote the universally gratifying 
messages of identification, affinity, and inclusivity. An analysis 
of Lee Jae-gyu’s 2014 Fatal Encounter demonstrates that 
viewers nostalgically gaze at desirable human qualities and 
utopian social interactions, which evoke a universal space 
of innocence. Such innocence seems no longer available 
in the late capitalistic society of South Korea. I argue that 
Korean historical visual representations of the 2000s no 
longer reflect the uniform subjectivity of the minjok (national 
subject) by presenting traumatized Korean history or evoking 
identification with the shared affects of chong (emotions) or 
han (ineffable sorrow). Instead, the popularity of the sagŭk 
genre comes from the audience’s substantive desire to return 
to a space of innocence, a fictional time and space where 
desirable humanness and utopian social reactions exist within 
a collective community. In contrast to much of the work that 
emphasizes the ideological conventions and nationalistic 
tendencies of historical fiction as a genre, my conclusion 
corroborates the transformation of historical fiction into a post-
nationalistic genre. 

Hot and Bothered: Tackling Sexual Harassment and 
Assault in Higher Education
The Feminist Art Project
Chairs: Anonda Bell; Rutgers University; Connie Tell, Rutgers 
University, The Feminist Art Project

Attending or working in a place of higher learning comes with 
inherent dangers—40% of female identified faculty and 30% of 
female identified staff experience sexual harassment, and one 
quarter of all female identified students are assaulted while 
attending college. This panel will present artists, feminist scholars, 
and academics who have responded to this phenomenon. 
Topics include: artists’ strategies for affective responses; how 
representation of gender stereotypes fuel the phenomenon; how 
artists can challenge and change a culture which normalizes 
harassment and toxic “rape culture” within educational settings; the 
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collaboration along with technological resources that enable 
aesthetics to engender interaction between humans and things 
in unprecedented ways that have the potential to improve our 
wellbeing and that of our environment. From architectural to health 
design, this session reports new findings from human-centered 
design research and touts the affordances (and constraints) of its 
approaches to addressing poverty, pain, homelessness, the criminal 
justice system, and environmental stewardship.

Design Thinking in the Third World: A Case Study of Women and 
Craft in Morocco
Ann Shafer, Fashion Institute of Technology, State University of  
New York

This paper examines the current wave of enthusiasm for 
design thinking and its relevance for social entrepreneurship 
in the third world. In innovation hubs across the United 
States and beyond, the human-centered approach of design 
thinking has recently been touted as the panacea to end 
all technical conundrums and social crises. While success 
stories span the globe, however, the actual practice of this 
method in the third world presents many challenges. There, 
layered economic and social dynamics threaten to crush 
the designer’s superhero intentions. This paper examines 
one case study in Morocco: craftswomen—some of the most 
underprivileged and underrepresented groups in a country 
built on the backs of the poor. Through a firsthand account of 
a design-training project for women in the artisanal arts, we 
see how the designer’s work naturally opens up a vast terrain 
of complex and politically sensitive issues. In this scenario, the 
means of reaching immediate and long-term goals are often 
difficult to assess and slow to realize. Here, design thinking 
itself is challenged to evolve. Ultimately, the situation of these 
women, in one of the poorest and most marginalized regions 
of Morocco, suggests new mobilization techniques in the 
design community, to connect its practitioners globally and 
to transform the lives of these women and other groups who 
might otherwise be forgotten. 

Architectural Design Characteristics, Uses, and Perceptions of 
Community Spaces in Permanent Supportive Housing
Yelena McLane, Florida State University

People experiencing homelessness often face recoveries 
complicated by mental disability, substance abuse, and 
trauma. They can withdraw into self-imposed isolation and 
avoid important support services, making recovery more 
difficult. Affirmative relationships developed, in part, within 
the designed settings of transitional housing play a significant 
role in countering these tendencies. The presence and 
effectiveness of communal gathering spaces in supportive 
housing must be better understood as a design problem, 
particularly given users’ diverse ages, ethnicities, and 
health needs, which effectively inclusive environments must 
accommodate. In recent decades, architecture as a discipline 
has pivoted towards human-centered approaches, with 
dignity and well-being at center stage. Richard Buchanan 
has observed, however, that design practitioners may not 
be “capable of carrying out the successful work” needed 
to solve problems caused by forces weightier than design 
alone—economic and structural barriers to equality and 
self-actualization. This study acknowledges the need for 
interdisciplinarity through the application of social science-
based methods and spatial analytics to the end of improving 
interior spaces key to the recovery process. This study 

presentation, ranging from the emotional and psychological, to 
institutional, bureaucratic, and financial. 

Fourth Wave Czech Made: Resisting Harassment in Academia in 
Central and Eastern European Context
Zuzana Štefková, Charles University

On December 18, 2016, a group of students of four major 
Czech art colleges got together under the name Fourth Wave 
and published a video critiquing ubiquitous sexism present 
at their respective institutions. The gesture of resistance 
had a considerable impact within Czech art circles and was 
soon followed by a formation of an initiative entitled Codex 
of Feminist (Art) Institution seeking to outline and promote 
feminist values in art institutions. A vital source of inspiration 
for this initiative was the feminist led Academy of Fine Arts 
Vienna that could serve as a model of feminist educational 
art institution. This paper uses the three platforms/places of 
feminist activism and practice as material of an inquiry into the 
resistance to and prevention of sexual harassment. Based on 
interviews with members of the Fourth Wave group, employees 
of the Academy of Fine Arts Vienna, and Czech women art 
professors with feminist leaning, the paper discusses the 
following questions: What strategies can be applied on the 
institutional level to grapple with various forms of sexual 
harassment? What changes should be introduced in study 
programs, teaching methods, and staff recruitment processes 
in order to prevent sexism that fuels sexual harassment? What 
are the challenges of building a harassment free art academy? 
Overall, this paper deepens our understanding of strategies of 
combating and preventing sexual harassment in the context of 
art institutions. 

30 Years of “I Never Called It Rape”: A Retrospective on the 
Landmark Study on College Rape
Salamishah Tillet, Rutgers University–Newark

In 1994, journalist Robin Warshaw published I Never Called It 
Rape: The Ms. Report on Recognizing, Fighting, and Surviving 
Date and Acquaintance Rape based on the first comprehensive 
study on campus sexual assault and acquaintance rape 
conducted by psychologist Mary P. Koss. While the book helped 
established concepts like “date rape” and familiarize the public 
with the statistic that “1 in 4” college women will be a victim of 
rape or attempted rape in her lifetime, it also produced a new 
cottage industry of critics, like writer Katie Rophie, who sought 
to undermine the validity of Koss’s research and Warshaw’s 
interviews with female rape survivors. This paper will reflect 
on the legacy of this landmark book, its role in shaping our 
contemporary research and discourse on sexual violence in 
higher education, and the limits and potential of Warshaw’s 
subjects in our era of #MeToo and beyond. 

Human-Centered Design Research
Chair: Audrey Bennett, University of Michigan

Today, there are a plethora of social issues in the world that deserve 
the attention and, more importantly, the expertise of designers. 
These global challenges tend to be wicked by nature in that they 
may traverse intellectual, ethnic, political, economic, gender, age, 
geographic, and other cultural boundaries and, thus, require the 
expertise of different disciplines as well as the people they impact. 
To address these cross-cultural challenges, the discipline of design 
provides research methods for transdisciplinary and intercultural 
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sharing design templates and artifacts in order to improve the 
efficiency of infrastructure and to reduce our footprint on the 
planet. 

The Semiotics of Pain: Examining the Communication of Pain 
Across Languages
Kelly (Guewon) Park, The University of Texas at Dallas; Cassini Nazir, 
The University of Texas at Dallas

Pain affects more Americans than diabetes, heart disease, 
and cancer combined. It is the most common reason to visit 
a doctor’s office and a leading cause of increased healthcare 
costs. In healthcare settings, pain is traditionally assessed 
using the Wong-Baker FACES method or the McGill Pain 
Questionnaire, requiring patients to read and comprehend 
more than 150 words and answer 78 questions. Such 
assessments are challenging even for native English speakers. 
Low English-proficiency (LEP) patients—whose first language 
is not English and may not comprehend or speak English—
are especially disadvantaged. How might we communicate 
the complexities and subtleties of pain when language and 
cultural experience are incongruous between patient and 
provider? How can design be used to enable greater agency 
in patients? The Semiotics of Pain explores these questions 
through a variety of human-centered design research methods 
and seeks to address how visualization of pain can be used 
to communicate three major aspects of their pain: location, 
characteristics, and intensity. 

Humanism and 20th-Century Architecture
Society of Architectural Historians
Chair: Dale Gyure, Lawrence Technological University

“Humanism” has been a vital component of architecture for many 
of the leading figures of the last 150 years, but the true nature of 
its influence has yet to be determined. It first engaged modern 
architects through Geoffrey Scott’s version of 19th-century German 
empathy theory. Shortly after World War II humanism reemerged in 
Western culture in different guises; in architecture, Lewis Mumford 
promoted the Bay Region Style as a “humane” alternative to the 
functionally obsessed International Style while Rudolf Wittkower 
rejected mystical correlations between body and building to recast 
the Renaissance interest in proportions as a new type of symbolic 
form. At the same time, Corbusier crafted his Modulor system 
around the dimensions of the human body and Alvar Aalto proudly 
declared his architecture to be humanist. Critics like Vincent 
Scully and William Jordy offered competing explanations of the 
term while acknowledging its importance. During the Cold War, 
humanism became tied to the freedom of American democracy. 
Later in the century, humanism became a target for theorists like 
Peter Eisenman due to its association with what was viewed as 
a bankrupt modernist approach. Humanism’s centrality to 20th-
century architecture is indisputable, but the true nature of its 
impact is elusive: confusion lingers over what the concept actually 
meant and how it contributed to theoretical discourse. This session 
seeks to define and understand the various uses of “humanism” in 
architecture since the late 19th century.

posits that the success of resident gathering spaces may 
be influenced by a range of sociospatial design factors 
(i.e., visibility and ease of access, adjacencies, access to 
daylight and views, furniture types and layout) together with 
facility policies and events programming. The authors use a 
combination of Space Syntax, surveys, and qualitative tools to 
analyze two contrasting layouts in supportive housing locations 
in the United Kingdom and California, drawing conclusions that 
will steer the development of typologies for similar facilities. 

User Experience of Navigating Public Space
Michele Washington, Columbia University Community Scholar

The intersection between public space and interactivity is 
deeply rooted in the visitor’s experience through a multiplicity 
of research methods often based on storytelling and user 
interactions derived from the design. In the development 
of exhibitions and public spaces, the uses of interactivity 
and technology are experienced through the various ways 
people navigate spaces. Therefore the availability of human-
centered design research methods like participatory design 
and gamification help designers address the systematic 
issues for accessibility and usability in public spaces; many 
of these methods have become common when interfacing 
with technology, product design, and spatial navigation. Now 
designers must create more flexible built environments, taking 
into consideration storytelling and people-based experiences 
necessary for exploring alternative ways to navigate these public 
spaces. Innovation is often linked between designers and the 
needs of end-users seeking knowledge for learning new ways of 
mastering such challenges with navigating the built environment. 
This presentation explores two case studies of how a graduate 
exhibition and experience design students have utilized 
human-centered design methods with two projects: Interactive 
wayfinding systems where accessibility, language, and mobility 
issues are explored; and Prison Visitors Center where the 
design educates visitors on the history of the prison, effects of 
mass incarceration, and disparity in the criminal justice system. 
These projects are intended to challenge interactive methods 
and reexamine human-centered versus people-centered, offer 
insights into how hyper-empathy and demographics shift the 
narrative, and determine how or why technology matters with 
storytelling and the visitor’s experience. 

Nudging People to Use Revolving Doors: Improving the Choice 
Architecture at Building Entryways
Andrew Shea, Parsons School of Design

Revolving doors help to stabilize building temperatures and 
reduce the amount of wind, rain, snow, dust, and noise that 
enter buildings. A 2006 study found that a building would 
save $7,500 per year, 14.6 tons of CO2, and enough energy 
to heat five homes every year if everyone used its revolving 
doors. Despite these benefits, people only choose to use 
revolving doors 30 percent of the time and instead opt to 
use swinging doors. Ongoing research shows that this is a 
habituated action; a condition some behavioral psychologist 
call being “integrated” with our environments. How might 
we nudge more people to use revolving doors? This question 
prompted an integrated design approach that resulted in an 
open-source toolkit that can be installed at any set of revolving 
doors, as well as a device that sonifies the motion of revolving 
doors, in order to increase their use. This project considers 
how we might design solutions that verifiably change people’s 
behaviors in physical spaces. It also promotes the practice of 
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Siegfried Giedion and Bruno Zevi: Two Architectural Visions,  
One Humanism
Karine Daufenbach; Anat Falbel

A loss of faith in progress accompanied the end of World War 
II. Among other intellectuals, Theodor Adorno declared that 
“living is not practically possible,” making reference to the 
modern architecture which emerged from within the same 
rationalist culture that led to the “mechanized barbarism” 
as identified by Sigfried Giedion. Effectively, in the field of 
architecture architects and historians were seeking to outline 
the form and structure of a humanized new space. To face 
the challenge proposed by the session Humanism and 20th-
Century Architecture, we would like to discuss the postwar 
formulations of two architectural historians, Sigfried Giedion 
and Bruno Zevi, who had lived the exile experience in America 
during World War II. It was as refugees that both scholars 
began to develop new conceptions regarding a humanized 
architecture. Hence, if for Giedion the new space would be 
the one that could establish a balance between individual and 
collective spheres as well as the organic environment and 
the artificial surroundings promoting the encounter between 
man and man, for Zevi the organic architecture meant a 
new democratic civilization. Despite the historiographical 
and theoretical discussions which arose between the two 
historians regarding either the CIAM’s position (1949) or the 
recognition of “other” modern architectural expressions, our 
proposal suggests that the intellectual affinities between 
Giedion and Zevi, as well as their approach towards a 
humanized architecture, were much more profound than their 
disagreements and have a clear motto: the struggle against 
fascisms and an architecture for the “man of the street.” 

Mendelsohn’s Humanism and the Hadassah Hospital
Kathryn O’Rourke

The humanistic narrative inherited from antiquity and the 
Renaissance centered on the triumphant fusion of reason and 
art, often as it concerned the body. While enduringly influential, 
in the 20th century, humanism of this sort risked sacrificing the 
cathartic encounters with doubt and anxiety that were, by the 
1930s, widely recognized as hallmarks of modern experience. 
Focusing on Erich Mendelsohn’s Hadassah Hospital at Mount 
Scopus in Jerusalem (1935–1939), this paper argues that 
humanism was an intellectual foundation for the architect’s 
work in British Mandate Palestine. It proposes that one use of 
humanism in 20th-century architecture was as a theoretical 
complement and, at times, as a foil to formal archaism. 
Archaizing buildings like the hospital estranged viewers by 
evoking architecture’s deep past through materials, forms, and 
relationships to their sites. Humanism regrounded them in the 
present. Mendelsohn’s humanism manifest chiefly in three ways: 
as research into architectural history, in his arguments against 
the hegemony of science, technology, and capitalism, and as 
a basis of his simultaneous support of Zionism and a liberal 
international order. As the horrors that mechanization could 
unleash became clear, Mendelsohn endeavored to extend the 
best aspects of the humanistic tradition while resisting historicist 
monumentality and the sensual pleasures of Art Deco, both of 
which seemed to offer answers rather than raising questions. 
Coming between the influential texts by Scott and Wittkower, 
Mendelsohn’s work suggests that the roots of the more familiar 
humanism of postwar modernism lay in the 1930s. 

Geoffrey Scott’s American Audience
Marie Frank

In the January 1915 issue of The Dial, the young architect 
and historian Fiske Kimball contributed a review of Geoffrey 
Scott’s recent book, The Architecture of Humanism: A Study in 
the History of Taste (1914). The book had taken architectural 
circles by storm both for its wit and rhetorical skill, as well 
as for its championship of Renaissance architecture on 
the basis of contemporary German empathy theory. With 
his typical incisiveness, Kimball went straight to the point: 
while acknowledging the value of Scott’s identification of 
“fallacies” in 19th-century criticism, he pointed out that Scott 
committed one of his own. “The substitute which he has to 
offer, the “humanist” evaluation, is not, we find, the theory 
of the humanists themselves, but a modern psychological 
doctrine, humanist only in a curious sense—Professor Lipps’s 
theory of Einfühlung.” For Kimball, empathy theory was guilty 
of the pathetic fallacy—the injection of human emotions on 
to an inanimate object. However, Kimball affirmed Scott’s 
attention to the abstract principles of Renaissance architecture: 
“mass, space, line, and coherence are the true language of 
architecture.” Kimball wrote the review just as he completed 
his groundbreaking book, Thomas Jefferson, Architect (1916) 
a study that privileged the “architectural thought” in drawings 
over the experience of buildings themselves. This paper will 
use Kimball’s review and subsequent scholarship to identify 
a trajectory in American architectural history writing that 
countered the more empathy-based publications of later 
architectural historians such as Vincent Scully, who Kimball 
also reviewed. 

Monistic Modernism: Soviet Architectural Theory between 
Humanism and Antihumanism
Alla Vronskaya, Swiss Federal Institute of Technology (ETH), Zurich

Following Vladimir Paperny’s seminal Culture Two (1985), 
generations of scholars of Soviet Interwar architecture have 
pondered upon the transition from the progressive humanist 
avant-garde to the totalitarian, anti-humanist “Stalinist” 
architecture. My presentation will suggest that this turnaround 
was due not only to architects’ personal weaknesses or the 
cruelties of the political dictatorship; instead, it was enabled 
by the concept of the human with which Soviet architects 
operated. Based on an analysis of Soviet Interwar architectural 
theory (the writings of El Lissitzky, Moisei Ginzburg, Alexander 
Rozenberg, and Nikolai Ladovsky), I will argue that this concept 
was informed by monism—a transdisciplinary and transnational 
discourse that, aiming to overcome the philosophical opposition 
of materialism and idealism, elaborated a biological notion 
of the human. Shaped by the neo-Lamarckism of its creator, 
biologist Ernst Haeckel, and by the energetism of chemist 
Wilhelm Ostwald, who succeeded to Haeckel as the president 
of the German Monistic League, as well as by the vitalism of 
their leading Soviet advocate, influential aesthetic thinker 
Anatoly Lunacharsky, monism construed the human not as an 
individual, but as the species-subject (homo sapiens). From a 
monistic perspective, architecture emerged as a man-made 
environment—a key adaptational mechanism created by human 
culture. Embodying the humanist promise of the unfolding of 
fully developed personality, monistic architecture aimed to 
fulfill this promise by means that today would be classified as 
the opposite of humanist: by using the environment to trigger 
psychophysiological responses and unconscious drives. 
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Fashioning Feminism: Flapper Styles and the Politics of Women’s 
Freedom in the 1920s
Einav Rabinovitch-Fox, Case Western Reserve University

During the 1920s women’s fashions went through significant 
transformations as silhouettes became straight and skirts 
hemlines reached the knee, revealing women’s legs for the 
first time in modern fashion history. Providing physical comfort 
and mobility, these styles both enabled and reflected the new 
political, sexual, and social freedoms American women were 
beginning to claim, epitomized by the image of the flapper. 
Asserting their rights to an equal place in the work force and 
greater freedom to celebrate and express one’s own sexuality, 
flappers and their appearance became the center of debates 
around women’s new role in society and the realignment of 
gender roles in 1920s America. Although both contemporaries 
and historians questioned flappers’ commitment to feminist 
politics, this paper, by focusing on the debates over skirts 
hemlines and the meaning attributed to them, considers the 
flapper as a political figure and a feminist icon, pointing to the 
ways political meanings are being articulated through fashion 
and consumerism. It argues that fashion became instrumental 
to the mainstreaming of feminist ideas and the creation 
of a new political culture that was based on appearance, 
sexuality, and youth. In their adherence to the short skirt and 
the freedoms it allowed them, flappers formed a model of 
feminist activism outside of formal political movements, which 
offered to define feminism in new ways and to turn fashion 
into a means of political empowerment. Rather than being 
disconnected from politics, fashion thus was intertwined with 
contemporaries’ understanding of feminism and the modern 
woman in the 1920s. 

Ideals, Desires, Fabrications, and Compromises: 
Aspects of Gender in Art

In Bed with Monet
Andrew Shelton, Ohio State University

In a provocative but largely intuitive, theoretically undeveloped 
essay, Kermit Champa suggested that the collaboration 
between Claude Monet and Frédéric Bazille may have been 
structured in accordance with emotional and even romantic 
as opposed to purely professional protocols. This paper 
proposes to revisit Champa’s hypothesis in relation to one of 
the most extraordinary portraits of the entire 19th century: 
The Improvised Field Hospital. Painted by Bazille in August 
1865, the picture represents Monet recuperating in bed from 
a leg injury he suffered while working in the Barbizon Forest 
on his most ambitious canvas to date: the ill-fated Déjeuner 
sur l’herbe. Bazille, who had been summoned to Barbizon 
to pose for this painting, seized upon Monet’s injury to 
effectively turn the tables on his demanding and imperious 
friend; instead of the passive and compliant, dandified 
(and essentially feminized) model posing for Monet, Bazille 
becomes the dominant member of the partnership, first rigging 
the immobilizing “field hospital” and then subjecting his friend 
to a degree of specularization, objectification and eroticization 
that is virtually unparalleled in 19th-century male portraiture. 
When discussed at all, The Improvised Field Hospital tends to 
be examined in terms of its most striking formal characteristics, 
namely its exquisite tonal harmonies and precociously fluid 
technique; this paper seeks to position these features less in 
relation to the emerging protocols of Impressionism than as 

Icons of the Midwest: Elizabeth Hawes at the 
Cincinnati Art Museum and Feminism in American 
Fashion
Midwest Art History Society
Chairs: Heidi Hornik; Paula Wisotzki, Loyola University Chicago

Fashion and feminists have often clashed. The assumption that 
fashion is degrading to women has made it a flash point. But there 
have been many moments in history when fashion has empowered 
women and advanced feminist beliefs. Focusing on the collection of 
garments and writings by the American fashion designer Elizabeth 
Hawes at the Cincinnati Art Museum, this session will address 
various issues pertaining to body image and fashion in 20th-century 
America. Themes to be addressed include the reevaluation of 
the flapper as a form of female empowerment, the emergence of 
designs for plus sizes in the ready-to-wear industry, and Elizabeth 
Hawes as an early exponent of the reevaluation of women’s roles.

Elizabeth Hawes and the Feminine Mystique
Cynthia Amnéus, Cincinnati Art Museum

Known by few, Elizabeth Hawes (1903–1971) is generally 
regarded among fashion scholars as one of the very first 
American couturiers. She opened her salon in New York in 
1928 with designs that were well ahead of their time—an 
indication of everything she thought and did throughout her 
life. Hawes’ approached clothing design by delving into the 
psyche of the client whether a wealthy socialite or the common 
man or woman. For Hawes, clothing was a direct expression 
of one’s self. She felt that one should have control over the 
style of clothing one wore and that it did not have to follow 
or be dictated by the fashion industry. In the 1930s, Hawes 
forecasted styles that were not realized until the 1960s. Author 
of a total of ten books, Anything But Love (1948) was a diatribe 
against the “happy housewife” role that women were expected 
to fulfill. Hawes examines how the media, the male patriarchal 
system, and women themselves eagerly indoctrinated the 
next generation to accept a proscribed role as homemakers 
and mothers. Written fifteen years before Betty Friedan’s, The 
Feminine Mystique (1963), Anything But Love debunks some of 
the most basic myths about American women’s lives. Like her 
fashion designs, Hawes’ ideas about women’s roles were far 
ahead of her time. This presentation will explore the designer’s 
avant-garde ideas within the realms of fashion, politics, and 
female roles in the United States. 

The Stout Woman’s Body During the Emergence of the Ready-to-
Wear Industry
Carmen Keist, Bradley University

During the emergence of the ready-to-wear industry in the 
first quarter of the 20th century, marginalizing the stout (an 
earlier term for plus-size) woman’s body was commonplace. 
This presentation discusses the language and tactics used to 
describe and contain the non-conforming stout body. Published 
sources called stout women sad, awkward, a physical 
deformity, distressingly disturbing, and ugly. This terminology 
emerged into the stereotypes often used today to describe fat 
people like stupid, lazy, smelly, unhealthy, and out of shape. 
To counter this unattractive body, designers like Albert Malsin 
of Lane Bryant scientifically designed garments to lessen the 
apparent body by engineering optical illusions. 
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Money, Monsters, Masculinity, and Japan in Claude Monet’s  
La Japonaise (1876)
Hyoungee Kong, Penn State University

Behind the popularity of 19th-century Japonisme—the taste for 
Japanese things in the West—was its plasticity as an Orientalist 
fantasy for capitalist manipulation. The existing scholarship has 
focused on the pleasures of the exotic—dainty lacquerwares, 
delicate porcelainwares, and pretty geishas—in the commercial 
success of Japanese objects. However, it has overlooked 
an equally widespread conception of Japan, deployed by 
pioneering japonisants and Salon painters alike: the land of 
monsters. Soon after the opening of the second Impressionist 
exhibition, Claude Monet’s La Japonaise (1876) became 
the center of attention with its excessively corporeal and 
scandalously positioned samurai—which many critics described 
as “monstrous”—embroidered on Camille Monet’s kimono. 
Reading the prevalent critical interest in this painting as a 
marketing success, I suggest that Monet’s monstrous samurai 
was a carefully strategized touch of perversion added to attract 
buyers. As a sign, the samurai figure functioned in relation 
to Orientalist understandings of Japanese masculinities—
informed by images of muscular rickshaw pullers, well-built 
sumo wrestlers, and tiny soldiers—and post-Commune and 
post-Darwinian discourses on race, otherness, and monstrosity. 
Within this semantic framework, I argue, the samurai hovered 
between a commonplace exoticism and a terrifying Other 
to Western heterosexual masculinity. What he intimated 
to the traditionally male bourgeois viewer was a titillating 
yet impossible, thus safe, cuckold fantasy: a physical affair 
between a sweet Western blonde and a virile, yet child-sized, 
embroidered Japanese man. 

Image Reiterated

Humility as a Virtue: Saintly Teachings and the Iconographic 
Humanization of the Madonna to Purify the Female Gender in 
Italy during the Early Quattrocento
Davide Stefanacci

The Madonna of Humility has been a subject of great interest 
in the 20th century. Scholars like Millard Meiss and H.W. 
van Os have long dwelled on the origin and dissemination 
of this emblematic iconography. Nevertheless, little has 
been said regarding its role and reverberation on women of 
the late Middle Ages. The need to domesticate the female 
gender inspired great orators like Saint Bernardino of Siena 
(1380–1444), who used humility as a means to control society. 
Not only could humility, if perceived as a virtue, keep women 
within their limited social space, it would have allowed 
them—by following a specific fabricated way of life—to lead, 
spiritually, their households, gaining the possibility of eternal 
salvation. This paper explores the faith-based concept of 
humility to unlock the forces that pushed toward the diffusion 
of an iconography, religious, capable to impose a modest 
way of life: more in keeping with the Catholic teachings of the 
late Trecento and early Quattrocento. Two portrayals of the 
Madonna of Humility, one by Andrea di Bartolo (who began 
painting in 1389, and died in 1428) and another by Sassetta 
(c. 1392–1450) are proposed to investigate the role these 
paintings played, in Italy, in exalting humility as a noble virtue. 

the material traces of the conflicted processes through which 
Monet became both object of desire and identification for his 
junior colleague. 

Discarding of the Veil: An Image of Female Empowerment
Katherine Raymer, University of Arizona

Hipponax of Ephesus, the Greek poet of the 6th century BCE, 
was quoted saying, “There are two days on which a woman 
is most pleasing: when someone marries her and when 
someone carries out her dead body.” Highly misogynistic 
views and fear of women are revealed both in literature and 
sculpture of the Archaic period in Athens. Using the lens of 
sculpture, we begin to see a development of the independent 
and empowered woman in the Classical Age in Greece. The 
Attic korai, Phrasiklea, and Praxiteles’ Aphrodite of Knidos 
each enforce the idea of the ideal woman of their time, though 
separated by two hundred years. This paper attempts to explain 
the quintessential woman represented in the laws of Athens, oral 
stories, literature, and image through sculpture. It then goes on 
to link the connections between more egalitarian societies and 
how that influenced the notion of the exemplary woman and the 
evolution of woman’s place in Greece. This paper argues that the 
image of the female in sculpture is not only the representation 
of how a woman should behave but serves as a spectacle 
intended for men’s pleasure. It also goes on to suggest that 
Praxiteles’ Aphrodite is a proto-feminist image actively pursuing 
a resistance to the former idealized image of the woman and to 
reject the notion of woman serving man’s needs. 

The Art of Misogyny
Francesca Bacci, University of Tampa

This presentation stems from three years of research to 
determine and define an iconology of misogyny by tracing 
the visual history of this phenomenon and its themes through 
a series of chronologically organized artworks. These 
case studies provide key examples of the way misogyny 
has manifested itself through images in different eras and 
geographical contexts. Although feminist art history has 
focused on the artistic production of women artists for a few 
decades already, to this day there is no single account on the 
history of misogyny as represented in art, by both men and 
women artists. The research grounding this paper features 
a collection of firsthand materials (primary sources, such as 
artworks and artists’ interviews from my visits in galleries and 
museums) combined with fragmentary information currently 
dispersed throughout an array of academic sources (secondary 
sources, such as critical texts, interdisciplinary critiques, 
exhibition essays), to offer the first-ever wide chronological 
overview of the representation of misogyny in art. The paper 
starts from Auguste Rodin’s sculptures in fin-de-siècle France 
and ends with contemporary Chinese art, spanning a period 
symbolically bracketed by two major societal changes in 
awareness of women’s rights: the first suffragette movement 
for the right to vote and the #MeToo movement. Through a 
variety of lesser-known examples and celebrated works of 
art, this paper represents the worldwide pervasive nature of 
misogyny and its culturally diverse reception, arguing that 
misogyny is not a personal attitude, but rather a context-
specific cultural phenomenon. 
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The Recursive Crucifix: Giunta Pisano and the Byzantine Icon
Alexander Coyle, Yale University

Giunta Pisano’s crucifixes dramatically present the dead 
Christ on the cross, an affective vision of the Crucifixion 
not filtered through theological concepts but as a palpable, 
corporeal fact. Scholars read the starkness of Giunta’s work 
as a repudiation of his predecessors, as he reduced the 
many figures of earlier crosses to two half-length images of 
Mary and John at the terminals of the crucifix’s crossbar. This 
simplification was necessary as part of painting’s reorientation 
towards the reproduction of the visual world. Yet what has 
remained unstudied about Giunta’s crosses is that these half-
length figures are Byzantine icons, framed and set off against 
gold grounds within the work. This paper explores how the 
absorption of the icon-as-object into the crucifix necessitated a 
different notion of the enclosing frame. Far from a natural step 
forward, this rethinking of the work’s framing brought with it a 
de-hierarchization of its contents: the vivid Christ and quoted 
icons exist in an uneasy, ambiguous relationship. This collision 
of formats foregrounded the borders within the work, seams 
which had been previously smoothed over by strict theological 
arrangement. My paper argues that the naturalistic turn in 
Italian art must be read alongside the recursive turn of the 
artwork, and that in their attempt to mediate these different 
kinds of images and cultural contexts, Giunta’s crosses are 
precursors of the early modern artwork. 

Impartial Integration: Decolonizing artistic and 
creative practices in Asia
Chair: Minna Valjakka, National University of Singapore

The current cosmopolitanism in artistic and creative practices 
around the globe advocates growing possibilities for interregional 
collaborations and solidarity. The innovative forms of “aesthetic 
cosmopolitanism” (Papastergiadis 2012) can facilitate further 
discourses on shared issues and their local significance. Yet the 
global allure of new collaborative practices may also result in a 
kind of provincialism where artists rely “on a generic set of creative 
solutions and a priori assumptions that are imposed indiscriminately 
onto each site of practice” (Kester 2011: 135). Building on the 
dialectical perceptions of empowering possibilities brought forward 
by cosmopolitanism and criticism expressed toward new forms 
of cultural colonialism, this panel explores how current artistic 
and creative practices in Asia, and related research, could be 
decolonized both in practice and in theory, and how this could lead 
toward more impartial integration. To critically reexamine what kind 
of sociopolitical, ideological, cultural, or conceptual significance 
decolonization can have, new methodological and theoretical 
approaches are required to renegotiate the existing trajectories and 
narratives of cosmopolitanism and cultural colonialism in artistic 
and creative practices. Through interdisciplinary approaches, the 
participants of this panel seek to elaborate what kind of challenges 
and contingencies transcultural art projects and biennials 
encounter; how novel spatial, formal, and aesthetic strategies are 
employed to reposition these practices for global audiences; and 
how decentering the institutional power relations leads towards 
reconstructing the relationship between local and global.

After Angelica Kauffman: Early Mechanical Reproduction and the 
“Angelicamad” World
Rachel Harmeyer, Rice University

Angelica Kauffman RA (1741–1807), neoclassical history painter, 
portraitist, and founding member of the Royal Academy, 
has long been associated with the decorative arts, despite 
the fact that she rarely directly made work that could be 
classified as such. I argue that Kauffman’s legacy as an artist 
cannot be understood through her oeuvre alone, but must 
take into account the many decorative works made after her. 
My study of these late 18th- and early 19th-century “after” 
works considers the employment of Kauffman’s designs as 
part of her reception as an artist and exposes the tension 
between nascent technologies of mechanical reproduction 
and the preexisting culture of the handmade copy. Due to 
her work’s circulation in reproductive print culture, by the 
1780s Kauffman’s designs were so ubiquitous that it is said 
one printmaker remarked, “the whole world is angelicamad!” 
Reproductive prints after Kauffman were copied by artisans 
and amateurs alike, begetting a wide variety of new decorative 
works based on her designs. I explore new technologies which 
attempted to reproduce oil paintings advanced independently 
by Matthew Boulton and the Polygraphic Society of Joseph 
Booth: both processes were used to create mechanical and 
Polygraphic paintings after Kauffman. I evaluate Kauffman’s 
impact on late 18th- and early 19th-century visual and material 
cultures through my analysis of these mechanical paintings, 
furniture, porcelain, and textiles reproducing her designs. My 
examination of works made after Kauffman’s prints provide 
insight into the consumer culture that demanded this myriad of 
objects on the eve of art’s mass production. 

God’s Lowliest Creatures: The Insect Paintings of Maria Sibylla 
Merian and Giovanna Garzoni in the Context of 17th-Century 
Female Advocacy and Exchange
Emma Steinkraus, Hampden-Sydney College

In 1660, at the age of 13, Maria Sibylla Merian raised her first silk 
moths. She would go on to become one of the most important 
artist-entomologists of her age, and, by some accounts, the 
first ecologist. That same year, to her south, the Italian artist 
Giovanna Garzoni created her own extraordinary studies of insects, 
vegetables, and birds. Although separated by nationality, Garzoni 
and Merian had much in common. Both tossed off the strictures 
of marriage, traveled widely, and developed their own successful 
businesses as artists. Both elevated the watercolor studies of flora 
and fauna considered suitable for women to the highest levels of 
artistry, combining scientific naturalism with whimsical, decorative 
sensibilities. And both were indelibly shaped by European colonial 
expansion, the explosive growth of the natural sciences, and proto-
feminist calls for the education of women. While both artists have 
been studied separately, there is little available research about the 
rich connections between them and other female artists, naturalists, 
and intellectuals working in Europe during the 17th century. 
Yet Merian and Garzoni lived during a period of robust female 
exchange, correspondence, and resource sharing. A survey of their 
backgrounds, published works, available letters, and network of 
patronage, reveals an interesting and largely buried network of 
female correspondence and support across Europe. This paper 
examines the similarities between the work and lives of Giovanna 
Garzoni and Maria Sibylla Merian within a larger context of intra-
female support and exchange. 
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Spectacles and social engagement of The Street Art World Ltd.
Minna Valjakka, National University of Singapore

The emergent forms of street art reclaiming the public space 
in East and Southeast Asia since the 1990s, have the potential 
to challenge “the logic of coloniality” at all levels if we accept 
that decolonization is “epistemic and aesthetic disobedience” 
(Mignolo 2011). Nonetheless, the past decade has witnessed 
the global allure of a new kind of muralism, which has turned 
some of the street artists into internationally acknowledged 
superstars, traveling across the borders for commissions. 
Set against the growing instrumentalization of street art 
for neighborhood revitalization and international tourism, 
cosmopolitan subjectivity and imagination have become much 
required aspects to be represented through the aesthetics of 
the works even if the content might bear indexical reference 
to the “local.” Despite that the individual aspirations of the 
street artists often resonate with “cosmopolitan aesthetics” 
(Papastergiadis 2012) through horizontal collaborations, this 
paper demonstrates how the curatorial practices can (un)
intentionally still limit equally balanced opportunities. By 
drawing from extended fieldwork and through selected case 
studies of aesthetic and curatorial practices of street art 
and muralism, I will critically examine how the geopolitically 
defined value structures and curatorial practices of “the street 
art world” (Bengtsen 2014; Young 2016) have brought forward 
impartial integration of Asian street artists based on ambiguous 
criteria of aesthetics, ethnic background and recognition by 
contemporary art scene. While doing so the aim is to contribute 
for more nuanced understanding of the challenges and 
possibilities of these alternative art historical trajectories to 
decolonize the epistemological and representational modalities 
of contemporary art. 

Sustainable Ziran: De/colonizing the Practice of Art/Education
Ruobing Wang, Lasalle College of the Arts

Since it was first introduced in 1987, the concept of sustainable 
development in meeting the needs of the present without 
compromising the ability of future generations has become 
the leading theme of our time. Nevertheless, it also becomes 
a subject of controversy as what exactly is to be sustained 
when poverty is not able to be alleviated. The rise of the 
environmental art reflects the interests of contemporary artists 
in responding to this contested domain with their practices. 
This paper focuses on an important art and ecology activity 
Forest Project by Xu Bing. Strategically realized in five places 
including Kenya (2008), China (Shengzhen 2009), Hong Kong 
(2009), Brazil (2012) and Taiwan (2014), Forest Project employs 
the traditional value of Ziran as an artistic and educative tool 
in encouraging such a sustainable pursuit. It proves to be a 
prominent example where art practices, education, traditional 
value, and environmental protection integrated and contested. 
Drawing on the issues of cultural identity, colonialism, and 
cultural interaction, this paper presents a contemporary 
account of the Asian artist’s individual effort in dealing with 
colonization/decolonization. 

Full Fathom Five: Excavating South Asia at the Lahore Biennale 
(2018)
Sonal Khullar, University of Washington

This paper analyzes new forms of cosmopolitan identity and 
cultural practice in South Asia through the lens of the inaugural 
Lahore Biennale in Pakistan. It considers the Biennale within a 
growing network of regional art events, including the Colombo 
Art Biennale (established 2009), the Kochi-Muziris Biennale 
(established 2012), the Dhaka Art Summit (established 2012), 
and the Karachi Biennale (established 2017), which have 
reconfigured South Asia and the international art world. These 
events have been theorized as “southern” or “discursive” 
exhibitions, propelling critical debates around decolonization, 
postcoloniality, regionalism, urbanization, and globalization. 
Their goals are distinct from events in established art world 
centers such as the Venice Biennale and documenta, which 
have directly addressed postcoloniality and globalization in 
recent years. The Lahore Biennale exemplifies the fraught yet 
crucial role of the international exhibition in the global South 
by responding to particular needs around the infrastructure 
for and institutions of art in an increasingly urban and 
militarized region. This exhibition called attention to the 
legacy of colonialism and ongoing task of decolonization in 
a city that was once a Mughal capital and the cultural center 
of an undivided Punjab. By contrast to most studies of the 
contemporary biennale system (with a proliferation of new 
international exhibitions in Asian cities such as Sharjah, 
Singapore, Yinchuan, and Gwangju since the 1990s), I focus on 
how the Lahore Biennale engaged local, national, and global 
histories and politics, and indexed the emergence of a critical 
regionalism in South Asia. 

Deceiving Dragons: Proposing New Narratives of Tradition in 
Asian Contemporary Art
Jieun Rhee, Myongji University

With the upsurge of international art biennials over the 
past three decades, Asian contemporary art has become 
more “globalized,” and its production and reproduction 
disseminated under the rubric of “international” art. Yet 
Asian art works in the global context are often viewed 
as “national representation,” often resorting to a crude, 
anachronistic perception of “Asianness” marked in contrast 
to the contemporary Euro-American counterparts framed 
in the historicized discourse of aesthetic particularities 
and stylistic shifts. Pitted against the bulwark of “aesthetic 
cosmopolitanism” opted by the global expansion of 
biennialism, where one’s artistic appreciation slips into an act 
of embracing or fetishizing different localities and histories, 
some Asian artists express their discontent by challenging the 
global perception of Asianness; parodying and deconstructing 
all the fantasy scenarios of Asian otherness imbued in 
orientalist nostalgia. Their act of cultural challenge or 
translation strikes a note of what postmodern sociologist Scott 
Lash calls “aesthetic/hermeneutic self-reflexivity” by which 
one’s sense of belongingness in a past or tradition triggers 
a kind of ironic or defamiliarizing storytelling intermixing 
familiar and exotic, stereotypical and authentic, nostalgic and 
uncanny. My paper delves into these national frameworks on 
the presentations and receptions of some Asian artists’ works 
on the international biennial circuit, addressing how their acts 
of aesthetic self-reflexivity challenge the first-world protagonist 
view of “Asianness.” 
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performance works to sharply criticize the role of mass media 
in disseminating homophobic and misleading information 
about HIV/AIDS. In a variety of works spanning his diverse 
output, Wojnarowicz addresses himself directly to damaging 
messages communicated via television. See for example 
David Wojnarowicz, “Living Close to the Knives,” “Postcards 
from America: X-Rays from Hell,” and “Do Not Doubt the 
Dangerousness of the 12-Inch Politician,” in Close to the Knives: 
A Memoir of Disintegration. A portion of “Do Not Doubt” is also 
reproduced in Wojnarowicz’s multimedia work Untitled (Hujar 
Dead) (1988–1989). Yet Wojnarowicz’s aesthetics demonstrate 
a sophisticated understanding of the means by which mass 
media commands attention: in the frequent repetition of 
select images in his paintings, photographs, and video works 
we see parallels to the incessant cycling of commercial 
imagery, and the marriage of often-discordant images within 
Wojnarowicz’s distinctively hard-edged collage techniques 
indicates a strategy for snagging the viewer even within the 
reigning visual order of distraction. In analyzing visual tropes 
that recur across the artist’s diverse output, this paper argues 
that Wojnarowicz hijacked the techniques of a scopic order he 
often loudly deplored, articulating urgent demands and queer 
desires within a deceptively familiar framework. 

“Forget Burial”: The Myth and Afterlife of David Wojnarowicz 
Adel Kormanik, University of York
Adel Kormanik, University of York

Exploring the dynamics of exchange between Wojnarowicz’s 
self- and posthumous representations, the paper traces 
the prevailing fascination with the artist, both scholarly and 
popular, back to his carefully constructed public persona and 
mythology. As his iconic figure is developed throughout his 
diverse creative output, a discussion of Wojnarowicz’s self-
portraiture and autobiography introduces the complexity of 
the topic. Looking at the Biographical Dateline, the official life 
chronology composed for the artist’s first major retrospective, 
offers an overview of the key narrative strategies and devices 
employed towards self-stylization. To what extent these are 
appropriated and complemented after his death to maintain his 
iconicity is addressed through analyzing Steve McLean’s 1994 
feature film Post Cards From America, and the comic 7 Miles 
a Second by Wojnarowicz, James Romberger, and Marguerite 
van Cook, published in 1996. Started in conversation with 
the artist but completed posthumously, these works provide 
an exciting negotiation of self/image. Wojnarowicz’s ghostly 
authorial control over the projects is investigated in the 
collaborators’ choice of sources. The main line of inquiry, 
however, remains storytelling: the narrators’ voices and 
positions, as well as their relationship to the audience. Further 
aspects of interest include the potential of the respective 
formats, the motion picture and graphic novel, and the 
corresponding dialogue and tension between story and 
imagery lying at their core. 

The Grotesque in the Work of David Wojnarowicz
Scott Sherer, University of Texas at San Antonio

Throughout his creative life, David Wojnarowicz explored 
intersections of personal experience, fantasy, and cultural 
contexts that intersect to create embodied subjectivity. Early 
writings and visual works are inflected with autobiographical 
details and imaginings that reflect a quest for self-expression. 
He recognized the power of art to contain—all at once—
reverberations from the past, urgencies of the present, and 

“In the Shadow of Forward Motion”: The Legacy of 
David Wojnarowicz
Chairs: Mysoon Rizk, University of Toledo; Scott Sherer, University of 
Texas at San Antonio

The works and deeds of New York-based American artist David 
Wojnarowicz (1954–1992) form a multifaceted record that provokes 
inquiry into the role of art in civil as well as uncivil society. What 
do his multifold practices—writing, photography, film, painting, 
sculpture, performance, activism—teach us about late 20th and 
early 21st-century culture? How might the details of Wojnarowicz’s 
legacy clarify the transformative 1980s? This period played witness, 
at the start of the decade, to the rise and fall of an East Village 
art scene and accelerated art world market, coinciding with the 
emergence of the AIDS pandemic and queer empowerment; and, by 
1989, to a series of culture war clashes, principled litigation, social 
activism, and health care reform, as well as increased dedication to 
artistic freedom of expression poised against markedly decreased 
governmental support for the arts. What can we learn from this 
key witness, community ethicist, and icon of queer protest who 
compellingly embraced fluid amalgamations of subjectivity and 
creative possibility? What posthumous factors and/or conditions 
continue shaping this legacy since his death nearly 30 years ago, 
whether such incidents as the 2010 Smithsonian censorship of A 
Fire in My Belly or the 2018 exhibition David Wojnarowicz: History 
Keeps Me Awake at Night, mounted by the Whitney Museum of 
American Art? How does Wojnarowicz continue to be instructive?

The Representation of Hegemonic Masculinity in the Work of 
David Wojnarowicz
Eli Zadeh, State University of New York, Stony Brook

This paper analyzes the representation of hegemonic 
masculinity both as an idealized expression of gender and 
as one of the major tropes of power in the work of David 
Wojnarowicz. I argue that his engagement with mythologies 
of gender, as exemplified in the Western cowboy, was part of 
a more general concern with the patriarchal organization of 
society, as we see in his work through more direct references 
to capitalism and geopolitics. The heads of men in one of 
his early works, Metamorphosis series, bear unmistakable 
signs of hypermasculinization and even grotesque machismo. 
This character would later reappear in the guise of truckers, 
workmen, or policemen, both in Wojnarowicz’s visual works 
and in such writings as Close to the Knives (1991). Although the 
national component of the artist’s work has been the subject of 
several studies, the key intersection of his sexual and national 
identities is still understudied. To do so, I examine the leitmotif 
of rodeo cowboy and country sheet music—in The Newspaper 
as National Voodoo: A Brief History of the U.S.A. (1986), The 
Death of American Spirituality (1987), Earth from the Four 
Elements series (1987), and When You the Invisible Cowboy 
(1987)—to portray a hybrid figure that oscillates between 
terminator and frontier. I historicize these signs and tropes 
within the context of American high art and pop culture in the 
1980s, as well as the political rhetoric of the decade. 

TV Eye: The Media Savvy of David Wojnarowicz
Lauren DeLand, Indiana University Northwest

Media representations of HIV/AIDS indelibly shaped American 
public responses to the epidemic in its first two decades. As 
a person living with HIV and a member of the AIDS activist 
organization ACT UP, David Wojnarowicz was acutely aware of 
this relationship, and instrumentalized his written, visual, and 
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conceptualizations of “blue,” we posit that modalities of 
understanding beyond hue—texture, durability, iridescence—
and natural physical correlations (jade, water, plumage) 
informed the use of Maya Blue by Yucatec artists from the 
classic period through the 16th and 17th centuries. In this 
paper we interrogate the Yucatec language and inflections 
of materialized color, arguing that both the production of 
Maya Blue and its subsequent application was understood 
as an embodiment of distinct qualities. Rather than just a 
symbolic or referential code, color cemented fleeting and 
immaterial aspects of human existence into a permanently 
fixed reality. Therefore, the language used to describe 
artistic components in ancient and colonial Mesoamerica 
and conceptions of meaning differ fundamentally from their 
European counterparts. Multiple valences became clear in 
the early modern period when indigenous artists continued 
to incorporate this varied hue into the Christian murals of 
monasteries such as Mani and Itzmal. In the shifting religious 
landscape of the 16th-century evangelical campaign, Maya 
Blue became theologically integral to native interpretations of 
Catholicism as espoused by the Yucatán Peninsula’s resident 
Franciscan order. 

Reevaluating Scent and Sound in the Borgia Group Manuscripts
Alanna Simone Radlo-Dzur, Ohio State University

Central Mexican painting traditions utilize a complex system 
of symbolic conventions to represent invisible emanations 
such as scent, breath and sound. This study establishes a 
systematic analysis of how these concepts are represented 
in the Borgia Group manuscripts. Scrolls, volutes, wands, and 
tethers are deployed with a range of iconography to signal 
invisible emanations. Sorting these into groupings based on 
their component parts shows how they describe categories 
of perception that are quite different from the Western 
model of the five senses. These distinctly Mesoamerican 
categories of sensorial perception are reinforced by a series 
of Nahuatl terms. Many are rooted in relationship to ihiyotl, 
meaning breath and wind, but also signifying aliveness, or 
evidence of life, as well as skill. Connecting visual systems of 
representation to categories of perception present in language 
demonstrates the value of an interdisciplinary approach 
to open new avenues for understanding Mesoamerican 
philosophy. 

Of Teeth like Corn: Color Terminology and Representation in 
Nahua Turquoise Mosaics
Allison Caplan, Tulane University

To create mosaics like the British Museum’s turquoise serpent 
mask, artists selected, modified, and arranged heterogeneous 
tesserae of turquoise, conch, and mother-of-pearl, engaging 
both technical aspects of practice and an artistic theory of 
how materials function in works of art. In this paper, I examine 
how an in-depth analysis of Nahuatl color terminology helps 
illuminate the artistic practices and representational strategies 
implicit in the materiality of the British Museum turquoise 
serpent mask. Building on crucial research on the material 
basis of Nahuatl color terms (Dehouve 2003; Dupey García 
2015), I demonstrate that the Nahuatl language employs 
multidimensional metaphors as the basis for its descriptors 
of color, shape, and other traits, employing a logic that 
describes materials by relating them to other material objects. 
The logic of this linguistic system, I contend, generates 
a new understanding of Nahua artistic color theory as a 

considerations for the future. Indeed, ITSOFOMO—“In the 
Shadow of Forward Motion”—is the provocative title of a 1989 
multi-media production (in collaboration with Ben Neill) and an 
exhibition at the PPOW Gallery (accompanied by a catalogue 
with text by French philosopher Félix Guatarri). This paper 
examines Wojnarowicz’s deliberate confounding of text and 
image through a dynamic interplay of exuberant and restrained 
imagery in the body of works produced circa 1990. Utilizing 
relatively uncomplicated layers of visual and verbal discourse, 
examples of his work include his audacious series featuring 
flowers in bold colors, such as I Feel A Vague Nausea, and his 
notorious Sex Series that includes indistinct pornographic black-
and-white photography. This paper examines the techniques 
and themes in Wojnarowicz’s promotion of what may be termed 
the grotesque in order to thwart “the weight of the pre-invented 
world” and challenge his viewers to consider the shifting 
character of individual possibility in contemporary society. 

Indigenous Languages of the Americas and the 
Language of Art History
Chairs: Kristopher Driggers, University of Texas Rio Grande Valley, 
University of Chicago; Allison Caplan, Tulane University
Discussant: Dana Leibsohn, Smith College

Indigenous languages offer exciting new avenues and novel 
challenges for art history. This panel asks how we might integrate 
indigenous languages with the language of art history, considering 
how expressions of form and representation in Amerindian 
languages intersect and diverge from the discipline’s own practices 
and conventions of language. Language powerfully shapes the 
production, reception, and interpretation of objects. We thus 
propose exploring how indigenous languages can enrich our 
understanding of art in the moment of its creation and help us 
better engage with art in contemporary scholarship. This approach 
is not without its pitfalls and methodological challenges: historical 
and cultural particularities, including discrepancies between oral 
and written traditions, questions surrounding historical writing 
systems’ decipherment, and the colonial production of indigenous 
texts in alphabetic script, must be navigated carefully in working 
towards linguistically-engaged art histories of the Americas. In light 
of these particularities, this panel will encourage methodological 
reflection on the promises and challenges of using indigenous 
terminology in art history, as well as new case studies that 
demonstrate how indigenous language study can advance the 
interpretation of objects. Topics for consideration include ekphrastic 
practices in indigenous traditions; issues of chronology (including 
using contemporary indigenous terms in the study of older art); 
areas of resonance between language and artistic production 
and technique; and points of congruence and incongruence 
between indigenous terms and those used in art historical practice. 
Presentations will address traditions throughout the Americas, with 
emphasis on the pre-Conquest period.

Blue. Green. Yax. Naming, Valence, and the Sacrality of Maya Blue
Amara Solari, Penn State University; Linda K. Williams, University of 
Puget Sound

Azure, aquamarine, ultramarine, cerulean, turquoise, sapphire, 
cobalt, indigo. A range of words describe values of blue in 
English and European languages as opposed to the singular 
Yucatec Maya term, yax, which denotes the multi-hued 
color spectrum that runs from blue to green. Working from 
Victoria Bricker’s linguistic study of Classic period Maya 
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Information Ocean and the Five Gyres
Meredith Tromble, San Francisco Art Institue

This paper introduces the panel, placing the contemporary 
works discussed in relationship to the lively genre of marine 
art, stretching from medieval “ship portraits” to turn-of-the-
20th-century works by artists such as Winslow Homer. The 
oceans may become an even more important subject for 21st 
century culture and art. They now host new “monsters” such 
as sea rise, the plastic mats accumulating in the far seas, and 
the ghosts of human sea monsters such as figures from the 
story of the Middle Passage. How are contemporary artists 
refiguring the forms and concerns of art inspired by the sea? 
What visual and sonic metaphors resonate with the dynamic, 
fluid environments and often gender-bending inhabitants 
of oceanic reality? How does art mediate, mend, or disrupt 
our relationship with contemporary “sea monsters”? The 
presentation’s address to these questions is informed by the 
presenter’s long-term artistic collaboration with a geobiologist 
on The Vortex series of artworks, which uses interactive 3D 
programming originally developed for research on Earth’s 
varied environments, including the ocean. Five, a new work in 
that series, is inspired by the five major gyres or vortices that 
drive ocean circulation, and integrates references to physical, 
biological, and social systems. It serves the discussion as an 
entry point to the circulation of knowledge and imaginaries of 
the ocean, from the changing shoreline to the deeps which few 
of us will ever experience directly. 

Scenic Overlook
Gail Wight, Stanford University, Experimental Media Arts

The rich geological history that creates the intertidal zone, 
where ocean meets dry land, supports an astoundingly diverse 
population of creatures. In northern California, that zone also 
bears the history of a wild west industrial-era plundering 
of stunning magnitude. Yet in many places, thanks in large 
part to restoration efforts, the traces of that plundering are 
already difficult to discern. Wrapped up with this ebb and flow 
of human presence are new pressures, less visible but more 
pernicious. Warming seas and invisible pollutants interrupt the 
slow dance of evolutionary change. My recent works offer a 
close-up view of these northern littoral lands. On a coastline 
punctuated with “scenic overlooks,” much of the dazzling 
detail is lost to the casual visitor. I invite you to stop and delve 
into this watery world with me, to admire and to celebrate its 
beautiful complexity, its critical fragility, and its immense power 
to both sustain and destroy life. 

Painting the Deep
Lily Simonson, Independent Artist

Artist Lily Simonson discusses Painting the Deep, her exhibition 
at the Harvard Museum of Natural History, about working side 
by side with oceanographers, discovering and painting new life 
forms at humanity’s frontiers, from the deep sea to Antarctica. 
Simonson’s outsize scenes of unfamiliar sea creatures and 
remote habitats evoke the immersive experience of exploring 
unknown ocean depths. Simonson spent three months scuba 
diving in Antarctica as the National Science Foundation 
Antarctic Artists and Writers Awardee. She has also served 
as the resident artist aboard five different oceanographic 
expeditions, painting in situ at deep sea hydrothermal 
vents, submarine volcanoes, and geochemical seeps along 
continental margins. Informed by early artist-naturalists such as 
Ernst Haeckel and Maria Sibylla Merian, Simonson’s paintings 

representational strategy. Considering language and artistic 
practice together suggests that Nahua artists used the material 
relationships fundamental to Nahua conceptions of color 
as the basis for materials’ representational potential when 
juxtaposed in mosaics. Through this case study, I demonstrate 
one aspect of the historical interaction of language and artistic 
practice and suggest how broader art historical engagements 
with indigenous languages can provide new insights into the 
interpretation of art objects. 

Information Ocean: Marine Art in the Digital Age
Chair: Meredith Tromble, San Francisco Art Institue
Discussant: Charissa Terranova, University of Texas at Dallas

Historically, marine art was a lively genre that stretched from 
medieval “ship portraits” to turn-of-the-20th-century works by 
artists such as Winslow Homer, including printmaking, sculpture, 
and drawing as well as painting. The oceans, now known to support 
half of global primary production, create half the world’s oxygen, 
and modulate weather, are no less important in our own time. 
How are contemporary artists refiguring the forms and concerns 
of art inspired by the sea? What visual and sonic metaphors 
resonate with the dynamic, fluid environments and often gender-
bending inhabitants of oceanic reality? As we “web-surf” through 
an “ocean of information,” “deep diving” in “tsunamis of data,” 
artistic encounters with the still-largely-unknown wet ocean unfold 
new ideas and different metaphors. In their work, the artists on 
this panel traverse the major oceanic zones, from Lily Simonson’s 
paintings of abyssal beings through Meredith Tromble’s digital 
gyres to Gail Wight’s videographic tide pools and Ed Osborn’s 
sonic beaches. As the papers network together the artistic, 
cultural and scientific ideas necessary to the work, they reflect 
on the fluid pressure of digital media on art practice, describe the 
transformation of the oceanic imaginary, and play with catching 
new metaphors from our changing knowledge of the ocean.

Water Logged
Ed Osborn, Brown University

This presentation examines several contemporary media 
artworks that consider waterways and oceans in material, 
spatial, and metaphorical terms. Among the works discussed 
are pieces by David Bowen, Leah Beeferman, and the author, 
all of which deal with water in the Arctic. The works utilize 
video, sound, and kinetic movement to articulate specific 
methods of registering and engaging with the waterscape at 
high latitudes. The polar regions were long considered the 
last places on earth, but in recent years they have moved 
from last to first: the first place on earth where the effects 
of climate change are being felt in forms both unambiguous 
and alarmingly tangible, the first place that comes to mind 
when coastline threat is considered, and the first place where 
land both disintegrates and emerges in new ways, due to 
permafrost melt and glacial retreat respectively. The growing 
amounts of water that are released from these areas emerge 
in parallel with changes in the cultural and scientific narratives 
about the polar regions, and these are reflected in the 
questions and concerns poised in these artworks. 
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the codes and conventions used to reproduce reality. This 
paper locates notions of performativity in the Black Radical 
Tradition. Looking at Cedric J. Robinson’s and Audre Lorde’s 
exploration of the subversive behavior that is the Black 
Radical Tradition, this paper will exorcise how Phillis Wheatley, 
David Drake (Dave the Potter), and David Hammons deploy 
black radical performativity. At stake is nothing less than 
a radical historiography; a transvaluation of avant-garde 
origins. Following Nina Simone’s call, this response tracks the 
performative-value located in the dark.

Mildred’s Lane, an Art Institute of Social Engagement 
Hovey Brock

This paper questions the divide, as proposed by Claire 
Bishop and others, between relational aesthetics on the one 
hand and social practice on the other. It discusses Mildred’s 
Lane, a community located in Pennsylvania. It is an ongoing 
collaboration between its initiator, J. Morgan Pruett, her 
friends in the art world, and visitors. It is variously described 
as a living museum, and an ongoing center for research in the 
pursuit of the art of living. It success depends to a large degree 
on the cultural capital of the participants. It has aspects of 
relational aesthetics in its open-ended curatorial focus, cycling 
in artists from all over the world who present their practices 
to the community. However, its focus on practical activities 
dedicated to opening up the dynamics of personal interactions 
that build lasting communities has strong correlations with 
the desired outcomes of social practice. Sui generis, Mildred’s 
Lane combines exhibitions and research with, as J. Morgan 
Pruett puts it, “the pursuit of the banal,” e.g. washing dishes 
or building shelters as artistic practice, thereby adding a new 
chapter to the ongoing tale of joining art and life. 

Learning to… : Relational Aesthetics Pedagogical Imperative
Kristopher Holland

“…learning to inhabit the world in a better way, instead 
of trying to construct it based on a preconceived idea of 
historical evolution. Otherwise put, the role of artworks is no 
longer to form imaginary and utopian realities, but to actually 
be ways of living and models of action within existing real, 
whatever scale chosen by the artist.” (Nicolas Bourriaud, 
Relational Aesthetics, 13). “Learning to” starts the much-
quoted quip from Bourriaud’s book Relational Aesthetics. 
Bourriaud’s implicit evocation of pedagogy or “learning to” 
is the focus of this presentation. By reevaluating relational 
aesthetics with a focus on the learning to, I try to “balance” 
the discussion that typically emphasizes “social practice” or 
“participation” (Voorhies, Beyond Objecthood, 9). In other 
words, I investigate the implicit “pedagogical potential” of 
relational aesthetics found in Bourriaud’s original conception of 
the project. In Bourriaud’s text there was a double drive at play 
for relational art. Meaning a relational aesthetic was achieved 
when a ‘reality’ is created that is participatory and suggests 
new modes of aesthetic “judgment” (Bourriaud, Relational 
Aesthetics, 13). Relational aesthetics is learning to experience a 
model of practice that at the same time questions what models 
of practice can be criteria for evaluating itself as art. 

share scientific revelations with new audiences. With much 
territory still unexplored, the deep sea and the Antarctic Ocean 
both represent the terra incognita of our time. But Simonson’s 
work moves beyond simply depicting the novel. Dramatic 
chiaroscuro scenes magnify tiny invertebrates to human 
scale, highlighting the anthropomorphic, fleshy qualities of 
alien marine landscapes and organisms and underscoring the 
shifting space between human beings and the natural world. 
The bizarre morphology of these obscure marine subjects 
often appears invented. This ambiguity tugs at the tension 
between abstraction and figuration that permeates issues in 
contemporary painting. Moreover, Simonson’s work, informed 
by her in-depth collaborations with field researchers, serves 
as a platform for discourses on scientific discoveries, the 
connectivity of the oceans, and the impacts of human activities.

“Inhabit the World in a Better Way”: Art between 
Political Practice and Relational Aesthetics
Chairs: Kristopher Holland; Sabine Flach, School of Visual Art

In 2012 artist Rirkrit Tiravanija cooked curry at MoMA. His work, 
called Untitled/Free (2012) is described by him as “a platform to 
interact with the work itself but also with each other. So you are 
actually not looking at something, but you are within it; you’re part 
of it.” Tiravanija is one of numerous artists who refuse to produce 
the traditional idea of a work of art as an object. Artworks like 
Tiravanija’s could be much better characterized by interaction, 
experiment, participation, experience, or engagement. Rooted 
in the waves of institutional critique begun in the 1960s, these 
tendencies in contemporary art are moreover accompanied by 
various theoretical approaches which often appose each other. An 
important intervention in this conversation is the influential text 
Relational Aesthetics by the French curator Nicolas Bourriaud. 
In his notion of relational aesthetics, he describes the artwork 
as “a set of artistic practices which take as their theoretical and 
practical point of departure the whole of human relations and their 
social context, rather than an independent and private space.” 
Bourriaud’s approach caused numerous critical responses. While 
the way in which he defined artistic practice is a controversial 
theoretical position, there is agreement in the fact that “relational” 
artworks are interactive, open-ended and resistant to closure. This 
panel focuses on those questions to analyze current tendencies in 
contemporary art. The panel wants to illuminate the contemporary 
historical background as well as the interdisciplinary connections 
relational aesthetics evokes to “inhabit the world in a better way.”

Slipping into the Performative Darkness: The Black Radical
Tradition Is the Avant-Garde
Noel Anderson

“In the dark, Now we will find, What the rest, have left 
behind”—Nina Simone. In her text, How to Do Things 
with Art, Dorothea von Hantelmann forcefully confronts 
the misuse of the term performative. Arguing against its 
morphed presentation, she says, “the term ‘performative’ 
has become a key word of art discourse...it is mostly used 
in a way that is a complete distortion from its original 
meaning.” What the peeved art historian offers as a redress 
are J. L. Austin’s and Judith Butler’s liquefied definitions: 
the reality-producing capacities of language (Austin), and 
the iterative act of reflexively citing the convention to itself 
(Butler). For Austin, these modes of production are the ways 
we use words to express meaning; for Butler, the tools are 
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Inhabiting Modernity: Home and Homemaking in 
Postwar Italy
Italian Art Society
Chairs: Lara Demori, Independent; Elisabetta Rattalino

As historian Paul Ginsborg suggests in his influential History 
of Contemporary Italy: Society and Politics 1943–1988 (1990), 
protests for housing rights were among the most participated social 
movements in late 1960s and 1970s Italy. At the same time, the 
spread of consumerist culture contributed to the reconfiguration 
of the domestic space and homemaking. In this context, whilst 
Italian design gained its momentum with the exhibition Italy the 
New Domestic Landscape (MoMA, 1972), a number of Italian 
artists and designers interrogated notions of home, habitability, 
and, more generally, of dwelling through different media. 
Architects either complied to the requests of the market, criticized 
contemporary society’s obsession with commodities or, as in 
the case of Superstudio or Archizoom, orchestrated systematic 
utopias based on the very ideal of mobility. Meanwhile, artists 
explored the rhetoric of alternative spaces of existence by rejecting 
sedentary dwelling and the idea of home understood in terms 
of fixed domestic architecture, as in Carla Accardi’s Tents, Mario 
Merz’s Igloos, and Emilio Prini’s Camping. Following from these 
premises, this panel explores concepts of home and domesticity 
in postwar Italy as they emerge in relation to the contemporary 
sociopolitical circumstances. Taking into account not only artists’ 
practices but also designers, architects and theorists, it likewise 
aims at contributing to the emerging art historical discourses about 
homemaking and the everyday, and at promoting a multidisciplinary 
dialogue.

Bringing the Change Home: Artists, Countryside, and Domestic 
Space in Postwar Italy
Elisabetta Rattalino

After the end of the war, Italy, a freshly instituted democratic 
Republic, saw its very landscape, as well as its inhabitants’ 
ways of life, undergo profound transformations. Several 
interrelated processes of change, namely industrialization, 
urbanization, internal migration, land reform, agricultural 
mechanization and the spread of consumerism, together 
created conditions which changed the topography of the 
country and unsettled the relationship between city and 
countryside. Shifts in these two interrelated realms manifested 
in the ways in which domestic space was conceived. On the 
one hand, rural clues found space in the modern home: Arte 
Povera artist Piero Gilardi’s Tappeti Natura (1965–1968), 
Gruppo 9999’s The Vegetable Garden House (1972), and 
Superstudio’s Cultura Materiale Extraurbana (1974–1976) 
integrated distinct facets of countryside in their designs. 
On the other hand, rural dwellings were pointed as virtuous 
models of non-alienated existence, as in the case of the works 
of Ugo La Pietra (I gradi di Libertà, 1969–1976), and Claudio 
Costa (Museo di Antropologia Attiva di Monteghirfo, 1975). 
Discussing these works in the changing landscapes of 1970s 
Italy and considering the blurred boundaries between art and 
design at the time, this paper explores the ways in which artists 
endorsed rural ways of life, and suggests that they drew on the 
countryside to envision alternative relationships between the 
domestic space and the environment. 

The Politics of Taste
Sabine Flach, School of Visual Art

In his book Truth and Method, the philosopher Hans-Georg 
Gadamer states that taste should be understood as a key 
humanistic concept. He writes, “The long history the term has 
until Kant made it the foundation of his Critique of Judgment 
reveals that the concept of taste is originally more of a moral 
than an aesthetic concept.” This “action-related ideal” of taste 
points to its moral, ethical, and political values rather than 
simply an aesthetic one. In this talk, Gadamer’s approach will 
be supported with Marcel Mauss’s key work: Essai sur le don. 
The French sociologist showed that for a system of exchanged 
and circulated gifts, three responsibilities are brought together: 
giving, receiving, and reciprocating. This form of exchange 
for Mauss is a “total social phenomenon” that encompasses 
economic, juridical, moral, aesthetic, religious, mythological, 
and sociomorphological dimensions. The talk will explore the 
political potential of relational art that focuses on the practice 
of preparing, cooking, and eating food. The hypothesis of the 
talk is one of the most fundamental concepts in art theory, 
namely that of taste or the judgment of taste, is once more 
made central to art. Examples to discuss the hypothesis will 
be Gordon Matta-Clark’s restaurant Food, Matthew Ngui’s 
You Can Order and Eat Delicious Poh-Piah, Amongst Other 
Things, Fiona Hallinan’s Fink’s and Rikrit Tiravanijas’s Untitled/
Free, among others. My talk shows that it might be worth 
considering taste as a humanistic concept, within a relational 
art milieu, because it contains what a “humanist taste” intends. 

Playing with the Past: Reflections and Discourses on the 
Holocaust
Eva Klein, Institute for Art History, University of Graz

73 years after the end of the Holocaust, we now confront 
a time when the last witnesses of that event are passing 
away. The challenge of the third generation after World War 
II is to embody the phrase “never again,” never forgetting 
the appalling atrocities. The theme of the Holocaust and 
its contexts, with its unsurpassed pain, echoes a certain 
inviolability, and the explosive performative examination of 
the subject causes much consternation. For example, with the 
performance Auschwitz on the Beach, the Italian artists Franco 
Bifo Berardi and Sim Sampaio launched a wave of outrage 
at documenta in Kassel in 2017. This example demonstrates 
the explosive power the topic of the Holocaust evokes, and 
the challenge nowadays of how to confront the National 
Socialist past, a subject that still remains an untouchable 
and incomprehensibly dark topic for art. My presentation 
focuses on contemporary artistic works of playing games, 
that overcome the boundaries of traditional and object-
based art by evoking relational aesthetic and performative 
elements and address the Holocaust, such as Between 
Skylla and Charybdis, that was presented by the artists Sarah 
Bildstein, Peter Fritzenwallner, Roswitha Weingrill and Angela 
Wiedermann in 2017 at the exhibition with the same title in the 
Künstlerhaus—Halle für Kunst und Medien, and in the Gallery 
Schnitzler and Lindberger in Graz, Austria. It is defined by the 
amount of processes playing the game—whoever, wherever, 
and whenever. The aim is also to point out the tension between 
atrocities and playing games. 
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International Copyright Flexibilities and Creative 
Practice
Committee on Intellectual Property
Chair: Anne Collins Goodyear, Bowdoin College Museum of Art

How do copyright laws of countries other than the US promote 
uses of copyrighted material in the context of creating art, criticism, 
scholarship, and other creative practices? This panel focuses 
on exceptions or flexibilities in national laws that may allow for 
such uses, such as quoting copyrighted material in the context of 
criticism. US law specifically includes the doctrine of “fair use,” but 
to what extent do other nations allow for uses of copyrighted works 
that are comparable to uses that, in the United States, are regarded 
as “fair”? Might existing copyright flexibilities in various countries 
provide room for new modes of international collaboration and 
cooperation in sharing and developing new creative projects? 
What guidelines exist to aid users, including scholars, artists and 
other creators, particularly those who make work intended to 
traverse national borders, in navigating copyright regimes outside 
the US? What relationships between “open access” initiatives and 
copyright exceptions might deserve further attention? This panel 
addresses these questions, focusing on the strategies of specific 
countries, such as “fair dealing” in the United Kingdom, or providing 
comparative analyses across borders.

Fair Dealing, Artist Unions, and the Visual Arts in Canada
Riva Symko, University of Alaska

In Canada, one key limitation to copyright intended to protect 
creators from a monopoly over speech is the doctrine of “fair 
dealing” which covers eight exceptions: research, private 
study, news reporting, criticism, review, education, satire, and 
parody. Over the past two decades, the trend in Canada has 
been towards the expansion of fair dealing—both by policy 
makers and through the courts—due largely to efforts initiated 
by the education community. For instance, in 2012 several 
Canadian universities refused to re-sign the Association of 
Universities and Colleges Canada (AUCC), and the Association 
of Community Colleges of Canada’s (ACCC) negotiated 
Access Copyright Model Licenses citing existing fair dealing 
allowances (the outcomes of which are still playing out in the 
Federal Court of Appeal). In light of the ongoing one-year 
statutory review of the Canadian Copyright Act launched in 
December 2017 by the Honorable Navdeep Bains, Minister 
of Innovation, Science and Economic Development, and the 
Honorable Mélanie Joly, Minister of Canadian Heritage, this 
paper addresses the increasing resistance to fair dealing by 
artist unions, including the Canadian Artists’ Representation/Le 
Front des artistes canadiens (CARFAC) in response to educator 
fair dealing claims. I argue that CARFAC’s position may be 
scrutinized in relation to what Meera Nair has identified as 
a “campaign of misinformation” regarding creator and user 
rights in Canada and abroad. Further, CARFAC’s single-minded 
focus on proprietary rights both ignores, and misunderstands, 
the fundamental process(es) of creative production to the 
detriment of its membership base and to artists across borders. 

Habitat
Teresa Kittler

It is the last Sunday in March 1970, and Habitat is going on air 
for the first time. Produced by Giulio Macchi, the show features 
alongside some of his best-remembered programs produced 
for state television in Italy. Asking after the relationship 
between man and environment in the broadest of terms, 
including individual and collective forms of dwelling, each 
weekly one-hour show consisted of on-set discussions with 
invited guests and prerecorded interviews or documentary-
style features with architects, artists, designers as well as 
scientists and politicians. In the first year alone, among 
the guests included were Gino Marotta, Gaetano Pesce, 
Archigram, Joe Colombo, Manfredo Tafuri, Mario Ceroli, and 
Pierre Restany. Habitat has since won the accolade of first 
television show to address concerns that could be understood 
as specifically “ecological,” and belonged to a growing 
trend of programs produced throughout the 1960s and early 
1970s which turned their attention to the question of the 
environment. This paper takes Habitat as a point of departure 
for thinking about the question of home, housing and 
domesticity in postwar Italy as it was intersected by questions 
of the environment and ecology at a time when such concerns 
were taking on a particular urgency in the face of alarming 
predictions of population growth and a growing appreciation of 
the detrimental effects of industry on the landscape. 

Visual Interpretations of Domestic Activities in Postwar Italy
Silvia Bottinelli, School of the Museum of Fine Arts

This paper examines the representation of activities that 
were associated with domestic life in postwar Italian art. My 
perspective is grounded in Henri Lefebvre’s argument that 
it is through such actions that we appropriate and produce 
space, and shape our identity in relation to it. Housekeeping 
as well as food preparation and consumption are the main 
points of focus. I will look at case studies that represent each 
group of actions in the span of three decades, roughly from 
the 1950s to the 1970s. The discussion of housekeeping will 
be inspired by Fillide Levasti, Giorno del Bucato in una Casa 
Popolare (1950); Luciano Fabro, Pavimento-Tautologia (1967); 
Mirella Bentivoglio, Lapide Per Una Casalinga (1974). Food 
preparation and consumption will be discussed through: Maria 
Lai, Il Pane, c. 1955; Lucia Marcucci, L’appetito Vien Mangiando 
(1963); and Global Tools (Survival), Workshop in Sambuca 
(1974). I will consider how shifting sociocultural contexts, or the 
reaction to them, were interrelated with artistic interpretations. 
To show how artworks were in dialogue with contemporaneous 
discourses on the domestic, I compare them with visual 
culture, which can offer an understanding of normative models 
of home-life. In addition, I compare artistic interpretations 
with personal narratives, which can be sampled through home 
movies, diaries, and annotated recipe books. My argument is 
that the immediate postwar aspiration to the comfort of the 
private sphere, especially for women, went hand in hand with 
an enhanced condition of vulnerability, questioned by both 
feminism and counterculture in the late 1960s and 1970s. 
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example of a media work that subverts the Western narrative 
found in Jean-Gabriel Charvet’s Les Sauvages de la Mer 
Pacifique. Increasingly, indigenous new media theorists are 
analyzing how works such as Reihana’s may speak back 
to misrepresentations and re-present history through an 
indigenous worldview. New media enables artists to speak 
back to static visions of history, to reinforce that indigenous 
art is contemporary art, and to create an experience of cyclical 
time that challenges Western conceptions of past, present and 
future. The paper examines theorists who advocate for the 
inclusion of an indigenous perspective in current new media 
theories, arguing that it is fundamental to include indigenous 
new media theorists as authorities on their own culture in 
contemporary art histories. 

The Known Unknown: Mapping Ignorance in the Age of 
Discovery
Mariah Briel, University of California, Davis

This paper proposes that late 16th- and 17th-century maps of 
an unknown continent known as Terra Incognita are the visual 
embodiment of ignorance, creating complex tensions between 
representations of knowledge and lack of knowledge through 
their borders, forms, and figures. Theories surrounding the 
possibility and physical form of the unknown and its inhabitants 
can be visually traced through Classical and medieval sources, 
culminating in the maps produced during the European 
Renaissance and Age of Exploration. During this time the 
existence of, and visual space devoted to this continent began 
to shift dramatically, and as an example of this phenomenon, 
my investigation looks closely at the depiction of the Terra 
Incognita on the 1608 world map of engraver Jodocus Hondius, 
printed in Amsterdam. The large map portrays the discrete 
and detailed borders of the explored and “known” portions 
of the globe with an “unknown” land with discrete borders, 
scientific data, portraits, and smaller world maps that delineate 
explorer’s routes. Hondius was well-versed in cartography 
and the images placed in the frame of the Terra Incognita 
were a calculated visual construction, made up of figures, 
Classical and medieval thought, scientific advancements, 
and conjecture, acting as both propaganda for “knowledge” 
of the southern hemisphere and as a visual embodiment 
of ignorance. Using agnotology, or the study of culturally 
produced ignorance, I examine the images contained within 
the Terra Incognita to explore the implications of that ignorance 
on European expansion and the continued perceptions of 
Oceania at large. 

When Communities Curate: Maḏayin: A Practice Based Approach 
to Yolŋu Art History
Henry Skerritt, Kluge-Ruhe Aboriginal Art Collection of the 
University of Virginia

In contrast to older notions of curating as being solely the 
practice of putting together an exhibition or caring for a 
collection, contemporary theoretical approaches to curating 
have emphasized the curatorial role as activating sites of 
transformative social discourse. Paul O’Neil argues that “rather 
than texts waiting to be read, exhibitions have the potential to 
activate discursive processes that enable dialogical spaces of 
negotiation between curators, artists and their publics.” While 
such theoretical positions have radically opened the curatorial 
profession, they retain a clear distinction between creators and 
their publics, reflecting the hegemonic position of “display” 
within what Tony Bennett has termed the “exhibitionary 

Case Study: The Art and Architectural ePortal
Patricia Fidler, Yale University Press

In July 2018, Yale University Press launched a one-year pilot 
to libraries of its new electronic portal for art and architectural 
history scholarship. Funded by the Andrew W. Mellon 
Foundation, the ePortal brings together scholarship, much 
of which is out of print, from a variety of publishers with the 
aim of making this important content more discoverable and 
accessible. In this major endeavor, YUP has decided to assert 
fair use for the images supporting the scholarship on the site 
and believes that fair dealing also applies. This presentation 
will briefly review YUP’s process for evaluating fair use and 
fair dealing in the context of this electronic project, as well as 
discuss how additional research and further conversation are 
required before opening up the ePortal to additional IP ranges.

 
Intervening Archives/Methodologies/Theories of 
Oceania
Pacific Art Association
Chair: Maggie Wander

In recent history, colonial interactions between Indigenous groups, 
explorers, settlers, migrants, and other colonial actors have 
produced a range of mobilities (either willful or compelled), yielding 
fraught processes of place-making, establishing new homes, and 
forming new social, cultural, and political positions in the face of 
constant dis-positioning. The historically and culturally specific 
conditions of transpacific movements demand new theoretical 
approaches to understanding cultural production in the Pacific. 
This panel questions the histories and constitution of collections 
and archives that form the basis of much visual and material 
studies research in Oceania. Because these are necessarily 
conditioned by contexts of (post)colonialism, diaspora, creolization, 
and borderlands, this panel asks: How can the Pacific rethink its 
archives, engage innovative research methods, and recognize 
epistemologies and historicities specific to its own colonial and 
sociocultural experiences? Our framing of the archive is broadly 
understood as collections of documents, images, and objects. 
We are interested in expanding the archive to include local and 
multiple perspectives. Furthermore, we pursue thinkers whose 
work defies accepted national and cartographic boundaries to 
take into account migratory and cross-cultural experiences across 
oceans and continents. We are open to art historians, historians, 
anthropologists, artists, curators, and performers who question 
dominant narratives and representational strategies that perpetuate 
how one comes to “know” Oceania.

In Pursuit of the Pacific: Past and Present Visions of Tahiti
Brittany Myburgh, University of Toronto

Pacific historians have long stressed the need for a double 
vision of history, yet it is important to acknowledge that 
indigenous histories are often structured through the 
same systems of knowledge as European narratives. It is 
necessary to determine a Maohi perspective of history, 
yet how this should be done and who has the right to do 
it are central issues in the construction of indigenous art 
histories. This paper examines how the earliest European 
transpacific journeys established current visual conventions 
of the South Pacific, and how contemporary Pacific artists 
are employing new technologies and strategies to present 
an indigenous perspective of colonial history. The paper 
examines Lisa Reihana’s In Pursuit of Venus: Infected as one 
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Representation of Gardens in Japanese Woodblock Prints during 
the Edo Period
Anna Guseva, Higher School of Economics

Pictures of gardens of different kinds could be found in 
Japanese woodblock prints, from bijin-ga and erotic prints 
to kabuki scenes and landscapes. While literal descriptions 
and gardening manuals are recognized as sources in terms 
of garden history, there has been little discussion about the 
representation of gardens in ukiyo-e prints in spite of the many 
examples of thoroughly depicted surroundings that can be 
found in such prints. Consequently, this study attempts to show 
that ukiyo-e prints could provide miscellaneous information 
on gardens and their perception during the Edo period. 
Considering the amount of material available, a few criteria 
for selecting prints were established. This study focuses on 
prints in which a garden is depicted as part of the surrounding 
environment, correlates with the represented building, and is 
clearly depicted. The analysis of the prints of such artists as 
Chōbunsai Eishi (1756–1829), Katsukawa Shunchō (1723–1793) 
Torii Kiyonaga (1752–1815) and Kitagawa Utamaro (1754–1805) 
confirms that ukiyo-e could enrich our knowledge with regard 
to garden types, layouts, plants, as well as the pastimes 
favored by townspeople during the Edo period. In addition, 
the garden elements could be read as a visual comment on 
the subject itself. For example, the coloration and selection of 
the plants in the garden could signify the month of the year, 
while the geomantic and Buddhist symbolism associated with 
gardening design could reveal some hidden meaning through 
the stone-and-water arrangements pictured in the print. 

After Ukiyo-e: The American Reception of Postwar Japanese 
Prints
Christopher Reed, Penn State University

This talk explores the afterlife of ukiyo-e, extending discussion 
of Japanese woodblock prints’ role in intellectual exchange 
involving material culture. Following World War II, Japanese 
printmakers who eschewed commercial publishers in 
favor of studio-made prints emerged as representatives of 
modern Japan. Perceived as exemplary in their commitment 
to both Japanese aesthetic tradition and modern creative 
individualism, these artists were championed by Americans 
working to reconcile Japan and the United States, including 
the novelist James Michener. I offer three arguments about 
this history. First, these American amateurs’ self-positioning 
in relation to the cosmopolitan Onchi Kōshirō, who led the 
creative printmakers, challenges common paradigms for the 
relationship of East and West. Second, these American writers’ 
middlebrow skepticism enabled a critique of the postwar 
avant-garde’s nationalist/racial essentialism that decouples 
assumptions concerning sites of progressive politics. Third, 
these writers emphasized the materiality of printmaking in 
order to interest middlebrow American in Japanese prints. The 
detailed discussion of woodblock technique in Statler’s 1956 
book “Modern Japanese Prints,” for instance, is reinforced 
by the book’s endpapers, which are very thin sheets of wood 
veneer. Michener’s 1962 “The Modern Japanese Print: An 
Appreciation,” offered, in a wooden slipcase, actual prints 
(in an edition of 500) along with discussions of the materials 
and processes of each print’s production far more technical 
than in art historical publications. I conclude that these texts, 
methodologies, authors, and artworks often condescended 
to by specialists might, instead, offer models of principled 
practice. 

complex” of the modern museum. This is particularly 
problematic for Indigenous communities, whose cultural 
material was collected, interpreted, displayed and categorized 
within this imperial ideology, without consent, consultation or 
intellectual contribution. In 2015, the Kluge-Ruhe Aboriginal 
Art Collection of the University of Virginia began a project to 
collaboratively curate the history of Yolŋu bark painting with 
senior members of the Indigenous community at Yirrkala 
in Australia’s Northern Territory. This paper considers this 
developing project in order to examine the potential of practice 
driven research to develop new trans-cultural art histories. 

Japanese Material Culture in Ukiyo-e Art: Learning the 
Language of Objects
Chair: Elena Varshavskaya, Rhode Island School of Design

For over 200 years in the 17th–19th centuries, life of Japan’s city 
dwellers had been captured, in its entirety, in ukiyo-e images. The 
illustrated themes encompass all kinds of real-life experiences 
of townspeople as well as every aspect of their inner world—
their cultural and political interests, attitudes and opinions. Not 
concerned with creating an illusion of reality in their compositions, 
ukiyo-e artists attached much importance to the precise rendering 
of objects specific for every situation. The artists’ expertise spanned 
all kinds of artifacts—fashionable attire of contemporary beauties 
and historic court garments, samurai arms and armor, ships, boats, 
and means of land transportation, architecture and interior decor, 
fans, smoking pipes, tobacco pouches, toys, and so on and so 
forth. At times, objects in ukiyo-e meant more than the eye met. 
Often, they were communication tools involved in the intellectual 
exchange, in mind games based on associations, hints and puns. 
The vastness of the thematic scope of ukiyo-e art, its verve, 
together with the remarkably wide-ranging knowledge base of 
ukiyo-e artists, make ukiyo-e legacy an inexhaustible visual source 
of information on early modern Japan.

Traditions and Artifacts of Sumo as Found in Ukiyo-e Prints
Andrew Svedlow

Evidence of Japanese material culture as manifested in ritual, 
daily life-ways, popular entertainments, and the objects of 
everyday use can be discerned within the enormous range of 
imagery produced during the Edo Period. Representational 
styles vary from artist to artist, but the art of this period acts as 
an aperture through which to view and understand Edo society. 
The religious, social, economic, and performance aspects of 
sumo, as well as the artifacts of the ritual and sport that sumo 
is, will be considered. Japan, during the Edo Period had a 
vibrant honya or book stall and publisher practice and these 
enterprises were centers for the commissioning, publishing, 
and sale of ukiyo-e prints. This presentation will briefly look 
at the depiction of these shops and the associated elements 
of the ukiyo-e industry and will then move to an involved 
examination of the representation of the people, practices, and 
objects of sumo. While the personalities and ritual actions of 
the sumo world as depicted in ukiyo-e will be touched upon, 
special attention will be paid to the clothing such as mawashi 
(silk loin cloth) of the sumo wrestlers as well as the dohyo or 
performance stage architecture and items such as the gunbai 
or ritual war fan used by the sumo judge. As a practice coming 
out of the Shinto religion, many of these sumo objects have 
connections and direct relationships to Shinto. 
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sound artist Pauline Oliveros and the Deep Listening Institute 
as well as walking artist Ernesto Pujol’s “social choreography,” 
this paper addresses meaningful community engagement 
and MoW’s efforts to enhance creative and divergent thinking 
through walking and radical listening. MoW is a socially 
engaged project committed to walking as an art practice. MoW 
fosters relationships between people, land, action, and site 
and in one of the least walkable cities in the United States, 
Phoenix, Arizona. MoW functions as an educational resource 
housing a small-but-mighty archive and library connecting a 
range of artists, writers, health practitioners, thinkers, activists, 
and mappers engaged in walking as research. The Museum of 
Walking was founded in 2014 by artists Angela Ellsworth and 
Steven J. Yazzie. 

Dissonant Kinesthetics: Writing—the Work of Yvonne Rainer
Thyrza Goodeve, School of Visual Arts

Yvonne Rainer is many things: dancer, artist, choreographer, 
filmmaker, storyteller, feminist, queer activist, and grand dame 
of experimental narrative. While she has been duly celebrated 
for each of these, one thing that connects everything she does 
is her talent as a writer. Not only has she always been one of 
the best writers on the work of Yvonne Rainer, but writing/
storytelling/language/narrative theory has been essential to 
her dance and film work from the 1960s to the present. This 
paper will explore “writing” in Rainer’s oeuvre, not as a simple 
message system but as a medium which encompasses her 
work as a totality, whether dancing, choreographing, making 
films, or writing. 

Walking on the Moon/Kinematic Glitching
Judith Rodenbeck, University of California, Riverside

The paper takes as its starting point a short text penned in 
1992 by the philosopher Giorgio Agamben. “By the end of the 
19th century,” he writes in his Notes on Gesture, “the Western 
bourgeoisie had definitely lost its gestures.” For Agamben, 
gesture “allows the emergence of the being-in-a-medium 
of human beings,” and he locates its loss alongside the first 
fully scientific physiological description of the mechanics 
of walking, the chronophotography of Etienne-Jules Marey, 
the disappearance of walking as an everyday practice—and 
the emergence of the cinema. If the invention of cinema 
enabled a visually driven biomechanical description of the 
act of walking, pro-cinematic explorations of biomechanical 
glitching, stuttering, and failure-to-perform both physically 
and kinematically crop up in a proliferation of 21st century 
collective and individual walking projects by artists. Taking up 
select contemporary art projects that deal with walking on the 
moon, this paper reconsiders the kinematics of walking in light 
of “being-in-a-medium.” 

Body Doubles: Robert Beavers’ Gestural Cinema
Rebekah Rutkoff

For the past five decades, the American avant-garde filmmaker 
Robert Beavers (b. 1949) has produced non-narrative films, 
lucid and delicate, that are condensed odes to the pulsing 
vitality of both spectator and medium. They exist at what 
Susan Oxtoby has called the “intersection of structural and 
lyrical filmmaking traditions” in locations across Europe, in 
dialogue with the natural world and the work of artists both 
known (including Ruskin, Leonardo, and Borromini) and 
unknown. Starting in the 1990s, Beavers re-edited all of his 
previous films, producing My Hand Outstretched to the Winged 

Mundanity of a Tokaido Town as Advertising Tour de Force
Elena Varshavskaya, Rhode Island School of Design

Travel the Tokaido road—the most convenient route between 
Japan’s capitals, Edo and Kyoto! See how excellently the 
road is maintained thanks to the efforts of the shogunal 
administration! Look at the neat stone-clad hillsides! Stay cool 
under the planted pine trees lining the road! Don’t forget our 
meibutsu—famous product—the yams soup, tororo-jiru, that 
is best here, in our well-known spacious shop! Try riding our 
palanquins! They are right at hand—always available with 
robust palanquin bearers waiting for you! Our palanquins are 
rapid—read the comic kyoka poem that compares them to 
fast-moving balls passing through the baskets of the Kagura 
performance! Such performances are often available at Mariko 
Station the name of which happens to mean “a small ball.” 
While we are rural and relaxed, you can easily reach the 
bustling metropolis of Edo with its countless sophisticated 
pleasures! There you can indulge in using the senjo-ko, 
white face powder enjoyed by the celebrities! You can catch 
a glimpse of an alluring courtesan in Yoshiwara pleasure 
quarter—or at least obtain a bijin-ga, a beauty’s printed image, 
as a souvenir! Perhaps, you are lucky enough to experience the 
excitement of a Kabuki theater performance where everything 
is larger than life! This paper seeks to explore communicative 
aspect of material culture captured by Utagawa Hiroshige, 
ukiyo-e leading landscape artist, in a Tokaido station print from 
one of his 20 sets dedicated to the topic. 

Kinesthetics: Gesture beyond Opticality
Chairs: Rebekah Rutkoff; Judith Rodenbeck, University of California, 
Riverside

What might it mean to bring a kinesthesic consciousness to the 
processes of both making and taking in art? In this panel we turn our 
attention to creative and critical work invested in the most elemental 
bodily sensations of movement, work that’s devoted to sensory 
experience derived from heightened awareness of limbs and muscles 
in motion of various kinds—tense, fluid, stuttering, repetitive, failed, 
virtuosic—and to the double-edged notion of “performance” in late 
capital. Looking at a variety of objects and media-forms—Warhol’s 
registration errors as figures of bodily labor, Yvonne Rainer’s 
dance-informed writing, the scene of walking itself as embedded in 
the “optical unconscious” of cinema, radical listening practices at 
the Museum of Walking, and Robert Beavers’ filmic performances 
of spontaneous gesture, we simultaneously offer a spectrum of 
ways that critical language about art—not just writing, but thinking 
itself—might take new shape under the auspices of kinesthetic 
consciousness. How might an art critical/historical position grounded 
in curiosity about dispersed, embodied awareness offer a set of rich 
alternatives: to industrial precision, to claims of a generic 21st-century 
subjectivity, and to optical dominance?

The Museum of Walking and Radical Listening
Angela Ellsworth, Arizona State University- Herberger Institute for 
Design & the Arts

“Sometimes we walk on the ground, sometimes on sidewalks 
or asphalt, or other surfaces. Can we find ground to walk on 
and can we listen for the sound or sounds of ground? Are 
we losing ground? Can we find new ground by listening for 
it?” (Pauline Oliveros). This paper focuses on the radical act 
of listening in relation to the Museum of Walking’s (MoW) 
contemplative walk programming. Referencing the work of 
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explore land use, water rights and issues of indigenous sovereignty. 
We are interested in how this dialogue can transcend borders 
that typically reinforce nationalism and privatization. Indigenous 
artists are creating very innovative work in response to landscape 
through a process of truth and reconciliation—can a postcolonial 
critique effectively challenge globalization through Land art? How 
might artists work with local communities to resist socioeconomic 
systems that favor private property? Do forms of social practice 
and creative place making offer new models for civic engagement 
to transform public property and the commons? As issues of water 
rights become more critical to the conversation, how are the fields 
of environmental and ecological art merging with Land art?

From the Center of the Earth: The Land Art of the Pueblo Artist 
Nora Naranjo-Morse
Anya Montiel

When the Albuquerque Public Art Program supported an 
outdoor sculptural commission to commemorate the arrival of 
Spanish explorer Juan de Oñate into present-day New Mexico, 
Santa Clara Pueblo artist Nora Naranjo-Morse contributed 
Numbe Whageh, the city’s first work of land art in 2005. Unlike 
the other artists’ sculpture celebrating European settlement 
and history, Naranjo-Morse countered the colonial narrative by 
creating an earthwork based in Indigenous cosmologies and 
constructed with native vegetation. Translating as “Our Center 
Place,” the mounds of earth spiraled into a subterranean place, 
representing the center of Pueblo creation. The following year 
she won a national sculptural commission in Washington, DC, 
and built Always Becoming, a set of five figures representing 
a familial unit, dissimilar from DC’s memorials to prominent 
individuals or military victories. And like its title, each snowfall 
and rainstorm alters the organic surfaces of Always Becoming 
to transform the figures physically. Naranjo-Morse explained 
that, “The sculptures’ metaphor of community, home, and 
family not only conveys a universal theme to all peoples, but 
also enhances visitors’ experiences that they have entered a 
Native place.” Through examining two of Naranjo-Morse’s Land 
art pieces, Numbe Whageh and Always Becoming, this paper 
addresses her artistic vision and process which is grounded in 
her indigenous worldview and upbringing in a family of female 
ceramicists. As Naranjo-Morse’s art re-indigenizes urban 
American landscapes, how have they been received by non-
Native publics? How does her art challenge and disrupt colonial 
history, especially in places extolling European-American 
achievement? 

Expressions of the Land
Alexis Elton

Intrigued by the life cycle of dirt, I work soil by hand to 
understand the earth as ever-changing. My artistic practice 
intersects art and agrarian systems, using site-as-material to 
unite people in the shared experience of place. My practices 
include farming, sculpting from landscape elements, and 
extracting hydrosols or aromatic waters from soil, animals, 
and plants to convey a sense of place through smell. My 
relationship to land as source and resource developed in New 
Mexican rural communities over a seven-year period. Slowly, 
through attentive observation and story swapping, I developed 
close relationships with local elders who entrusted me with 
land to farm. Under these circumstances I began to experience 
the day-to-day practices of farming as active modes of place 
making. Clearing fields, preserving water rights, and cultivating 
native seeds to keep a native food culture alive, over time 

Distance and Sightless Measure, an 18-film cycle of completed 
works made since 1967. The registers of the title’s “hand 
outstretched” are multiple, but it refers, in part, to Beavers’s 
ongoing study of and identification with hand- and craftwork 
(his films feature intricate labors of sewing, bookbinding, 
cooking, stone chiseling) as well as to his reliance, in front 
of the camera, on the intuitive knowledge and gestures of 
his own hands and body—antidotes to the forces of intention 
and will. In this paper I investigate Beavers’ use of his own 
body in his films, paying special attention to the performative 
dialogues he stages between parts of the body that come 
in twos—hands, feet, eyes, ears, bodily front and back—and 
the related invitation he extends to spectators: to discover a 
unique position of dispersed, embodied awareness. 

Mistake as Medium: The Kinesthetics of Printing Errors
Mal Ahern, Yale University

This paper investigates errors in the printed image around 
the year 1960. I focus primarily on the registration error, a 
term printers use to describe misaligned elements on the 
printed page. After World War II, growing demand for color 
printing and widespread experimentation in automation 
technology increased the frequency of registration errors 
across print media. Registration errors reveal the kineasthetic 
and environmental pressures that bore on visual production. 
As printing manuals of the era make clear, anything from 
the weather to the press speed to ambient vibrations to ink 
viscosity had the potential to affect web tension, which in turn 
affected inter-color registration. I also suggest that such errors 
could indicate strained relationships on the pressroom floor, 
where management’s demands for ever-higher production 
speed and volume came into conflict with labor’s traditional 
standards of craftsmanship. The more pressroom managers 
ignored the environmental in favor of the optical, the less 
able they were to account for the nonvisual factors that 
impacted the work of printing—and the more frequently these 
registration errors appeared. My paper suggests that we can 
use the repetitive form of the mass-produced image as a kind 
of medium through which to view variations in registration as 
a kind of information—they inscribe or record environmental, 
kinaesthetic, and even social conditions of image reproduction. 
Artists like Warhol and Rauschenberg, I conclude, recognized 
in the registration error its potential as a mode of recording the 
entanglements of form, matter, and labor. 

Land Art Reconsidered: land use, water rights and 
indigenous sovereignty
Chairs: Leticia Bajuyo, Texas A&M University–Corpus Christi; Jason 
Brown, University of Tennessee School of Art

Land art or Earthworks gained attention in the 1960s and 1970s as 
artists used the natural landscape to create site-specific structures, 
art forms, and sculptures. In many respects, this work borrowed 
heavily from ancient cultures and civilizations that created art 
on a monumental scale in the landscape. Contemporary artists 
who work in the landscape often extend their interventions and 
investigations beyond formal aesthetic elements to include 
conceptual, historical and contextual references. What are the 
challenges and opportunities facing artists working in the field 
today who are following in the footsteps of Land art from earlier 
time periods? This panel highlights the work and research of artists, 
activists, critics and curators who are engaged in practices that 
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Latinx Sounds: Auditory Technologies of Resistance 
and Aural Practices of Social Transformation
US Latinx Art Forum
Chair: Joshua Rios, School of the Art Institute of Chicago

Sound and noise play an integral role in the structuring of 
social and political life, particularly as auditory-based practices 
become characterized and leveraged as either normative 
or aberrant in the struggle over resource extraction and 
distribution. Conceptualizations, and even legal definitions, 
regarding what constitutes sound and what constitutes noise 
change over time, thus notions of sound and noise can be 
mapped within a field of colonial and state power. Thinking 
about sound regulation as a “politics by other means” allows 
cultural criticism and historical analysis to listen, balancing 
the overly scopic frameworks that tend to outline political, 
philosophic, and ethical articulations of social life. Additionally, 
the role sound plays (in the form of the protest song, for 
example) is integral to the foundation of communities of 
practice and communities of opposition. This panel seeks 
academic and performative presentations that create 
scholarship and epistemic inquiry around the politics of sound 
and critical sound practices as they relate to Latinx social, 
political, and cultural histories of resistance and celebration in 
a US context. Guiding questions for this session include: How 
does noise come to be defined in opposition to sound, under 
what conditions and for whom? How are certain definitions of 
noise and the policing of sound mobilized to maintain authority 
over communities of color, especially Latinx communities in 
the United States? In what ways do noise and sound practices 
formulate oppositional publics and engender methods of social 
transformation.

El Disco es Cultura
Alex Chavez, University of Notre Dame

This presentation works through ideologies of sound, race, and 
urban space in the city of Chicago and in doing so calibrates 
the concept of the palimpsest for sound with specific focus on 
the cultural uses and symbolic significance of vinyl records. 
The notion of “disco” in Spanish as social space [la disco] and 
material artifact [el disco] is linked to Steve Dahl’s 1979 “disco 
demolition” in the Bridgeport neighborhood, the adjacent 
Bronzeville neighborhood as a site of the Black arts movement, 
and a burgeoning vinyl revival scene among Latinx DJ crews 
and record labels. This confluence of space, sound, race, 
and material culture is central to current trends and forms of 
cultural production that animate sonic/visual localisms within 
Chicago’s aural public sphere. This presentation lends an 
“ethnographic ear” to the political mandates of contemporary 
Latinx artists in Chicago and listens to how they are shaped 
by the racial politics of urban space. More specifically, sound 
is considered not just a sonorous phenomenon, but a cultural 
discourse that is contingent on the social reproduction of 
valuable forms of inequality that render Latinx communities 
disposable, deportable, moveable. It is asked: what strategies 
and needs for “place-making” emerge given such profound 
and intersecting dislocations, how are such needs reflected 
in particular sounds, and, in turn, how do these sounds 
participate in political projects of belonging? The answer may 
lie in apprehending a mantra that unites this artistic scene: el 
disco es culture. 

revives reciprocity between land and community. For me, 
living and working became art, and the art distilled a special 
and specific place. Both land-based practices and agricultural 
calendars embed cycles of creation and decomposition into 
the soil. Through scent I share the soil’s history, meeting social 
complexities with sensory reaction. In active response to 
whether social practice and creative place making offer new 
models for civic engagement to transform public property and 
the commons. 

(De)Centralized Public Space
Audrey Molloy

The “public” is defined as a space of equitable citizen 
participation and communal association where shared identity 
and sense of place is assumed to be upheld, inhabited, and 
understood by all proportionately. A loose conceptualization 
of “public” is an ideology that is accessible and inclusive, 
most often realized in the form of definitive places or arenas 
of land. In theory, citizens enact the practice of a public in 
these sovereignty-designated spaces. However, participation 
in the public is relative to one’s proximity to specific privileges 
of power; exclusions and privileges based on class, race, 
geography, gender, age, ability, and information effectively 
limit equal participation in common spaces and in the public. 
Adopting the late liberal notion of the internet and information 
technologies as the “digital frontier,” and underscoring the 
neo-colonialist approaches to public practice such systems 
denote, this paper discusses: first, how digital infrastructures 
reflect the systemic oppression of marginalized bodies in the 
contemporary public landscape (physical and virtual); and 
second, present novel forms of social practice and place-
making which engage authorship and decentralization as tools 
for public representation. 

Pedagogy of Weather: Learning with Earthworks, Duration and 
Difference
Chris Taylor

People like to speak about Spiral Jetty, the earthwork created 
in 1970 by Robert Smithson in the Great Salt Lake off Rozel 
Point, Utah, as if it moves. Periodically ducking out of sight 
like a loon beneath the surface of the lake. While an argument 
can certainly be made the work has been slowly sinking into 
lacustrine silt over the last 49 years, they generally are not 
talking about registers of geologic slowness. Perhaps we 
can equate it to the expression of the sun rising and setting 
rather than an accurate understanding of the earth rotating 
in to and out of light from the star we orbit. For all intents 
and purposes Spiral Jetty is static, while the worlds around 
it continue to change. This presentation will present findings 
from sustained educational relationships with Spiral Jetty and 
other earthworks visited yearly by Land Arts of the American 
West—the transdisciplinary field program that examines the 
evolutionary interaction between human actions and landscape 
formation—to pose operative questions that span boundaries 
embedded in sociopolitical, ecologic-economic, and individual-
communal dialectics. Sensibilities in the pedagogy of weather 
connect outward generatively rather than fixating within cults 
of singular authorship or ownership. Focusing out from these 
questions as image platforms, learning with rather than of 
weather, to frame art as measure that registers difference. 
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No Noise Disturbed the Quiet of the Morning (Vocal Mix)
Anthony Romero, School of the Museum of Fine Arts at Tufts 
University

no noise disturbed the quiet of the morning (vocal mix) is a 
sound-based performance lecture that tells the story of how 
indigenous populations under European colonial rule in the 
US were controlled through the criminalization and legislating 
of native sound and music practices. By tracing intersecting 
histories of colonialism, policing, law, and criminality in this 
country and throughout the Americas, this work aims to 
foreground how sound becomes an extension of indigenous 
bodies, and as such remains exemplary of the the so-called 
savagery of brown peoples. Taken together, these histories 
reveal how carceral and criminalizing strategies, within the 
colonial context, sowed the seeds for the ongoing policing of 
communities of color. As inheritors of this legacy of colonial 
domination, Latinx and indigenous communities, bear the brunt 
of state-sanctioned violence which aims to silence them. By 
layering the digitized sounds of everyday cultural objects with 
acoustic accompaniment, gesture, archival text, documentary 
images, this performance lecture will use the sounds we make 
and the ways we hear to show how policing and surveillance 
overwhelms the body’s senses, sometimes to devastating 
effect. The goal of such a presentation, is to create a situation 
in which the effective resonance of these histories might be 
dislocated to from the cerebral and placed with the context of 
the body, both my brown body as presenter and our collective 
body as audience. 

Learning to Look: A Conversation about  
Late 15th-Century Woodblock Printed Books
American Institute for Conservation of Historic and Artistic Works
Chair: Rebecca Rushfield

Each year, the American Institute for Conservation Affiliate Session 
is a workshop focusing on the technical aspects of a group of works 
of art. The workshop is led by a conservator and a curator away 
from the conference venue in a museum gallery or study room in 
the presence of physical works of art. Limited to 15 participants, a 
mix of art historians, conservators, artists, curators, and graduate 
students is encouraged. The workshop is structured to allow for 
maximum interaction between workshop leaders and participants. 
In 2019, the topic will be 15th-century European blockbooks and will 
take place in the Morgan Library and Museum with leaders John 
McQuillian, Assistant Curator in the Department of Printed Books 
and Reba Fishman, Paper Conservator.

Wood, Ink, Paper: Material Seminar on 15th-Century European 
Blockprints
John McQuillen, Pierpont Morgan Library & Museum

A blockbook is a multi-page work produced entirely from 
woodcuts, with both text and image carved in relief in a single 
block. They could be used either in book or two-dimensional 
print format for private and public viewing. Most blockbook 
editions do not identify their place of production or date, 
but they are attributed to the Netherlands and Germany 
predominantly around 1460–1480. They were the first print-
on-demand books and are an important aspect of both the 
increasing literacy in Western Europe as well as the growing 
desire for popular prints. This seminar will be an introduction 
to the form and function of European blockbooks using the 
collection of the Morgan Library and Museum, which holds 

Schizophonic Realism: The Sounds of Mexican Hyper-Machismo 
as Heard through Drug War Era Narcocorridos
Esther Diaz Martin

Across Greater Mexico, or the spaces inhabited by people of 
Mexican cultural descent (Paredes 1976), the narcocorrido 
music genre records the exploits of hypermasculine subjects 
who traffic, deal, and consume narcotics within and across 
US-Mexico political boundaries. The production, performance, 
and listening of narcocorridos, however, is categorically 
distinctive in Mexico de adentro vs. Mexico de afuera. While 
Mexican cartels do operate within the United States they 
are mostly wholesale distribution operations to US gangs. 
By far, the bosses, profits, and violent turf wars, extortions, 
political assassinations and feminicidios remain south of the 
border. Narcocorridos produced and consumed in the US are 
thus fundamentally disconnected from the terrible realities 
of Mexico’s Drug War as experienced within her political 
boundaries. I term this phenomenon schizophonic realism 
drawing from Murray’s Schafer’s soundscape theory of 
acoustic ecology (1977). Building on Schafer’s schizophonia, “a 
nervous word” meant to convey the sense of aberration and 
drama that is the result of the separation of an original sound 
from its source and context, schizophonic realism sonically 
encodes biopower within particular sounds characteristic 
of narcocorrido sub-genres including “ugly” voices, gunfire 
rhythms, and accelerated heartbeats. These sounds reveal 
the imagination of hyper-violent masculinities that attempt to 
transcend a colonized subject position but instead shift their 
object of hate towards women—a more socially acceptable 
target—so as to turn a profit within US mass media markets. 

Latin@ Sonic Dissonance, Transcending Spatial Barriers
Susana Sepulveda, University of Arizona

The Riot Grrrl Carnival is a feminist punk annual musical 
fundraiser that I co-organize at The Smell, an all ages musical 
venue at the heart of Downtown Los Angeles. This event 
serves as a site to highlight and celebrate the work and 
countercultural narratives of women of color, queer, and non-
gender conforming artists and musicians. While performers at 
the Riot Grrrl Carnival vary in race and ethnicities, the event 
has showcased predominantly Latin@ punk artists. Alongside 
these musical performances there is a sonic dissonance not 
exclusive to the show’s performances themselves. As the 
Riot Grrrl Carnival’s performances reverberate against the 
venue’s shared brick walls there are undercurrents of laughter, 
cheering, Latin music, cumbia beats, and drag performances 
passing through from the queer Latin@ bar next door, Jalisco 
Bar. The Riot Grrrl Carnival and Jalisco Bar’s performances 
cultivate a dissonant convergence of sounds that sound-out 
Latin@ social, political, and cultural histories of resistance and 
celebration as well as a queering and gendering of Latinidad. 
Keeping in mind the panel’s points of inquiry, my paper asks: 
What does the permeability of the brick wall between The 
Smell and Jalisco Bar tell us about the difference between 
conceptions of sound and noise? How does noise and sound 
differ in the context of the coalescing auralities of these 
spaces? How do noise and/or sound practices at The Smell 
and Jalisco Bar formulate oppositional publics and engender 
methods of social transformation? 
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against US intervention in the region, more broadly. But while 
these idioms conjure up images of commonality and forged 
identifications, returning to Lucy Lippard’s correspondence 
from her travels to Nicaragua and El Salvador during this 
period produces a more complicated picture of her solidarity 
with Central America. This collaborative presentation, informed 
by art history, art practice, as well as personal history, returns 
to this overlooked aspect of Lippard’s political activism. The 
first part takes up how the affect of fear, amplified by the 
Reagan administration’s assertions of Soviet expansionism 
in the region, both facilitated and limited Lippard’s solidarity 
with Central America, including her involvement with the 1984 
activist organization Artists Call Against US Intervention in 
Central America. Lippard’s statement, made during a trip to 
El Salvador in 1984, that “in the United States, El Salvador is 
nothing but war” persists today. Almost four decades later, 
Salvadorans continue to be represented in the US by reductive 
narratives of war, violence, and migratory “illegality.” Even 
worse, the cultural heritage of these two million Salvadorans 
remains largely unidentified. The second half of this 
presentation names these unidentified artists by reconstructing 
the archive and pioneering work of Galería el laberinto (1977–
2001), its founder Janine Janowski, and its artists during the 
1980s Salvadoran civil war, who likewise remain unidentified in 
Lippard’s archive. 

“Whatever you do, do not give up the art battlefield”: Legal 
Activism, Contracts, and Collaboration between Seth Siegelaub 
and Lucy Lippard
Lauren van Haaften-Schick, Cornell University

At the height of conceptual art Lucy Lippard and Seth 
Siegelaub lived together, worked together, and traded ideas 
about the movement of which they were central catalysts. 
Siegelaub coordinated and distributed Lippard’s index card 
“Numbers Show” catalogues, while Lippard connected 
Siegelaub to the erupting activism of the Art Workers Coalition, 
among other key exchanges. Yet while Lippard’s prominence 
as a critic increased, Siegelaub left the art world, marking 
his exit by releasing the enduringly controversial The Artist’s 
Reserved Rights Transfer and Sale Agreement in 1971. The 
“Artist’s Contract” is often tied to the inspiration of the AWC, 
Conceptual art’s administrative strategies, and is attributed to 
Siegelaub and his lawyer co-author Robert Projansky. However, 
the Contract had many other instigators and collaborators who 
have gone unrecognized, and its presence in legal activism 
after Siegelaub’s departure remains unaccounted for. A 
different legacy of the Contract is revealed among Lippard’s 
papers, where correspondence and research notes in Lippard’s 
hand reveal her vital role in gathering opinions and information 
from artists, dealers, and lawyers that would feed its final 
terms. Also evident among correspondence is the Contract’s 
influence for subsequent advocates The Artists Rights 
Association, accountant Rubin Gorewitz, artist Jackie Winsor, 
and others. Furthermore, tracing Lippard’s legal activism leads 
us to consider law in the Women’s Movement, and reveals how 
women’s calls for economic justice, equal representation, and 
rights over their bodies are echoed in the Contract’s demands 
for equity and artists’ rights in their works, encouraging a new 
feminist interpretation of the Contract. 

the largest collection of blockbooks in North America. We 
will explore the layout, content, and printing methods of the 
various books, and examine how paper, ink, and pigment 
analyses can provide us with more detailed information 
regarding production and contemporary use. 

Letters to Lucy
Chairs: Mary Savig, Archives of American Art, Smithsonian Institution; 
Josh Franco, Archives of American Art, Smithsonian Institution

The Archives of American Art will host a panel on the subject of Lucy 
Lippard’s correspondence. This panel will consider letters to and 
from art critic Lippard in her papers, which include correspondence 
with Julie Ault, Harmony Hammond, Joseph Kosuth, Sol LeWitt, Ana 
Mendieta, Howardena Pindell, and many others. The detailed finding 
aid to the Lucy Lippard papers can be found online. There are also 
Lippard’s letters in other collections to consider, including the papers 
of Kathy Vargas, Ellen Lanyon, Robert Smithson and Nancy Holt, and 
the Woman’s Building records. How do these letters bring nuance and 
empathy to the study of American Art and Lippard’s many roles therein? 
More broadly, how do we evaluate personal correspondence as 
historical records? This session explores: Conceptual correspondence 
of Vito Acconci, Hanne Darboven, Jonathan Borofsky, Iaian Baxter, 
among many others; Ray Johnson and Mail Art; feminist consciousness-
raising and the organization of Heresies Collective; the articulation of 
political positions outside public discourse; backstories of critical texts 
and exhibitions involving or led by Lippard; the construction of the 
art world through personal relationships; and the research value of 
correspondence in public collections.

Writing toward Women’s Liberation in the Arts: Lucy Lippard’s 
Mailbox as Feminist Art Nexus
Xuxa Rodríguez, University of Illinois at Urbana-Champaign

This paper presents an archaeology of the feminist art 
movement in late 1960s through early 1980s New York as 
read through Lucy Lippard’s correspondence. Through close 
readings of select archived correspondence—including, but not 
limited to, the Heresies Collective, Valie Export, Ana Mendieta, 
Nancy Spero, and Mierle Laderman Ukeles—this paper maps 
the rise of the feminist art movement via a textual network of 
personal relationships that demonstrates how women in the 
arts were impacted by sexism, racism, and gentrification in a 
city reeling from near economic collapse. From missives calling 
for the art world to join the feminist art movement beyond 
solely advocating for gender parity, to notes sharing incredulity 
at having to explain the need to organize women’s art shows, 
the development of Heresies issues by mail, letters of support 
for new ventures, and even postcards just to say hello and 
update on current practices, this paper shows how feminist 
artists, cultural workers, and writers supported each other 
and the movement at large by nurturing intimate solidarities 
by mailbox. Ultimately, this paper offers Lippard’s letters as a 
case study arguing for the scholarly value of correspondence in 
archival collections through their ability to illustrate a historical 
moment from multiple personal perspectives. 

Yours in Struggle: Searching for El Salvador in Lucy Lippard’s 
Archive
Erina Duganne, Muriel Hasbun, Corcoran School of Art + Design

The expressions “In struggle” and “Hasta la victoria siempre” 
were often used during the 1980s to signal US solidarity 
with popular uprisings taking place in Central America and 
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of multiculturalism, immigration, military service, Black Lives 
Matter, white privilege, and indigeneity. Utilizing strategies of 
documentary and social practice, We Are All Americans seeks 
to counter xenophobia and foster empathy through humanizing 
those who have experienced migration, immigration and 
displacement, while also recognizing the complexity of the 
term “American,” with regard to all nations in North, Central 
and South America. Stories include those of an Iraqi refugee 
who came to the US on a student visa and gained political 
asylum; a second-generation American whose grandfather 
was a guerrilla fighter in the Philippines before being recruited 
by the US military during WWII; a Salvadoran-Honduran-
American who came to the US in utero as their mother and 
siblings crossed the border on foot; a Native American who 
was adopted and raised by a Jewish family; and an African 
American mother who struggles to tell her daughter how their 
ancestors were brought to the US as slaves. I present excerpts 
of We Are All Americans and other related works, including that 
of my Community Radio students, whose projects attempt to 
counter the control and dissemination of mainstream media 
and culture. 

The Vienna Project and its Sequel in the Midst of a Major Political 
Upset: Adaptations and Surprises
Karen Frostig, Lesley University

Public memorials are fresh forums for stimulating public 
discourse about national narratives, framed by conversations 
about patriotism, collective memory and the meaning of 
citizenship. Governments, generally reluctant to link historic 
transgressions to histories of accountability, are often 
superseded by art activists, making these connections explicit. 
This paper introduces three interrelated memorial initiatives 
and proposals: The Vienna Project (2013–14), a proposal 
titled Memory as the Foundation of Justice (2015–18), and a 
newer proposal, Memory Lock(er) (2018–ongoing). The Vienna 
Project—an inclusive, social action, multimedia project—was 
dedicated to refuting Austria’s long-standing myth as “Hitler’s 
first victim.” It posited two questions: Who was a victim? 
What happens when we forget to remember? The two new 
proposals were primed to explore different sets of ideas: Is 
the experimental nature of new technologies at odds with 
historic rigor? Can X-reality and video documentation be used 
together to deepen public understanding of genocide? Can 
technology support multiple perspectives, while maintaining 
historic integrity? The first proposal was immediately dismissed 
by Austria’s newly elected right-wing government. The second 
proposal is being reviewed in Riga, Latvia, where the artist’s 
grandparents were murdered. Karen Frostig, art activist 
holding dual citizenship in Austria, discusses how the newest 
proposals represent solutions to a series of hurdles put forth by 
Austrian historians and government officials. Hazal Uzunkaya, 
a designer and research technology specialist, discusses the 
use of X-reality and gaming technologies to create dimensional 
portraits of victims’ histories to support the project’s interactive 
design. 

Bombing Liberally to Destroy Possibilities
Elin O’Hara Slavick, University of North Carolina

As an artist in a “liberal democracy,” I make work as counter 
narratives to mainstream discourse that celebrates perpetual 
war, nationalism, and capitalism. Using two projects, Bomb 
After Bomb: A Violent Cartography and After Hiroshima, I will 
discuss the politics and aesthetic strategies employed as a 

Surrealism between Women
Ann Reynolds, University of Texas at Austin

In preparing a catalogue raisonné of the work of Yves Tanguy 
for Pierre Matisse Gallery, Lucy Lippard corresponded 
numerous times with the artist’s widow and artist Kay Sage 
during 1962. Near the end of one particularly long letter filled 
with details and questions about individual works, she writes: 
“I can’t tell you how much I am enjoying working on Tanguy. 
I have done a lot of work (and a Master’s thesis) on Max Ernst 
and eventually will do a book on him, so Surrealism is very 
close to my heart. I do hope that you will be pleased with the 
way this turns out.” Lippard’s correspondence with Sage is 
exemplary of two relative strangers from different generations 
drawn together through a shared, if unequal interest in another 
individual’s legacy. Professional formality gradually gives way 
to a more familiar, interpersonal exchange as the two women 
develop trust through a mutual commitment. Lippard did go on 
to publish several essay about Ernst—but no book—and she 
edited an anthology of writings by Surrealist artists, including 
Tanguy, in 1970. Surrealism would also shape her thinking 
about Pop and contemporary sculpture, most notably the work 
of Eva Hesse and Eccentric Abstraction, and, I would argue, her 
earliest feminist writings, even though she includes no women 
in her 1970 anthology. What might Lippard’s correspondence 
with Sage suggest about the nature of intergenerational 
relationships to Surrealism between women and the role that 
they played in Lippard’s critical development during the 1960s?

Liberal Democracy and Social Practice
Women’s Caucus for Art
Chair: Susan King, Independent Scholar

Liberal democracy is at stake, not just in the United States, but the 
world over. The rise of nationalism and reactionary politics, and 
moreover authoritarianism, have played a part in the Brexit vote in 
the UK, the rise of the National Front in France, Trump’s election in 
the US, and Putin’s reelection in Russia. Former Secretary of State 
Madeline Albright has said, “If we think of fascism as a wound from 
the past that had almost healed, putting Trump in the White House 
was like ripping off the bandage and picking at the scab.” Art and 
artists play a central role in the efforts to counter these nationalist, 
xenophobic, and racist politics. What kinds of art practices, visual 
cultures, and artistic organizations have been recently formed to 
stand against neo-fascism, totalitarianism, and divisive narratives 
that pit people against each other? Can theory be effectively 
incubated to address this kind of social practice? With what 
outcomes? And with what impact, if any, on political institutions 
and public opinion? This session considers analyses, histories, 
and accounts of critical and creative responses to the current 
wave of nationalist politics. Topics include the history, purposes, 
and practices of anti-fascist art and critical popular culture; use of 
networked technologies to transcend or critique institutions; and 
analyses of artistic efforts to renew and change society.

We Are All Americans: Countering Xenophobia and Fostering 
Empathy through Documentary and Social Practice
Michele Jaquis, Otis College of Art & Design

Inspired by the fact that my Russian great-grandfather gained 
his US citizenship after serving in the US Army during WWI, 
and my Lithuanian great-grandmother entered the US with 
a fake passport, I have been recording conversations about 
how family stories are passed down from generation to 
generation and what it means to be American in the contexts 
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nonhumans, system and environment, observer and observed. 
Artists incorporating nonhuman elements such as artificial life 
agents, living and semi-living organisms, and quasi-organic 
materials into their work bring together novel combinations 
of disparate entities. Similarly, many artists deploying 
ecological methods and practices are attracted by the field’s 
interdisciplinary holism and opportunity for environmental 
activism. Contemporary new media artists often employ new 
technologies alongside critical and conceptual analyses of 
biology, the environment, and the landscape. These artists 
engage conceptually and critically with the latest technologies 
and scientific methods used in the environmental, ecological, 
and biological sciences that are changing conceptions of life, 
the environment and the planet. I present a brief overview 
of these two areas of new media art as well as discuss some 
current work of my own. I discuss how both areas share a 
desire to explore zones of negotiation and reciprocity between 
human and nonhuman subjectivities. Matter and nonhuman 
life are not passive and inert, but are lively and dynamic, with 
agency or lifeworlds of their own. As these works suggest, 
a myriad of alternative possibilities for human/nonhuman 
relations are possible. 

New Mediums of Life
Orkan Telhan, University of Pennsylvania

Orkan Telhan’s research focuses on bridging theories of design 
and computation with artificial life and synthetic biology 
research. His work investigates the epistemic origins of making 
and manipulating life with a focus on the artistic, cultural, and 
ethical implications of living, semi-living, and lifelike artifacts. 
In this panel, Telhan discusses a series of design experiments 
that interrogate life sciences at different levels from the 
biosynthesis of endangered molecules to microbial prosthetics, 
and alternative design tools that network algorithms, 
organisms, and people. 

Trans-Species Collaboration and the New New Media
Elizabeth Demaray, Rutgers, State University of New Jersey

In 2004, the artist and theorist Roy Ascott coined the term 
“moist media” to represent the convergence between dry 
computational systems and wet biological processes. Ascott 
saw moist media as a way of extending the sensorium of 
the self. Today, advances in AI, genomic engineering, and 
computer science give artists access to materials that are 
radically different from those that were available in the studio 
even 10 years ago. Some wet-media makers may utilize 
these materials to explore issues in the anthropocene that 
are faced by humans and nonhumans alike, while others 
may be motivated by the aesthetics of life itself. Inherent in 
this kind of production are major challenges, rewards, and 
a steep learning curve as artists grapple with new freedoms 
and responsibilities. Presented here are five artworks that I 
have authored that involve trans-species giving, trans-species 
collaboration, and design for the non-human. In addition 
to tracing the historical antecedents of each work, this 
paper presents a theoretical framework for considering the 
aims, desires, and perceptual landscapes of our nonhuman 
companion species. 

pacifist humanist. Bomb After Bomb is a series of drawings of 
places the US has bombed. Howard Zinn writes, “I am stunned 
by the thought that we, the ‘civilized’ nations, have bombed 
cities and countrysides for a hundred years. Yet, here in the US, 
which is responsible for most of that, the public, as was true for 
me, do not understand what bombs do to people. That failure 
of imagination is critical to explaining why we still have wars, 
why we accept bombing as a common accompaniment to our 
foreign policies, without horror or disgust.” After Hiroshima is a 
series of cyanotypes of A-bombed artifacts from the Hiroshima 
Peace Memorial Museum and silver gelatin contact prints of 
A-bombed surfaces. James Elkins writes, “Making images 
of bottles, combs and leaves is a way of saying: I cannot 
represent what happened to people in Hiroshima, because 
I cannot re-present it as art…All that is left for art is to look 
aside, at other things, at surrogates, at things so ordinary and 
empty that they evoke, unexpectedly but intensely, the world of 
pain.” Ethics and the dilemma of aestheticizing trauma in order 
to bring about some form of transformation are at the heart of 
these projects. 

Life, Agency & Ecology: Aesthetics of Human-
Nonhuman Encounters in Environmental and Biological 
Art
Chairs: Ellen Levy; Elizabeth Demaray, Rutgers State University of 
New Jersey
Discussant: Ellen Levy, Rutgers, State University of New Jersey

This panel will bring together practicing artists and theorists whose 
work focuses on relations between humans, non-human organisms 
and the environment. Whether referred to as bio-art, environmental 
or any myriad of other names, the focus on human-nonhuman-
environmental interaction resonates across these practices. These 
practices all share a desire to explore zones of negotiation and 
reciprocity between the human and more than human worlds. 
Matter, the environmental and non-human life are seen not as 
passive and inert but rather as lively and dynamic, with agency 
or lifeworlds of their own. Through various types of processes-
driven practices that feature combinations of living matter, 
emerging technologies, transdisciplinary collaboration and public 
engagement, artists are not only exploring how these systems 
can serve as vectors of novelty and unexpected variety, they are 
also forging a new aesthetics and systems of ideas focused on 
showcasing alternative possibilities of human/non-human relations 
in the age of climate change and environmental degradation. 
This panel seeks to understand the role of art in revealing and 
understanding our place in this new world. What can aesthetic 
experiences reveal about the ongoing, dynamic individuations in the 
world? How can art disrupt our anthropocentric tendencies? In this 
panel, we will explore technological art as a means to understand 
environmental, biological and ecological systems. Participants 
will discuss their work and individual approaches to these topics, 
followed by a panel discussion.

Human-Nonhuman Relations in New Media Art
Carlos Castellanos, Kansas State University

From its inception, what is called new media art has 
demonstrated an interest in the relations between humans 
and nonhumans. Whether this has manifested in explorations 
of natural phenomena, living systems or artificial intelligence, 
these works may be characterized as engendering perceptual 
shifts with regard to the divide between humans and 



175New York City  2019

that allows visitors to step inside a scale-model of one of Le 
Corbusier’s most influential works, but it was also conceived as 
a pedagogical exercise for students of French technical lycées, 
who studied the architect’s theories and, for the most part, 
used contemporaneous materials and production methods 
to execute the apartment’s construction. How does this 
archaeologically-informed recreation of Corbusier’s Marseille 
flat resonate in its museum setting? Is the installation of equal 
importance to the exercise of its creation? Furthermore, can the 
so-called transcription be categorized as a period room from a 
curatorial standpoint? This presentation explores the recreation 
of Corbusier’s Cellule E2S in the context of the Cité’s history 
and mission to shed light on the way in which the museum’s 
curatorial approach subjugates atmosphere to archaeology 
in the installation and frames understandings of both modern 
architecture and the modern period room. 

Diasporic Contents & Archival Connections: A Road Map to 
Localizing Latinx Collections
Patricia Ortega-Miranda, Art History & Archeology, University of 
Maryland, College Park

In 2016, the National Portrait Gallery acquired a portfolio 
of photographs by Cuban-American photographer Alexis 
Rodriguez-Duarte in collaboration with Tico Torres. Thanks to 
a fellowship by the Smithsonian Latino Center, I catalogued 
and conducted research on some of the portraits belonging 
to the series “Cuba Out of Cuba”, which documents and 
celebrates the achievements of a diasporic Cuban-American 
exile community. I found that some of the objects appearing 
in the photographs reappeared in other Latinx collections 
within the Smithsonian. By exploiting the possibilities that 
these connections offer to localize objects within experiences 
of migration, exile and displacement this paper problematizes 
the concept of latinidad and cubanidad in order to situate 
them within particular diasporic histories. I propose opening 
and expanding the localization of objects, physically and 
symbolically, and embracing methodologies that explore 
how physical and cultural geographies are constantly re-
constructed and re-imagined through objects. Two central 
questions are: What are the challenges that diasporic contents 
present to the exhibition of archival and museum collections? 
How can archival connections help localize objects and convey 
the richness and complexity of cultural identities? 

From Classification to Anecdote: Daniel Spoerri’s “Musée 
Sentimental”
Leda Cempellin, South Dakota State University

This paper discusses the groundbreaking exhibition model 
of the Musée Sentimental, introduced and led by Swiss 
artist Daniel Spoerri in collaboration with art historian Marie-
Louise von Plessen at the Centre Georges Pompidou in 1977 
and re-proposed as a series in several central European 
cities in subsequent years. By interjecting the anecdote 
into historiography, this pioneering curatorial approach 
defied the traditional museum’s classificatory focus, which 
decontextualizes the artifact, and allowed each individual 
object exhibited tell an anecdote revealing a sentimental 
association with historical figures and events linked to the 
community, in which the exhibition was curated. In light of 
Spoerri’s earlier formation in theater, the “Musée Sentimental” 
became a huge mise-en-scène of the multilayered history 
of a city, coming alive through the parallel and intersecting 
stories its objects can tell. I argue that the creative approach 

Linking Museum to Place
Chair: Alick McLean, Syracuse University in Italy

The close viewing of objects that art museums provide runs the risk 
of disconnecting those same objects from their original contexts. We 
see the objects well, yet lose sight of the places and communities 
out of which and for which artists, workshops, and patrons brought 
them to life. Recent museums, particularly museums with holdings 
from their own communities and histories, have begun to address 
this challenge. The results, such as at Prato’s Museo Palazzo 
Pretorio, the Museo delle Terre Nuove at San Giovanni Valdarno, the 
Acropolis Museum in Athens, or the Gülhane Museum in Topkapı 
Palace, have shown how contextualizing brings new life to familiar 
objects, in turn attracting broader lay audiences to their museums, 
and thereby new, often unexpected supporters to art. Such diverse 
audiences are essential to sustain, even to enhance the voices of 
artists and scholars of art in the public sphere. This session features 
art professionals who have found ways to relink their objects to place, 
whether their original physical contexts, their historical communities, 
parallel contexts in the museum’s own locale, or otherwise.

Crowds and the Contextual Display of Ancient Art
Joanna Smith

The archaeological sources of many ancient artworks from 
the Mediterranean and Near East reveal that some objects 
were meant to be seen in groups, as crowds, rather than as 
stand-alone pieces. Crowds are particularly characteristic 
of sanctuary dedications and tomb offerings. Crowds add 
to the ritual of visiting a museum by involving the public in 
these past ritual acts. Contextual displays that draw on the 
idea of a crowd can involve museum visitors in tactile sensory 
experiences even when the objects are behind glass. Visitors 
become “surrendered” to the crowd, to borrow a word from 
Elias Canetti’s Crowds and Power (1960). This paper centers on 
contextual approaches to the display of ancient art dedicated 
in sanctuaries on the island of Cyprus. It draws on the 
author’s approach to using context to involve audiences in the 
experience of ancient art from sites dating from the Bronze Age 
to the Medieval Period. It shows how gallery designs in Europe 
and North America have previously used the crowd. The focus 
is a new gallery of ancient art at The John and Mable Ringling 
Museum of Art, which is to open in 2020. The centerpiece is 
a crowd of fifty limestone male sculptures from a sanctuary at 
Golgoi, Cyprus, a site which grew and changed from the 7th 
century BC into the Roman period as dedications were added, 
removed, and reused. The broad chronological range, variety 
of dress, and differences in scale of the sculptures involve 
visitors in a dynamic sense of place. 

Modern Archaeology: Considering the Cité de l’Architecture et du 
Patrimoine’s Reconstruction of a Corbusian Flat
Rachel Hunnicutt, Parsons School of Design

Few structures convey Le Corbusier’s pioneering social 
building theories as masterfully as his chef d’oeuvre in 
Marseilles, the Unité d’Habitation. Erected between 1947 
and 1952 as a solution to the postwar housing crisis, the 
Unité was the culmination of the architect’s decades-long 
contemplation of dwelling spaces and the first of five European 
housing units constructed to his specifications. In 2001, the 
Cité de l’Architecture et du Patrimoine in Paris initiated a 
project to install what it calls a “transcription” of Corbusier’s 
Unité in Marseilles in its Galerie Moderne et Contemporaine. 
The Corbusier Project is an immersive museological tool 
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of territories—spanning from Georgia and Armenia to Uzbekistan 
and Russia’s far east—interrogate, contest and revise the seemingly 
stable categories of “East” and “West”? To what extent did cultural 
practitioners participate in the discursive matrices that advanced 
Russia’s colonial machinery on the one hand and critiqued and 
challenged it on the other, especially in territories that were 
themselves on the fault lines between East and West? Presentations 
will consider all historical periods and geographical contexts and 
encourage investigations of a variety of different media.

Picturing the Cathay in Russia: Political use of Chinoiserie 
interiors under Empress Elisabeth Petrovna and Emperor Peter III
Ekaterina Heath, The University of Sydney

The “The Picturesque Caucasus” of Grigorii Gagarin and Vasily 
Timm
Andrew Nedd, Savannah College of Art and Design

Pavel Kuznetsov’s “Distant and Strange” Agricultural Laborers
Marie Gasper-Hulvat, Kent State University at Stark

The “Splendor of the Caliph’s Dwellings” on the Banks of the 
Neva River: Saint Petersburg and the Moorish Revival
Katrin Kaufmann, University of Zurich

Mania and Militarism in the life of Central Asian early 
photography
Inessa Kouteinikova, ARTIKA research

Making Space

The Private Revealed: Iranian Youth’s Underground Search 
for a New Modernity through the Lens of Contemporary 
Photographers
Fazilat Soukhakian

After the Islamic Revolution in 1979, Iran was portrayed as 
a backward Islamic society by the Western media, which 
emphasized the return of the veil in its streets. Recently, 
many scholars have been shocked by the vast discrepancies 
between their preconceptions and their local observations 
of the country. How is an Iranian modernity being crafted in 
contemporary times by the country’s younger generations, and 
how are its women able to establish an identity of their own? 
This research investigates these questions through an analysis 
of images from contemporary photographers. It explores how 
the Iranian youth had their desires and freedom suppressed 
by the government after the Revolution, which resulted in a 
resistance that focused extensively on Westernizing their looks 
and behavior. A shift arose from a public resistance to building 
an underground lifestyle in the private atmosphere. Through 
the lens of Iranian photographers, one can observe how 
photography is bringing the images of the private life into the 
public, showcasing the hidden hetero society of the andaruni 
(the private domain in contemporary Iran). The power of the 
image as a tool of resistance, through its features of anonymity, 
resulted in a spread of a newly constructed modernity within 
Iranian society, despite the will of the state. It also resulted in 
a renewed image of the country through the eyes of the West, 
which shattered its preconceptions. This research investigates 
the various ways that gender, sexuality, and modernity have 
interplayed and influenced contemporary Iranian society 
through the lens of the camera. 

to research and curatorship applied to the Musée Sentimental 
constitutes a mature synthesis of Spoerri’s earlier artistic 
experiences. I intend to explain this model by connecting it 
to the major influences that have contributed to its shaping. 
These include Spoerri’s earlier background in theater, the serial 
approach experimented with the Edition MAT, the anecdotal 
narrative of Topographie Anecdotée du Hasard, the reflection 
on object, performance, dislocation, site-specificity, and 
cultural norms in Eat Art, and finally, a dual project consisting of 
the book Heilrituale and the installation Pharmacie Bretonne. 

Connecting Art to Site through Popwalk
David Lindsay

As a painter and installation artist, my works sought to 
incorporate a “space within which the subjects of the painting 
can live”. As I moved to animation and video, I was faced with 
the dilemma of relegating the spatial experience of my works 
into a rectangular screen in a (typically) sterile, white cube. I 
wanted to create a method of display that would allow me to 
exhibit my animations within specific sites, just as my painting 
had attempted. The next few years were spent working with 
programmers and developers to create Popwalk. Popwalk is 
a smartphone application for viewing artwork, performance, 
music, etc. in specific geographic locations. This application 
uses the GPS information on smartphones for exhibiting 
“site-specific digital works of art.” Artists upload works to the 
Popwalk website, along with geolocation information. Users 
open a map on the phone app that shows the locations of the 
artworks. When the viewer arrives at the location of the work, 
the phone “unlocks” the work, allowing it to be viewed, but 
only in its specific location. In the last 12 months, Popwalk has 
been used by public art collections to allow artists to talk directly 
to audiences about their artworks. It has been used by art 
historians to “display” students’ research papers in Rome, Italy. 
Popwalk has been used to replay site-specific performances by 
contemporary theater and dance companies. Popwalk is growing 
into a format of exhibition that encompasses a large number of 
diverse site-specific practices and media. 

Looking East: Russian Orientalism in a Global Context
Society of Historians of East European, Eurasian, and Russian Art 
and Architecture
Chairs: Maria Taroutina, Yale-NUS College; Allison Leigh, University 
of Louisiana at Lafayette

Much like their Western contemporaries, Russian and East European 
artists were seduced by the exotic appeal of the “Orient,” especially 
the cultures of Central Asia and the Caucasus. However, Orientalist 
painting remained ambiguous in the Russian and East European 
context given their conflicted self-identification as neither fully 
European nor quintessentially Asian. Thus, the demarcations 
between “self” and “other” among these artists were much 
more porous than for their Western counterparts, resulting in an 
Orientalist mode that was prone to hybridity, syncretism, and even 
self-Orientalization. This panel presents papers that reconsider 
the enduring relationship between Russia, Eastern Europe and 
their non-Western neighbors and the ways in which artists, 
architects, designers and performers engaged with this relationship 
throughout the centuries and into the present. What significance did 
Russia’s perception of its position on the periphery of the West and 
its simultaneous self-consciousness as a colonial power have on its 
artistic and cultural identity? In what ways did artists from a range 
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Real Beauty Is in the Eyes of the Beholder: An Exploration of 
Tattoo Art and the Aesthetics of Pain
Sarah Haq, Shiv Nadar University

The paper is based on a qualitative exploration of the historical 
and social transformations in tattoo art in the indigenous tribes 
of Central and Northeast as well as urban India. Classical 
researchers apprehended tattoo art as “primitive” and as 
a “taboo” that involves infliction of pain on the body, the 
discourses of “beauty,” group status and (masculine) strength. 
The paper presents another layer of analysis: embodiment 
and social gaze in art. It situates tattoo images and motifs as 
an important social and historical “text” in themselves. The 
tattooed body triggers questions about pain and the body, 
and allows a critical reflection on the analytical categories of 
the object and subject of art, and artistic ownership versus 
patronage, which are fundamental to the contemporary 
discourses in visual arts. The paper discusses how tattoo art 
evokes affect because it is encrypted in the language of pain. 
Certain tattoo images produce a “sensorialization” of the 
body, triggering a memory of the experience of pain in the 
viewer(s). Tattoo art thus becomes a significant domain for 
art appreciation and anthropology to explore the underlying 
meanings of subjectivity through an incitement of desire 
(pleasure and pain) in the gaze of the beholder, and to question 
the prevalent notions of stigma and beauty that are built into 
the aesthetics of the body. Critical psychoanalytic and feminist 
perspectives are used to understand the way indigenous 
tattooed body is drawn into relations of power and inscribed 
with a body politics and identity fixed in the postcolonial gaze. 

Making/Writing Artists’ Lives
Chairs: Monica Bravo, California College of the Arts, California 
College of the Arts; Sarah Kanouse, Northeastern University

Recent exhibitions like MoMA’s survey of Walid Raad and 
the Whitney’s presentation of To Wander Determined: Toyin 
Ojih Odutola centered on artists who have created fictional 
personas. Raad is the archivist of the Atlas Group, but also its 
sole member, while Ojih Odutola signs her name as the “Deputy 
Private Secretary” of two fictional Nigerian aristocratic families. 
Such practices are emblematic of a turn to autobiographical 
“parafictions,” or self-authoring acts that stand with what Carrie 
Lambert-Beatty describes as “one foot in the real.” Between the 
fully fictional artistic persona and the autobiographic confessional 
lie a range of strategies for performing a “self” that is historically 
situated, yet sometimes anachronistic, heterogeneously influenced, 
and frequently politicized. Such artistic self-authoring practices 
run against the grain of traditional art historical approaches to 
the artist’s career: continuity (a Kantian unfolding, characterized 
especially by progress) or rupture (a given period is marked off, 
sometimes due to geography or subject matter). Emphasizing 
one or the other logic, the museum or gallery retrospective, mid-
career survey, and focus exhibition all attempt to make meaning 
of an artist’s body of work through periodization. Each represents 
fundamentally different philosophies about the nature of artistic 
practice, as well as human life. How do artists understand the 
development of their careers in ways that align with, or push 
against, such art historical and museological models? What might 
art historical approaches to artists’ lives learn from creative 
practices that draw on the auto-biographical and the fictional to 
broaden the contours of individual experience?

The Radical Art of Trespassing 
Anna Khimasia

This paper considers the relationship between public space 
as a material form of the public sphere, performance, and the 
concept of trespassing. Trespassing not only acknowledges, 
but also helps us question, the boundaries between spaces 
and bodies, and points to the ways in which the politicization 
of space underlines that only particular types of bodies belong 
in particular spaces; trespassing in performance thus becomes 
a form of deterritorialization. Moving away from institutional 
spaces, performance in the street easily aligns itself with protest 
and resistance and enables bodies to performatively contest, 
forge, and negotiate political identity. I suggest that performance 
that engages the concept of trespassing becomes a valid way 
of legitimizing individuals’ rights in particular public spaces—a 
making visible the politics of spaces, bodies, and histories. 
French Theorist Jacques Rancière writes, “politics consist in 
reconfiguring the partition of the sensible, in bringing on the 
stage new objects and subjects, in making visible, that which 
was not visible.” Trespassing as a mode challenges particular 
public spaces through the act of not belonging. Writing about 
protest and performance, Jan Cohen-Cruz describes radical 
street performance as “acts that question or re-envision 
ingrained social arrangements of power.” This paper examines 
work by Coco Fusco, Steven Cohen, and Emily Jacir and the 
ways in which new forms of political subjectivity are staged 
through interventions that engage radical acts of trespassing. 

Filipino Progress: The Role of the “Native” in Botong Francisco’s 
Histories of the Philippines
Nicola John, University of St. Andrews

This paper examines the significance of the precolonial Filipino 
in Carlos “Botong” Francisco’s history paintings. Focusing 
particularly on the large-scale mural works The Progress 
of Medicine in the Philippines (1953) and Filipino Struggles 
through History (1969), it examines Botong’s treatment of 
the figure of the “native” in works that are explicitly national 
in their subject matter and usually received as nationalist in 
their treatment of that content. It explores the often-symbiotic 
relationship which developed between political and artistic 
efforts to define and describe the decolonized Philippines, 
situating Botong’s public works within the context of his wider 
oeuvre as well as within the broader discourses of 20th century 
modernism and postwar nation-building. This discussion also 
considers the reception of Botong’s work both during and after 
the artist’s life, asking in particular how far prevalent narratives 
of nationalism and nation-building may be said to illuminate 
or obscure the artist’s own intentions in these ambitious, 
evocative works. The paper draws on postcolonial theory and 
engages with art history’s global turn, especially in reference to 
the structures of political and economic power that underwrote 
the development of a supposedly national form of modern art 
in the Philippines. Its primary focus, however, is a close reading 
of the works themselves—both in their original context as 
public works making a deliberate statement about emerging 
institutions of power, and in their present state, newly 
enshrined in Manila’s National Museum of the Philippines. 
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Kofman’s conception of “autobiogriffures,” Price situates his 
past as something that anachronistically claws at the present, 
while remaining submerged under dense materials and the 
weight of time. From his earliest sculptures to his recent slides, 
Price initiates the viewer’s quest for authentic citation through 
ephemeral queer archives. Hidden beneath the parafiction 
of “Luther Price” and his artistic obsession with decay and 
obsolescence, there is a lost individual whose voice(s) sharply 
screech with an undeniable plurality. Ultimately, I argue that 
Price, as autobiogriffure, decenters the individual by deftly 
weaving the precarious fabric of lived experience through past 
and future, visibility and invisibility, fiction and nonfiction. 

Scoring Time: John Cage’s Diary
Sandra Skurvida, Fashion Institute of Technology, State University of 
New York

John Cage was a composer of texts, many of them conceived 
as musical, performance, and exhibition scores. In the early 
1950s, he invented an algorithmic aleatory method and used 
it to reconfigure source texts according to independent space/
time parameters. The ensuing collage of ideas was formally 
distinct, yet open-ended. Cage’s chance operations created 
his work—the method both erased and created its author, as 
he wrote himself out in each composition, scoring time. This 
paper will focus on Diary: How to Improve the World (You 
Will Only Make Matters Worse), conceived in ten parts, eight 
written between 1965 and 1982, and the ninth remaining 
unfinished. For each day of writing, Cage determined via 
chance operations how many parts would be written and how 
many words there would be in each. It may be that all Cage’s 
writing was diaristic in its relation to time, this relation being 
both personal and not—an account of his time. Cage’s quotidian 
practices of appropriation and notation called into question 
conventional notions of biography focused on artistic interiority. 

Manifestation in Public Space

Activating Public Space as a Flâneur: Surveillance of the Black 
Dandy
Christopher Kojzar

In this talk, I identify the idle nature of 19th-century flâneurism 
and outline a new investigation of urbanity in the midst of 
the “see something, say something” campaign. I reevaluate 
flâneurism by tagging on the identity of black dandyism and 
employ “sousveillance” (Steve Mann, 2006) as a way to 
mimic the historical archetype. Although flânerie was initially 
reserved for privileged Parisian bachelors, I contend that 
social qualifiers like age, ethnicity, gender, and class shouldn’t 
be considered if one wants to participate in performing the 
role. Still, I present examples of how others react to my body 
differently based upon my gender, race, and profession as an 
artist. My renegade methods (sketching in a notebook and/
or recording with wearable technology) regularly prompt 
interactions with security personnel, police officers, TSA 
agents, and pedestrians. I point to a new standard about 
what it means to see and be seen in an era of escalating 
surveillance and mistrust—complicating it further by signaling 
my identity as an artist of modern life. I remake and celebrate 
the flâneur, exploiting the role “to confront criminalizing 
stereotypes, widen conceptions about masculinity, and create 
a new self-identity for the 21st century” (Shantrelle P. Lewis, 
2017). Furthermore, I reexamine idleness within the context of 

The Perilous Journey of María Rosa Palacios
Karina Skvirsky, Lafayette College

In The Perilous Journey of María Rosa Palacios, a half-hour, 
performance-based film, I reenact my great grandmother’s 
1906 journey from Ecuador’s Chota highlands to the coastal 
town of Guayaquil to work as a domestic. Told against the 
backdrop of Ecuador’s breathtaking landscape, this journey 
is a hybrid documentary, combining performance, interviews 
with relatives and historians, and research on early 20th-
century travel. My presentation will use this recent project 
as an example to show the intersection of historical research 
with fictional narrative through film. I will discuss the 
concept of “emotional truth,” a term Errol Morris has coined 
in his research on photography, as an entry point into the 
autobiographical where personal narratives may generate 
dialogues about colonialism, migration, race and gender. 
In constructing “parafictions,” do issues around colonialism 
become more accessible? Or are they understood as art making 
strategies that depend on audiences who can decode them? Can 
these models still resonate if they become overused? And how 
does a less savvy art going public interpret them? 

T. J. Dedeaux-Norris: A Memoir from Jail to Yale
Tameka Norris, University of Iowa

T. J. Dedeaux-Norris, FKA Tameka Norris, aka Meka Jean has 
been a rapper, video hoe, audio engineer, certified massage 
therapist, phone sex operator, stripper, prostitute, porn star, 
drug dealer, barista, customer service agent, professor, and art 
star. These roles correlate to an evolving set of alter egos that 
smash together the cultural expectations placed on the artist 
and spit them out in an avalanche of resistance. In a world 
intent on maintaining a limited set of possibilities for women 
artists of color, Dedeaux-Norris eludes expectations through 
this constantly evolving practice of self-invention. The artist’s 
interdisciplinary work encompasses video, music, performance, 
painting, and installation to collapse the fact and fiction of her 
biography, offering audiences persona as a form of critique, 
self-care, and empowerment. For Making/Writing Artists’ Lives, 
the artist will present selections from her forthcoming project, 
A Memoir From Jail to Yale and debut EP, Ivy League Ratchet 
as a performative lecture. Using autobiographical narrative to 
describe a trajectory of artistic practice, the lecture will touch 
on the artist’s experience with systems of exploitation that 
affect people of color, women, and queer communities. 

Luther Price, Autobiogriffure
James Hansen, Oberlin College

An amalgam of Vincent Price and Martin Luther King Jr., 
queer artist Luther Price began his materialist practice in the 
mid-1980s working under various monikers and across artistic 
mediums. While keeping his given name a secret, Price’s 
work has consistently engaged with his autobiographical 
mythology: his being accidentally shot in Nicaragua while on 
a student exchange program; his artistic emergence during 
the AIDS crisis; his beloved mother, sister, and father all being 
diagnosed and dying of cancer within a three-year period. 
Critics suggest that, after this difficult time, Price left behind 
autobiography and embraced decaying found footage through 
his crafting of original 16 mm film prints and his celebrated 
35 mm slides. However, despite his incorporation of found 
objects, in this paper, I illustrate how Price retains and deepens 
his nuanced consideration of autobiography as a contemporary 
critical practice throughout his career. Following Sarah 
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became a vibrant example of how art can act as an agent 
for the poetic construction of space in challenging public 
environments. 

Witnessing and the White Cube: Regina José Galindo’s (279) 
Golpes and El Objetivo
Laura Stowell

Utilizing her own body as medium, Guatemalan performance 
artist Regina José Galindo provocatively interrogates how 
violence is imaged, aestheticized, and consumed. This paper 
focuses on the positioning of the viewer in works (279) Golpes, 
performed at the Venice Biennale in 2005, and El Objetivo, 
performed at documenta 14 in 2017. In (279) Golpes the artist 
remained hidden inside a white cubicle and gave herself a 
lash with a whip for each woman murdered in Guatemala 
from January 1–June 9, 2005, the moans resulting from the 
self-flagellation amplified. In El Objetivo, the artist stood in the 
middle of a white cube exhibition space, the viewer only able 
to see her by looking through the barrel of an assault rifle. Both 
works pressure the viewer’s position as an empathetic witness 
and expose the fragility of witnessing as a mode of registering 
violence; (279) Golpes through a denial of the visible body 
and the foregrounding of auditory expressions of pain, El 
Objetivo through a conflation of the desire to see with the 
implied perpetration of violence. Through closely attending to 
the formal, affective, and theoretical implications of these two 
performances, this paper argues that Galindo’s work breaks 
with the distancing of witness-based spectatorship and posits 
a form of engagement reliant on shared corporeal vulnerability 
between artist and viewer. 

Material, Materiality, Materialism 
Chairs: Deborah Krohn, Bard Graduate Center; Catherine Whalen, 
Bard Graduate Center
Discussant: Catherine Whalen, Bard Graduate Center

While the physical properties of matter have long been the domain 
of scientists, the words “material” and its cognates “materiality” 
and “materialisms” have become ubiquitous in multiple fields across 
the humanities and social sciences, from history of art and design to 
literature and philosophy to anthropology and sociology. What does 
the “material turn” mean for art and design historians? How do such 
discourses intersect with longstanding practices of object-centered 
studies, including archaeology, connoisseurship, and conservation? 
Building upon the session Material Culture and Art History: A State of 
the Field(s) Panel Discussion (sponsored by Association of Research 
Institutes in Art History) at last year’s conference in Los Angeles, we 
are interested in considering, evaluating, and commenting upon the 
ways in which the terms material, materiality and/or materialisms 
inform studies of art and design. Rather than case studies, we present 
reflective perspectives.

Materialism and Theories of Art in the Greek and Roman World
Guy Hedreen

In antiquity, the debate between materialist and idealist 
theories of reality—between particle physics and “intelligent 
design”—was largely won by the idealists—Plato, Aristotle, 
and the Stoics. The loss of intellectual authority, beginning 
in late antiquity and continuing up to the Renaissance, went 
hand in hand with a loss of original materialist texts. Far 
more theoretical discussion of art survives from the idealist 
tradition than from Democritus or Epicurus, the result being 

both flânerie and the everyday pedestrian and present how 
authority and corporate institutions seek to suppress behavior. 
My critique ends with how surveillance can be racialized 
through AI facial recognition software as private and public 
sectors push for hyper-security and amped-up surveillance. 

Disrupting Display: Gene Moore’s Shop Windows
Leah Werier

In the 1950s a strikingly beautiful model was featured in a 
series of window displays advertising perfume at Bonwit 
Teller. In one window the glamorous model has a face-framing 
updo, painted lips, and dark eyelashes; the model appears 
seductive and mysterious, posed with an outstretched lace 
fan that hides their neck, and Adam’s apple. Gene Moore, the 
display director had chosen the model: Cris Alexander, and 
secretively showcased him subverting gender norms. To the 
public audience, the model was assumed to be a woman; 
however, Moore recalled that privately, this was a joke to a 
small gay circle of friends and colleagues. Moore designed 
provocative displays for Bonwit Teller and Tiffany’s that would 
forever shape the way shop windows are decorated. Under 
Moore’s tutelage, several artists provided backdrops, props, 
or designs, including Andy Warhol, Robert Rauschenberg, and 
Jasper Johns. While Warhol signed his windows, Rauschenberg 
and Johns, who worked jointly, went by a nom de plume: 
Matson Jones. Warhol’s designs showcased his signature 
commercial style and combined personal and pop culture 
references; like Moore, he used the shop window as a means 
to communicate subversive messages to a queer audience. 
The department store provided a community for gay men at a 
time when homophobia limited freedoms. It was a safe space 
to be an out gay man and provided a community and an entry 
into queer social life. The shop window, where clothes go to 
be displayed, is the opposite of the closet: it is the runway of 
Fifth Avenue. 

Making Public Art: Transitional Reflections
Sandy Litchfield, University of Massachusetts Amherst

For artists who are used to working in the solitude their own 
studio, stepping into the public realm can be both rewarding 
and formidable. The personal and professional payoffs of 
making public art are innumerable, such as collaborating 
with fabricators, and teaming with communities, contractors 
and assistants. But making public art also has its challenges, 
including working with limited budgets, material constraints, 
and other site specifications. How an artist navigates these 
trials can be critical to their future success. Every year, 
Public Art for Public Schools, a division of the New York 
City School Construction Authority, commissions artists to 
make imaginative and original installations that belong to 
newly designed buildings and additions. This presentation 
chronicles the challenges and rewards of a two-year contract 
(completed in 2018) to create a lobby mural/installation for 
an elementary school in the Bronx, New York. In response to 
the building’s location, which lies at the intersection of two 
major expressways, the artwork was designed to represent 
an urban garden oasis—a sheltering haven for children to 
learn and grow. With abstracted images of nature and the built 
environment, the design celebrates growth and resilience in 
the urban landscape. But the path between concept/design 
and actualization is fraught with unexpected twists and 
turns. This project not only reveals strategies for navigating 
the complexities of public art in diverse communities, it also 
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this seemingly unassuming medium had significant influence 
on the visuality, science, and art of early Renaissance Italy 
because of its unique physical properties, along with its 
important associated symbolism and artistic applications. 
Working from this perspective, this paper proposes some 
methods for, advantages to, and obstacles presented by 
applying the methods purposed by Ingold, which are perhaps 
more frequently found in anthropology or archaeology, to 
a specifically art historical context. By raising such issues 
this paper hopes to contribute to the generative and quickly 
evolving dialog on material studies within art history. 

Maternal Subjectivity in Contemporary Art
Chairs: Robert Shane, College of Saint Rose; Susan Van Scoy,  
St. Joseph’s College

In recent decades, theorists from Julia Kristeva to Alison Stone have 
been forging new discourses on maternal subjectivity. Challenging 
the relegation of mothers to mere objects of infantile desire and 
their subordination in patriarchal society, theories of maternal 
subjectivity bear witness to mothers’ own agency, autonomy, and 
desire and, in Stone’s words, “regenerate new meanings adapted 
to one’s own situation and history.” Parallel to these developments 
in theory, contemporary artists—such as Mary Kelly, Renée Cox, 
Susana Guerrero, Kasey Jones, Megan Wynne, and Carmen 
Winant, among others—have addressed the intersections between 
maternal subjectivity, the corporeal experience of maternity, 
and social constructions of motherhood. These artists critically 
engage with traditional tropes of maternity—as in Catherine Opie’s 
Self-Portrait/Nursing, which invokes Renaissance images of the 
Madonna—or create new visions—as in Ming Smith’s Self-Portrait 
with Mingus showing herself simultaneously as a nursing mother 
and professional artist. This session investigates the construction 
of maternal subjectivity in the work of contemporary artists who 
address pregnancy, natality, breastfeeding, maternal eroticism, 
the maternal body, maternity and shame/empowerment, and other 
facets of maternity.

“Milk and Tears” Shame and Maternal Subjectivity in 
Contemporary Art about Breastfeeding
Robert Shane, College of Saint Rose

Shame is a powerful affect that can undermine a sense of self, 
self-worth, and subjectivity, and recent movements promoting 
women’s empowerment, such as #MeToo, have each 
reckoned with overcoming multiple forms of sexist shaming. 
Breastfeeding in particular is an act for which mothers often 
face double-shaming in American society. Mothers are often 
unjustly shamed for “lewdness” when they publicly breastfeed 
and Facebook censors breastfeeding photographs; at the same 
time, mothers are often judged when they formula-feed. Aided 
by Julia Kristeva’s and Alison Stone’s theories of maternal 
subjectivity which challenge the relegation of mothers to 
mere objects of infantile desire and their subordination in 
patriarchal society, this paper looks at contemporary artists 
who construct maternal agency by countering the ways in 
which mothers are socially shamed over breastfeeding. Some 
of these artists critically engage with traditional tropes of 
maternity—as in Catherine Opie’s Self-Portrait/Nursing, which 
invokes Renaissance images of the Madonna—or create new 
visions—as in Ming Smith’s Self-Portrait with Mingus showing 
herself simultaneously as a nursing mother and professional 
artist. Although breastfeeding is often depicted in traditional 

that early modern European aesthetics rests on a foundation 
of Platonic and Aristotelean texts. Yet enough survives of 
ancient materialist art theory to reveal the outlines of a radical 
alternative model of art. In that model, the epistemological 
value of art is far higher than in Plato, because materialist 
theory acknowledged no other source of knowledge beyond 
human perception, and no other reality beyond the physical 
world. By definition, representational art was a record of 
visual or mental images existing somewhere in the world. 
Representations of deities or fantastic creatures like centaurs 
could not be written off as having no basis in reality, but 
served as a basis for theories about the nature of dreams, 
the foundation of religion, and the origins of species. Ancient 
materialist aesthetics have been explored by James Porter 
in his 2010 book, The origins of aesthetic thought in ancient 
Greece, and Verity Platt in several recent essays, but remain in 
need of much more analysis. 

Fiber as Material: Fiber Art Histories in Dialogue with Textile 
Conservation
Theresa Downing, University of Minnesota

New materialist theories, such as Jane Bennett’s and Bruno 
Latour’s, are highly useful for art historical interpretation of 
fiber art or material culture objects made with fiber. Because 
we refer commonly to fiber or cloth as “material” and drape 
our bodies with it, it is logical to “read” fiber as dynamic and 
affective. However, crafted or commonplace fiber objects do 
not feature in art historical interpretive writing about fiber 
art’s meaning, even when the two types of objects share the 
fiber medium. If the art historian combines object types for 
interpretation, as is done in museums today, with art objects 
displayed alongside crafted ones and those of material culture, 
methodological problems arise. When writing about objects 
from across disciplinary silos, time periods and cultures, 
pointing to material similarities does not suffice (as it seems 
to in exhibitions). So, how does the scholar utilize materiality 
to bridge object types (art, craft, material culture) when 
disciplinary divisions preclude seamless integration? I argue 
that art historians have much to learn about fiber’s materiality 
from textile conservators, the persons who observe fiber and 
its properties closely. Further, I suggest that the conservator’s 
focus on fiber’s conditions, such as its stains, folds and losses, 
exemplifies the most fruitful way to regard fiber’s materiality: 
as a dynamic ecology. By embracing fiber as an ever-changing 
system vulnerable to its environment, we turn intimately and 
interdisciplinarily to the material and allow our thinking about 
fiber to move beyond object categories and hierarchies and 
in-tune with materialism’s democratizing precepts. 

Putting the Material Back in Materiality
Sarah Dillon, Kingsborough Community College

In Tim Ingold’s 2007 essay, “Materials Against Materiality,” the 
author asks, or rather implores, scholars to “take materials 
seriously, since it is from them that everything is made” and 
avoid what he sees as problematic slippage from material 
to materiality. Ingold interrogates the abstract notion of 
materiality and what he sees as the scholarly penchant for 
separating the world of the mind from that of matter. He argues 
the trend privileging materiality over material properties needs 
reversing in order to truly understand the relationship between 
object and material and how materials contribute to an object’s 
final form. Though not a case study, this paper draws from my 
research on early modern glass and furthers my argument that 
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Birth Stories of a Mutation Scenario: Chernobyl and the East 
German Body in Gundula Schulze Eldowy’s Birth Portraits
Sara Blaylock, University of Minnesota–Duluth

In the early hours of April 26, 1986, the Chernobyl nuclear 
reactor in Belarus exploded, sending reverberations thousands 
of miles from its epicenter. Among the lasting legacies of 
this disaster are its impacts on pregnant women, both real 
and perceived. In 1987, Gundula Schulze Eldowy entered a 
hospital ward in Dresden, East Germany to document birth. In 
the wake of Chernobyl, the aberrant births she photographed 
and the conversations she had with mothers and hospital 
personnel convinced her that the deformities and premature 
labors corresponded with the nuclear disaster, about which 
her government had said next to nothing. More important than 
using these eight images as evidence of the actual impacts of 
Chernobyl on these women’s bodies are the ways in which they 
illustrate the paranoia that permeated the nation, region, and 
the globe in the wake of disaster. I interrogate the photographs 
within feminist discourse, suggesting that Schulze Eldowy’s work 
shares an effort to embrace the category of the grotesque as a 
means of reinscribing agency in representations of the maternal. 
Whereas feminist approaches to understanding the abuse of 
the female body in the western context are foundational to my 
analysis, I likewise interpret these images as visualizations of the 
Eastern Bloc’s abuse of the citizen body, with the maternal body 
a specific target. My discussion concludes with consideration for 
how Chernobyl helped to galvanize the social justice movement, 
which successfully dismantled the East German state only two 
and a half years after the disaster. 

Memory, Monuments, and the Body
Discussant: Lauren DiGiulio, University of Rochester

Between the Body and Language: Narratives of Temporal 
Entanglement in Okwui Okpokwasili’s Bronx Gothic
Lauren DiGiulio, University of Rochester

Okwui Okpokwasili is a Nigerian-American writer, performer, 
and choreographer whose work is concerned with 
representations of the black female body in relation to 
language. Using text, movement, sound, and visual design, 
her work aims, as she has said, to “generate a kind of radical 
intimacy, an empathic feedback loop.” Okpokwasili’s work 
traces the ways that collective memory abides and transmits, 
is sublated and expressed through bodies, and thus enacts a 
contingent intertwining between the past and the present. This 
paper considers Okpokwasili’s 2014 solo performance Bronx 
Gothic in relation to larger questions around the locality of the 
black feminist subject. Taking a consideration of epistolary 
form as its point of departure, the paper looks at how Bronx 
Gothic uses the strategy of doubling to evoke the ways that 
movement operates both within and outside of the work’s 
spoken dialogue. Aspects of choreographic formlessness 
engaged by Japanese Butoh dance and the multidisciplinary 
practice of Ralph Lemon, with whom Okpokwasili collaborated 
in the mid-2000s, will aid my reading of how the body moves 
among registers of meaning-making. This paper traces 
the ways that Okpokwasili’s work is concerned with the 
formulation of performance as history, and how the ghostly 
entanglements rendered by the individual body’s relationship 
to its own trauma, to collective trauma, and to historical 
trauma, are brought to the fore, creating reverberations that 
resound across the space between performers and audience. 

art as an idyllic moment of harmonious mother-infant bonding, 
breastfeeding can be challenging for many reasons, and 
unfortunately common difficulties with breastfeeding or 
the decision to stop breastfeeding can become a source of 
shame, as the posts by countless mothers confessing their 
feelings of failure on websites and blogs attest. Contemporary 
Spanish artist Susana Guerrero’s sculptures address the artist’s 
traumatic inability to continue breastfeeding and her infant’s 
subsequent hospitalization. 

Decolonizing Third World Feminism: The Representation 
of Pregnancy in Latina and Latin American Women Artists 
(1970s–1980s)
Lara Demori, Independent

During the 1980s, scholars like Chandra Talpade Mohanty 
criticised second wave feminism for its hegemonic stance 
and advocated for a decolonizing methodology which could 
reveal the diversity of the struggles faced by the women in the 
Third World. For art, this decolonising strategy is translated 
into those practices that question and attempt to dismiss the 
stereotypical representation of women in the Third World or 
how such representation is expected to be visually articulated, 
thereby disavowing the logic of coloniality of gender. The 
(dystopic, I argue) iconography of pregnancy developing in 
the practice of several Latina and Latin America women artists 
greatly challenges the traditional western idea of motherhood 
as cheerful and blessed when associated to a religious 
iconography. Following from this premises, this paper scrutinizes 
the multiplicity of meanings inherent within the representation 
of motherhood in artists Barbara Carrasco (b. El Paso, 1963), 
Johanna Hamann (Lima, 1954–2017), and Marta María Pérez 
Bravo (b. Havana, 1959). It thinks through these artists’ portrayal 
of the maternal body to unfold historical and cultural varieties 
with the context of Latin America, appraising political issues 
(such as the illegality of abortion), anthropological questions 
(structures of patriarchal power among the Chicano family), 
and religious factors (the legacy of Afro-Cuban traditions in 
contemporary Cuban societies), among other issues. 

How We Are Fed: Artist Mothers and the Online Community
Lauren Evans, Samford University

The fact that mothers are finding support in online communities 
is nothing new. “Mommy blogging” has proliferated since the 
early 2000’s, and many women find daily support in private 
Facebook groups on various parenting topics, but I would 
like to suggest in this paper that we are beginning to see a 
new emergence of support for artist mothers through online 
platforms such as #breastfeedingart, the Artist Residency in 
Motherhood, the Artist Parent Index, Cultural ReProducers, 
and more. These are just a few of the many new platforms 
emerging for artist mothers, developed by artist mothers, in 
response to a lack of institutional support within the current 
art world. Throughout this paper I will weave in personal 
anecdotes and share how my own experience of becoming a 
mother has inextricably wound its way into my creative work 
and research. Alongside images of my own work, and the work 
of other mother artists, I liken the the creative process to the 
life-giving process of becoming a mother. I will unpack some 
of the ideas that are influencing my own research in maternal 
intersubjectivity, placental thinking, and myths of cosmic origin, 
suggesting that these online communities can function as a 
new kind of symbolic center for artist mothers, nourishing us 
like a placenta nourishes an unborn child. 
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to share this process as a process of media activism, healing 
and approach to bring disparate people together through 
shared explorations. 

Metaveillant Issues
Chair: Julia Scher, KHM
Discussant: Timothy Kent, artist

This panel considers surveillance and its techno-political 
implications in the context of social control today. The interwoven 
worlds of computational, social, architectural, aural, forensic, and 
observational surveillance continue to be explored by artists. Since 
the 1980s cultural theory, media art, film, and activism have all 
played a role in defining the field. Many artists felt their duty to 
bring out or “deconstruct” surveillance’s means in order to help 
expose its control workings. Since that time, tech culture, computing 
tools, and the availability of vast interconnected networks allow 
artists to highlight the tools and consequences of surveillance’s 
ongoing reproduction (and deletion) capabilities. Along uncovering 
formerly secretive, restricted or covert operations, (such as with 
corporate or government hands) new surveillance works engage 
and critique the explosion of artificial intelligence and new virtuality. 
Materials and means put into play by artists include: artistic research, 
independent labs, code writing, work for mobile devices, lectures, 
public interventions, signage, film, online services and actions, 
re-enactments, performances, word and text pieces, teaching, 
installation, sound art, writing, sculpture, photography, outerspace 
deployments, video, deep data aggregation, and radio. Explorations 
to discuss include: relationships to cyber technology, trusted 
systems, surveillance monuments, surveillance culture, gender and 
identity, artificial agents, intrusion control, visual pleasure, prisons, 
discrimination, and racial, religious and other profiling.

Schismatic Technics
Charlotte Kent, Montclair State University

The artist Tim Kent presents the contemporary technological 
and surveillance culture in a visual historical language that 
acknowledges the past while recognizing the significant 
change that is the synthetic, digital realm. I contributed my 
research on theory and technology so that this talk is about 
how surveillance culture today is visualized in art through 
means that ask the artist either to become a data engineer or 
find ways to represent that complex data. This presentation 
addresses our collaboration for his September 2018 show, 
Proximity to Power: Dark Lakes and Data Pools. There is a 
disconnect between the digital mechanical world of data 
information technology and the organic human world that 
means that for us to understand the digital world we have to 
make it into metaphors. Those working with the technology 
often function as engineers as well as then having to transform 
that work into the visual terrain. Artworks produce the 
metaphors that allow the display of such topics as technology 
or surveillance, also revealing changes due to advancements 
in computational abilities. The presentation will offer key 
images from the show, as well as historical works that address 
technology and the visuality of surveillance, to discuss the 
society’s changing relationship to surveillance, as the older 
generation worries about it, while a younger generation 
accepts it, as an extension of the nanny cams that were a 
part of their infancy to the standardized tests producing the 
metadata that determined how they are placed in the world. 

Using Memorials to Reframe the Debates around Confederate 
Monuments
Manda Remmen, Sarah Fisher, Kayce Mobley, Emory & Henry 
College, Bethany College

Debates surrounding Confederate monuments came to a 
head after events in Charlottesville, Virginia in April 2017. 
Much has been written about the contexts in which these 
monuments were constructed, often during the Jim Crow 
era or in response to the Civil Rights movement. Yet, these 
discussions have largely missed the broader artistic context in 
which these Confederate objects exist. Although “memorial” 
and “monument” are often used interchangeably, there 
is an important difference between monumentalizing and 
memorializing. Monumentalizing implicitly or explicitly 
endorses views, attitudes, and values the monumentalized 
individual espoused. For example, the Washington Monument 
is meant to pay homage to George Washington’s ideals, not 
necessarily to act as a reminder of the man. Memorials, on 
the other hand, serve to remind the viewer of the existence of 
the deceased individual. In their ideal form, memorials exist to 
remind contemporary viewers of history. The Vietnam Veterans 
Memorial, for instance, displays hallmarks of a memorial, not 
a monument. Through visual language, the Vietnam Veterans 
Memorial sidestepped the politics surrounding the conflict. 
Rather, the memorial serves to name each individual soldier 
that died; the viewer’s reflection in the mirrored surface holds 
the viewer accountable. We argue that reframing the debate 
around memorials as opposed to monuments can better 
inform policymakers seeking to take down Confederate icons. 
Focusing on memorials rather than monuments shifts the 
conversation from cries of “getting rid of history.” Removing 
monuments and replacing them with memorials preserves 
history while not monumentalizing the Confederacy. 

Residual Memories: Material Investigations of Shared/Sharing 
Traumatic Media between the US/UAE/Kazakhstan
Patrick Lichty, Zayed University

How is memory manifested through the expression of trauma, 
and is it possible to (re)member the trauma of the other, or 
communicate affect across cultures? In Residual Memory, 
a collaboration between Kazakh artist Saule Suleimenova 
and UAE-based American Patrick Lichty, visual/material 
explorations of significant moments of national trauma of the 
other are used for developing understandings of one another’s 
affective regime. In Marianne Hirsch’s 2012 book, The 
Generation of Postmemory: Writing and Visual Culture After 
the Holocaust, she discusses the problem of the remembrance 
of trauma in generations after their occurrence. In addition, 
Sontag’s Regarding the Pain of Others problematizes the role 
of photography (in our case, the traumatic image) in terms 
of the function of the photographer as well as its relation 
to the audience. For Residual Memory, images such as the 
slaughter during the 1986 Jeltoskan uprisings in Kazakhstan 
are contrasted with the Kent State shootings in the United 
States, creating a shared conversation of national trauma as 
an attempt to touch the other’s cultural history. Lichty and 
Suleimenova approach their subject matter through material 
discourses describing notions of production, construction/
fabrication, and debris as metaphor for how memory is 
produced, situated and then discarded. Suleimenova’s use of 
urethane film and discarded plastic bags contrast with Lichty’s 
processing of these images using machine drawing are two 
halves of a holistic reality. In this presentation, the artists wish 
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modern architectures, spaces, and territories they have produced: 
for example, concrete regions such as borderlands, frontiers, 
and wastelands, or abstract zones of pluralism, such as those of 
gendered or racialized mobility. In addition to empirical analyses 
that build a reference base for this inquiry, papers reflect on the 
methodological and ethical implications of writing architectural 
histories of migration and colonialism, and how, in turn, the fields 
of architectural history and urban and landscape studies might 
contribute to the interrogation of migration in a broader conceptual 
sense. Tracing the historical entanglements of architecture, 
colonialism, empire, and migration is bound up with problems 
of representation; therefore, papers also address absences and 
erasures in the archive that follow itinerant, nomadic, displaced, 
and land-poor people and populations. We hypothesize that the 
analysis of migration and colonial modernities provides a way for 
naming counter-hegemonic practices in history and historiography.

Forced Migration, Displacement, and Repatriation: France and 
Colonized Algeria
Samia Henni, Cornell University

France’s colonial doctrines and practices in Algeria (1830–
1962) forcibly displaced hundreds of thousands of people living 
in Algeria. This paper discusses three massive movements 
of people from colonized Algeria to France and within the 
Algerian territory. First, the migration of Algerian workers to 
France who contributed to the reconstruction of French cities 
in the aftermath of World War II and the Vichy Regime. Second, 
France’s forced displacement of the Algerian population 
during the Algerian Revolution (1954–1962) in Algeria in 
order to isolate and oversee the liberation fighters. Third, the 
repatriation of the French populations who left Algeria after its 
independence from France in 1962. The paper draws parallels 
between three categories of colonial built environments 
designed for forced human relocations: the slums in the 
outskirts of French cities, the camps in colonized Algeria, 
and low-cost housing units in the suburbs of French cities. 
The paper discusses the violence of France’s spatial colonial 
modernities in both France and colonized Algeria. 

The Humanitarian and the Colonial: Histories of Architecture and 
Territory in East Africa
Anooradha Siddiqi, Barnard College, Columbia University

Humanitarianism is not often associated with architecture or 
the construction of territory, nor theorized as intertwined with 
colonial histories. Yet, the aesthetics and materiality of the 
Dadaab camps in the Kenya-Somalia borderland—a site of 
negotiation between an imposing humanitarian infrastructure 
and an insurgent refugee architecture—offers possibilities to 
rethink and renarrate an intimacy between humanitarianism, 
colonialism, architecture, and territoriality. The construction of 
this borderland from the late 19th century through the present 
across colonial East Africa and the contemporary countries 
of Somalia, Kenya, and Ethiopia expressed a pronounced 
form of modernity. This has been reflected in complex 
spatial and social belonging, and simultaneous effacements 
and assertions of the state: in the parceling of land and 
designation of the environment, as well as in settlements for 
freed slaves, villages for detained prisoners, and camps for 
refugees. This contested territory iterated the designs and 
fostered the imagination of multiple empires and postcolonial 
nations alike. It also represented the historical and political 
claims of pastoralists who lived and moved across its lands. 
Some of these people became citizens of Ethiopia, some of 

Surveillance Culture
Barbara London, curator, writer and consultant, founder, the video 
exhibition and collection programs at The Museum of Modern Art, 
adjunct professor in the Yale Graduate Department of Fine Art, and 
a consultant with the Kadist Foundation

“Information is the crucial commodity...solid products are 
merely incidental to information movement.” Media art 
has been shaped by its DNA—new technology, real-world 
politics, and the persistent mutability of contemporary art. 
While technology fueled the cold war space race, it brought 
audiovisual hardware to consumers. Each technological 
advance has given home users and artists tantalizing 
new prospects, especially with the Internet. Long before 
Edward Snowden, leaked classified documents and exposed 
surveillance programs, artists had been asking: How do 
the prying eyes of security cameras affect ordinary life? In 
1983, the filmmaker Michael Klier released his 83-minute, 
feature-length video, Der Riese (The Giant), made with 
scenes appropriated from the in situ surveillance cameras 
he called his “Giants”. In the following decade, the topic 
of surveillance was revitalized by younger media artists 
troubled by the ominous consequences that came with 
computerization and technological advances, especially 
because of the inconspicuousness of the new systems. In 
this context, I will examine the work of young artists, active 
especially in Asia, who address big-brother social control 
today. This includes otaku-like, Shanghai-based Lu Yang (born 
1979), an idiosyncratic, software whiz-kid who addresses 
and adapts surveillance to her do-it-yourself “franchise” that 
has included manga, sci-fi feature film, and video game. She 
makes connections between science, aesthetics, politics, and 
technology in provocative ways. Other artists will touch upon 
include sound artist Samson Young and environmentalist 
Charles Lim, whose surveillance revolves around the Singapore 
government’s misrepresentation of deleterious impact building 
has had on the island and the ocean. 

“Veillant”
Julia Scher, KHM

My paper presentation Veillant will look at a few mixtures 
of how older bodies of though around watchfulness and 
security are brought into the now. The works of Steve Mann, 
Surveillance Studies Network, Chaos Computer Club, and 
artists look to find a way forward that is replenished by but not 
controlled by an “Haute Future” spinning out of control. 

Migration and Colonial Modernities
Chairs: Anooradha Siddiqi, Barnard College, Columbia University; 
Hollyamber Kennedy, Columbia University

The movement and transfer of individuals and populations as 
indivisible from structures of colonialism and empire is a condition 
central to modern histories of architecture. Yet, it often remains 
paradoxically unnamed, except in dedicated studies. To address 
this and develop historical precision on this problem, papers in 
this session examine migration and colonial modernities figured 
and negotiated within architecture, constructed environments, 
infrastructure, or territory, and consider the intellectual formations, 
subjectivities, and politics that have ensued from them. If individual 
and mass migrations have characterized the condition of modernity, 
then we are especially interested in emergent epistemologies 
that develop through study of the contested and ambivalent 
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with devastating effects for Native American populations. 
Navigating the radically different technical, professional, and 
legal requirements involved in designing prefabricated steel 
housing required harmonizing the burdens of the factory, 
local utilities, and the legal frameworks of the developer, the 
client, and the different stakeholders of the project. While 
such rationalizations made mass-steel housing appear ever-
more affordable and universal, the paradoxical result was the 
creation of pools of redundant and dispossessed laborers, and 
thus, the opening up of further territories for appropriation. 

Infrastructures of “Legitimate Violence”: Notes on the Prussian 
Settlement Commission’s Border Villages
Hollyamber Kennedy, Columbia University

This paper will examine the Prussian Settlement Commission 
(1886–1918) and its program of “interior colonization” 
established by the German Ministry of Agriculture in 1886. 
Over a 30-year span, in collaboration with the architectural 
offices of Paul Fischer, Building Commissioner for East Prussia, 
the Settlement Commission constructed over 600 “model 
villages” along the eastern borderlands of the Prussian-Polish 
Provinces. The Commission was assembled in the wake of 
mass expulsions, in 1882 and 1883, of noncitizen agricultural 
workers hailing mainly from the East; it was to enforce the 
decrees of the Settlement Law, an anti-migrant land-use policy 
of incentivized settlement and forced displacement, whose 
legal architecture, cowritten by Max Weber’s father, introduced 
new economic weapons into the ethnic struggle taking place 
in what was dubbed Germany’s “wild East.” The 1886 Law and 
the Commission are two critical yet overlooked episodes in the 
history of modern planning in Central Europe, and beyond, at 
the turn of the 20th century. The Commission and its border 
villages—anchored, for Weber, on the “absolute exclusion 
of the Russian-Polish workers from the German East”—were 
integrated into the world of social housing reform by Weber 
and the Verein für Sozialpolitik, and premised on a new 
politics of race that took shape within the discourse of internal 
colonization. This paper positions the Commission’s politics of 
land, its model housing and its infrastructures, as foundational 
to the German garden city movement, the modernist housing 
estates of the interwar years, and German colonial planning. 

Minimal Art: An Urban History
Chairs: Kirsten Swenson, University of Massachusetts, Lowell; 
Christopher Ketcham, Massachusetts Institute of Technology

Minimal art’s urban history, particularly its relationship to New 
York City, is a critical sociopolitical context. Yet artists’ complex 
relationships to the socioeconomic and spatial politics of the city 
have largely been foreclosed by phenomenological readings that 
delimit a universal, heteronormative (male) body. Carl Andre and 
Alice Adams made sculptures from materials scavenged from 
streets, razed buildings, and leftover spaces of urban renewal. Tony 
Smith’s first solo exhibition in New York City was organized by the 
mayoral administration of John Lindsay, held in Bryant Park partly 
as a foil to the park’s status as a gathering place for gay men. Sol 
LeWitt employed New York’s zoning codes as a conceptual basis 
of his sculpture, an implicit critique of the corporate aesthetic 
of midtown architecture. By 1970, figures including Dennis 
Oppenheim, Richard Serra, Vito Acconci, and Trisha Brown, had 
broadened minimalism’s claim to the street, even as institutional 
consolidation of the canon reinforced its autonomy from everyday 

Kenya, some of Somalia, and some became refugees. Their 
migrations and incarcerations in the late 20th and early 21st 
centuries have contributed to a refiguration of the borderland, 
and an unexpected aesthetics and architecture of the camps 
themselves, including significations of ephemerality contrary to 
their modes of permanence. 

Informal Dwelling and Formations of State: Reflections on 
Methodology
Huma Gupta, Massachusetts Institute of Technology

This paper studies state formation from the perspective of 
the “informal settlements” and migrant lifeworlds of 1950s 
Baghdad in order to upend the ways in which we understand 
the self-evident nature of the state. “Informality” and 
“dwelling” are frequently understood as primitive others 
within both the normative frameworks of state building 
and architectural history. This formal/informal dichotomy 
establishes not only a discursive difference, but also a social 
fact that has economic, legal, and political ramifications for 
how spaces and populations are ordered and served. Migrants 
in Baghdad formed the backbone of the informal labor pool 
of the city—working as gardeners, cleaners, street vendors, 
milkmaids, farrashes (peons), construction workers, and 
shoe polishers—and the formalized labor pool of the state, 
serving as low-ranking policemen, soldiers, and government 
officials. Because this labor pool was also the necessary 
human infrastructure for the sustenance of an efficient, modern 
state, it became the subject of deep anxieties stemming from 
colonial and development discourses around the management 
of territory, property, surpluses, and identities. While migrants 
in Iraq were treated as the paradigmatic subjects of a 
developmental trajectory from timeless nomads to consumers 
of modernity, their devalued labor and subaltern settlements 
both made possible and absorbed the very costs of that 
development. Invoking the concept of “informal dwelling” 
here is an attempt to rethink how idealized representations of 
formally ordered space have continued to pose the long history 
of human habitation, migration, and dwelling as an iterative 
process that is always in a state of becoming. 

Designing “Free Labor”: Prefabricated Steel Housing and Settler 
Colonialism in Palm Springs, CA
Manuel Shvartzberg Carrió, Columbia University

This paper examines an intersection between corporate 
capitalism, the division of labor, and architectural 
managerialism during the postwar period, in architect Donald 
Wexler’s seven prefabricated houses from 1962, in Palm 
Springs, California. The self-contained nature and sophisticated 
managerial complexity of this architectural housing system—
built entirely in steel as test prototypes for mass-produced 
housing, and underwritten by the nation’s largest corporation, 
US Steel—contrasted radically with the situation of Palm 
Springs’s Agua Caliente Indian tribe and the town’s workers, 
who, marred by legal uncertainty and systematic neglect, 
were housed in a slum in the heart of the town. This radical 
asymmetry, however, was not merely circumstantial: it 
was intrinsic to the jurisdictional interlocks designed-in by 
Wexler’s standardized housing system. In his decade-long 
collaboration with US Steel Corporation, we can trace the 
development of automation in steel design, production and 
distribution—framed by federal policies against corporate 
monopoly on the one hand, and by policies of “free labor” on 
the other, as twin mechanisms for corporate economic growth 
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feminist writings by Linda Zerilli and Judith Butler, I argue for 
an alternative feminism of abstraction in the 1970s, and situate 
this sculpture alongside others made in the landfill, such as 
Agnes Denes’s Wheatfield (1982). 

Minimalized Zones: DC’s Metro, the Vietnam Veterans Memorial, 
and the Urban Underground
Eric Rosenberg, Tufts University

Maya Lin’s Vietnam Veteran’s Memorial involves being drawn 
physically into a terrestrial decline that has been read as an 
invocation of the myriad ways death subtends war: personal 
identification, extinction’s material reality, familial loss, burial, 
memory and commemoration, mourning and grief. But for 
those coming to the Memorial in its first days and years, from 
1982, and still now, an additional underground reference point 
must certainly obtain: the adjacency of the Washington DC 
Metro, planned and first completed with some highly visible 
temporal proximity to that of Maya Lin’s project and operative 
for a mere six years at the time of the Memorial’s opening. 
This paper will argue that the shadow of the Metro is cast 
on the experience of the Memorial in ways that unavoidably 
situate the latter, even color its conception and execution, in 
the social, economic, political and demographic particulars of 
the city and its urbanity; in fact a very specific, post-Vietnam 
urbanity straining at the residue of protest and radicality, the 
ongoing complexities and vexations of race relations, traumatic 
national governmental turnover and the material contradictions 
of the city as spatial/environmental politik. In each case—Metro 
and Memorial—what was at stake was ultimate access to the 
previously less-or-in-accessible—how to get from there to 
here and back—now made reachable, figuratively and literally, 
by Minimalist mechanics and aesthetics whose manipulation 
was dependent upon the simultaneity of the literal and 
the figurative, presence and absence, theatricality and its 
resistance. 

Flat Fixes: Minimalism in the Age of Austerity 
Soyoung Yoon, New School

In a 2014 exhibition at Essex Street gallery in New York City, 
the artist Park McArthur displayed twenty ad hoc ramps 
that had been provided for her by various art institutions 
throughout the city from 2010 to 2013. For the duration of the 
exhibition, each institution from which a ramp was removed 
showed the following sign: “Ramp Access Located at Essex 
Street.” Displayed as a Minimalist sculptural installation 
within the constricted space of the gallery, the ramps make 
us acutely attuned to the haphazard materiality of the ramps, 
the idiosyncrasies peculiar to each individual unit, as well as 
the lived experience of repeatedly negotiating (or not) the 
added steps necessary to enter through a door: temporary, 
flat fixes. For the panel Minimal Art: An Urban History, this 
paper addresses select case studies of contemporary artists 
specifically referencing the formal vocabulary of Minimalist 
art for a rhetoric not of power but of dependency, of capacity 
and incapacity, of productive and unproductive bodies. 
Which bodies or specific capacities of bodies are absorbed, 
seamlessly into the social fabric, or are resisted, rejected, and 
expelled, categorized as excessively dependent, burdened 
with an extra cost? And how is Minimalist vocabulary deployed 
to give form not only to the lived experience of one’s body but 
also to social and economic pressures, especially what the 
pressure to absorb austerity measures feels like. 

life. This panel seeks new approaches to assess the concrete 
intersections between minimal art and the social, spatial, material 
and economic life of the city. Did minimal art’s phenomenology 
engage new paths of urban perception or the problematic visibility 
of politicized bodies charged with class, race, and gender? Did 
opportunities to work in the city open new territory for artists that 
lacked institutional support? How did emergent curatorial framings 
of public art extend the reach of minimal and conceptual art to 
communities that conventional galleries and museums were blind to?

Taking a Line for a Walk: Rosemarie Castoro’s Street Works
Anna Lovatt, Southern Methodist University

Rosemarie Castoro’s Room Cracking—a line of aluminum tape 
that appears to rupture the gallery’s limits—has often been 
interpreted as an early example of institutional critique. Less 
well-known is that when Castoro first installed the work at the 
Paula Cooper Gallery in 1969, she had already unraveled this 
glimmering line through the streets of New York, citing her 
childhood desire to create “an atoll in the middle of Manhattan 
island.” Castoro traced other trajectories on the city’s streets 
and sidewalks using a punctured paint-can attached to her 
bicycle; or her dancer’s feet, which she photographed in the 
act of running. Like Room Cracking, these lines can be seen to 
critique the surfaces they inscribe, highlighting issues of urban 
decay, regeneration, and the politics of visibility; from the 
perspective of a woman cycling alone, at midnight, through the 
industrial wasteland recently named SoHo. Yet Castoro’s street 
works are also desirous and ludic, reimagining city blocks as 
coral reefs, or envisioning “a giant biting a piece out of [a] 
building.” This paper argues that these linear interventions 
rupture the everyday realities of urban existence. Castoro’s 
work will be analyzed in the context of her early involvement 
in Minimal dance, her prioritization of the practice of drawing, 
and her participation in the “Street Works” events organized 
by John Perrault, Marjorie Strider, and Hannah Weiner in 
1969–1970. 

Mary Miss’s Battery Park Landfill (1973) and the Feminist Politics 
of Site
Sarah Hamill, Sarah Lawrence College

In 1973, Mary Miss installed a temporary sculpture in the newly 
formed Battery Park landfill: five billboard-sized structures 
made from planks of wood and tar spread 50 feet apart. Into 
each one, Miss cut a round aperture. The sculptures elicited 
a telescopic experience of space when the openings aligned, 
and also a disjunctive encounter with the site, which Lucy 
Lippard likened to a “lunar landscape.” They were, Lippard 
noted, oddly “flimsy,” dwarfed by their surroundings, and also 
pictorial reliefs that framed the urban skyline. This paper looks 
closely at Battery Park Landfill to argue that Miss’s chosen 
site at the periphery of the city—one she repeated in the early 
1970s—was key to her feminist critique of minimalism. As a 
sprawling, disaggregated sculpture located beyond institutions 
that historically excluded female artists, Battery Park Landfill 
defined the viewer as an active agent. Miss emphasized that 
the site—at the city’s edge and markedly not in the supposedly 
neutral “blank canvas” of the Western landscape chosen by 
many earthworks artists—would be reachable by diverse 
audiences that cut across race, class, and gender. Here in 
a landscape that was stark yet accessible, the artist could 
engage a heterogeneous audience beyond minimalism’s 
normative channels of display to invite a diverse and 
phenomenological encounter with sculpture. Looking to recent 
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From Futurism to Spiritual Classicism: Gino Severini and the Neo-
Catholic Avant-Garde
Zoë Jones, University of Alaska, Fairbanks

When the former Italian Futurist artist Gino Severini was 
introduced to the neo-Thomist philosopher Jacques Maritain in 
1923 the two men found they shared a strong intellectual and 
personal affinity for the arts and modernist aesthetics. By this 
first meeting Severini had already turned away from his earlier 
avant-garde roots and was experimenting with a more classical 
and rational style. While many artists experienced this “return 
to order” in the aftermath of World War I, Severini’s stylistic 
change was accompanied by an intense spiritual crisis and a 
“re-conversion” to Catholicism. In this paper I intend to show 
that Gino Severini’s seemingly shocking shift in aesthetics (as 
demonstrated in his 1916 painting Maternità) was the result of 
the artist gradually distancing himself from the stylistic forms 
of Futurism as well as the movement’s atheistic tendencies 
and revolutionary politics. This shift was solidified with the 
1921 publication of Du Cubisme au classicism, a treatise that 
illustrated a surprising amount of overlap with Maritain’s own 
writings on spiritual aesthetics. The subsequent alliance forged 
by Severini and Maritain, which arose in part as a response 
to the spiritual, political, and economic crisis precipitated by 
World War I, set a precedent for other such collaborations 
and underscores the relevance of Neo-Catholicism for an 
understanding of the avant-garde in Interwar Europe. 

Reaction, Revolution, Renaissance: Reinterpreting Surrealism in 
Dalí’s Religious Paintings
Elliott King, Washington and Lee University

In the conclusion of his 1942 autobiography, The Secret Life 
of Salvador Dalí, the artist popularly known for his depictions 
of burning giraffes and soft watches claimed to abandon the 
sacrileges of his Surrealist past and return to the Catholic 
faith. In many ways this pronouncement marked the beginning 
of the artist’s critical decline: His coruscating Christs and 
Madonnas of the 1940s and 1950s, coupled with his 1941 
pronouncement of a so-called “classic” turn away from 
Surrealism, courted favor with the Church as well as Franco’s 
dictatorship in Spain, all putting him visually and ideologically at 
odds with the modernist avant-garde. Over the ensuing years, 
Dalí described himself variously as both an “ex-Surrealist” and 
“the most Surrealist of Surrealists,” and taking up this paradox, 
this paper reconsiders the extent to which the artist abandoned 
Surrealism’s interest in subconscious content by turning to 
religious subjects. Dalí’s religious canvases, I argue, could not 
possibly be condoned by the Surrealist group, and yet they 
propose an alternative, individualist trajectory for the movement 
that was directly indebted to Freudian psychoanalysis. Despite 
appearances, Dalí makes a compelling case that in religious 
painting, “the subversive language of the subconscious 
expressed itself in a much more intense and authentic way than 
in the belabored anarchy of a Surrealist picture.” 

Cézanne as Prodigal: A Painter’s Progress from Darkness to Light
Douglas Giebel, Roberts Wesleyan College

Cézanne’s paintings have been extensively interpreted from a 
range of psychological perspectives, while less attention has 
been given to the impact his religious convictions may have 
had on his work. His career begins with a bohemian rejection 
of the aesthetic and ecclesiastical values of mid-19th century 
France. Early paintings such as The Temptation of St. Anthony 
(ca. 1870) and Eternal Feminine (ca. 1877) demonstrate an anti-

Modernist Prodigals: Aesthetic Aftermaths of Religious 
Conversion
Chair: Anne Greeley, Indiana Wesleyan University
Discussant: Linda Stratford, Asbury University

Over the past two decades, the long-presumed secularity of 
modern art has been called increasingly into question. Numerous 
scholars, from Sally Promey, to Jonathan Anderson and William 
Dyrness, to Thomas Crow, have challenged the secularization 
theory promulgated by art historians during the latter half of the 
20th century. Though the academy no longer finds it “inadmissible,” 
as Rosalind Krauss once did, to connect the spiritual with the 
avant-garde, and while many religious impulses can be discerned 
throughout the field of modern art, it is nevertheless the case 
that many modern artists rejected religion outright—though 
some only temporarily. This panel aims to build on the discussion 
initiated by Jeffrey Abt in his 2014 panel on “Religion and the 
Avant-Garde.” It seeks to further clarify modern art’s relationship 
to religion by examining the lives and work of certain “modernist 
prodigals,” who during a period of religious apathy or disbelief 
made significant contributions to modernism before turning, or 
returning, to organized religion. If art can be said to constitute 
a mode of thought, and if thought is radically altered through 
religious conversion, then what might a study of the works of such 
artists, “pre-” and “post-” conversion, reveal about the perceived 
compatibility of modern art (or of certain iterations or aspects 
thereof) with a religious worldview? Alternatively, what might it 
reveal about an artist’s faith?

Hugo Ball and the Cabaret Voltaire as a Paradigm of Conversion 
Emily Wing, Yale University

In the past ten years, art historians have sought to challenge 
canonical representations of Zurich Dada by framing 
the movement in terms of “iconoclasm” and “theology,” 
respectively. References to Ball’s Catholic baptism in 
1886, renunciation thereof in 1912, and “conversion,” or 
“reconversion” to Catholicism in 1920, troubled disciplinary 
assumptions of the relationship between religion and modern 
art. While acknowledging these art historical engagements 
with Ball’s religious biography, this paper probed the classically 
Protestant evangelical conceptions of conversion that they 
propagated. Such conceptions of conversion thought about the 
artist’s turn towards faith as a single moment in time and an 
isolated event. In an analysis of the short-lived and momentous 
Cabaret Voltaire, this paper reframed Ball’s religious 
conversion in relation to the movement’s seminal communal 
space. It explored two cases of collaboration that worked 
towards transforming The Meirei—Dutch bar and restaurant of 
Zurich’s Niederdorff quarter—into the Cabaret Voltaire. Ball’s 
wife Emmy Hennings performed daily prayers that carried the 
impulses of spatial consecration, and Marcel Janco’s Cubist 
masks and costumes for the venue and its bodies aroused 
memories of the artist’s Catholic youth. The development of 
the cabaret witnessed Ball in the process of turning towards a 
faith with which the venue clashed in many ways. Still, Ball’s 
collaborative approach to spatial production broadened the 
category of religious conversion, whereby the Cabaret Voltaire 
asks how modern art further illuminates and challenges 
paradigms of religion more broadly. 
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early modern celestial imagery was produced. Yet, it often reduces 
the complexity of these images. For instance, in the persistent 
narrative of East/West knowledge “transfer,” images are read 
as embodiments of abstract ideas, while specific geographical 
and chronological points are selected to construct a Eurocentric 
narrative of scientific renaissance. Instead, we must acknowledge 
the image’s multiplicity: images as material objects, not essential 
ideas, produced for and by active agents, circulated along networks 
and part of complex power dynamics. Images of the celestial 
spheres emerge as dynamic spaces, through which viewers, patrons 
and producers negotiated multiple sociocultural landscapes. 
Among the topics this panel will consider include: images in motion, 
negotiating intercultural exchange in political and intellectual 
spheres; images constructing relations across multiple identities 
in a single place; images and their texts in translation, as well as 
the renegotiations that accompany such movement; rethinking 
narratives of image/knowledge “transfer.” Cosmic imagery offers 
new insights when considered as part of a complex constellation 
that is earthly as well as celestial.

From Cethyn to Sicily. The Worlds of Georgius Fendulus’s “Liber 
astrologicae”
Anna Majeski, American Academy in Rome

The Liber astrologiae abumazaris is one of the most 
remarkable scientific manuscripts of the 13th century, a richly 
illustrated mirror of the cosmos. Produced ca. 1220–40 at 
the court of Frederick II Hohenstaufen, it is also a testament 
to the widespread contemporary circulation of scientific 
objects and ideas in the Mediterranean. The author Georgius 
Fendulus gives a detailed account of the movements involved 
in the manuscript’s composition, telling us he ventured to far 
“Cethyn” (Cochin), “Carabolim” (Carambolim), and Damascus 
to locate Chaldean and Persian texts, as well as records of 
the 1029 stars painted within. Fendulus’s prologue has been 
dismissed by historians of art and science alike as a curiosity. 
Instead, they suggest, the Liber astrologiae’s true story is 
the reception of Arab science in medieval Europe. Fendulus’s 
manuscript becomes evidence of unilateral knowledge-
transfer and is fit into a canonical prehistory of European 
scientific revolution. But the manuscript resists this neat 
history of ideas, insisting on the multiplicity and foreignness 
of its text and images, which include an illustrated catalogue 
of constellations, organized according to their derivation 
from either Persian, Indian or Greek cosmologies. This paper 
challenges conventional approaches to the Liber astrologiae, 
arguing that the manuscript’s courtly viewer was tasked 
with negotiating the gap between their own position and a 
cosmos made up of multiple, foreign intellectual traditions. 
Moreover, it challenges approaches that would write the Liber 
astrologiae into a pure history of ideas, viewing it instead as 
part of the negotiation of political and cultural identity at the 
Hohenstaufen court. 

Astronomy and Jesuit Place Making in Early Qing Beijing
Mari Hara, University of Virginia

This paper examines the extraordinary series of eight large 
engravings from ca. 1650 that together compose a cosmological 
map, produced by the Imperial Astronomical Bureau in Beijing, 
then headed by the German Jesuit missionary Johann Adam 
Schall von Bell (1592–1666). Together with natural history, 
mathematics, cartography and medicine, the China Mission 
wielded astronomy as an important instrument of conversion, 
ultimately seeking to bring about a Christian calendrical reform 

clerical attitude—as do other early sexually aggressive works. 
A midlife crisis in 1885 has been psychologically interpreted 
by Pavel Machotka, but it could be equally seen as a religious 
conversion. Cézanne’s palette begins to change in the early 
1870s as he turns from painting Romantic fantasies to working 
more directly from nature under the tutelage of Pissarro. His 
paintings become more luminous and atmospheric. This paper 
aims to address not only how Cézanne’s religious convictions 
directed the vision of his later work, but also how his work 
from nature encouraged his recognition of the Almighty as the 
great Creator. This paper examines the impact this religious 
conversion brought to Cézanne’s work, particularly addressing 
contrasts in his depictions of women from the early narratives 
and portraits to the later paintings, especially of his wife, 
Hortense Fiquet. The resulting clarity of purpose also brought 
“density and vigor” to the landscapes that follow. The artist 
himself expresses his enthrall with the Provençal landscape 
as the “spectacle spread before our eyes by the Pater 
Omnipotens Aeterne Deus.” 

Motion: Transformation and the Life of Artworks
National Committee for History of Art
Chair: Nicola Courtright, Amherst College
Discussant: Jesús Escobar, Northwestern University

This session will be a roundtable by four Chairs of the Sessions of 
the 35th International Congress in the History of Art (CIHA) taking 
place in Florence, Italy (September 2019). The CIHA theme of 
Motion: Transformation will be introduced and explored in relation 
to the “life” of artworks. Participants will highlight both their own 
understanding and interpretation of the theme as well as the overall 
importance of the topic for an international and cross-cultural 
understanding of the history of art. In addition, the session will 
offer an opportunity for CAA members to ask questions about the 
upcoming CIHA and find out ways to participate in the art historical 
exchange.

Claudia Mattos Avolese

Marzia Faietti, Gallerie degli Uffizi

Marco Musillo, Kunsthistorisches Institut in Florenz

Christina Strunck, Friedrich-Alexander-University of Erlangen-
Nürnberg

Multiple Cosmologies: Celestial Imagery in the 
Medieval and Early Modern WorldAmerican Academy 
in Rome
Chair: Anna Majeski, American Academy in Rome
Discussant: Benjamin Anderson, Cornell University

“What does it mean to orient oneself in space?” Aby Warburg 
sought to answer this question through images of the stars, 
planets and cosmos. For Warburg, these images were spaces that 
mediated between individuals and a complex set of relationships, 
allowing viewers to place themselves psychologically in relation 
to multiple geographies, temporalities and genealogies. Images of 
the cosmos did not reduce complexity, but dialectically negotiated 
pluralities. Recent scholarship has enriched our understanding of 
the sociocultural and intellectual spheres in which medieval and 
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unprecedented concentration of “graffiti,” or drawings incised 
into plaster commonly considered the art of unruly children 
or squatters. Such assumptions do not account for the strong 
likelihood that many examples of what we call “graffiti” today 
resulted from artist and scribal training, using plastered walls 
as chalkboards that could be easily “wiped clean” with a fresh 
coat of lime. In this paper, we discuss our findings of over 
250 incised drawings that we interpret as a corpus of practice 
sketches and training exercises created by novice scribal 
artists and their instructors around 700 CE. These instructors 
identified themselves in a hieroglyphic inscription on the walls 
of Tut Building as it’zaat, translating to “sage” or “wise man.” 
We explore what the it’zaat taught pupils in terms of formal 
design, technical skill, and cultural meaning. What we call Tut 
Building today was an ancient Maya art school training those 
who would go on to visualize the most important images and 
symbols in the Maya world. 

The Cosmology and Ethnobotany of Two Floral Motifs at 
Teotihuacan
Lois Martin, Fordham University

My research explores two floral motifs found in the art of 
Teotihuacan, the great metropolis that dominated the Valley 
of Mexico from about 100 BCE to 600 CE. Since its fall, 
Teotihuacan’s ruins have awed subsequent civilizations. 
Aztec leaders revered the site, and transported its treasures 
back to the Aztec capital, Tenochtitlan. In modern times, 
worldwide scholarly interest in Teotihuacan has continued to 
grow. Diverse studies—in astronomy, agriculture, architecture, 
engineering, and hydrology—all confirm the sophistication 
of Teotihuacano knowledge and expertise. Among the most 
exciting recent findings come from studies of animal remains 
deposited as sacrifices in the Pyramid of the Moon: these 
demonstrate broad biological knowledge—even of rare 
and dangerous species. I argue that the Teotihuacanos also 
possessed deep understanding of Mesoamerican flora, and 
chose to depict flowers in their art that held cosmological 
significance. The motifs appear on objects, in painted murals, 
and as sculpted architectural elements throughout the site. 
I identify them as representations of actual varieties of 
wildflowers still present in the local ecosystem, previously 
unrecognized because they are “weeds” rather than cultivated 
specimens. To the ancient Teotihuacanos, these two flowers 
would have stood out not only for their divergent seasonal 
habits (which punctuate the solar year and thus allow them to 
serve as a living calendar), but also for subtler characteristics 
only recently “discovered” by Western scientists. This art 
historical case study explores intriguing intersections between 
pre-Columbian botanical illustration, indigenous knowledge 
and beliefs, and modern science. 

The Biology of the Aztec Feather Costume
Mary Brown, Independent Scholar

The pre-Hispanic Aztecs (Mexica) of Central Mexico assigned 
great value to feathers. Birds and their plumage featured 
prominently in their creation myths, and feathers played an 
important economic role in the empire’s tribute system. In 
the visual arts, featherwork was developed to a spectacular 
extent in deity, ruler, and warrior costumes. The extensive use 
of feathers indicates that the Aztecs recognized a compelling 
power inherent in them that transcended a mere appreciation 
for their material beauty. In the natural world, the most 
current theories suggest that feathers evolved as a display 

at the early Qing court. My paper considers these astronomical 
charts in relation to what scholars in media studies have termed 
“cultural techniques,” paying particular attention to the ways 
in which scientifically observed celestial imagery served as 
interlocutors for religious truths in an early modern cultural 
exchange between China and Europe. 

A Bohemian Vision of al-Sufi’s Astronomical Tradition: Clusters of 
Islamic Influence North and South of the Alps
Eric Ramírez-Weaver, University of Virginia

In this paper the influence of the astronomical iconography 
associated with ‘Abd al-Rahman al-Sufi’s (d. 986) Kitab suwar 
al-kawakib al-thabita, or Book of the Images of the Fixed Stars, 
upon the Bohemian court in Prague up to and during the reign 
of King Wenceslas IV (d. 1419) will be thoroughly investigated. 
Previous scholarship (by Dieter Blume, Paul Kunitzsch, Josef 
Krása, Lenka Panušková, Erwin Panofsky, Fritz Saxl, and Maria 
Theisen) has linked a fragmentary series of al-Sufi illustrations 
at the end of the Astronomical Anthology for Wenceslas IV 
(Munich, Bayerische Staatsbibliothek Clm 826, folios 34r-41v, 
ca. 1400) prepared in parts by court astrologer Terzysko to a 
record of astronomy associated with Michael Scotus (Bibliothek 
des St. Nikolaus-Hospitals, Cod. Cusanus 207, 14th c.) and a 
de luxe cycle of northern Italian al-Sufi star pictures in Prague, 
known as the Strahov Atlas (Královská Kanonie Premonstrátů 
na Strahově, Cod. DA II 13, ca. 1370–1400). By focusing 
upon these three astronomical compilations, the legacy of 
Mediterranean and Islamic astronomical and astrological 
traditions upon central European courts north of the Alps 
will be problematized in order to identify instances of artistic 
influence and resistance in the interest of culturally apposite 
presentations of science. Each codex was an opportunity for 
visual and textual compromise or innovation in the service of 
compilation practices. Examining the al-Sufi pictures created in 
Prague supplies a meaningful way to reassess the ratiocinative 
and religious impact of celestial study upon one central 
European court. 

New Investigations into Pre-Columbian Materials and 
Process
Chair: Leah McCurdy, University of Texas at Arlington

Exploring new considerations of art practice and process 
across Pre-Colombian Mesoamerica, this session incorporates 
presentations focused on Teotihuacan, Late Classic Maya, and Aztec 
art histories. Discussion will allow for broadly relevant questions, 
considering the connections between these research projects, and 
specific inquiries about each presentation.

What the Ancient Maya Learned at Art School
Leah McCurdy, University of Texas at Arlington; M. Kathryn Brown, 
University of Texas at San Antonio

The ancient Maya are known for their highly decorative 
hieroglyphic writing, exceptional figurative art, and deep 
symbolic repertoire. These achievements were made manifest 
by scribes, sages, and artists trained in iconography, skillful 
execution, and literacy. Their training and processes have 
remained quite unknown to archaeologists because we 
have so few glimpses at the spaces in which they created, 
learned how to create, and practiced their talents. Our recent 
investigations in the Late Classic Period Tut Building of El 
Castillo acropolis at Xunantunich, Belize, have revealed an 
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of these works are rectilinear forms recalling the structures 
that mark off paintings from the world—the frame or canvas 
edges—Heilmann stages these motifs of enframement in ways 
that complicate any clear identification of interior and exterior 
spaces. Like Smithson or Matta-Clark, Heilmann attacks the 
structures that mark off art as a privileged space of experience. 
Her attention to the motif of the frame thus disrupts modernist 
myths of autonomy that veil the demands of the market. 
Heilmann’s early painting engages the transgressive spatial 
strategies of works more obviously critical of entrenched 
power structures, but adapts them to use on canvas. Enacted 
by a painting, the paradigmatic art commodity, such attacks 
acquire a particular and especially subversive charge. 

American Abstraction 1960: Organizing the US Pavilion at the 
30th Venice Biennale
Morgan Dowty, Baltimore Museum of Art

In 1960, Adelyn Dohme Breeskin (1896–1986; Director of 
the Baltimore Museum of Art, 1942–1962) was invited by the 
Museum of Modern Art to curate the American Pavilion for 
the 30th Venice Biennale. Citing Abstract Expressionism as 
the “dominant note in American art today,” Breeskin would 
go on to select the three painters, Hans Hoffman, Franz Kline, 
Phillip Guston, and the sculptor Theodore Roszak. Amongst 
many positive reviews, Breeskin received wide-ranging critical 
feedback locally and nationally for her choices. Criticisms were 
on the one hand in opposition to non-objective art and on the 
other to conservatism in her selection of artists. This feedback 
prompted Breeskin (primarily through private letters) to defend 
her vision as well as to give insight to her consideration of 
other artists including Joan Mitchell, Grace Hartigan, Richard 
Diebenkorn, and David Park. Whether taken as conservative 
or liberal, Breeskin’s curatorial choice had a complex political 
resonance in the context of 1960s American politics. The 
exhibition came together at the height of the Cold War, and the 
status of American abstraction as the ultimate representation 
of democracy and freedom was set in opposition to a 
representational “Russian” aesthetic. Three of the four artists 
presented were immigrants to United States (from Germany, 
Poland, and Canada), and their status as artists from abroad 
who matured in the States was foregrounded. Insight to 
Breeskin’s thinking also provides an occasion to consider the 
feminist agenda in 1960, and the influence of this wider group 
of artists on an international stage. 

Dissecting Vision: Cubism, Medical Image Making, and the 
Modernist Surface
Kathleen Pierce, Rutgers University

Early writing on Cubism often relied on medical imagery to 
describe the style’s effects on represented objects and bodies. 
Guillaume Apollinaire claimed Picasso “studies an object like 
a surgeon dissects a cadaver,” while Daniel-Henry Kahnweiler 
identified Cubism’s innovation in its ability to “pierce” the 
“skin” of painted objects. While medical metaphors continue 
to pepper analyses of Cubism—Anna Chave writes that 
Picasso’s Demoiselles “got dissected”—scholarship has not 
yet considered the historical, material, philosophical, and 
formal relationships between Cubism and early 20th-century 
medical visualizations of bodies. Building on recent scholarship 
demonstrating the shared training practices of artists and 
physicians—including anatomy courses, dissections, and 
studying medical models and atlases—this paper critically 
examines the relationship between Cubism and medicine. 

of superior genetic material in response to the pressures of 
sexual selection. In the Aztec world, the gendered production 
of featherwork (restricted to males), mythological associations 
between feathers, fertility and creation, and the male gender 
bias attached to feather costumes suggest that the Aztecs 
strongly associated feathers with masculinity and power. Given 
the Aztecs’ acute attunement to the natural world, it is likely 
that they perceived the link between a male bird’s feathers 
and his desirability to females and competitive edge over 
other males. Furthermore, this paper suggests a biologically 
based motive for the extravagant aesthetics of Aztec feather 
costumes that parallels one function of feathers in the natural 
world: a male display of status and dominance. 

New Takes on Modernism

Brancusi and American Art
William Agee, Hunter College, City University of New York

In 1964, for four months, Richard Serra drew every day from 
the work in Brancusi’s studio, installed at the Musée d’Art 
Moderne. He could later say that the installation offered a 
“handbook of possibilities” for sculpture. My study focuses 
on what the handbook has and might have included, both in 
specific works of art by Americans here and abroad, as well 
as themes that have defined much of modern American art. 
While the artist has been well researched and discussed, 
his profound influence on American artists has lacked a full 
examination. I concentrate on what Americans have taken 
from Brancusi, starting with Edward Steichen in Paris and 
ending with Ellsworth Kelly’s “chapel” in Austin. This will be 
the first study to examine the impact of Brancusi’s elemental, 
distilled and soaring forms on American art over the course of 
a century. It looks at artists such as Edward Steichen, Georgia 
O’Keeffe, Arthur Dove, Marcel Duchamp, Robert Rauschenberg, 
David Smith, Donald Judd, Robert Smithson, Ellsworth Kelly 
and Frank Gehry alongside the exhibition and reception of 
Brancusi’s work in the US. While Brancusi’s influence on a few 
specific artists or movements has been addressed, no previous 
study has detailed in depth how his work has guided artists 
over generations and shaped American art practice across 
media through the 20th century to today. This book will do for 
Brancusi what other publications have done for Picasso and 
Matisse, it will illuminate the role of America and American art 
in the development of international modernism. 

Subversive Spaces: Mary Heilmann’s Early Paintings
Benjamin Clifford, Institute of Fine Arts, New York University

Over the past decade, the work of Mary Heilmann (b.1940) 
has attracted substantial critical attention. Her early paintings, 
however, remain poorly understood, and can easily be 
misconstrued as mere exercises in an exhausted late modernist 
idiom. I argue that these works in fact approach modernist 
ideology critically. By doing so they confront institutional power 
in a manner comparable to contemporaneous Earthworks or 
Conceptual art. Heilmann often identifies Robert Smithson and 
Gordon Matta-Clark as important touchstones. These artists 
transgressed the privileged space of the gallery and challenged 
the operations of the art market by linking projects within the 
gallery to interventions in the extra-artistic landscape. The 
geometric vocabulary of Heilmann’s early painting operates 
in a similar fashion, but substitutes the privileged space of 
the canvas for that of the gallery. While the dominant motifs 
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their Philadelphia home. In its reconstruction of familial roles 
and relationships, the painting is both a haunting record of 
the artist’s personal grief and a powerful reflection of the 
social change and upheaval that characterized post-Civil War 
America. If, as Harriet Beecher Stowe claimed, the traumatized 
nation was “but a larger family,” then the institution of home 
was crucial to its successful reconstruction. While participating 
in this public discourse, Eakins’s canvas departs radically 
from more conventional family portraits of the period, such as 
Eastman Johnson’s The Hatch Family (1871), as it alludes to the 
female-centered narratives of Louisa May Alcott’s Little Women 
(1868), and other literary production of the period. In examining 
the ways in which Home Scene visualizes the spaces of 
the postwar American home, the female lives and bodies 
contained therein, and the crucial absences that marked the 
national as well as individual family at this time, this paper 
sheds new light on the crucial role that Thomas Eakins’s home 
and family played in the development and dramatization of his 
Realist agenda. 

Caspar David Friedrich’s Transparent Paintings: From Optics to 
Natural History
Nina Amstutz, University of Oregon

My paper explores the German Romantic artist Caspar David 
Friedrich’s 1830s experiments with painting on transparent 
paper in the context of scientific investigations into the nature 
of light and color, sensation, and the history of the earth. 
Scholars usually discuss Friedrich’s transparencies relative to 
popular optical spectacles, such as panoramas and dioramas, 
or as precocious examples of the total work of art. They see 
them as autonomous artistic worlds that invite the viewer 
to magically enter an alternate realm, such as the foreign 
lands or historical events staged by the growing number of 
experiential visual entertainments, which had little to do with 
truth to nature. While such spectacles served as important 
sources of inspiration, particularly from a technical standpoint, 
the content and display context of Friedrich’s transparencies 
differs considerably from public visual amusements. His works 
were meant to be displayed alone in private, darkened rooms, 
free from crowds and outside distractions, illuminated from 
behind by light filtered through colored glass, and, in certain 
cases, accompanied by music. In my paper, I propose that the 
visual and sensory effects of these installations were intended 
to capture new understandings of perception and the natural 
world advanced in the sciences. I contextualize Friedrich’s 
transparencies relative to Johann Wolfgang Goethe’s 
optics, particularly his theories about retinal afterimages 
and transparent colors, in addition to emerging ideas about 
geological time and environmental determinism, put forward 
by Johann Gottfried Herder, Alexander Humboldt, and Gotthilf 
Heinrich Schubert. 

Before Heart of the Andes: Frederic Edwin Church and the (Eco)
Tourist Gaze in the Natural Bridge, Virginia
J. Barrington Matthews, College of William & Mary

In addition to being one of 19th-century America’s most 
influential artists, Frederic Edwin Church was also one of 
its most well-traveled tourists. While his early depictions of 
the Northeast landscape fueled a rapid rise to fame and his 
election to the National Academy of Design, Church received 
an unprecedented degree of public acclaim from paintings 
produced after trips to South America, the Arctic, and the Holy 
Land. While much attention has been paid to the intersections 

I filter my analysis through the framework of surface, 
juxtaposing Cubism’s charged relationship to the picture plane 
with physicians’ anxieties about reading the skin—the body’s 
signifying surface. Through close looking at dermatological 
images—particularly wax-cast models—and écorchés, I 
demonstrate how medical images shaped conceptions of 
the modern, pathological body as one whose surface has 
been fragmented, as a body in pieces. I trace the ways these 
medical images infiltrated avant-garde painting, rereading 
early Cubism’s dissecting lens as analogous to fin-de-siècle 
medical seeing, which disarticulates the diseased body into 
diverse parts, systems, and fragments. Ultimately, I argue for a 
significant connection between Cubism’s ambiguous painted 
signs and physicians’ apprehensions about misreading fluid 
symptoms on the skin, opening a new avenue through which to 
understand Cubist approach to and modernist preoccupation 
with surface. 

Nineteenth-Century Ecologies: Home, Landscape, and 
Natural History

John Ruskin’s Botanical Drawings: Challenging Victorian and Art 
Historical Plant Blindness
Lindsay Wells

2019 marks the 200th birthday of Victorian art critic John 
Ruskin, whose achievements as a watercolorist and draftsman 
have begun attracting a level of critical attention that was 
once reserved for his prose works alone. However, major 
exhibitions of Ruskin’s art have focused primarily on the 
landscapes and architectural studies of his early career, rather 
than the hundreds of botanical sketches he completed in the 
1870s and 80s at the end of his professional life. This selective 
analysis of Ruskin’s artistic corpus overlooks not only the 
stylistic innovations he developed in his plant drawings, but 
also the ways in which he employed botanical draftsmanship 
as a means of scrutinizing the relationship between his 
fellow Victorians and the natural environment. My paper 
investigates how Ruskin’s botanical studies advance a visual 
argument against the widespread commodification of plants 
that occurred in 19th-century Britain. Specifically, I argue that 
his drawings invited Victorian viewers to resist the mindless 
consumption of vegetal life made possible by advances in 
glasshouse technology, commercial nurseries, and the global 
flower trade. Completed in an age of unprecedented industrial 
and urban expansion, Ruskin’s drawings of flowers and foliage 
constitute an attempt to remedy the Victorian version of plant 
blindness, or the chronic disregard for vegetal vitality. In 
addition, I propose that Ruskin’s analysis of botanical motifs in 
other artists’ work offers present-day scholars a model of art 
historical practice that more fully recognizes the ecopolitical 
significance of plants in visual culture. 

Reconstructing the Postwar Family: Presence, Absence, and Loss 
in Thomas Eakins’s Home Scene
Debra Hanson, Virginia Commonwealth University

While the problematic and in some cases tragic nature 
of Thomas Eakins’s family relationships have received 
considerable attention from his many biographers, less 
scholarship has been directed to the paintings that depict 
these connections in visual form. Chief among these is Home 
Scene (1871–72), a small, closely cropped canvas that pictures 
the artist’s sisters Margaret and Caroline in the parlor of 



191New York City  2019

male and female attributes. As such, Bess’s work presents an 
alternative motivation for gender surgery that rejects binary 
distinctions between genders that drove the work of early 
sexologists in the United States, and an alternative method for 
articulating theories of gender variance. Bess’ paintings were 
shown at Betty Parsons Gallery along with major figures of 
abstract expressionism like Jackson Pollock and Mark Rothko, 
yet his work rarely appears in discourse from or about this 
moment. Rather than arguing for or against Bess’s inclusion 
in the group of abstract expressionist artists, this paper 
addresses how works like The Hermaphrodite (1957), The 
Noble Carbuncle (1960), Untitled (1967), and others complicate 
the history of gender transition in the United States by 
contextualizing them within the history of medical diagnoses of 
transsexuality and postwar American abstraction. 

Flaming Color: The Genderqueer Capacities of Color-as-Matter
Lex Lancaster, University of South Carolina–Upstate

Color has been theorized as fugitive in its resistance to 
language and signification; however, painted color and 
particularly the monochrome serve as loaded sites for bodily 
projection. Color may be seen to expose the truth of the 
matter on the surface—the truth of a body on its skin—but 
recent art practices aligned with queer abstraction prompt 
us to take color seriously as a substance with real ethical 
and political implications. These practices not only refuse a 
settled corporeal figure but also evidence a shared investment 
in flaming color: vibrant and luminous, color materializes in 
excess of its standard canvas support. Focusing particularly 
on the work of Linda Besemer and Carrie Yamaoka, this paper 
demonstrates the genderqueer capacities of color deployed 
as a medium to produce ontological trouble, undermining 
readings that would take colored surface as either superficial 
or the sign of raced, gendered, and sexed embodiment. Rather 
than give us a signifier under which the signified is hidden, 
color’s plasticity works as a perverse slippage and affective 
ambivalence, folding between oppositions of inside and 
outside, subject and object, nature and artifice. Playing on the 
edges and in-between spaces of the normative and expected, 
color performs as a marginal substance that frustrates easy 
binaries of difference. 

Serial Shooters: Portraits of Contrast and Conflict in Muholi 
Muholi’s Hail the Dark Lioness (2012–16) and Pyuupiru’s Self 
Portrait (2005–7) Series
Eliza Steinbock, Leiden University

South African visual artist Muholi (formerly Zanele) Muholi and 
Japanese mixed-medium artist Pyuupiru both embarked on 
extensive self-portrait series to wrestle with gender markers 
imprinted with the racial technologies of blackness and 
Asianness. The process led to an embrace of their “gender 
non-conformity” (Steinbock 2017) and a “transcended-
gender existence” (Pyuupiru 2017). Rather than individualize 
their conflict with societal expectations as racialized and 
transgender subjects, these series seek to disturb expectations 
of how to properly present the self. How might the genre 
of portraiture, traditionally reliant on a face and its human 
expression, be enlisted to dispense with the White Man as 
Human to process other “genres of the human,” as Sylvia 
Wynter parses (2003)? These self-portraits catalog the harm 
of “either:or” logic (O’Grady 1998, 277). “Remember when 
you violate a person, you do not only violate their structure, 
a body; it all starts with a face. It’s usually the face that 

of art and science these travels embodied, relatively little 
has been written on Church’s engagement with practices 
of tourism. Using Church’s first expedition out of his native 
Northeast as a focal point—a largely unexamined 1851 trip 
through Virginia, Kentucky, and Ohio—this paper will examine 
the multiple imbrications of Church and other Hudson River 
School painters and early American tourism. As participants 
in larger patterns of touristic travel, these artists visited both 
well-known destinations as well as regions newly opened to 
mass recreation. The paintings produced as a result of these 
trips reinscribed their subjects’ worth as sites of merit, acted 
as proto-travel advertisement when publicly displayed or 
distributed as prints, and further popularized the connection 
between these largely “natural” locations and a unique 
American identity. This paper will focus on the depiction of 
notable nonhuman sites and their role in the intersections of 
American conservation, tourism, and visual culture—and how 
the work of Church and other artists shaped perceptions of the 
United States’ relationship to the nonhuman world. 

No Body, This Body: Marking Flesh, Figuration, 
Abstraction in Trans Art History
Chair: Eliza Steinbock, Leiden University for the Arts in Society
Discussant: David Getsy, School of the Art Institute of Chicago

Must the representation of gender always rely on bodily 
figurations? If “yes,” how might figured bodies that evade gendered 
classification expand our understandings of gender’s visual 
regimes? If “no,” do representations of gender that abandon the 
human form open, or narrow, the path to addressing the immaterial 
and systemic elements of gender’s operations? In this panel, we 
investigate what becomes forestalled through artistic refiguring 
of gender that detach it from the body. The presenters consider 
what the proposition of non-figurative or abstracted gender might 
command from visual culture studies of not just male and female 
genders, but, more broadly, non-binary and racialized gender 
identities. We recall that Charles Demuth’s poster portraits from the 
1920s forego direct figuration and instead use elements of design 
and symbolic imagery to evoke the quality of their human subjects. 
Similarly, Félix González-Torres’s candy portraits of Ross Laycock 
and others defer the body in favor of a more layered sensorial 
engagement. These works exude queer love and sexual desire 
without presenting images of the body, but is the same possible for 
representations of gender? What can be revealed about gender in 
art when looking for its traces in unconventional places? Together, 
this panel will engage gender markers outside (and inside) of 
figurative representation in order to stretch the current capacity 
of feminist and queer art history, address the multiple materials 
and structures that activate gendering, and theorize new ways 
of thinking about gender that are emerging with transgender art 
practices and history.

Other Genders: Forrest Bess and Postwar Abstraction
Cyle Metzger, Stanford University

Composed of symbols that represent gendered ideas such as 
“male,” “female,” and “hermaphrodite,” as well as symbols 
that indicate actions like “to cut” and “to stretch,” paintings by 
Forrest Bess manifest his theory of “hermaphroditism,” which 
he describes and indexes in a text that he calls his “thesis.” In 
this text, Bess documents his own attempts to surgically alter 
his genitals and argues that, to become “a supreme being,” 
an individual must not only embrace but also embody both 
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different systems of art taxonomy. It anchors the analysis 
by focusing on a single work of art, which best captures this 
event: the Vajrabhairava Mandala, now in the collection of the 
Metropolitan Museum of Art. More specifically, it asks what silk 
tapestry meant to the Mongols: was it art or craft (or neither)? 
By asking this question, the paper argues that the binary 
conception of art versus craft is incompatible with the Mongol 
art system. 

Audience and Receptivity in Animal-Style Art: Rewriting the 
Prehistory of the Silk Road
Petya Andreeva, Oakland University

The tombs of Iron Age nomadic elites are dispersed across an 
expansive geographic domain stretching from the Mongolian-
Manchurian grassland to the Pontic Steppes. The interior 
furnishings exhibit the strategic placement of portable 
luxury items: headdresses and jewelry with animal images 
in hierarchical arrangements decorate the body, whereas 
exuberant textiles envelop the walls and coffin covers. There 
exists an emphasis on the concept of visual transmogrification 
of zoomorphic hybrids as one beast transforms and terminates 
into another. Animal images are also represented through 
a visual synecdoche: full-bodied animals are replaced by a 
single animal part or depicted as zoomorphic junctures which 
include anatomic parts of several beasts. This study views the 
visual emphasis on movement and metamorphosis of fantastic 
animals beyond the realm of aesthetics and considers it a 
politically determined phenomenon. The present discourse 
addresses the authority of two types of intended audiences, 
one present during the funeral and another (imagined) 
one present in the afterlife. The burial likely involved the 
attendance of other members of the highest echelons of 
society. The dramatic optical transformation within the surface 
of headdresses, animal masks, and decorative plaques, 
coupled with the theatrical setting of the tomb’s interior and 
the occasional incorporation of “exotic” goods from China 
indicate that shaping the visual experience and fulfilling the 
expectations of an elite audience was the defining factor in the 
construction of nomadic burials. The placement of funerary art 
was thus driven by cosmological negotiations of political clout 
and concerns about power legitimacy beyond one’s death. 

Early Liao Dynasty Metalwork and Its Turkic Cognates
Francois Louis, Bard Graduate Center

By the 8th century, gold and silver adornment and vessels had 
become widely shared commodities among the powerful elites 
of eastern Eurasia. The precious objects were manufactured in 
various centers, and designs often followed an internationally 
shared aesthetic. One of the more widely encountered and 
long-lived artistic styles is now associated with the Turkic 
aristocracies in Mongolia—the Türks, Uighurs, and Kirghiz. This 
paper discusses Turkic metalwork in light of Tang (618–907) 
and Liao dynasty (907–1125) responses to it. While Tang 
designers tended to employ a visual rhetoric that treated Turkic 
models as culturally foreign, examples from Kitan Liao tombs 
suggest cultural affinity, even shared Turkic cultural practice. 
Finds of gold and silver ceremonial objects from the regions 
of the Orkhon in central Mongolia and the Yenisei in southern 
Siberia are so closely comparable to Liao specimens as to 
suggest a continuum between Turkic and Kitan goldsmithing. 
Indeed, cultural similarities between Turks and Kitans extend to 
language, social organization, historical political affiliation and 
attire. Thus a shared artistic tradition is not unexpected. More 

disturbs the perpetrator,” explains Muholi (2016). To take 
aim at this disturbance, Muholi darkens with high contrast 
in post-production, which draws the viewer into the obscure 
details; or to consider the abstracted forms of body, hair, and 
adornments across the 100-odd images. Taking the opposite 
approach to contrast through hyper-whiteness, the brightly lit, 
lurid coloration of Pyuuri’s 38 versions of costumed, painted 
and masked selves loom larger than life. The particularity of 
their gambits to heighten contrast pushes past “disturbing 
ambiguity” (Getsy 2017). The elaborate staging skirts 
inscrutability in a bid for multiplying genres of the human. 

Nomadic Art as a Cultural Model
Chairs: Petya Andreeva, Oakland University; Yong Cho,  
Yale University
Discussant: Nancy Steinhardt, University of Pennsylvania

Focusing on the visual and material culture of nomadic elites from 
the 4th century BCE to the 14th century CE, this panel argues that 
the North Asian nomadic art tradition operated within a coherent 
model. This model, while constantly in contact with that of its 
sedentary neighbors, had a distinct identity. The mobile lifeways 
and ecological surrounds of pastoralism led to a particular set 
of assumptions about what it meant to create and consume art. 
Populating this history are unusual objects in the conventional 
art historical discourse, such as head regalia, horse trappings, 
metalwork, and animal fibers. The panel’s approach to nomadic 
art history as a unit seeks to introduce new perspectives to the 
existing corpus of art historical writing that tends to center on 
agrarian societies. By reconstructing the optics and theatrics of 
zoomorphic imagery in funerary interiors, Petya Andreeva examines 
the early nomadic elites’ mortuary visual strategies, which stemmed 
from cosmological and political ideologies of both sedentary and 
nomadic entities in Inner Asia. Fan Zhang locates the ways in which 
silver objects could negotiate cultural identities on the steppe 
by situating them within a cross-regional context. François Louis 
analyzes the ways in which Kitans appropriated the metalwork 
tradition of the previous steppe rulers to forge a historical continuity 
and establish a cultural legitimacy. Yong Cho explores the Mongol 
court’s creation of a new system of classifying image-making 
technologies and interprets it as a nomadic intervention in Chinese 
art history.

Art or Craft? Rethinking Silk Tapestry in Mongol China, 13th–14th 
Centuries
Yong Cho, Yale University

The Mongol conquest of China in 13th century was a 
cataclysmic event for the East Asian art system. The imperial 
academies producing paintings and calligraphies—two of the 
most valued forms of art in China before the Mongols—closed 
down. In place, the pastoral nomadic Mongol rulers established 
their own system of art production and categorization, in 
which woven images made of animal fibers reigned supreme. 
This signaled emergence of a different conception of what 
constituted art. As emperors of the largest contiguous land 
empire in world history, Mongol rulers had much to learn 
and experiment from the numerous art traditions that they 
now governed across Eurasia. At the same time, the art 
classification system that the Mongol emperors developed 
reflects the Mongol rulers’ explicit preferences, rooted in 
the pastoral nomadic tradition. This paper explores the story 
of how Mongol rulers navigated through the clash among 
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Point Zero: The Emergence of America as Empire and the 
Intended Erasure of the Haudenosaunee (Iroquois)
Jolene Rickard, Cornell University

Perhaps, nowhere more invasive in the colonization of North 
America is the subjugation of Indigenous authority of place 
through the genre of landscape art. An examination of an 
Indigenous relationship to place is not singularly a relationship 
to land, but rather to an entire biome, an Indigenous 
conceptualization of the genre of “landscape” instigates a 
demand for a reconsideration of conceptions of time and 
materiality. Based on a close reading of a pivotal moment 
in the westward expansion of the United States the Clinton-
Sullivan Expedition of 1779 was deployed in the homelands 
of the Haudenosaunee or Iroquois Confederacy. Recognized 
today as a strategy of genocidal warfare the “burnt earth 
campaign,” eradicated forty Haudenosaunee villages and 
160,000 bushels of corn, instigating forced migrations and 
intended dispossession of the Cayuga, Oneida, Onondaga, 
Mohawk, Seneca and Tuscarora Nations in New York State. 
This paper will examine the embrocated relationship to place 
from a Haudenosaunee perspective through early to mid-18th-
century Indigenous maps, quillwork, pottery, carvings, place 
names, and cosmological narratives to construct an Indigenous 
landscape while teasing out the epistemological divides. 
Through one of the first known Haudenosaunee artists, early 
19th century drawings by Tuscarora artist, Dennis Cusick will 
demonstrate how cultures at war continue to visualize their 
continued existence as an early expression of sovereignty. 

Coffee House Slip: Global Trade and Environmental History in 
Francis Guy’s Tontine Coffee House, N.Y.C.
Caroline Gillaspie, The Graduate Center, City University of New York

In 1793, the Tontine Coffee House, represented in Francis 
Guy’s “Tontine Coffee House, N.Y.C.” (c. 1797), was established 
on Wall Street as a site of global mercantile exchange. 
As commodity trade flourished within this establishment 
and the intersection outside, the Tontine served up coffee 
alongside shipping news. Yet as the invigorating beverage 
was transported with increasing fervor to the US, Latin 
American coffee plantation culture expanded, rapidly depleting 
forests and escalating the slave trade. In Guy’s cityscape 
and port view, the Manhattan intersection of Water and 
Wall Streets dominates the foreground, while the painting’s 
namesake becomes partially obscured by the canvas edge. 
The striking arrangement of perpendicular roads provides 
a dual vantage point both northward following population 
expansion uptown, and eastward to the city’s shipping piers. 
This dynamic juxtaposition of orthogonals enhances a sense 
of bustling forward momentum as the US was propelled into 
political and economic independence. My paper draws upon 
postcolonial ecocritical scholarship, exploring the imbrication 
of environmental damage with imperialist attitudes and 
globalizing exchanges. Ecocritical analysis complicates the 
narrative embedded within Guy’s painting in order to unite it 
with the larger global ecological history of the coffee trade. 
Moving beyond a traditional study of landscape as wilderness, 
I argue that this cityscape, framed by coffee houses and 
culminating in shipping piers, is layered with indications of 
the global transport of certain products whose cultivation 
resulted in brutal exploitation of the landscape and slave labor 
force, even as it stimulated commercial exchange and political 
discourse in the US. 

surprising is a shared Kitan-Turk embrace of Chinese design 
elements which raises questions about a nomadic reverence 
for Chinese imagery and didactics, but also about the precise 
dating of the Turkic finds. 

Northern Wei Silverware: Identity, Nobility, and Hybridity
Fan Zhang, New York University

Silver had remained a marginal medium for luxury goods in 
China until the Northern Wei dynasty (386–534 CE), when the 
Xianbei, a nomadic group originated from the Great Khing’an 
Range, ruled northern China. The nomadic Xianbei people 
adorned vessels made of gold and silver, which helped to 
articulate their identity and differentiated them from Han 
Chinese, who were biased against what they saw as shiny 
garish metal. This paper investigates how luxury silverware 
functioned as a symbol of social status for nomadic people 
in early medieval China. Through an iconographic and 
stylistic comparison between Northern Wei silverware and 
discoveries from Central Asia, this paper argues that the 
Xianbei elites utilized visual rhetoric similar to that of Central 
Asian aristocrats to display their nobility to a mixed audience 
in the setting of banquets via shared material culture and body 
languages. Lastly, I will draw attention to silver ear-cups, a 
specific type of silver vessels that was locally produced and 
embodied a synthesis of Han Chinese and foreign elements. 
Seeing the Xianbei people as the active agent of artistic 
innovation, this paper uses the silver ear-cup to illustrate how 
the Xianbei appropriated the Chinese material culture and 
responded to the influx of new objects and decorations from 
Central and Western Asia at the same time. 

North American Landscapes and Counter-histories
Chairs: Jocelyn Anderson, University of Toronto; Julia Lum, 
University of Toronto

Histories of landscape art in North America in the late 18th and 
early 19th centuries have often been dominated by European 
aesthetic and stylistic narratives. In this period, the “picturesque”, 
the “romantic” and the “sublime” were codified in Europe, yet 
they also proved to be extraordinarily flexible in their applicability 
to diverse regions and topographies. At the same time, these 
categories are sometimes incongruent with the historical conditions 
to which they’ve been applied, or were fundamentally altered by 
artists’ negotiations with locality and place. This panel seeks to 
offer radical alternative readings of landscapes in the 18th and 19th 
centuries by prioritizing the relationship between artistic production 
and specific local and regional political, social and environmental 
conditions. Presentation address the potential to reorganize 
histories of landscape around hemispheric and transcultural 
approaches that illuminate the complex territorial, cultural and 
political developments of a period in which empires collided, 
nations took shape, and treaties were signed and broken. Topics 
include (but are not limited to) landscapes and counter-mapping, 
artistic negotiations with Indigenous sovereignties and stewardship, 
landscapes and the legal status of sites, the relationship between 
topographical landscapes and surveyors’ work, landscape views 
and military geographies, heritage and cultural memory, urban and 
rural economies of labor in art, and the circulation of landscape 
representations in personal and family circles.



194New York City  2019

From Poetry into Paint: Narrative, Natives, and Freedom in 
Robert S. Duncanson’s Landscapes
Anna Arabindan-Kesson, Princeton University

In 1862, the artist Robert Duncanson began a sketching trip 
that took him north along the Mississippi River to Minnesota 
and Canada. Traveling only six years after Minnesota had been 
incorporated as a state, Duncanson produced several works 
that reveal his interest in Native American history. Representing 
key sites known at the time for their significance to local Native 
American groups, he also included Native American figures 
in some of his paintings. These paintings, two of which are 
called The Falls of Minnehaha, reveal Duncanson’s awareness 
of contemporaneous literature, and the overlap between 
tourism, westward expansion and art patronage. Duncanson’s 
trip also took him near areas of violent conflict between Native 
Americans and the US military. Was his decision to paint 
these landscapes also influenced by these political events? 
My paper focuses on Duncanson’s little known paintings of 
Native Americans as sites of convergence, examining the 
artist’s intermedial use of poetry and paint. In these paintings 
different aesthetic strategies converge to represent another 
kind of colonial encounter. Drawing on these moments of 
“convergence,” I will tease out the ways Duncanson negotiates 
the interactions of reading and looking to grapple with 
constructions of historical memory and national progress. I 
will also consider what his representations (troubling as they 
might appear to us now) reveal about constructions of freedom 
in the United States, not in relation to the state, but as it could 
be envisaged in cross-cultural encounters between African 
American and Native Americans in the pre- and post-Civil War 
years. 

Not Your Typical Residency: Artists and the Research 
Institute
Association of Research Institutes in Art History
Chairs: Marie-Stephanie Delamaire, Winterthur Museum; Amelia 
Goerlitz, Smithsonian American Art Museum

Research fellowships at museums, libraries, and academies 
are a standard offering for art historians who need access to 
primary materials and time for focused inquiry and writing. Artist 
residencies, on the other hand, usually provide studio or exhibition 
space and a stimulating environment where one can embark on 
a new creative project. What happens when these two models 
overlap? How and why have some research institutes chosen to 
support artistic investigation as well as academic scholarship? 
Presentations consider the following questions: What is the 
role of artist-led research within what have traditionally been 
academically focused institutions? How can these institutions 
best respond to artists’ particular methods of investigation? How 
might artists help museums and libraries think afresh about their 
collections and art historical research? What can a library or 
museum offer a contemporary artist that a studio space cannot? 
What are the benefits and challenges of blending artists and 
scholars within a single program? What are the outcomes of such 
residency programs? By inviting artists into museums, libraries, and 
academies where they can delve into historical collections, access 
rare books and archives, and discuss their work with colleagues 
from various disciplines, are artists’ fellowships transforming 
academic research and/or artistic practice?

Sewn in Place: Embroidered Maps of the Early Republic
Elizabeth Eager, Southern Methodist University

Pastoral scenes and picturesque landscapes are among the 
most common subjects represented in the embroideries 
worked by middle and upper-class American women in the 
late 18th and early 19th centuries. These embroiderers often 
drew inspiration from imported print sources, and their work 
demonstrates the widespread circulation and application 
of European aesthetics within America’s early national 
context. There is, however, an alternate history of landscape 
representation to be found in American embroidery, one 
that relies on cartographic rather than pictorial traditions. 
The embroidered map or “map sampler” gained popularity 
in the United States around the turn of the 19th century, as 
Americans were finding new ways of expressing both national 
and regional identity in the postrevolutionary period. As a 
cartographic representation, the embroidered map would 
have articulated a relationship to landscape divorced from 
the kind of aesthetic contemplation typically associated with 
the perusal of pastoral or picturesque scenes. Yet, as they 
reproduced cartography’s geometric abstractions in shiny, silk 
thread, these maps would have introduced a different register 
of aesthetic pleasure and sensory satisfaction—one rooted, 
not in the scenery depicted, but in the embroidered material 
itself. In this paper, I look at how the map sampler’s particular 
manner of representing place both engaged and diverged from 
embroidered precedents within the pastoral and picturesque 
traditions, mobilizing materiality and abstraction in tandem and 
in service of an emergent national identity. 

The Alternative Geographic Formulations of Robert S. 
Duncanson’s Landscapes
Samantha Noel, Wayne State University

This paper interrogates the artistic beckoning of Robert 
Duncanson whose compositions articulated the geographic, 
and economic, reclamation of the American landscape for the 
centuries of toiling on land that enslaved Africans could never 
claim as their own. Duncanson’s Blue Hole, Flood Waters, Little 
Miami River (1851) begins the project of creating a different 
type of relationship with the terrain African Americans now 
called home. Although a small number of black Americans 
escaped the torment of slavery, the legislature in place still did 
not recognize them as deserving of the rights and privileges 
of a citizen, much less the land on which they now lived. 
Duncanson’s artwork is positioned in stark contrast to Thomas 
Moran’s The Slave Hunt, Dismal Swamp (1862). Set in Virginia, 
the painting features two escaped slaves fleeing the slave 
hunters in a landscape that is grandiose yet overpowering. 
This paper will examine how Duncanson’s art reflected the 
ways in which black people in 19th-century America created 
what Katherine McKittrick refers to as alternative geographic 
formulations since “traditional geographies, and their 
attendant hierarchical categories of humanness, cannot do the 
emancipatory work some subjects demand.” This paper will 
consider how Blue Hole achieves what The Slave Hunt fails to 
do: highlight the reality that even the enslaved Africans who 
labored on the plantations possessed a particular kind of claim 
to the land that they inhabited, which speaks to a desire for 
home. 
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inquiries into soils and ecologies, broadly conceived, and into 
the work of social history. The inquiries always include an 
exhibition component, and conclude with a public roundtable. 
Publishing reflections and results of the inquiries is a priority. 
This presentation will address some of the challenges, such 
as discipline-specific languages and assumptions which 
the Integrated Arts Research Initiative has encountered, as 
well as the unexpected and valuable outcomes that result 
when participants take the time to collaborate and engage in 
interdisciplinary dialogue. 

The Terra Summer Residency in Giverny and After: Inventing 
Collaborative Practices from Scratch
Veerle Thielemans, Terra Foundation for American Art Europe

For almost 20 years now, the Terra Foundation for American 
Art has been organizing a summer academy in Giverny, France 
for a small group of both art historians (doctoral and senior) 
and artists (emerging and senior) from the US and elsewhere. 
In addition to seminars, most of the exchanges focus on the 
different ways in which things are done in the many countries 
they come from. These comparisons lead to discussions on 
what to read or see, what projects to take on next, etc. Fellows 
leave the residency with an increased sense of community 
that stretches beyond institutional, geographical, and cultural 
borders. The one question that provokes the most enthusiastic 
responses—but also remains the most ambiguous—is 
how art historians and artists can work together. Fellows 
experiment with this tentative territory somewhat timidly 
during their residency in Giverny, but, in some cases, pursue 
their explorations much more deliberately afterwards. In this 
brief talk, we will look at some examples of collaborative 
projects that have taken place between the fellows “starting 
from scratch,” since no models were given. Combining text 
and image, the historical archive and contemporary artistic 
intervention, research, writing and making: these are some 
of the artists and scholars’ modes of working together that 
originated in a shared residency experience and took their own 
course from there. 

Artists in the Archives: 25 Years at the American Antiquarian 
Society
Nan Wolverton, American Antiquarian Society

This presentation will address the creative artist residency from 
the perspective of the research institute as host. Drawing on 
experience with the creative and performing artist fellowships 
at the American Antiquarian Society, this presentation will 
illuminate some of the challenges and the benefits of hosting 
artists as fellows. Marking 25 years of hosting creative and 
performing artist fellowships in the year 2019, the Society has 
developed strategies for how to best serve the needs of artists 
in the archive. For most artists the experience differs markedly 
from working in studio spaces. Artists have their own particular 
methods of investigation and host institutions must learn how 
to respond to these needs. Library staff must think carefully 
about how best to make collections accessible and useable 
for artists. Research institutes may face obstacles in achieving 
these goals but the process can lead to multiple benefits that 
can help invigorate fellowship programs, including helping 
artists and scholars from a variety of disciplines learn from 
one another in the archive. The positive outcomes of artist 
residency programs undoubtedly outweigh the challenges. 

Art as Historic Practice
Ken Gonzales-Day, Scripps College

In 2003, I had the honor of being a Senior Fellow at the 
Smithsonian American Art Museum, thanks to a Smithsonian 
Institution Latino Studies Fellowship. While in residence, I 
conducted research for my first book, Lynching in the West: 
1850–1935 (Duke University Press, 2006), which had grown 
out of two related photographic projects, Erased Lynchings 
and Searching for California Hang Trees. Years later, in 2014, 
I received a Smithsonian Artist Research Fellowship at the 
National Portrait Gallery where I studied and photographed 
sculptural objects from the collections of the National Museum 
of Natural History, the Smithsonian American Art Museum, 
and the National Portrait Gallery. The work produced during 
this residency became the basis for a two-person exhibition 
entitled Unseen: Our Past in a New Light, Ken Gonzales-Day 
and Titus Kaphar, held at the National Portrait Gallery in 2018, 
and curated by Taína Caragol and Asma Naeem. In this talk, I 
will reflect on these two fellowship experiences, and consider 
some of the benefits, responsibilities, and lessons learned from 
working with historic collections, contested objects, and the 
people whose job it is to care for them. 

Reflections on Creating Disruption and Decay within a Museum 
Collection
Valerie Hegarty, The Elizabeth Foundation for the Arts

In 2012, I was invited by the Brooklyn Museum to create 
“activations” in three of their early American Period Rooms 
(The Cane Acres Plantation dining room, South Carolina, 1789 
and The Cupola House parlor and hall, North Carolina, 1720). 
Along with being provided exclusive access to the rooms, I 
worked closely with museum staff on research and planning. 
Inspired by the one-sided narratives provided by the rooms, 
my site-specific installations addressed the darker side of the 
American story with themes of colonization, war, manifest 
destiny, and slavery. The installations disrupted the staid 
appearance of the three historic rooms and surprised the 
viewer with a tableau of decay and destruction within what 
is normally an orderly and conserved museum collection. 
My show Alternative Histories: Activations in Three of the 
Early American Period Rooms of the Brooklyn Museum 
was on view for eight months in 2013. I will discuss my 
experience working with museum staff including the Brooklyn 
Museum’s contemporary art curator, Eugenie Tsai, and 
decorative arts curator, Barry Harwood, and the ways they 
assisted my research. I will reflect on how my “activations” 
recontextualized the rooms and the rewards and challenges of 
working within a museum context. 

Integrating Art and Research in Hybrid Collaborative Inquiries
Joey Orr, University of Kansas

The Integrated Arts Research Initiative at the University 
of Kansas’s Spencer Museum of Art engages artists and 
researchers from various disciplines in shared investigations. 
There are many ways to understand the world and ourselves, 
and the Integrated Arts Research Initiative recognizes that art 
is among those practices. The research community is a key 
audience for a university art museum, so the Spencer Museum 
of Art is engaging artists in campus-wide, interdisciplinary 
investigations as equal team members. Most grant awards for 
research, if they allow for artistic participation, reduce it to the 
role of illustration or outreach. The Integrated Arts Research 
Initiative’s past working groups have involved collaborative 
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“Portraitstudie” from Berlin to Philadelphia: Photography 
Periodicals and Transatlantic Photographic Exchanges in the 
19th Century
Katherine Mintie, DePauw University

This paper will examine the role of 19th-century photography 
periodicals and manuals in the transatlantic dissemination of 
photographic technologies and aesthetic ideals. Beginning 
in the 1850s, photographers in the United States and 
Europe exchanged ideas and inventions through illustrated 
photography publications. Featuring chemical recipes, 
darkroom designs, and actual photographic prints, these 
manuals and periodicals emerged as virtual laboratories 
for photographers working across the Atlantic. This paper 
will focus on the “life” of one particular photographic print 
by Berlin-based photographers Loescher & Petsch titled 
“Portraitstudie” that appeared in the German periodical 
Photographische Mitteilungen in November of 1871 and then 
in the American periodical The Philadelphia Photographer 
in 1872. By tracing the circulation and reception of this 
photograph—one of many that was reproduced in photography 
periodicals on both side of the Atlantic—this paper will begin 
to chart how innovations in photographic aesthetics and 
technology spread among photographers working thousands 
of miles apart. Departing from conventional histories of early 
photography that focus on the development of the medium 
in national contexts, this paper proposes a history of early 
photography that is distinctly international in character. 

“A real look at ourselves for what we are”: Wayne Thiebaud’s 
Electric Chair Paintings
Mary Okin, University of California, Santa Barbara

This essay considers how Wayne Thiebaud’s relatively 
unknown Composition and Electric Chair paintings, both 
expressions of political protest against the death penalty in 
the United States from 1957, reveal an unexamined political 
dimension to Thiebaud’s still life painting. In private hands for 
the majority of their lives as objects, Composition and Electric 
Chair entered a public collection in 2005. As a result, they 
provide valuable insight into Thiebaud’s work, particularly 
when juxtaposed with his more palatable and celebrated 
visions of objects evoking American working class foodways, 
such as Cut Meringues (1961), Trucker’s Supper (1961), 
Candy Counter (1962) or Three Machines (1963). Indeed, 
close looking at Composition and Electric Chair elucidates 
Thiebaud’s statement, “It’s hard being the pie and cake guy.” 
These paintings indicate something much more complex 
than cakes and pies, and pose the question, is Thiebaud’s 
work informed by leftist political views? This paper considers 
these paintings in relation to Thiebaud’s contemporaneous 
engagement in grass-roots activism in 1957, which included his 
support for national agitation against the death penalty and 
his founding and leadership of the Artists Cooperative Gallery 
in Sacramento, a venue that promoted local struggling artists. 
Drawing upon my December 2017 interview with Mr. Thiebaud 
about Composition and Electric Chair, their connection to his 
lifelong interest in working class issues, and their relevance 
to our contemporary moment (the electric chair’s ongoing 
presence in American death penalty practices), this paper 
suggests new directions for scholarship on Wayne Thiebaud 
and his contributions to American art. 

Object Biographies: Downstream Histories and 
Unanticipated Artwork Conversations
Northern California Art Historians
Chair: Margaretta Lovell, University of California, Berkeley
Discussant: Derrick Cartwright, University of San Diego

At the moment of their creation artworks usually enter an intended 
cultural sphere but the subsequent life of objects provides, in 
many cases, an even more starkly eloquent lens through which 
to see them as actors in shifting contexts. Sold, gifted, stolen, 
enshrined, forgotten and rediscovered, objects are understood or 
constructively misunderstood when we find them often far removed 
in time or space from their culture or locale of origin. As Arjun 
Appadurai has put it, “We have to follow the things themselves, 
for their meanings are inscribed in their forms, their uses, their 
trajectories. It is only through the analysis of these trajectories 
that we can understand the human transactions and calculations 
that enliven things. Thus, even though from a theoretical point 
of view human actors encode things with significance, from 
a methodological point of view it is the things-in-motion that 
illuminate their human and social contexts.” (From “Commodities 
and the Politics of Value”). This session looks at case studies in 
which questions about object biographies prompt us to gaze more 
intently at the downstream histories of artworks and the cultural 
insights possible when tracking their unforeseen trajectories.

The Performance of Standing: Squamish Chief Mathias Joe 
Capitano’s Totem Pole in San Francisco’s Playland Amusement 
Park, 1949–Present
Caroline Riley, San Jose State University

This paper considers the 1949 totem pole carved by Squamish 
Chief Mathias Joe Capilano within the contested post-World 
War II vision of San Francisco as a “contact zone”—one that 
conflated people and geographies to find meaning in culture. 
Created for Playland amusement park owner George Whitney, 
the totem pole stands beside the Cliff House, a popular tourist 
destination near the Pacific Ocean. Unlike those commissioned 
as memorials, this totem pole embodies a form of Native 
American cultural resistance by standing on land that belonged 
to the Muwekma Ohlone. My reading complicates Whitney’s 
own belief that the totem pole celebrated the conclusion 
of Manifest Destiny at the continent’s edge after colonists 
killed, sequestered, or assimilated native populations. Hence, 
the totem pole represents both colonist victory and native 
stronghold, at once commemorating and resisting this painful 
history. In 1949, the totem pole was raised here on the edge of 
the continent to tourists and locals’ war whoops, thus setting 
the stage for its knotty biography as a mediator and token of 
native cultures. If left unimpeded in accordance with native 
traditions, this artwork will continue to stand until it falls into 
the busy San Francisco street. The sculpture’s performance 
of standing as a form of cultural resistance becomes more 
powerful when framed within the notion of time. The slow 
aging of the totem pole sets the pace from which to measure 
the different rates of change between culture and ecology, and 
within culture, between American and native beliefs. 
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Jay DeFeo’s The Rose and the Occasional in Postwar San 
Francisco
Elizabeth Ferrell, Arcadia University

Artists began to move into San Francisco’s Fillmore District in 
the mid-1950s. Finding local audiences largely uninterested 
in their avant-garde work, they began to make art primarily 
for one another, forming a closed circuit of production and 
reception that inspired collaborative, iterative works that 
referred to personal exchanges, social events, and micro-
communal knowledge that people beyond their narrow circle 
could hardly have understood. As if heeding Paul Goodman’s 
call for “occasional” cultural production, they established a 
unique community and made art within, for, and about it. Jay 
DeFeo’s painting The Rose (1958–1966) was a monumental 
focal point for this insular artistic community. She completed 
her ten-by-seven-foot work over a period of eight years, 
by the end of which it weighed nearly a ton, and during 
which her artist-neighbors created photographs, poems, 
paintings, and even a film about it. DeFeo, in turn, took up 
these works as the material and symbolic basis for other, often 
transient and personal works, such as collaged postcards. 
This paper describes some of those artistic collaborations 
in order to demonstrate the interdependence, rather than 
outright opposition, between “occasional” artistic practices 
and more typical modernist practices within DeFeo’s Fillmore 
community. It shows that communal and individual production, 
transient and permanent works, and intimate and institutional 
modes of address intertwined and propelled each other, 
thereby demanding alternatives to the binary oppositions that 
conventionally frame the history of avant-garde art in postwar 
America. 

Performance and Community over Commodity in 1980s West 
Berlin
Briana Smith, Harvard University

This paper will examine a small group of experimental 
performance artists who moved to West Berlin in the late 
1970s/early 1980s to escape the bourgeois art world and 
their stuffy, tradition-bound hometowns in the West. For 
these artists, the city’s decaying urban spaces fully enclosed 
by the Wall were well suited for projects that viewed art as 
a means to build community rather than a commodity. They 
staged performances and spontaneous art actions that often 
extended no further than their small friend groups. Many also 
worked anonymously, staging public installations and actions 
so subtle that the line between art and life was increasingly 
indiscernible. One group, a duo called the Society for Art 
and Applied Stories, began “performing” everyday activities 
across the city, which they characterized as art “realizations” 
(Verwirklichung). The Society’s realizations from 1984 to 1986 
included: Smoking a Cigarette, Eating Asparagus, Leaning 
on the Wall, and Eating at the Airport Snack Bar. Formal 
invitations to participate in their realizations were sent to 
friends, art associations, and galleries, to open the actions 
to larger crowds. For the realization Getting in the Water, the 
group published an invitation in Zitty magazine instructing 
readers to bring inflatable boats to float down the Landwehr 
Canal. Very little is written about these artists, but this is 
unsurprising. Their absence from the art history of social 
practice and performance reflects their preference to use art 
to enliven their local community, rather than seek recognition 
from the art world they rejected. 

Nampeyo’s 1903 Clay Jar: Eanger Irving Couse and the Pottery of 
Body and Earth
Jason Vartikar

Drawing from newly surfaced archive materials, this paper 
represents a fundamentally new account of two artists and 
their relation to each other: the salty American painter, Eanger 
Irving Couse, and perhaps the most celebrated Hopi potter, 
Nampeyo. Focusing on a single 4-½-by-10-inch, yellow-clay, 
painted jar that Couse purchased from Nampeyo during 
his visit to the Pueblos in 1903, the paper considers how 
Nampeyo’s work fundamentally altered Couse’s artistic project. 
Couse and his family carefully considered Nampeyo’s art for 
six weeks as they witnessed her mold, snake, fire, and paint 
the heavy, yellow clay outside her Corn Clan studio. Shipping 
the jar to his New York City studio, Couse gave Nampeyo’s 
jar pride of place, a glance from his easel. Now at the Couse-
Sharp Historic Site in Taos, the jar is an artifact of Nampeyo’s 
influence, displayed in Couse’s studio there as part of his 
Pueblo pottery collection. The jar’s characteristic corporeal/
animal/botanical designs suggest a merging of body and earth 
that seems to have influenced Couse to appropriate a similar 
body-earth schema for his paintings. And, while the designs 
painted on Nampeyo’s jar force the mind to switch back and 
forth in a rich dialectic—is that shape a hull or eyeball, bird’s 
wing or eyebrow?—Couse’s pictures seem to only gesture, 
even longingly, to the earth-body poetry of Nampeyo’s jar. 
Couse’s quest to cannibalize Nampeyo’s pottery will be 
examined as problematically appropriative, but ultimately as 
evidence of the power of Nampeyo’s work, largely overlooked 
by scholars. 

Occasional Art: Intimacy, Transience, and Community 
in the 20th and 21st Centuries
Chair: Christa Robbins, University of Virginia

In his 1951 essay “Advance-Guard Writing,” Paul Goodman argued 
that the “present-day advance-guard” is realized in “the physical 
reestablishment of community.” Claiming that a core characteristic 
of avant-garde practice is its lack of a receptive audience, 
Goodman states that experimental artists necessarily turn to their 
“small community of acquaintances” for support and critique. The 
avant-gardist addresses this audience “personally,” Goodman 
contends, creating works that, at their best, double as “acts of 
love.” Goodman’s term for such work was the “occasional”: art 
made for specific occasions, with particular people in mind. Such a 
characterization stands against normative theories of the avant-
garde that judge its success according to its ability to sustain a 
critical engagement with the so-called “institution of art.” Placing 
the occasional—the intimate, the transient and the communal—at 
the center of avant-garde values over and above the more typical 
emphasis on the institutional, the national and the theoretical, shifts 
our perspective of the history of modernist and avant-garde art. The 
occasional pervades various groups of modernist and avant-garde 
artists: from Bloomsbury to Black Mountain, CoBrA to AfriCOBRA, 
artists cultivated present-tense relations over and above their 
concern to advance art’s history and create permanent, “world-
historical” works for the future. This panel explores themes, figures, 
and concepts that get marginalized when we attend to the lasting 
products of modernist and avant-garde practice, instead of to the 
anecdotal or occasional details of their production. Topics include 
“queer modernism,” anecdotal theory, art history’s “dark matter,” 
performance, pedagogy, communes, collectives, and coalitions.
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Of Mutable Monuments and Changing Attitudes: 
Learning from the Long History of Altering, 
Appropriating, and Recontextualizing Italian Art
Chairs: Felicia Else, Gettysburg College; Roger Crum, Dayton 
University

Conflicting sentiments have recently challenged the once seemingly 
inviolate nature of monuments in the public sphere. With this 
on-going debate in mind, the time is ripe to explore this topic 
within the longer tradition of Italian art. From ancient Rome to the 
present, Italian art has been shaped not just by its production but 
its recontextualization, appropriation, and care (or lack thereof), 
all acts that have arisen in response to changing historical, social, 
and political forces. This session explores case studies in which 
Italian art becomes something other than what it once was or was 
intended to be, whether through intentional destruction, reworking, 
recontextualization, appropriation, restoration, or simply neglect 
to suit different, even conflicting purposes. Studies address the 
transformations of viewing spaces, physical changes ranging 
from modest erasure to total elimination, and the dissemination 
of viewpoints, whether passing anecdotes or biting satires. 
Presentations consider not simply the motivations of historical 
actors involved but the opportunities, challenges, or obligations that 
contemporary scholars face in documenting and “fixing” the various 
“histories” of Italian art. This session highlights studies that present 
new approaches and strong historical evidence but also convey 
broader implications for the changing public conceptions of art and 
the problematics of “heritage” in Italy and the world beyond.

From the Italian Court Theater to the English Royal Palace: The 
Changing Function of Andrea Mantegna’s Triumphs of Caesar
Bryn Schockmel, History of Art & Architecture

Scholarship on Andrea Mantegna’s Triumphs of Caesar 
frequently focuses on the commission of the series, particularly 
the identity of the patron and the intended site of display. 
This paper examines instead the manner in which the series 
functioned in actuality, and how this function changed 
as the paintings were repurposed and moved over time. 
Commissioned in the late Quattrocento by a member of the 
Gonzaga family of Mantua, the nine monumental canvases that 
make up the Triumphs of Caesar were likely intended to serve 
as a form of palatial decoration. However, from early on in its 
history, there exists contemporary written evidence that the 
series was instead used as scenery for theatrical productions, 
at times out-of-doors. I argue that for approximately two 
decades the Gonzaga took advantage of the paintings’ mobility 
to utilize them in a wide variety of ephemeral events, in a 
manner never intended by the artist or original patron. The 
paintings were eventually installed in at least two different 
sites within the Gonzaga palace complex, before being sold to 
King Charles I of England. Since that 1630 sale, the Triumphs 
have been moved from room to room within Hampton Court 
Palace, at the whim of various occupants. This paper concludes 
with an exploration of how the series—a masterpiece of Italian 
Renaissance art—was recontextualized within its new home, an 
English royal palace, and appropriated by an English audience. 

Viewer as Witness: On Sealing the Intimate
Naomi Vogt, University College London

Witnessing, a form of observation that extends beyond the 
visual and implies physical presence, is often affiliated with 
truth. In the field of experience, witnesses have a special 
authority: not only were they there, substantiating a bounded, 
transient event, they also belong to a family of viewers 
expected to report back, partaking in the act of representation. 
Concerning inherently representational events such as 
performances and rituals, anthropologists have emphasized 
the importance of group witnessing at the edges of the activity, 
given that bystanders—for example wedding witnesses, the 
interfaces between an intimate union and society—at once 
seal and ratify the rite. As aspirations to model social practices 
through contemporary art soar, so does the concept of 
witnessing. In 2010, Pierre Huyghe’s The Host and the Cloud 
was a yearlong ritual-experiment held in the former Paris folk 
museum, where highlight-periods were opened to a handful 
of “witnesses” during Halloween, Valentine and May Days. 
A pivotal case of ritual making as art, Huyghe’s work further 
reflects on the impossibility of capturing intimate rites, while 
meticulously restaging public ones. This practice throws 
into relief current experiments in merging gallery and safe 
space, performance and self-care workshop, or exhibition and 
ceremony. Ambivalently, art practices that approximate the 
making of rituals often oscillate between modest gestures 
inscribed in ephemeral community, and a form of hubris, where 
artists are allowed to author a portion of social reality, and 
where witnessing means being privy. 

Exile Modernism: The Photographic Work of Maya Deren and 
Alexander Hammid
Andrew Witt, Institut für Kunst- und Bildgeschichte, Humboldt 
Universität, Berlin

My paper centers on the photographic work of Maya Deren 
and Alexander Hammid, two artists who moved to Los Angeles 
during the outbreak of the Second World War. Although Deren 
and Hammid occupy an important place in the history of 
avant-garde film, noted for their collaboration, Meshes of the 
Afternoon (1943), their photographic work appears as a blind 
spot in the history of art and photography. Three interrelated 
projects stand out during their short collaborative encounter: 
Experimental Portraits (1942), a series of erotic portraits 
taken on the beaches and interiors of greater Los Angeles; 
L.A. Reportage (1942), a collection of street photographs 
shot throughout the city’s downtown core; and Fruit Pickers 
(1942), a series of photographs of itinerate Latino farmworkers 
pictured inside and outside the vast fruit packing sheds of 
the city. In order to provide shape and context to their work, I 
address the writing of other European artists and intellectuals 
who were exiled in Los Angeles. This loose community of 
figures includes Bertolt Brecht, Theodor Adorno, and Galka 
E. Scheyer. My paper is motivated by the belief that avant-
garde activity encountered in Los Angeles proposes a new 
problematic to think through the formation of experimental 
photography, community and migration in the history of 
American art. 



199New York City  2019

A Provocative Way of Re-imagining the Notion of Mutable 
Monument Today: Alterazioni Video’s Incompiuto.
Francesca Pietropaolo, Independent Scholar 

The ongoing artistic project Incompiuto (The Unfinished) by 
the Italian collective Alterazioni Video (established in 2004) 
provocatively challenges the notion of monument in the public 
sphere and reflects on its unstable nature. Began in 2006, the 
Incompiuto focuses on the phenomenon of public buildings 
(from the 1950s to today) left incomplete in Italy. Employing 
sculpture, photography, video and sound, the artists give 
form and visibility to a reality otherwise ignored. A recent 
incarnation of their project, including collaboration with cultural 
figures such as Marc Augé, Robert Storr and Paul Virilio, is part 
of Manifesta, Palermo (2018). Alongside Roman and Greek 
ruins, the Italian landscape is punctuated by contemporary 
ruins marked by an absurd “unfinishedness.” In the artists’ 
words, these “works of public architecture bereft of function 
become monuments open to the imagination.” By identifying 
this phenomenon, with its political, social and economic 
implications, and creating public awareness at local, national 
and international levels, Incompiuto invites us to recognize 
the latent potential within it. Through their socially engaged 
art, Alterazioni Video appropriates these “monuments” 
suggesting that further developments may be envisioned. 
An archaeological park of Incompiuto was created in Giarre, 
Sicily. Perhaps in the near future it will be possible to have an 
emblematic example of Incompiuto preserved and turned into 
a permanent site where the grotesque beauty it elicits and 
the controversial history it conveys is experienced by a large 
public, thus recontextualizing the monument through biting 
satire and/or looking at it through the oblique mirror of Italo 
Calvino’s leggerezza. 

Old Wine, New Wine, and What Bottle Should We Use?
National Council of Art Administrators
Chairs: David LaPalombara, Ohio University; Charles Kanwischer, 
Bowling Green State University

What does expertise in a craft signify in a new and rapidly 
evolving media world? Is there a future for disciplinarity in an 
interdisciplinary world? This panel will consider how we define 
and create productive relationships between traditional and new 
media, fine and applied art and design, and how programs can 
maintain disciplinary coherence while sponsoring interdisciplinary 
work. Important to this consideration is how first-year foundations 
programs can set the stage for disciplinary practice, as well as 
challenge critical thinking about disciplinarity.

The Interdisciplinary Dinner Party: Pull Up a Chair and Raise Your 
Glass!
Robin Cass, Rochester Institute of Technology

The interdisciplinary milieu is the place to be in higher 
education these days. Collaborative work that leverages 
expertise from diverse fields is celebrated and rewarded with 
resources and attention. Disciplinarity still has a place in this 
new interdisciplinary world; after all, interdisciplinarity is only 
possible with disciplinarity. Within resource-tight university 
ecosystems, however, jumping into this fray is becoming more 
of a requirement than an option. Ironically, specialists must 
open up and engage across disciplines in order to ensure a 
future for their own specialized programs. As administrators, 
we are stuck in the middle. On one side, we are tasked 

Tracing Legitimacy through Erasure: Imperial Palimpsests at 6th-
century Sant’Apollinare Nuovo in Ravenna
Hallie Meredith, Washington State University

In the mid-6th century after Justinian reconquered Italy, the 
Byzantines transformed a long-ruling Gothic king’s palace 
chapel into an architectural palimpsest. Although damnatio 
memoriae has been extensively discussed with reference 
to this site, this study outlines a new approach to imperial 
reidentification, that is erasure. By erasure I mean a strategic 
realignment of the past in the present by selectively retaining 
and/or modification in line with sociopolitical goals. Questions 
such as “Why choose from ‘bad’ or ‘good’ emperors for 
imperial reuse?” miss the goal of imperial palimpsests. 
Popular perceptions concerning the predecessor—before 
reuse—were inconsequential. Variability in public sentiment 
was mitigated through the palimpsestic form. The Byzantine 
visual programme at Sant’Apollinare Nuovo in Ravenna, 
therefore, has the potential to enrich our understanding of 
erasure from the 1st through 6th centuries CE and beyond. 
This analysis is unique because within a single case study the 
approach identifies multiple forms of reidentification operating 
concurrently; each with a distinguishable sociopolitical 
message. The taxon of imperial erasure consists of: partial, 
nearly complete, complete erasure and palimpsests. To address 
potential agents responsible for their execution, the system of 
classification is production-led. This paper argues that 6th-
century Sant’Apollinare Nuovo in Ravenna is a palimpsestic 
representation of imperial erasure redesigned to promote a 
displacement of power. Self-conscious palimpsests are acts of 
appropriation creating distance from the predecessor whilst 
concurrently occupying the same position. Incomplete imperial 
erasure is a form of reidentification. As the original is juxtaposed 
with the re-made, memory is supplanted by history. 

The Restoration and the Reinterpretation of Pisa’s Camposanto 
following World War Two
Cathleen Hoeniger, Queen’s University

It is not unusual, when nationally-valued monuments 
are severely damaged by war, to witness significant 
transformations to their material and conceptual identity in 
the course of subsequent conservation work. This paper will 
focus on Pisa’s richly decorated, late medieval Camposanto, 
which was heavily damaged during WWII and then dramatically 
altered in the postwar years, 1947–1960. After the Camposanto 
was unintentionally set on fire during ground warfare along the 
Arno in July 1944, a sequence of restoration decisions, in which 
cultural and intellectual values also were involved, were made 
to salvage the physical remains. When the late medieval and 
Renaissance frescoes, covering over 1,000 square meters of 
the interior, lost their adhesion, most were detached from the 
walls to preserve them, as were the underdrawings (sinopie), 
revealed on the lower plaster layer for the first time since 
their creation. Yet to envision a future for a monument scarred 
by war was not straightforward, as archival documents from 
the late 1940s and 1950s reveal. Although the Camposanto 
had been a cemetery since the Renaissance, how was the 
remaining shell and how were its detached frescoes and 
underdrawings to be reconfigured and understood? Whereas 
the Cathedral Works advocated the “reconstitution of the 
integrity of the whole ensemble,” Pisa’s Superintendent 
of Monuments conceived of a new Camposanto that was 
equivalent to a museum, with wall paintings and sculptures 
displayed in a modernized and secure environment. 
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experience of our students with a focus on applying an analytic 
approach to technology, while integrating it with traditional 
materials and techniques. During this portion I briefly cover 
the different philosophical responses to technology from Kant 
to Dewey and how these could be implemented in this model. 
For this to be relevant to today’s students we must connect 
this media to their lives: art education must be collaborative, 
multicultural and interdisciplinary. College should function as 
a laboratory where new techniques and technologies, as well 
as new pedagogical models, are tested. It is constantly in flux 
with objectives that are, as Dewey proposed, “provisional and 
evolutionary.” 

Paradigms of Tradition and Innovation in Arts Pedagogy for the 
Global 21st Century
Joanna Grabski, Arizona State University

My presentation focuses on paradigms of tradition and 
innovation in arts pedagogy, especially in this current 
period of increasing art world globalization. In the past 
decades, discourse about the global art world has centered 
predominantly on globally framed exhibitions and biennials at 
the exclusion of arts pedagogy. The critical role of art schools 
in forming globally oriented artists has yet to be the subject 
of sustained analysis. Taking this observation as its point of 
departure, my presentation explores the overlap of tradition/
innovation and disciplinary specificity/interdisciplinarity in 
arts pedagogy for the global 21st century. Specific questions 
to be explored include: How do tradition and innovation act 
as structuring notions for disciplinary and interdisciplinary 
arts practice? How do these factor into art school curricular 
design? How do art school curricula prepare artists and art 
interpreters for the global 21st century? How can we facilitate 
our students’ acquisition of global competencies that serve to 
increase access and inclusion while deepening understanding 
of diversity in global art world platforms? My presentation will 
also share the goals of the Global Art School Futures Project, 
a collaborative and multi-sited platform that strives to deepen 
and expand shared understanding about the critical role of art 
schools in shaping globally engaged artists for the 21st century.

On Second Thought: Performing Gender, Politics, and 
Belief

Just Posing? Performing Gender in James Ensor’s Self-Portraits
Susan Canning, Independent Scholar

In many of his self-portraits, the Belgian artist James Ensor 
(1860–1949) self-consciously “strikes a pose,” presenting himself 
to the public in numerous disguises that confront and often 
transgress 19th-century conventions of gender. Ensor’s best-
known impersonation is that of a long-haired, feminized Christ. 
Whether seated on a donkey in Christ’s Entry into Brussels in 1889, 
standing with arms raised on a cross or between two critics, Ensor’s 
representations of himself as Christ in these and other works 
speaks to current debates over Christ’s social role and human 
nature as well as to contemporary constructions of masculinity. 
In other works, Ensor portrays himself as a woman whose hats, 
clothing and other signifiers of feminine propriety are disrupted 
by burlesque inversion and the artist’s staged “drag” enactment 
of an evident, even coarse, maleness While these self-fashioned 
performances of the self can be viewed as a humorous unmasking 
of social constructions of masculine and feminine, they also lend the 

with tearing down silos and encouraging interdisciplinary 
collaboration. On the other, we are pressured to protect 
expensive, narrowly focused programs with grand legacies but 
dwindling enrollments. How can we help “niche” programs 
connect with other departments to publicize the unique value 
they can offer? In addition to developing allies within the 
wider community, interdisciplinary engagement can revive a 
shrinking program by making it more relevant, and therefore 
attractive, to prospective students. Such engagement can 
also rekindle the scholarship of isolated faculty members by 
providing access to new technologies and audiences. Using 
the analogy of a dinner party, this presentation will explore 
ways to foster interdisciplinary collaboration—while supporting 
disciplinary integrity—using the motivational power of 
enlightened self-interest. Various tools like incentives, turnkey 
project templates, and flexible “shell” courses will also be 
discussed. 

New Media = New Foundations
Arne Flaten, Ball State University

When I arrived as Director of the School of Art at Ball State 
University in 2015, I was amazed at the quality of work made 
by our freshmen; an annual exhibition in our gallery showcases 
the work of first-year students. It was also apparent that we 
were doing an exceptionally fine job with a curriculum that was 
50 years out of date. That observation was reflected in, among 
other things, anemic enrollment in the Intermedia program. 
That conversation was the catalyst for a three-year holistic 
investigation into our foundations program. We established a 
discipline-diverse committee to examine foundations without 
any specific agenda, but with a charge to assess what other 
institutions are doing and what would work for our students, 
facilities, and faculty. After 18 months of comparative shopping, 
attending FATE conferences, and asking lots of questions, we 
are now implementing an entirely new foundations program, to 
begin fall 2019, with digital techniques, theories, and methods 
injected into all-foundations curriculum. Yes, there has been 
pushback from seasoned veterans who worry about change 
and who voice legitimate concerns about losing traditional 
skills and “throwing out the baby with the bathwater.” But the 
process has been enlightening, cathartic, and the resulting 
changes will better prepare our students to be 21st-century 
artists. The changes also seem to be strong recruitment 
and retention tools. This presentation is an overview of our 
processes and outcomes. 

The Kids Are Alright—And They Will Determine the Future of Art
Troy Richards, Fashion Institute of Technology, State University of 
New York

The good news is that kids entering art school today already 
understand technology in a deep and lived way. It must be 
understood that this technology has changed the forms and 
venues of artistic expression our students utilize. They can 
speak critically of social media and have adapted to using their 
cell phones and apps to make, document, market and even 
sell artworks. For any art program to be successful it must 
first respect what students already know and acknowledge 
that education is a conversation that involves learning from 
both the student and the teacher. Education should meet 
the student where she or he is at and not where imagine 
they should be. We need to encourage learning and drop the 
“boot camp” approach of many programs. In my presentation 
I propose that the foundation year builds on the skills and 
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The Avant-Garde Fiber Sculpture of Dorian Zachai
Samantha De Tillio, Museum of Arts and Design

The late 1950s and 1960s saw a revolutionary redefining of 
textiles in the United States. Fiber art, as the work became 
known, burst forth from the loom in innumerable forms, 
techniques, and materials. The first groundbreaking exhibition 
to show this work was Woven Forms (1963) held at the 
Museum of Contemporary Crafts (now the Museum of Arts 
and Design), New York, and was followed by Wall Hangings 
(1969) at the Museum of Modern Art, New York, and Deliberate 
Entanglements (1971) at the UCLA Art Gallery, Los Angeles. 
Dorian Zachai (1932–2015) was included in the first and last of 
these exhibitions, however, she is rarely discussed in critical 
analyses and art historical scholarship on the topic. Using 
primary sources, including exhibition records and Zachai’s 
personal estate, my research comprises the first in-depth, 
complete examination of the artist’s known works and 
exhibition history. My paper provides context for Zachai’s role 
as a pioneer of fiber sculpture. She was one of the earliest 
innovators of mixed-media in weaving, and weaving for the 
creation of three-dimensional forms and figures aligned 
with avant-garde sculptural idioms of the day. In conclusion, 
this paper highlights the artist as an early adopter of the 
reconceptualization of traditional craft as fine art sculpture, 
and reintroduces Zachai to the history of fiber art in the United 
States, illustrating her unique contributions to the field. 

Open Session for Emerging Scholars of Latin American 
Art
Association for Latin American Art
Chairs: Theresa Avila, CSU Channel Islands; Arden Decker

This session seeks to highlight the scholarship of advanced 
graduate and recent PhD scholars. Papers address diverse 
geographic regions, themes, and temporal periods (pre-Columbian, 
Colonial, Modern, and Contemporary) related to the study of Latin 
American, Caribbean, and Latinx art or art history. The range of 
topics addressed include: nation building and citizenship; race, 
class or gender; social justice and human rights; the visualization 
of revolution and war; the female body in visual culture; artivism; 
development and underdevelopment; the natural world and 
science; defining and redefining public space; politics of display in 
museums and galleries

Spectacle of Stone: The Art of Passage in the Ancient Maya 
Landscape
Catherine Popovici, The University of Texas at Austin

Within Mesoamerica, artistic forms outside of the city center 
played a crucial role in sociopolitical expressions, though 
scholarship has been less keen to consider them. Manifesting 
in a variety of media including rock carvings, stelae, and 
cave sculptures, their functions were inextricably linked to 
the surrounding natural topography. Often, these provincially 
placed sculptures demarcate pathways, passages, and 
territories. Drawing on examples that build in a temporal 
crescendo to the 7th century AD with a set of seven stelae 
that punctuate the mountainous landscape of the Copán 
Valley of Honduras, this paper contemplates the triangulation 
of sculpture, bodily movement, and natural environment. 
The provincial location of these stelae contrasts with their 
cosmopolitan, sculpturally inscribed surfaces. I explore this 
tension, considering how the objects functioned in a place, 

artist, as do his other self-portraits as a pierrot, dandy and fool, a 
certain gender fluidity. Operating from this indeterminate, interstitial 
position of in-between, Ensor provides through the performance of 
his nonconforming body a space for empowerment, interrogation 
and critique. This paper proposes to locate Ensor’s work and in 
particular his self-portraits within 19th-century notions of normative 
masculinity and femininity and argue for a broader understanding of 
Ensor’s art practice, one that moves beyond strict binary positions 
of identity and sexuality. 

Walking on Thin Ice: Bruno Munari’s Relationship with Politics 
under the Fascist Regime
Alessandro Colizzi, UQAM Université du Québec à Montréal

As an artist and designer, in the 1930s Bruno Munari had to 
operate within the limitations and opportunities offered by the 
cultural industry of the fascist regime. Thanks to his essentially 
apolitical stance, Munari was able to navigate safely between 
these constraints while pursuing his artistic independence. As 
an artist committed to both fine and commercial arts, the body 
of work he produced over this period is large and diverse—and, 
beyond its stylistic variety, overall attuned to an avant-garde 
aesthetic. However, a number of commissioned works clearly 
echoing the rhetoric of the regime’s propaganda hint at an 
ambiguous relationship with fascism. These politically charged 
examples, next to his stint as art director for the weekly Tempo 
during the war years, are significant both for their circulation 
and appeal to the public. The relation with power under 
the fascist regime is a thorny issue, and Munari’s case must 
be contextualized in a comparative perspective. Given the 
pivotal role played by the designers of his generation in the 
emergence of a Modernist current in Italy, this presentation 
seeks to delineate Munari’s practice in relation to the dominant 
political climate, to explain something of the problematic 
nature of artists’ relation to the regime, and to contextualize 
his apparent alignment. By shedding light on an uncomfortable 
aspect of his early career which is in apparent contradiction 
with his postwar progressive stance, this research will 
hopefully bring about a fuller understanding of the man behind 
the artist and his oeuvre. 

Failure as Foundation: The Salton Sea and Leonard Knight’s 
Salvation Mountain 
Annalise Flynn

Leonard Knight (1931–2014) worked tirelessly over the 
course of 28 years building, painting, and maintaining a lush, 
elaborate scene replete with trees, flowers, and undulating 
rivers to frame the message central to his practice, “Say 
Jesus I’m a sinner please come upon my body and into my 
heart.” Though Salvation Mountain (near Niland, California) 
was the result of constant, dedicated labor and intensely 
directed focus, the context surrounding the artist and the 
place is fraught with failure. What made Salvation Mountain 
a compelling and significant vernacular art environment was 
not the ambition of one man working in isolation, but rather 
the tangle of a complex accumulation of personal and social 
histories—most involving intermingling coincidence and 
catastrophe. This presentation will explore the specificities 
of the environmental failings of the Salton Sea and the social 
enterprise of the community at Slab City as backdrops and 
context for Knight’s work in order to reconsider the role of 
failure as not existing in opposition to success but rather as 
an essential ingredient for the freedom of unselfconscious 
experience and unfettered experimentation. 
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1970s, even while these artists work within official government 
institutions and museums. In particular, I underscore how women 
artists have challenged the nationalistic rhetoric of the Mexican 
state, encouraging audience participants to question the 
country’s government officials, institutions, and policies. Artists 
such as Mónica Mayer, Teresa Margolles, and Lorena Wolffer 
thus resisted the government’s simplistic and punitive rhetoric 
by transforming official art institutions into venues in which 
audience members might develop new forms of community. In 
this manner, I highlight how Mexican women artists developed 
artistic strategies that challenge the violence deployed by the 
contemporary Mexican state. 

Other Phenomenologies in American Art
Association of Historians of American Art
Chairs: Catherine Holochwost, La Salle University; Louise Siddons, 
Oklahoma State University

Thinking about the body as a source of knowledge has had a 
salutary effect on the field of American art. Recent studies have 
been constrained, however, by the framework of continental 
philosophy, and its admittedly influential genealogy of 
phenomenology. In this panel, we invite contributors to ask what 
other forms of bodily knowledge have been mobilized throughout 
the history of American art? How can earlier figures in philosophy 
and pre-Freudian psychology, including John Dewey, William 
James, or the British associationist psychologists, help us uncover 
the range, forms, and tensions of other phenomenologies within a 
broad range of practice? How might other traditions, ranging from 
indigenous epistemologies to contemporary theoretical stances 
coming from feminism, queer studies, or ecocriticism, invite us to 
reconsider American art history in terms of bodily knowledge? What 
contributions are made by performance theory, body techniques, 
and bodily practice to our understanding of material objects, 
including works of art? this session highlights bodies of scientific 
knowledge, lived experience, and religious beliefs that can that help 
us recover the corporeal intelligences available before or outside 
the philosophy of Husserl, Merleau-Ponty, Camus, and others.

Intentional Religious Communities and the Disciplining of 
American Performance Art
Karen Gonzalez Rice, Connecticut College

From the 1960s to the 1980s, American experimental artists 
explored the possibilities of performance as a corporal means 
of knowing. In the process, artists including Chris Burden, 
Tehching Hsieh, Ana Mendieta, Senga Nengudi, Rafael 
Montañez Ortiz, Wolfgang Stoerchle, Mierle Laderman Ukeles, 
and others established modes of practice that have shaped the 
genre to the present. At the same time, intentional religious 
communities gained visibility in US popular culture. This paper 
brings together these seemingly disparate modes of cultural 
production to theorize how radical aesthetic strategies of 
endurance and habits of discipline responded to popular 
representations of communal religious commitment. From 
the best-selling Tassajara Bread Book by Buddhist monk 
and monastery baker Edward Espe Brown to news images of 
Catholic nun Liz McAllister’s Plowshares protest action and 
footage of Krishna Consciousness devotees on street corners 
and airports, representations of monks, nuns, and communal 
religious groups in the public sphere proliferated in US media 
in the second half of the 20th century. These images presented 
religious commitment in terms of habitual action, ethical 

or social domain, that also served as a transitional space 
connecting urban locations to more remote areas. I posit that 
the meanings of these sculptures hinged on the directionality 
of the path taken by those confronted with them, a concept 
that builds on the model of Henri Lefebvre, who argues that 
human movement is fundamental to the creation of social 
space. Moving centrifugally, away from Copán’s center, these 
stelae conjured memories of the sculptural assemblage 
of Copán’s core. Moving centripetally, they were the first 
visual signals that one was nearing a monumental center. I 
argue that the nature and context of these sculptures invite 
an interpretation that considers the flows of people, or that 
emphasizes their movements and paths of engagement. 

Global Import: Implications of Transnational Conflicts in the Art 
of Juan Manuel Echavarría and Doris Salcedo
Jamie DiSarno, University at Buffalo

Several artworks created by Juan Manuel Echavarría and 
Doris Salcedo combine references to the exploitation of 
natural resources with the history of violence in Colombia. 
Echavarría’s series Corte de Florero referenced traditional 
botanical drawings that documented, archived and categorized 
flora and fauna for the purposes of colonial exploitation. 
Yet he photographed human bones as a stand-in for these 
natural resources. He thereby alluded to the practice of bodily 
mutilation and dismemberment incurred on civilian populations 
by various actors in Colombia since the country’s civil war 
of the late 1940s–50s. Salcedo’s A Flor de Piel similarly 
referenced the violence against civilians as well as one of the 
most important exports of the country, the cut flower. Salcedo’s 
work incorporated thousands of preserved rose petals that 
were sutured together in a room-sized blanket. The petals 
appeared like battered skin or pools of blood across the floor. 
The internationally based cut flower industry relies on a highly 
gendered workforce of displaced individuals in one of the most 
dangerous countries for unionization. This paper compares 
how these artists alluded to local violence in a manner that 
foregrounds their global import. These artists coupled the 
exploitation of natural resources with violence inflicted on 
bodies in ways that incriminate ongoing imperialism and 
the transnational implications of war in Colombia. In doing 
so, these works provided acknowledgment of an oftentimes 
invisible history of violence while asking global audiences 
to come to terms with their role in what are presumed to be 
merely local conflicts. 

Art in an Age of Crisis: Women Artists and the Mexican War on 
Drugs
Alberto McKelligan Hernández, Portland State University

The large-scale exhibition Radical Women: Latin American Art, 
1960–1985 has revitalized interest in the work produced by 
Mexican women artists, revealing how these artists responded 
to the social and political changes in Mexico after the Tlatelolco 
massacre of 1968. Scholars, however, have only begun to 
analyze the ways in which women artists have confronted the 
violent aftermath of the War on Drugs initiated by the Mexican 
state in 2006. In this ongoing conflict, the Mexican army and 
police forces have waged a war backed by the military-industrial 
complex of the United States, leading to massive casualties 
throughout the country. This presentation explores the ways in 
which Mexican women artists have responded to this national 
crisis, developing collaborative and participatory artistic projects 
that echo the feminist activism and artistic strategies of the 
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visiting him there when he was at work on his enigmatic 
masterpiece The Concert Singer (1890–92). Scholars have long 
been puzzled by the awkward pose of this painting’s central 
figure, judging it to be an unlikely flaw in anatomical rendering. 
However, taking a fresh look at The Concert Singer through the 
lens of Delsarte suggests instead that Eakins coordinated the 
figure’s bodily pose to suit the song she is singing, signifying 
the rigor both of her professional study and his own. 

Empathy in American Sculpture Since the 1960s
Lynn Somers

Traced to the 19th century, empathy has a rich history in 
aesthetics, philosophy, and psychology. Not until 1959 did 
the Vienna-born analyst Heinz Kohut reimagine empathy as 
cardinal to self psychology, among the first American schools 
of phenomenological or “experience-near” psychoanalysis. 
Our thoughts, feelings, and fantasies cannot be seen or 
heard, wrote Kohut, and yet are real: we can observe them 
through self-introspection and “vicarious introspection” in 
others. The analyst’s empathy facilitates attunement with 
the inner life of the patient—and, by extension, others—the 
“objects” of one’s fantasy and reality worlds, just as artistic 
appreciation depends upon a similar self-projection into the 
aesthetic or cultural object. Through contiguity, metonymy, 
and absorption, American postwar sculpture (Bourgeois, 
Hesse, Hamilton, Hatoum) suggests Kohutian apperception 
and is contoured by its phenomenological staging in space. 
This paper considers how empathy—which requires memory, 
thought, comprehension, and conceptualization—illuminates 
the reception and sociality of sculptural objects to harness 
affective relationships. Critical engagement transmutes 
art, catalyzing communication in which bodily encounters 
intertwine in ways that a beholder might otherwise struggle 
to put into words. In Kohut’s work, empathy is crucial for 
suspending our single-minded focus of attention and instead 
allows us to adopt a double-minded perspective, with the goal 
of “feeling oneself into” the inner lives of others. Art aids in 
bridging such gaps, recalling novelist Stefan Zweig’s remark of 
1914: each of us is intimately connected to others by “myriad 
threads of feeling...each is pierced through by the gaze of 
those behind him.” 

Outside the Mold: Casts of Non-Western Art 
Chair: Jennifer Reynolds-Kaye, Yale Center for British Art
Discussant: Rex Koontz, University of Houston

If casts of Classical sculptures carry a second-class status within the 
history of art, then casts of non-Western sculptures have been even 
further neglected. The few anthologies and conferences dedicated 
to the plaster cast have exclusively dealt with Greek and Roman 
art and architecture. Though these were key tools for instructing 
artists and an affordable option for museum displays, what is 
consistently ignored is the important function of casts of non-Western 
art. For example, casts of pre-Columbian objects captured immovable 
archaeological structures from field sites, traveled through the 
World’s Fairs circuits, and were the primary way that Europeans 
learned about ancient Mesoamerica. Given the value of these casts 
for producing knowledge about non-Western art, why has there 
been such little scholarship dedicated to these objects? This panel 
begins to rectify this lacuna by offering four papers that take a global 
perspective on casts, and traces the international paths and impact 
that these objects have for their US and European audiences. Ranging 

dissent, and countercultural values and demonstrated how 
discipline could serve as a powerful performance strategy. 
Refracted through this lens of popular culture, discipline 
served as a crucial phenomenological model for performance 
artists, who used it to deepen the ethical character of 
their performance actions, to navigate and perform the 
intersectionality of gender, race, sexuality, and other identities, 
and to strive for moral clarity and moral authority in the murky 
context of Cold War American culture and politics. 

Surgical Operations, Modernist Painting
Ashley Lazevnick, Princeton University

In a provocative 1922 essay on Georgia O’Keeffe, the critic 
Paul Rosenfeld ended one florid description by claiming that 
the artist, in the “regions of the spirit,” seemed to “sever with 
the delicacy and swiftness of the great surgeon aplunge in the 
entrails of a patient.” Since 19th-century discoveries of germ 
theory and anesthetics first allowed surgeons to operate with 
composure, the affinity between anatomical dissection and 
artistic realism had inspired a recurring analogy between the 
two professions. With O’Keeffe and her cohort of modernists, 
however, that metaphor entered a new realm of abstraction 
from the human figure. Drawing on surgical literature from the 
1920s—including education manuals, instrument catalogues, 
and scientific essays—this paper argues that a phenomenology 
of surgery informs both the technique and formal properties 
of O’Keeffe’s art. As Robin Veder has argued, O’Keeffe’s 
training under Arthur Wesley Dow fit within a “kinaesthetic 
modernism” that required bodily self-discipline and habit 
formation. I connect this method to what historian of science 
Thomas Schlich calls “surgical skill,” that is, a personal style 
that depends upon “tacit knowledge” rather than cognition. 
This paper’s emphasis on the performative rather than the 
ontological revises accounts that construe the body being 
represented in O’Keeffe’s paintings as an explicitly erotic one. 
Instead, I reassess the issue of gender in two ways: first by 
arguing that O’Keeffe inverts and queers the masculinized 
stereotypes of the surgeon and, second, that the distinctively 
elusive animism of her canvases must be understood as 
belonging to an ungendered, possibly unhuman, body. 

Strong, Living Bodies: Thomas Eakins and the American Delsarte 
System
Erin Pauwels, Temple University

Thomas Eakins considered knowledge of the human body to 
be the cornerstone of serious artistic practice. He pursued his 
goal of representing “strong, living bodies” through lifelong 
study of anatomy based on observing medical procedures, 
dissecting cadavers, and working with photography and nude 
figures. This paper explores the possibility that Eakins was 
also informed by what is today a lesser-known mode of bodily 
knowledge, the American Delsarte System. This quasi-scientific 
theory of gestural expression provided the framework for 
most professional vocal and acting training during the last 
two decades of the 19th century, and spawned a physical 
culture movement that shaped the origins of modern dance. 
Its founder, François Delsarte, held that bodily action naturally 
initiated emotion, so if performers drew from a predetermined 
gestural vocabulary, which he described as a “semiotics” of 
motion, they could enhance the expressive clarity of their 
performance. In Philadelphia, there was a major center for 
Delsarte instruction located near Eakins’s studio on Chestnut 
Street, and friends of the artist recalled the institution’s director 
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and archeology, to understand Khmer culture better than 
modern Cambodians ever could. As one of the primary ways 
that French audiences learned about Southeast Asian art and 
culture, the history of these casts reveals that they had multiple 
functions and could embody profoundly different meanings for 
different audiences at the apex of the colonial period. 

The Biography of a Cast Maker: Eufemio Abadiano and His 
Precolumbian Casts
Jennifer Reynolds-Kaye, Yale Center for British Art

The creators and distributors of plaster casts are often just as 
anonymous as the objects themselves. With a few exceptions 
like British archaeologist Alfred Maudslay and French explorer 
Désiré Charnay, cast-makers of pre-Columbian art have 
remained nameless producers. This paper begins to fill the 
gap in scholarship around casts of pre-Columbian objects by 
delving into the life of Eufémio Abadiano. He came from a 
long line of acclaimed booksellers in Mexico City, yet departed 
from his family’s business and shifted toward cast-making in 
the 1880s. He made 34 casts of pre-Columbian objects from 
the Museo Nacional de Mexico, later renamed as the Museo 
Nacional de Antropología, that he eventually relocated to New 
Orleans, where they caught the attention of Otis T. Mason, 
Curator of Ethnology, and R. Edward Earll, Honorary Curator of 
the US National Museum. The casts of pre-Columbian objects 
formed a core part of the Smithsonian National Museum at 
the turn of the century, though they would be reinstalled 
several times over the next century. This paper gives shape 
to Abadiano’s life and work within the context of turn-of-the-
century status of pre-Columbian art in the United States. 

More than Just Casts: Reproducing, Displaying, and Diffusing the 
Alhambra in 19th-Century Spain and Italy
Francine Giese, University of Zurich; Ariane Varela Braga

In the 19th century, plaster casts of the Alhambra played a 
crucial role in the global dissemination of Islamic ornamental 
models. They were included in the collections of museums 
and schools of decorative arts all around Europe, and regularly 
displayed at World Fairs. This papers will examine the diffusion 
of Alhambra casts and their importance for the renewal of the 
artistic repertoire in the West, by looking at how they were 
integrated in the collections of national museums and schools 
of decorative arts, with a particular focus on Spain and Italy. 
On the one hand, the case of Spain illustrates how Alhambra 
casts were used as powerful symbols of the country’s Islamic 
heritage and served as central elements for the definition of 
its national identity through their display in national museums, 
such as the Museo Arqueológico Nacional and the Museo de 
Reproducciones Artísticas in Madrid. On the other hand, the 
case of Italy, through the examples of the schools of decorative 
arts of Florence and Rome, demonstrates how, in the second 
half of the 19th century, the Alhambra had become a global 
artistic model that could stand alongside Antique, Medieval 
and Renaissance examples, leading to a new stylistic path. 

from casts of South Asian statues in Britain to Islamic architecture in 
Italy, the objects discussed in these papers exist at the intersections 
between displacement, replication, and power.

British Technology, Imperial Spectacle: Casts of South Asian 
Monuments at the South Kensington Museum
Krista Gulbransen, Whitman College

When the South Kensington Museum’s Architectural Courts 
opened in 1873, over one hundred plaster casts of South 
Asian monuments, including a gateway from the Great Stupa 
at Sanchi and columns from the Quwwat-al-Islam Mosque in 
Delhi, were displayed alongside copies of canonical European 
works of art, such as Michelangelo’s David and Trajan’s 
Column. Because they facilitated comparative studies of 
art and ornament, the Architectural Courts continued the 
museum’s educational mission aimed at improving British 
design and industry. While studies of casts at the South 
Kensington Museum tend to focus on their instructional 
capacity, this paper argues that both the production and 
the display of full-scale replicas of Indian monuments 
constituted an imperial spectacle tailored to its metropolitan 
audience. Made by British engineers using the most current 
reproductive technologies to ensure accuracy, the casts were 
an embodiment of imperial paternalism and power. Though 
scholars in the early and mid-19th century typically argued for 
the removal of South Asian monuments to British museums, 
advances in cast technology allowed for in situ conservation, 
a shift meant to signal more benevolent custodianship of 
India’s cultural heritage. Spatial relationships between copies 
of select Indian and European works of art as well as theatrical 
qualities of the cast displays also conveyed aspects of imperial 
ideology to the London public. 19th-century photographs and 
prints as well as contemporary accounts of the Architectural 
Courts published in trade journals and newspapers will all be 
considered in this study. 

Casts of Southeast Asian Art in France: Contested Meanings, 
Cultural Politics, and the Multiple Lives of Art Objects
Marco Deyasi, Macalester College

Originally colonial trophies, 19th- and 20th-century casts 
of Southeast Asian sculpture took on multiple conflicting 
meanings for audiences in metropolitan France, such as 
19th-century occultists, modern artists, and social scientists. 
This paper examines how the knowledge produced by these 
reproduction Khmer statues was contested by anticolonial 
Theosophists, modernist sculptors, and propagandists 
for Imperial France over several decades before the casts 
themselves faded into disrepair and obscurity. Beginning 
in the 1880s, Theosophically-inspired occultists looked for 
instruction in Asian Buddhism and sought out casts of Khmer 
and Vietnamese art at the Universal Expositions. Their 
appropriation of colonial propaganda was also aesthetic, 
as demonstrated by paintings like Paul Ranson’s Christ and 
Buddha (1889). A decade later, Auguste Rodin, along with 
students like Antoine Bourdelle, worked hard to acquire casts 
of Javanese and Cambodian Buddhas displayed in 1900. 
Apolitical, but seeking to revitalize French sculpture, Rodin 
and Bourdelle believed that casts of Southeast Asian art 
gave them access to very same lost antiquity as Classical and 
Medieval European art. Later, casts were made for the life-
sized reproductions of Angkor Wat at the colonial expositions 
of Marseille (1922) and Paris (1931). Here, they embodied 
the claims of colonial social sciences, such as anthropology 
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show that every four years human sacrifice was performed at 
the yearend, in accord with descriptions in Aztec chronicles. 
The rituals and calendrics on these pages also indicate sets 
of five days represented on each page allude to a final period 
assigned to the yearend. Comparisons with the yearbearer 
pages in the Dresden Codex also suggest parallels with 
yearend ceremonies performed by the Maya around the time of 
European contact, and suggest some form of contact between 
the Maya artists and the Central Mexican artists who painted 
the Codex Borgia. 

Cultural Interactions in Late Postclassic Mesoamerica: Exploring 
the Repainted Pages of the Codex Vaticanus B and Cognate 
Almanacs of the Maya Madrid Codex
Gabrielle Vail, University of North Carolina

This paper explores connections between the Codex Vaticanus 
B, commonly attributed to the “Borgia group” codices, and 
the Madrid Codex of the Maya tradition. Examination of the 
Vaticanus B manuscript, housed in the Vatican, revealed that 
six of its 96 pages had been resurfaced, after which they were 
repainted with different palettes of colors that also differed 
from that of the original. While the almanacs from the 90 
pages that were not repainted compare well with the structure 
and format associated with the other Borgia group codices 
commonly believed to have been painted by Nahua peoples 
from Central Mexico, the repainted pages deviate in a number 
of significant ways from the other Borgia manuscripts, in 
particular the Codex Borgia. Comparative analysis undertaken 
by Élodie Dupey García and Jamie E. Forde suggests that the 
repainted scenes share certain affinities with manuscripts 
from southern Puebla and Oaxaca, which were inhabited by 
different ethno-linguistic communities. Of particular interest to 
our study is the fact that the repainted pages of the Vaticanus 
B also show similarities to almanacs from the Madrid Codex, 
believed to have been painted in the northern Maya lowlands 
during the Late Postclassic period, likely sometime in the 15th 
century. Our discussion focuses in particular on the deer-
hunting almanacs in the Madrid, and we propose several 
scenarios to explain these intriguing connections. 

Indigenous Artistic Process and Collaboration in the Mapa 
Uppsala (ca. 1540)
Jennifer Saracino

Many analyses of the Mapa Uppsala, the earliest known map 
of Mexico City painted by indigenous artists after Spanish 
Conquest, hinge on the underlying premise that multiple 
artists collaborated on its production. Additionally, much 
debate has revolved around the relationship between the 
Mapa Uppsala and a strikingly similar depiction of the city 
included in Alonso de Santa Cruz’s Islario general. This paper 
outlines the visual evidence for indigenous collaboration and 
authorshipand discusses the relationship between the map 
and its copy in the Islario general based on observations 
gathered from codicological analysis of the map undertaken 
with a Zeiss Stemi SR Stereo Microscope (model 47 50 52) 
during a research trip with my colleague Barbara Mundy in May 
2016. This enhanced study permitted a closer analysis of the 
relationship between the map’s substrate, line, and pigment 
that yielded revelatory insights into the map’s facture, a feature 
left minimally discussed in previous scholarship. The findings 
presented in this paper reveal the Mapa Uppsala as an original 
document produced in Mexico City by multiple indigenous 
artists that was then acquired by the king’s cosmographer in 

Painted Books of Pre-Hispanic Mexico: New Discoveries
Chair: Anne Cassidy, Carthage College

Painted books from Mexico’s pre-Hispanic past through the early 
colonial period constitute a rich body of art and an eloquent source 
for study of the interdependence of aesthetic, scientific, and 
philosophic activities in Mesoamerica. Recently there have been 
rapid advances on multiple fronts in understandings of the codices 
and their contexts. On the one hand, studies focusing on materiality 
are increasingly important, such as pigment analysis and changes 
in the surface from repainting or resurfacing. On the other hand, 
interpretive studies that combine close iconographic analysis with 
astronomical and/or meterological and/or historic events have 
also flourished in recent years, upending long accepted views of 
pre-Hispanic ritual calendars. Perhaps most importantly, scholars 
like Jansen and Pérez Jiménez have furthered interpretive work 
by examining “multiple intersections between cultural interpretive 
research and the still outstanding issues of decolonisation.” 
This session highlights studies of pre-Hispanic Mesoamerican 
manuscripts and colonial manuscripts in the native tradition from all 
areas of Mesoamerica.

The Opossum and the Uayeb in the New Year Pages of the 
Madrid Codex
Merideth Paxton, Latin American and Iberian Institute, University of 
New Mexico

That the repeating ceremonies illustrated on pages 34–37 
of the Madrid Codex (Codex Tro-Cortesianus) mark the 
beginnings of new haabs, or 365-day cycles in the Mayan 
calendar, has been recognized since 1882. The subject is also 
depicted on pages 25–28 of the Dresden Codex, where the 
activities of an anthropomorphized opossum are featured 
in panels pertaining to the uayeb. Mention of this unnamed 
period of five nameless, unlucky days, added at the end of 
each 360-day tun to approximate the solar year of 365.2422 
days, has not previously been identified in the Madrid New 
Year Pages. Nevertheless, the shapes of their heads and their 
facial markings strongly suggest that one type of the doglike 
creatures in its scenes may well represent the opossum 
and, accordingly, the inclusion of the uayeb. The motif could 
also show a hybrid opossum-dog creature. This research 
summarizes the reasons for associating opossums with the 
uayeb. It further studies contributions by anthropologists, 
art historians, biologists, epigraphers, and ethnographers to 
provide a clearer understanding of whether the form is indeed 
an opossum, and the significance of the dogs. Since both 
pre-Hispanic manuscripts are thought to have originated in 
the Yucatan peninsula, Maya dictionaries from the region are 
considered as well. 

Yearbearer Imagery in Postclassic Codices: Thresholds of Time 
and Space
Susan Milbrath, University of Florida

Recent studies of the yearbearer pages in the Codex Borgia 
suggest “real-time” dates are recorded in inscriptions that 
span a 52-year period ending in 1497. The calendrical notations 
and imagery suggest a liminal period of transition at yearend 
linked with specific rituals performed in the last month of the 
year, celebrated in February at the time of the conquest. Four 
pages form a directional almanac that emphasizes calendar 
sets assigned to four cardinal directions, and a fifth page 
symbolizes the central direction as an extension of the last of 
the yearbearer sets. The rituals represented in the imagery 
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fact, a driver of the big round of museum expansions in New 
York. From the vantage point of 1964, Times critic Grace 
Glueck could look at the new Whitney Museum going up on 
Madison Avenue and wonder, “will another decade find it again 
outcanvassed?” 

Giving Life to Film: Photography and the Influence of Picture 
Magazines in Charles and Ray Eames’s Glimpses of the USA
Jonathan Macagba

In the summer of 1959 Charles and Ray Eames’s multiscreen 
work Glimpses of the USA was seen by nearly three million 
people over a six-week period at the American National 
Exhibition in Moscow (ANEM). Often characterized as a 
complex, technologically driven and immersive “film” (by 
Beatriz Colomina, Kate Baldwin, and others), Charles Eames, 
instead, pointed to a simpler medium—specifically, the 
picture magazine, such as Life and Look—as the basis for the 
presentation in Moscow. Despite the Eameses involvement in 
several films and “multimedia” works throughout the 1950s 
and 1960s, Charles Eames, in a speech to the Industry Film 
Producers Association in 1962, claimed that the Glimpses 
presentation instead relied on the straightforward medium 
of photography and the picture magazine to communicate a 
“credible” notion of postwar American life, rather than on the 
basis of any “theory of multiple projection.” This paper aims 
to flesh out the ways in which the Eameses used photography 
and the photo essay within the context of a time-based 
medium to communicated their ideas about American life. 
Thematic comparisons will be made to the Family of Man 
exhibition, the other photo-based exhibition at ANEM (although 
Glimpses had over 2,200 images vs. 500 for the Family of 
Man). And the history of the magic lantern, and the practice 
of slide projection at the Eames Office, will be examined as a 
more appropriate lens to understanding the work compared to 
cinema, multisensory, or other multiscreen works available at 
the time. 

Blight and Surveillance: Defensible Space, Crime, and Public 
Housing Design, 1960–76
Patricia Morton, University of California, Riverside

In the 1960s, a body of social and design studies concluded 
that high-rise public housing buildings were “having disastrous 
effects on their occupants,” as Oscar Newman asserted in 
his landmark book, Defensible Space (1972), which launched 
the Crime Prevention Through Environmental Design (CPTED) 
movement. Newman’s book codified earlier research and 
writings on public and low-income housing, such as Elizabeth 
Wood’s 1961 pamphlet, “Housing Design: A Social Theory,” 
which provided design models and guidelines to “facilitate 
social fabric” in high-rise projects, and Jane Jacobs’ principles 
of public safety through “eyes on the street.” Funded by 
the Justice Department, Newman’s theory stressed design 
as a causal and, therefore, preventive factor in crime. His 
alternative to high-rise, high-crime public housing was low-rise 
housing that clearly delineated spaces for each unit, creating 
security by establishing clear boundaries and thresholds. This 
paper analyzes three housing projects from the 1960s and 
1970s that incorporated elements of defensible space theory: 
Louis Sauer, Harmony House, New Haven, CT (1967–70); 
Charles W. Moore Associates, Whitman Village, Huntington, 
NY (1971–75); and Kenneth Frampton and IAUS, Marcus 
Garvey Village, New York, NY (1973–76). Grounded in the 
modernist belief that form could modify behavior and design 

Europe and subsequently copied. Thus, it reveals an important 
dynamic in 16th-century Mexico City, that is, of indigenous 
artists as originators of intellectual and artistic content that 
influenced artistic production in Europe. The conclusions 
presented in this paper demonstrate the fundamental need for 
codicological study of original documents to our understanding 
of indigenous artistic production in the early colonial period. 

The Chromatic Palettes of the Codex Vaticanus B: 
Characterization and Analysis in the Framework of the 
Mesoamerican Manuscripts’ Color Technologies
Elodie Dupey Garcia, Instituto de Investigaciones Históricas, 
Universidad Nacional Autónoma de México

As part of a vast project devoted to the characterization 
of the pictorial materials used in the manufacture of the 
Mesoamerican codices, the Mobil Laboratory (MOLAB) of 
the Excellence Center Scientific Methodologies Applied 
to Archaeology and Art (SMAArt, Italy) recently executed 
nondestructive analyses on the Codex Vaticanus B (Vat. 
Lat. 3773), held at the Biblioteca Apostolica Vaticana in 
Rome. In this paper, we present the results of the analyses 
performed on the multiple palettes of the Vaticanus B and 
we formulate interpretative hypotheses related with the life 
history of this document, which includes six pages that were 
repainted in antiquity. We also provide an analysis of the most 
preeminent features of the Vaticanus B palettes as part of the 
Mesoamerican manuscripts’ color technologies, through a 
comparison with the palettes of other central Mexican codices 
that were also investigated in the framework of the project 
carried out by the MOLAB. In particular, we emphasize some 
evident convergences and divergences among the composition 
of the palettes as well as the technology of color making in the 
different sections of the Codex Vaticanus B, which reveal its 
relationships with other manuscripts and provide new insights 
on its possible chronological and geographical context. 

Paintings/Pictures/Spaces in the 1950s and 1960s

Outcanvassed: Museums and the Expansion of Painting in the 
1960s
Lisa Ashe, Independent Scholar

In 1967 the Jewish Museum in New York filled its new modern 
annex with 23 of the decade’s largest paintings, including 
a 56-foot-wide canvas by Al Held. Large Scale American 
Painting was produced without a catalogue, as if it required 
no explanation. As the critic Sidney Tillim wrote at the time, 
observers had long since “tended to think, and to accept, 
the modern picture as large, even mammoth.” Yet for a show 
making no significant claims, it drew a surprisingly strong 
response. For critics who had watched Abstract Expressionist 
painters gear their work to the walls and the occupants 
of residential-scale galleries in the 1950s, the exhibition 
highlighted a fundamental shift. Tillim wondered if American 
abstraction had finally grown too large and too empty, its big 
canvases “merely filled out—or in as the case may be.” To 
Harold Rosenberg, it seemed that the dimensions of painting 
now could be chosen for “any reason whatever,” the only 
requirement for display being “any room large enough;” 
scale had been replaced by “sheer size.” This paper returns 
to the 1960s to consider the tandem expansions of painting 
and exhibition spaces. In the decade that has registered art 
historically as the era of painting’s decline, painting was, in 
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attract the latter’s clientele or fell short of capturing Guido’s 
renowned, painterly grace. 17th-century viewers, though, saw 
Guido and Guercino as representing two opposing poles of 
Bolognese painting even after Guercino’s stylistic shift. My 
paper will demonstrate that while Guercino did utilize his rivalry 
with Guido to his advantage, Guercino’s approach to painting 
differed from Guido’s resulting in stylistically similar but 
fundamentally different scenes. Guercino more so than Guido 
viewed imitation as a form of innovation which many 17th-
century painters embraced and viewers encouraged. Guido’s 
indignation toward Guercino could not have only been about 
potential artistic theft considering that he actively encouraged 
other painters to follow his style. What distinguishes the two 
painters, and perhaps incited Guido, is their conception of the 
relationship between the core components of painting: color 
and the art of drawing or disegno. Guercino placed a higher 
value on disegno whereas Guido viewed the two concepts as 
equally vital. 

Interart Traffic: Parody and the Politics of Identity
Jessi DiTillio, University of Texas at Austin

Parody is a time-honored method by which artists have 
engaged each other’s works, but in the context of American 
art in the postmodern age, its core relevance and complexity 
have been understudied. Literary scholars have pointed to 
the paradox of parody—its rhetorical structure validates the 
importance of the work it seeks to undermine. Thoughtful 
analysis of art historical parodies and their nuances can 
produce insight about the way artists position themselves 
in relation to art history, and question hegemonic narratives 
of the development of art. This paper focuses on three 
parodies of Willem de Kooning’s painting Woman I by Robert 
Colescott, Peter Saul, and Mel Ramos. Shown together in a 
1978 exhibition at the Whitney Museum of American Art, these 
paintings send up de Kooning’s masculine modernist legacy, 
while also engaging each other in a playful rivalry. I read 
Colescott, Saul, and Ramos’s parodies as not merely oedipal, 
but as a multivalent interweaving of art historical criticism, 
aesthetic innovation, and the politics of identity. Each artist’s 
parody focuses on a different element of de Kooning’s work, 
constructing subversive analyses that alter our perception of 
the “original.” The latest of the three paintings, Colescott’s 
work addresses itself to both de Kooning and Ramos, 
functioning as a parody of a parody. Titled “I Gets a Thrill Too 
when I sees De Koo,” this painting emblematizes the complex 
positionality of an artist trapped in meta-historical analysis, yet 
whose savvy approach to appropriation allows him to question 
the politics of authorship and persona. 

Pop Goes Film Criticism
Matt Von Vogt, Indiana University

This paper addresses the rivalry between film critics Pauline 
Kael and Andrew Sarris, which interweaves medium-specific 
and intermedial considerations. I take as a departure point 
Kael’s pejorative characterization of Sarris’s criticism as 
consonant with Pop: “like the pop artists, the New Realists 
with their comic strips and Campbell’s soup can paintings, 
[Sarris is] saying, ‘See what America is, this junk is the fact 
of our lives. Art and avant-gardism are phony; what isn’t any 
good, is good. Only squares believe in art.’” Kael criticizes 
Sarris for practicing a vapid formalism that—similar to Pop—
eschews affect. Her description raises an eyebrow in light of 
Sarris’s own aversion to Pop, and for inverting other critical 

could strengthen civil society, CPTED housing was intended to 
encourage residents to surveil their own spaces, rather than 
rely on heavy policing or curfews. These three case studies 
allow me to analyze the role of design in the “war on crime” 
and the emergence of surveillance methods of policing. 

Resistance and the Practices of Painting: The Case of Supports/
Surfaces and Tel Quel
Rosemary O’Neill, Parsons School of Design, The New School

The Paris-Nice artists known as Supports-Surfaces were only 
formally affiliated for a brief period between 1970 and 1972, 
yet were known for their innovative approaches to abstract 
painting and installation formats as well as their political 
positions (leftist alignments and regional struggles) and 
ongoing internal contestations. Despite their brief moment 
of organized affiliation, their theories and practices emerged 
beginning in 1966–1967 in both Paris and Nice with the critical 
support of Marcelin Pleynet, editor of Tel Quel, who published 
extended critical analysis of the work of artist Claude Viallat 
and others and later, seminal texts such as L’Enseignement 
de la Peinture (1971). Tel Quel was the locus of deconstruction 
theories in the 1960s, disseminating works by Jacques Derrida, 
Julia Kristeva, Roland Barthes, Philippe Sollers, and others. It 
was via Tel Quel that the Parisian writer/painter Marc Devade 
aligned practices of abstract painting, based on American 
abstraction of the 1950s, with the politics of the late 1960s, 
while Viallat and others re-envisioned deconstruction theories 
as material process and practices related to place. This 
paper examines the significance of Tel Quel in relation to the 
alignment of painting with political theory as privileged in Paris, 
and the material and poetic approaches to painting evident in 
the works of Viallat and artists in the Mediterranean region. 

Paragone Open Session: Topics on the Past and Present 
of Rivalry in the Arts
Society for Paragone Studies
Chair: Sarah Lippert, University of Michigan-Flint
Discussant: Vasile-Ovidiu Prejmerean, The Institute for Archaeology 
and Art History of the Romanian Academy ClujNapoca and 
University of Fribourg

Papers in this session explore the history of rivalry in the arts. Topics 
focus on diverse eras of art history, geographical areas, and media. 
Examples of rivalry in the arts include competition between specific 
artists, patrons, nations, artistic media, critics, theorists, institutions, 
etc. Rivalry may be related to theories of the sister arts, iconodules/
iconophobes, iconoclasm, ekphrasis, ut pictura poesis, or other 
theoretical and practical traditions. It may also take the form of 
competition for resources or prestige in arts organizations.

Face Off: The Artistic Rivalry between Guercino and Guido Reni
Kimberly Schrimsher, Emory University

Beginning in the 1630s, the Italian painter Giovanni Battista 
Barbieri (1591–1666), better known by his nickname Guercino, 
underwent a stylistic transformation. He substituted his 
traditionally dark color palette for brighter colors and 
replaced the forceful, energetic figures of his youth with more 
controlled, classicizing forms reminiscent of his rival, Guido 
Reni (1757–1642), one of the highest paid painters of the 17th 
century. An incensed Guido accused Guercino on several 
occasions of stealing his ideas. Prior studies have claimed 
that Guercino either arbitrarily imitated Guido’s canvases to 
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Simulating Experience in the Triptych of Dreux Budé and Jeanne 
Peschard
Jennifer Courts, University of Southern Mississippi

As part of an endowment for their newly built private chapel in 
the church of Saint-Gervais in Paris, Dreux Budé and his wife 
Jeanne Peschard commissioned a triptych in the Netherlandish 
style with a Crucifixion in the center panel. Recently ennobled 
French families of merchant class backgrounds, such as the 
Budé, took advantage of the relatively nascent medium of 
oil paint to both imitate other luxury objects and construct 
legitimate noble personae based on the representation of 
desired environments and activities. The composition of this 
panel draws heavily upon the visual strategies for tapestry, the 
most prestigious of the 15th-century arts, but on a much more 
intimate scale that communicates directly with the needs of the 
Budé family. This paper investigates the personal and political 
atmosphere surrounding the execution of the altarpiece to 
argue that it functioned in part as a virtual pilgrimage for the 
family, who are featured on the wings of the triptych. The 
Hundred Years’ War exacerbated the difficulty of physical 
travel, yet the altarpiece allowed a substitute voyage through 
the architectural monuments and landscapes intended to 
represent the Holy Land, but which actually simulated French 
environments. Ultimately, the multivalent portable altarpiece 
reinforces the family’s social status by underscoring their 
activities and suggests a national desire to return to the 
nostalgic peace and stability of pre-war France. 

A Prayer for an Heir: The Role of the Patron in the Portinari 
Altarpiece
Barbara Lane, Queens College and the Graduate Center, City 
University of New York

On August 4, 1472, Tommaso Portinari, director of the Bruges 
branch of the Medici bank, founded chaplaincies at two 
Florentine churches, both of which established masses to 
be said every morning in perpetuity for his soul and those 
of his ancestors. One was in the Portinari family chapel at 
Sant’Egidio, the hospital church of Santa Maria Nuova, which 
had been founded in 1285 by his ancestor, Folco Portinari. The 
other was in a church where he had no family connections, SS. 
Annunziata, at the altar crowned by the so-called Miraculous 
Annunciation fresco originally painted in 1252 and repainted 
around 1340. According to the legend surrounding this work, 
its painter fell asleep while working on it and woke to find that 
the face of the Virgin had been finished by an angel. As is still 
the custom today, anyone seeking divine aid for the conception 
and/or birth of a child brought offerings to this fresco. Michael 
Rohlmann and others have connected these foundations to 
Tommaso’s commission of the Portinari Altarpiece by Hugo van 
der Goes, now at the Uffizi, arguing for his belief in the powers 
of the SS. Annunziata fresco. This paper will explore this 
possibility as well as some previously unexamined factors that 
may help to clarify the controversial date of the altarpiece, the 
impetus for its commission, Tommaso’s choices for its content, 
and his involvement in changes during its execution. 

responses to Pop; where Clement Greenberg and Michael 
Fried, for example, argue that Pop violates high-modernist 
formalism, Kael frames Pop as a kind of formalism. I trace three 
implications of Kael’s assessment: first, that in likening Pop to 
a rival approach to film criticism, Kael’s accusation models the 
capacity for critical contestation within one medium to extend 
to intermedial agonism between film and the broader artworld. 
Second, Kael’s articulation carries the taxonomic objective 
of distinguishing Pop Art from “pop culture,” on the grounds 
that the apathy of Pop (as practice and criticism) denies the 
vitality and artistic merit of certain pop cultural texts. Finally, 
the case study demonstrates that media are both material 
and discursive constructs, encompassing rivalry over how art 
should be made and how criticism should be done. 

Patronage and Piety in 15th-Century French and 
Flemish Altarpieces
Chair: Barbara Lane, Queens College and the Graduate Center,  
City University of New York

This session focuses on the patronage of individual French and 
Flemish altarpieces of the 15th century, focusing on the patrons’ 
roles in the content and appearance of their commissions. 
Presentations investigate the patron’s participation (or lack thereof) 
in the choice of the subject and the way it is depicted, the extent 
of his or her involvement with changes during its execution, and/
or the reasons for delays in the delivery of the work to its intended 
destination. Papers also consider such issues in works intended for 
spiritual pilgrimage.

Carthusian Patronage and Visionary Experience in Enguerrand 
Quarton’s Coronation of the Virgin
Emma Capron, The Frick Collection

Enguerrand Quarton’s Paradise with the Coronation of the 
Virgin by the Trinity was commissioned in 1453 to adorn 
the altar of the funerary chapel of pope Innocent VI at the 
charterhouse of Villeneuve-lès-Avignon. The painting is famous 
for its extraordinary contract which listed, over 26 lengthy 
articles, the many elements of a vast visual program—a 
potent example of prescriptive patronage. Most accounts of 
the altarpiece have focused on the presumed oddity of its 
depiction of the Trinity, linking it to the doctrinal debates of 
the Council of Florence-Ferrara. This paper will move away 
from this interpretation and look at Quarton’s sprawling 
imagery in the light of Bridget of Sweden’s writings. It will be 
shown that this visionary source would have been especially 
relevant to the Carthusians, for the order was keen on visionary 
literature and experience. This visionary thread was especially 
acute in Villeneuve, as the charterhouse’s foundation was 
prompted by a vision of heaven, purgatory, and hell. It will be 
argued that Quarton’s altarpiece, intended for the chapel of 
the monastery’s founder, directly referenced and celebrated 
the charterhouse’s origin story, ultimately showing how the 
painting’s Carthusian patronage and audience fundamentally 
shaped its imagery. 
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Ladies’ Auxiliary of the Lower East Side: Post-Punk Feminisms
Maria Elena Buszek, University of Colorado Denver

Scholar Bernard Gendron has compellingly argued that 
rock music took over the avant-garde in the 1970s, crossing 
the era’s art/music and high/low divides after decades of 
“aggressive struggles on the part of popular culture for cultural 
empowerment.” To Gendron’s history of this moment, I propose 
that these struggles often sprang from the era’s civil rights, 
feminist, and queer movements, which by the late 1970s 
sought new ways to reach broader audiences and to critique 
the myopia or elitism of these movements’ earlier iterations. 
The post-punk and “No Wave” culture that emerged from New 
York’s Lower East Side is rife with examples. Venues like Club 
57 and the Mudd Club and galleries like Fun, Gracie Mansion, 
and Artists Space all hosted exhibitions, concerts, and DJs, 
and popular music was emerging as its own radical genre 
of art. Women were integral to these scenes—indeed, each 
one of these spaces were co-founded or run by women, and 
instigated new directions for feminist performance art. This 
presentation will focus upon the work of women artists to 
emerge from New York’s “Downtown Scene,” in which music 
mixed with visual art and feminist politics in the work of artists 
like Ann Magnuson and Nan Goldin, and groups like Pulsallama 
and DISBAND, and explore ways in which their activism has 
continued in the 21st century. 

Making the Invisible Visible: Performing the (Dis)abled Bodymind
MaryGrace Bernard, University of Denver

This project is a composite of artists and scholars both as 
performers and writers. It is an attempt to recognize invisible 
bodyminds through a conversation with artists within the (dis)
ability community who expose their own (dis)abled bodyminds 
to the public. The argument is my interpretation for why 
performance art is a powerful medium for artists who identify 
as (dis)abled. While focusing on performances by Carolyn 
Lazard and myself, this project focuses on topics of care 
and dependency in conjunction with the theoretical terms: 
bodymind, (dis)ability, and crip time. How do these (dis)abled 
artists incorporate care and dependency in performance? 
In addition, via an analysis of writings and interviews with 
Constantina Zavitsanos and Park McArthur, I ask: How can 
the above terms help us better understand the care and 
dependency involved in the private realm of (dis)ability? And, 
how does the realm of (dis)ability expand to the public and 
confront the political via performance? Because I approach 
this essay though a lens of multiplicity, I intend to break down 
binaries such as normal and abnormal, abled and disabled, 
mind and body, etc. Discussing contemporary art through this 
lens is crucial, especially when discussing (dis)abled artists 
and their artworks, where art is fragmented, contingent, and 
intersectional. Finally, since bodyminds are always in relation 
to other bodyminds, I pay particular attention to participatory 
performance and the gestural exchange between performer 
and viewer. I explore the relationship between bodyminds 
further through my own performance where pain is exhibited 
as a necessary form of self-care. 

Performance and Protest: Directions in Contemporary 
Spaces
Chair: Kathleen Wentrack, Queensborough Community College, City 
University of New York

This panel aims to interrogate the intersection between art and 
protest and the ways in which visual presentations of ideals are 
created and shared. The Whitney Museum of American Art has 
worked to present images of protest in their ongoing exhibition 
An Incomplete History of Protest that “looks at how artists from 
the 1940s to the present have confronted the political and social 
issues of their day.” While much has been gained since the heady 
days of 1960s protests, feminist arts, art histories, curatorial 
practices, and models of critique remain necessary and urgent. 
Dialogue on these activities informs our perspective on the struggle 
many endure in the absence of equality and in the presence of 
patriarchal authority. Therefore, this panel will investigate the 
crucial role of current art practices and contemporary protest 
activities to engage our collective future. What are the compelling 
questions being addressed today? In what ways is art production 
creating new narratives, challenging hierarchies of knowledge, or 
playing with boundaries to forge new relationships? Presentations 
include but are not limited to models serving as acts of resistance, 
local practices informing cross-cultural understanding, feminism 
expanding pedagogies, or the support of social issues on human 
rights and connections to artistic production. In addition, the panel 
aims to explore how challenges from/by the LGBTQIA communities, 
disabled, people of color, immigrants, and economically 
disadvantaged are intertwined with issues of protest.

Citizen Performer: Participatory Performance Art in 
Postrevolution Tunisia
Anne Marie Butler, State University of New York at Buffalo

This paper presents two performances from post-revolution 
Tunisia that use participatory performance as a strategy 
for political engagement. The performances, Horr 1 (Free 
1) (2011) and Sous mon drapeau (Under my flag) (2012) are 
contextualized by the uprisings known as the Arab Spring that 
unfolded across the Middle East North Africa region in 2011. 
The performances do not merely memorialize post-revolution 
moments, instead they embody the Tunisian revolution by 
prioritizing citizen-bodies as agents of change, while also 
indicating a new direction for Tunisian contemporary art, that 
of bodily, participatory works. Performance art is arguably 
the medium with the closest relationship to protest; both 
protest and performance explicitly involve the body in action. 
Here, each performance recuperates and extends a particular 
political action, undertaken by Tunisian citizens, and related 
to the 2011 revolution; Horr 1 amplifies the locale of a series 
of sit-ins while Sous mon drapeau creates solidarity with a 
young protester. The performances are indicative of a shifting 
political context characterized by the emergence of new 
methods of artistic engagement. Specifically, the deregulation 
of Tunisian public space contributed to the development of 
public performance art as a medium in contemporary Tunisian 
art, inciting a new relationship between Tunisian bodies and 
public spaces. 
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Creativity of Practice in Performance Art in Africa
Massa Lemu

While critical and art historical writing predominantly uses 
Western aesthetic and theoretical frameworks to study 
contemporary African performance art, some African artists 
on the continent have insisted that, rather than drawing from 
foreign influences, their practices are shaped by everyday life 
which is itself permeated by performance. These artists have 
categorically stated that they do not want their works studied 
through imported theories which obscure their practices. 
Therefore, what does it mean to continually read African art 
through foreign epistemic frameworks? If it can be argued 
that these frameworks obscure and perpetually lock African 
art practices in an epistemological colonial matrix subservient 
to the West, through which lenses should this work be 
analyzed? While pondering these questions, I employ Achille 
Mbembe’s concept of creativity of practice, i.e. “ways in which 
societies compose and invent themselves in the present,” 
to demonstrate how subjectivities in Africa performatively 
rewrite their histories, and to show how contemporary African 
performance artists such as Jelili Atiku, Gugulective, and iQhiya 
engage a performative, subject-forming decolonial aesthetic 
rooted in and shaped by their lived experiences. 

Performance Art: Making not Faking
Robert Derr

Performance art is now considered conventional, but is it? 
Recently, Megan O’Grady wrote in the New York Times, “Now 
that most mainstream institutions have dedicated departments 
for performance, it’s easy to forget that just a decade ago, 
it was more of a fringe curiosity relegated to the realm of 
experimental theater.” Actually, very few national higher 
learning institutions offer it as a dedicated program of study 
outside of theatre and drama. Many professors at some of the 
nation’s most prestigious institutions teach performance art 
through the outlet of traditional mediums. Could it be the ethics 
of aesthetics, lack of a conventionally commodified object, 
often times radical treatment of the body, and/or the tediously 
complex analysis of this art that bars it from curricula? In 1952, 
Harold Rosenberg declared artists are free to perform. This 
assertion paved the way for postwar artists and led a surge of 
happenings in the late 1950s and 1960s. The 1970s feminist 
movement furthered performance as integral to the visual. 
Since, there has been worldwide upsurge in performance 
art. The influential artists and scholars of this panel seek 
to examine this constantly evolving practice that escapes 
definition. Requiring broad frameworks, is performance art 
too defiant for academia? Does performance art transcend 
academia’s need for predictably linear summarizations? 

Art in Odd Places (AiOP)
Ed Woodham, Art in Odd Places Festival

The mission of Art in Odd Places (AiOP) is to engage and 
activate the everyday places in our lives. In creative, 
unexpected, and sometimes unusual ways we claim our 
shared rights to public spaces, while also making sure to 
question, subvert, and occasionally shake-up the sociopolitical 
status quo that regulates it. The sites that may look empty, 
vacant or just plain ordinary, yet they hold the extraordinary 
possibility for us to collectively imagine change or perhaps 
even change the ways in which we imagine. Regardless of 
our economic status, our race, our gender, our persuasion, or 
our viewpoints—civic space is all ours. After many months of 

Sit In/Walk Out: Using the Academic Institution as a Site to 
Practice Nonviolent Resistance Strategies
Allyson Packer, Independent Scholar

This paper examines Sit In/Walk Out, a project the author 
developed in collaboration with students in New Mexico in 
2017 to study and practice strategies for nonviolent resistance 
and is traveling to Montgomery College in Rockville, MD in 
2018. The project begins with students studying and learning 
to identify the aesthetic and performative strategies used 
in historic and contemporary resistance movements, while 
completing independent research on artists who have adopted 
these strategies in their work. Students then complete a 
series of collaborative performances and installations in 
which they choose to practice one of these strategies. In the 
past, students have explored guerrilla projection, durational 
performance in public spaces, sound and vocal performances, 
and interventions in media and signage. Their work culminates 
in an exhibition that looks to occupations as a model for using 
the gallery space. During the exhibition, the gallery is kept 
continually activated with extended open hours. In addition 
to displaying documentation of student work, it becomes a 
platform for student-led performances and presentations, while 
hosting meals, pop-up workshops, and informal gatherings. 
The objective of Sit In/Walk Out is to use the academic 
institution as a point of entry for students to heighten their 
critical awareness of their role and agency within larger 
social systems. By using resistance strategies in their creative 
practices, it also becomes clear the creative problem-solving 
skills they have honed in their studio classes are not only 
applicable, but are in fact, urgently needed to recognize and 
resist violent and oppressive forces. 

Performance Art: Making not Faking
Chair: Robert Derr

Performance art is now considered conventional, but is it? 
Recently, Megan O’Grady wrote in the New York Times, “Now that 
most mainstream institutions have dedicated departments for 
performance, it’s easy to forget that just a decade ago, it was more 
of a fringe curiosity relegated to the realm of experimental theater.” 
Actually, very few national higher learning institutions offer it as a 
dedicated program of study outside of theatre and drama. Many 
professors at some of the nation’s most prestigious institutions 
teach performance art through the outlet of traditional mediums. 
Could it be the ethics of aesthetics, lack of a conventionally 
commodified object, often radical treatment of the body, and/
or the tediously complex analysis of this art that bars it from 
curricula? In 1952, Harold Rosenberg declared artists are free to 
perform. This assertion paved the way for postwar artists and led 
a surge of happenings in the late 1950s and 1960s. The 1970s 
feminist movement furthered performance as integral to the visual. 
Since, there has been worldwide upsurge in performance art. The 
influential artists and scholars of this panel seek to examine this 
constantly evolving practice that escapes definition. Requiring 
broad frameworks, is performance art too defiant for academia? 
Does performance art transcend academia’s need for predictably 
linear summarizations?
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Perimeter, Periphery, and Partition: Exploring 
Boundaries in Ancient Gardens and Landscapes
Chairs: Victoria Austen-Perry, King’s College London;  
Kaja Tally-Schumacher, Cornell University
Discussant: Bettina Bergmann, Mount Holyoke College 

Gardens and landscapes are bounded spaces, framed by real and 
semiotic walls or boundaries (Spencer 2010, 5), which we tend 
to read “inwards” from the perspective of their edges (Benjamin 
1985, 78). They are not raw, unmediated, or unconsidered spaces; 
instead, there is “artfulness” in their cultivated construction. Yet, 
at the same time, gardens and landscapes also connect us to the 
world “out there” (Bender 2006, 303). The plants and animals 
within them represent nature’s eternal nomadic status, in the form 
of airborne seeds, migratory species, or imported luxury objects. 
As cultural products linked to time and memory, gardens and 
landscapes also afford multivalent interpretations and transform 
the physical space into a medium through which something other 
than superficial reality can be seen. This panel seeks to bring 
together scholars to interrogate the notion of boundedness as 
a key characteristic of gardens and landscapes and explore the 
perception of these spaces, both physically and metaphysically, 
in response to their limits. Considering the ideas of perimeter, 
periphery, and partition in real, imagined, and represented sites, 
our panelists will explore how gardens and landscapes are defined 
by, reinforce, or mitigate boundaries; how they serve to deconstruct 
boundaries; and/or the implications of physical and conceptual 
movements across boundaries.

Gardens, Families, and Boundaries: The Ara Pacis Augustae and 
the Tomb of Patron in Rome
Rachel Foulk, Ferris State University

Inside the tomb of a doctor named Patron located outside the 
walls of Rome are fresco paintings depicting a sacred grove 
teeming with wildlife. A frieze above represents Patron’s wife 
and children walking through the woods in procession. An 
epigraph, written in the first person, tells us that Patron sought 
to create a paradisaical garden in his tomb complete with trees 
and “magnificent fruit.” The intention is that Patron’s living 
progeny will continue to thrive like the verdant grove that 
“grows” in his tomb. This tomb with its fictive garden paintings 
demarcating an actual building, likely itself surrounded by a 
garden, reveals the complex ways in which garden imagery 
marks both physical and metaphysical boundaries in the 
Roman world. This paper explores how the Romans used 
garden imagery to mark the physical boundary of sacred 
space and to commemorate generations of family by eliding 
boundaries of time. I suggest that the Ara Pacis Augustae, 
a public altar dedicated to peace in 9 BCE, influenced the 
imagery of Patron’s tomb, which was built shortly thereafter. 
The walls of both monuments are decorated with a 
combination of familial and botanical imagery. Representations 
of thriving gardens and landscapes on these monuments 
evoke the regenerative powers of nature and express hope 
for longevity of Roman families. While these garden pictures 
appear on clearly delimited spaces, their symbolic meaning of 
growth beyond the boundaries of time attests to their flexibility 
in being able to (de)construct conceptual boundaries and to 
celebrate the growing prosperity of Rome. 

speaking with Chalottesville community leaders and residents, 
it occurred to me that the traditional blueprint of AiOP needed 
to be redrawn. Art in Odd Places 2018: MATTER Charlottesville 
was an opportunity to expand the timeline of “now” to include 
the “then” markers: all the innovative, relevant and creative 
work that had already been a part of the community long 
before and leading up to this encounter with AiOP—and that 
would continue long after we left. 

Archiving Performance in an Academic Setting: The Case of 
Franklin Furnace
Evan Robert Neely, Pratt Institute; Martha Wilson, Franklin Furnace 
Archive, Inc.

My contribution will look at the incorporation of Franklin 
Furnace’s performance archive into the academic setting of Pratt 
Institute in Brooklyn, New York, in order to situate the practice 
of teaching the history of such an ephemeral medium. As well, I 
will discuss the results of the pedagogically based interrogations 
I have been making with Martha Wilson of the shifting 
relationships between script and enactment in performance at 
two transformative moments in its history: the late 1970s, when 
Franklin Furnace was founded, which saw the beginnings of 
the shift from performance styles that deemphasized script and 
documentation in favor of direct experience to the newer styles 
affiliated with postmodernism that engaged with the simulacral 
experience of contemporary media by directly employing its 
methods; and the late 1990s, when Franklin Furnace began 
digitizing its archive and performance artists began to find uses 
for electronic media not only for the purposes of documentation, 
but for installation in staged performances and as a medium of 
performance in and of itself. 

Performance Art: An Ephemeral Art Form
Deborah Oliver

Performance art: an ephemeral art where the primary material 
is the body in time and space. To define performance art is 
antithetical to the spirit of the art form, which undergoes a 
constant process of rejecting its own conventions. Performance 
art pushes the boundaries of traditional art forms and 
continually crosses the lines between disciplines. It is this very 
nature of performance that puts stress on the foundations 
of academia and makes it difficult to embrace it on equal 
footing with traditional art-making practices such as painting, 
drawing, photography, and sculpture, which are offered in 
most art departments. I have been teaching performance 
art for the past 20 years to undergraduates at the UCI Art 
Department every quarter, not just as a once-a-year offering. 
This is an anomaly in academia. It is my belief that because 
there are a handful of academic institutions that have included 
performance art into their pedagogical approach to curriculum 
development and educational practice, there is hope that 
performance art can grow to be an important genre offered 
at many art schools. As museums, galleries, art dealers, and 
art fairs continue to include performance in their collections 
and public programming, it is only a matter of time before 
academia realizes that this living, breathing art form is now 
accepted as a mainstay in the canon of traditional art-making 
practice. Performance is no longer the outlier; performance is 
the embodiment of public engagement, community building, 
and live art-making practice. 
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examples of open garden space can be found in Roman villae, 
where some gardens are surrounding the buildings. The 
Greek garden seems to anomaly: a garden does appear to be 
very common aspect in the Greek house. The openness and 
closeness of the garden space is a varying element. This paper 
seeks to place the location of the garden in its sociopolitical 
context. Its hypothesis is that the location of the garden reflects 
the political and social situation of the society, in particular 
its stability and security. The openness of a garden was made 
possible by peace and a stable society. The paper will explore 
the sociopolitical circumstances of the geographical areas, 
where open and close gardens are situated. Other factors, 
such as the function of the gardens (e.g. pleasure or utilitarian 
gardens) are taken in consideration in the analysis. The 
time span is broad, ranging from 2000 BCE to 800 CE. The 
geographical focus is on the Mediterranean world. The results 
will reveal whether sociopolitical environment influenced the 
garden design. 

Photography, Myth, and Architecture
Chair: Federica Soletta
Discussant: Peter Sealy, University of Toronto 

The association between architecture and photography has been 
fundamental since the invention of the medium: photographs 
documented far away architecture, new constructions, and 
urban transformations. In its documentary function, photography 
transformed the object, distant in time and space, into an ever-
present one. On the one hand, to the Western eye, photography 
unveiled the temples of Angkor, the adobe of Timbuktu, or the 
monuments of India, tempering their mythic aura. Looking at 
it through the lens of Honoré de Balzac’s suggestive theory, 
photography possibly “removed the layers” of myth from 
the photographed object (Nadar, 1900). On the other hand, 
photography reinforced and even created national myths and 
revivals through the photographic collections of gothic cathedrals, 
classic architecture, and new constructions and infrastructures. 
Myths, in the words of Roland Barthes, hide nothing and flaunt 
nothing: they distort. In this increasing photographic revelation of 
the world, circulating through popular and academic platforms, 
how did photography create, maintain, or destroy the mythic 
quality of architecture? How, from the mid-19th century to today, 
did the myth of photography distort the reality and the imaginary 
of the architectural discourse? This session features papers that 
engage with the relationship between myth and the photography 
of architecture, broadly defined. Its principal aim is to explore the 
instrumental agency of photography in the creation and destruction 
of myths in architectural representation and to understand how 
such agency shapes the relations among photography, truth, 
imagination, and architectural narrative.

Photographs of Portable Bridges
Sean Weiss, City College of New York, City University of New York

This paper probes a mythology of architectural photography in 
late-19th-century France. This mythology rests on photographs 
of portable bridges, a novel French bridge type, whose steel 
members could be quickly assembled and disassembled 
for temporary passage across damaged bridges. Portable 
bridges were developed after the Franco-Prussian War of 
1870–1871, when the French military hastily destroyed a 
number of bridges crossing the Seine River in an unsuccessful 
ploy to stop German troops from reaching Paris. This event, 

Blurred Lines: Framing Garden Spaces at Villa A at Oplontis
Victoria Austen-Perry, King’s College London

Villa A at Oplontis, one of the key archaeological sites buried 
by the Vesuvian eruption of 79 AD, is located just north of 
Pompeii in the modern town of Torre Annunziata. Here, we 
find an unprecedented amount of garden spaces for a single 
villa complex, coupled with an extensive collection of wall 
paintings featuring either garden scenes or representations 
of plants and flowers. The combination of the scale of Villa A, 
its unique preservation, and the authority’s decision to leave 
such paintings in situ allows us to make observations rarely 
possible elsewhere about multimedia environments created 
by the Romans in their own land (Bergmann 2002). This paper 
explores the multimedia environment of Villa A through a 
critical analysis of garden spaces and views. My analysis will 
move between two ways a visitor can encounter garden space 
as part of the Oplontis complex—seeing an actual garden from 
the vistas embedded in the villa, and seeing virtual gardens 
painted on the wall—and I will examine how the layering of 
boundary elements creates various framing effects which, in 
turn, affect our perception. Using a series of connected spaces 
centered on room 69, my discussion will consider how visitors 
to the villa are faced with multiple interpretations of the garden 
boundary within the complex as a whole and, sometimes, 
even with a single space; and I will demonstrate how the 
construction and orientation of garden spaces and paintings 
within the villa are purposefully designed to challenge our 
perspective again and again. 

A Spectrum of Life: Exploring Blurred Boundaries in Human and 
Plant Bodies in Roman Gardens
Kaja Tally-Schumacher, Cornell University

In our anthropocentric view, plants are “things” that are 
distinctly different from “us.” At best they are passive, living 
beings lacking perception, communication, and locomotion—
an idea that is rooted in Aristotelian thinking. But the 
perceived strict separation between us and plants is proving 
to be incorrect as scholars look more closely at the topic. 
Over the last five years, research on plant communication, 
intelligence, and perception has proliferated, leading to the 
discovery of “tree talk,” plant warfare, plant pain perceptions, 
and even certain plants’ ability to count. The deconstruction 
of the partition between us and plants in contemporary 
discourse provides a much-needed lens through which we 
may reexamine Roman ontological conceptions of human and 
plant bodies. Despite the large body of Greek and Roman 
descriptions of plants as human-like and humans as plant-
like, Roman gardens have largely been studied as passive, 
inanimate backdrops of anthropocentric activities. This paper 
seeks to interrogate the partition between us and plant-thing, 
exploring the highly permeable boundary between human and 
plant bodies. 

Hortus conclusus: Ancient gardens in Their Sociopolitical context
Samuli Simelius, University of Helsinki

Our view of a domestic garden in the ancient world is in 
one aspect significantly different from our view of a modern 
domestic garden. In a modern house, the garden is usually 
surrounding the house, while in ancient context the garden 
is surrounded by the house, and physically or visually not 
accessible outside the dwelling. A classic example is the 
Roman domus, but a closed garden appears already in our 
sources of ancient Egypt and Near Eastern Empires. Other 
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complicit. Constituting a comprehensive survey of late- and 
post-modern architecture over the previous two decades, the 
buildings on display in Transformations were represented 
exclusively through some 406 photographs of built work, 
arrayed to form a visual wallpaper that enveloped visitors in a 
field of repetitive black-and-white images. A darkened room 
within this space displayed luminous backlit color photographs 
of mirror-glass buildings, chosen to capture the shimmering, 
immaterial effects of late-modernism in which, in Drexler’s 
words, “buildings have only a half-life as buildings…Their 
authentic existence is as photographs.” This paper explores 
the visual logic of Transformations as the reflection of a 
cultural moment in which the legacy of the prewar architectural 
avant-garde was understood to have collapsed for good. 
Through curatorial strategies of multiplication, repetition, and 
flattening, I argue, Drexler offered new hierarchies of judgment 
and valuation through the selection and juxtaposition of the 
photographs on display. In refusing to engage with the modes 
of validation that had marked the Museum’s complicity with 
the economy of architectural production over the previous 
50 years, Transformations challenged the avant-garde 
mythologies of modernism’s origins and allowed its attendant 
crises of representation and classification by the end of the 
1970s to become visible. 

Timbuktu: Photographing the Myth and its Architecture
Giulia Paoletti, University of Virginia

Timbuktu is one of the world’s cities that has remained a 
mythical place in the Western imagination as well as that of 
Africans. Since it became a permanent settlement in the 12th 
century, Timbuktu flourished as a result of the trans-Saharan 
trade and the expansion of the Ancient Mali Empire in the 
14th century. With its distinctive adobe architecture and its 
numerous Islamic universities, the city became one of the 
continent’s most important urban, scholarly, and commercial 
centers described by travelers as early as the 1350s. Despite 
the abundant oral and written sources that have made 
Timbuktu renown across the world, this city has rarely—and 
only recently—been visually represented. In looking at some 
of the earliest maps, drawings, engravings, and photographs, 
I will ask: what does it mean to depict and photograph a 
city like Timbuktu? How do we interpret historical images 
of a built environment that, in contrast with more canonical 
architectonic structures, is composed of adobe and therefore 
in constant transformation? In studying this internal tension, 
that of Timbuktu’s mythology and (in)visibility, I will trace the 
city visual genealogy, from its initial invisibility to its optical 
revelation passing through its visual wonder, deception and 
commodification. In these representations, where do the 
documentary and the imaginary meet? 

Picturing and Performing Martial Masculinities
Chairs: Chassica Kirchhoff, The Metropolitan Museum of Art; Sean 
Kramer, University of Michigan

Martial subjects, bellicose contexts of creation, or military functions 
often generate artworks that invite novel considerations of the 
ways that masculinity can be constructed, performed, and critiqued. 
We consider masculinity in a broad sense as referring to sets of 
performances and ideologies, which coalesce into conceptions of 
individual and corporate identity. The military plays a major role in 
formulating those conceptions both within its ranks and in culture 

coupled with the grueling process of rebuilding the bridges 
after the war, led French military engineers to realize the 
benefits of being able to rapidly assemble and disassemble 
bridges as part of their military strategy. After French military 
engineers first developed portable railroad bridges in the 
late 1870s, engineers and steel manufacturers subsequently 
created a number of variations to facilitate vehicular and 
pedestrian passage. Portable bridges soon gained broader 
applications and were exported to French North Africa and 
Indochina to help tame, conquer, and explore exotic colonial 
territories. French military and civil engineers, along with steel 
manufacturers, commissioned photographs to create a visual 
taxonomy of different portable bridge types and show their 
operation. These photographs held a particular agency: the 
images were uniquely capable of visualizing, rescaling, and 
reassembling these ephemeral structures for wider audiences. 
As the photographs circulated among engineers and the 
public, they transformed a failed defensive wartime tactic into 
a mythology of architectural photography that emerged at the 
nexus of French technical ingenuity, military savvy, and colonial 
power. 

A City of Forests, Webs, and Veins: Infrastructure and the 
Mythical Biology of Kowloon Walled City
Carrie Cushman, The Davis Museum at Wellesley College

Sewage pipes and hoses bundled together like veins, forests 
of antennas sprouting up from rooftops, elaborate webs of 
electrical wiring, and layers of off-kilter alleyways—these are 
some of the most provocative and frequently reproduced 
images from the Japanese photographer Miyamoto 
Ryūji’s 1988 photobook, Kowloon Walled City. Miyamoto’s 
photographs of infrastructure run amok in this notorious, 
self-governed Hong Kong slum have been used by urban 
planners to theorize alternative approaches to development, 
by science-fiction writers to fantasize about the conditions 
of the future city, and in travelogues that celebrate Hong 
Kong as a city of organized chaos. In focusing his lens on 
infrastructure rather than the Walled City’s human population, 
Miyamoto’s photographs at once shatter the myth of Kowloon 
as a crime-ridden den of vice, while also setting the stage for 
its fetishization as an alternative model of urbanization. What 
happens when infrastructure is detached from its original 
function via its representation in photographs? How can 
infrastructure-as-image come to represent a population, create 
new urban imaginaries, or define alternate ways of being 
in the world? This paper traces how entrenched biological 
metaphors for infrastructure make its material compositions 
amenable to narratives of human resilience, creativity, and 
agency. The historical and visual analysis of Miyamoto’s prolific 
photographs of Kowloon in the final years before its demolition 
reveals how the visual affect of infrastructure operates on 
diverse actors who continue to speak for the Walled City’s 
former population and condition its existence. 

Mirrors of Our Time: Photography and the Late Myths of 
Modernism in Arthur Drexler’s “Transformations in Modern 
Architecture,” 1979
Michael Kubo, University of Houston

In responding to criticism of Transformations in Modern 
Architecture, the retrospective of contemporary architecture 
held at the Museum of Modern Art in 1979, curator Arthur 
Drexler declared his refusal to promote the myths of modernist 
originality with which the Museum had historically been 
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in Japanese culture that had occurred before the onset of 
modernization. In particular, the juxtaposition of identities and 
artistic techniques in his work calls attention to how modes of 
masculinity were often situational rather than obligatory. In so 
doing, Yokoyama’s work stages a poignant satire of modern 
Japan’s two-timing engagement with the legacy of samurai 
culture, whose martial values, homosociality, and averment of 
same-sex desire were simultaneously mortified and resurrected 
in political rhetoric and visual culture. Taken together, this 
paper argues against the reading of Yokoyama’s work as 
merely a caricature of past customs, but a metaphorical ground 
upon which competing ideas of nation, cultural memory, and 
subjectivity were negotiated. 

Epauletted Irreverence: Bolívar, Washington, and Cold War Culture
Delia Solomons, Institute of Fine Arts, New York University

In her sculpture The Generals (1961–62), Marisol (1930–2016) 
presents George Washington and Simón Bolívar—the two 
iconic patriarchs of North and South American independence—
as awkward companions seated together on a single wooden 
horse. With detailed epauletted pomp, homoerotic allusions, 
toylike construction, a military march sound component, and 
a lewd gesture (Bolívar gives us the finger), the sculpture 
critiques a slew of interrelated cultural norms propagated (and 
in some cases even policed) in the 1950s and early 1960s. Her 
military figures incite viewers to reconsider heteronormative 
masculinity, soldier and cowboy as armed national firmament, 
and equestrian monuments as bombastic patriotic expressions. 
While other Pop artists like Roy Lichtenstein, Andy Warhol, 
and Tom Wesselman depicted George Washington in their 
examinations of America, they typically portrayed him as 
statesman rather than general. In contrast, as an artist born 
in Paris to Venezuelan parents and working in New York since 
the 1950s, Marisol invoked a uniformed George Washington 
to consider not purely domestic issues, but also the United 
States’ role within the western hemisphere. By freezing Bolívar 
and Washington in a stilted, awkward cohabitation, Marisol 
reflected upon the hemisphere’s Cold War tensions, its amped-
up militaristic rhetoric, and the pervasive fear of imminent 
nuclear annihilation surrounding the Bay of Pigs and the Cuban 
Missile Crisis. 

Plasticene: Material and Conceptual “Plastics” in the 
Practice, History, and Conservation of Art
Chairs: Emily Verla Bovino; Roksana Filipowska
Discussant: Spyros Papapetros, Princeton University 

The “Anthropocene” describes a geological epoch of human 
impact on Earth’s ecosystems. The “Plasticene” focuses attention 
on the effect of material plastics on biosystems in the “Plastic 
Age.” This panel explores interactions between material and 
conceptual “plastics” in the practice, history, and philosophy of 
art, and in the afterlife of art-in-conservation. The term “plastic” is 
prominent in the history of art. Its etymology traces to the Greek 
plastikos, meaning “able to be molded or shaped.” It was used by 
Renaissance humanists to define anthropos (human) as “shaper 
and fashioner of itself” (plastes et fictor). In 17th-century English 
philosophy, the adjective plastic qualified “nature” to describe 
sentience in inanimate matter. Lesser known uses include the 
relationship between positive and negative space, and the agency 
of the object over the subject in the artistic act. The “plastic arts” is 
famously imprecise, employed interchangeably with “fine arts” or 

at large. Images with martial subject matter or objects of martial 
material culture traverse disciplinary and cultural divisions as 
well as historical moments. This panel will interrogate the visual, 
performative, and ideological roles of masculinity in art and culture 
that engage with armies and warfare. Avenues of inquiry may 
include, but are not limited to, the following questions: How do 
militaries (re)construct the concepts of self and nation; how are 
these reconstructions visualized and inflected by militarism and 
nationalism? How does visual culture construct, engage with, or 
critique ideals of martial masculinity? How do issues of violence 
versus sociability complicate the construction of masculine 
identities? How do uniforms and/or other forms of military costume 
negotiate masculine identities?

(In)visible Bodies and Battles: Masculinity and Military Patterns 
of the Upper Missouri
Kimberly Minor, University of Oklahoma

One of two surviving bison robes painted by Mato Tope 
(Mandan) in 1834 demonstrates his martial accomplishments in 
eight vignettes suggesting the contemplation, acceptance, and 
mediation of violence that marked indigenous men’s clothing 
of the Northern Plains. Arrows soaring through the air and rifles 
discharging ammunition create a cacophonous atmosphere 
as ritualistic activities and local histories rotate around large 
concentric circles centered in the painting. Stylized eagle 
feathers fan outwards from the larger concentric circles 
referencing a sunburst pattern of feathered war bonnets. 
Mato Tope’s representation of multiple conflicts coalesce into 
a singular field of violence suggesting an unambiguous scene 
of martial events. The accumulation of war honors increased 
social status and painted robes served as a visible accolade 
for the men who had played heroic roles in their community. 
Traits associated with warfare included ferocity, keen strategy 
abilities, and bravery in battle but these qualities have overly 
emphasized the role(s) of an indigenous warrior. These 
connotations continue the warrior stereotype and perpetuate 
a direct association with violence rather than promote that 
these intense actions were guided by a set of ritual knowledge 
that defined the art of warfare. Visible enemies, disembodied 
heads, and unseen foes attempt to ensnare Mato Tope as he 
confronts each figure. Their physical presence or otherworldly 
interaction transforms each vignette into a negotiated space 
for spiritual action. Mato Tope’s representation of war becomes 
a performance of reconciliation, an avenue to mitigate spiritual 
contact with the past, and a way to renew current familial 
connections. 

Two-Timing Masculinity: Performing Martial Ideals in the Double 
Portrait of Yokoyama Matsusaburō
Chun Wa Chan, University of Hong Kong

In 1882, Yokoyama Matsusaburō (1838–84) created a 
puzzling image of a man in Western military garb holding a 
hand-colored photography of a young samurai. Against the 
backdrop of Meiji modernization, Yokoyama’s work appears to 
resonate with the government campaign in eradicating past 
customs such as samurai culture that were fetishized as the 
shorthand for the “barbaric” Japan in souvenir photography 
consumed by foreigners. Yet a close examination of the image 
in relation to Yokoyama’s oeuvre and writings suggests an 
alternative reading that operates beyond the trite East/West 
and tradition/modernity dichotomies. Rather than pitting one 
form of masculine ideal against another, Yokoyama’s work 
contemplates the performativity of martial masculinities 
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Hesse’s work with fabricators is rarely included in narratives 
of American artists turning to industrial partners and models in 
the 1960s and 1970s. Previous scholarship on Hesse instead 
often privileges the artist’s mythology and bodily presence in 
discussions of her works, without distinguishing her unusual 
approach to fabrication. In this talk, I argue for the significance 
of these collaborations, particularly Hesse’s work with Aegis 
Reinforced Plastics, and carefully consider the Fiberglas works 
in Chain Polymers to understand the artist’s declaration of 
plastics in 1968. 

“Plastic Values” in Hanne Darboven’s Kulturgeschichte 1880–
1983 (Cultural History 1880–1983, 1980–83)
Emily Verla Bovino

In a 2015 interview, artist Lawrence Weiner was asked about 
the reaction of his friend, conceptualist Hanne Darboven, 
to the feminist movement: “I would have wished that she 
had permitted herself to...play along with the gender game. 
But she apparently didn’t know how.” Weiner’s statement 
illuminates two interconnected issues in Darboven’s projects: 
corporealization (body-object exchange) and processes of 
substantiation (history as a construction of visual evidence 
animated by interactions between objects and bodies). These 
issues constitute the “plastic values” Darboven explores in her 
practice. Darboven’s retrospective installation Kulturgeschichte 
1880–1983 (Cultural History 1880–1983, 1980–83) directly 
references the term “plastic” as it is used in artist-writings and 
everyday contexts. It also alludes to the concept’s importance 
in the 20th century through the found images and objects the 
installation includes and the structuring principles it stages. 
Sexuality in Darboven’s work is “plastic.” While Darboven’s 
contemporaries explored gender identity through sexuality and 
corporeal form, Darboven deconstructed gender through its 
structuring elements: domesticity, administration, animality, 
and reproduction. Working with aggregation and architecture, 
Darboven gathered objects in her family home, expanding 
it with a specially designed addition (the Tower); in this way, 
“sculpture-objects” emerged for use in her installations. 
Regular interaction with domesticated “companion” goats 
ordered the rhythm of her days as she worked to transcribe 
texts and sort through drawings. Darboven reworked 
Piet Mondrian’s modernist theorization of the “plastic” as 
extension-creation, using it to play a new kind of “gender 
game” in which sexuality exemplifies the “plastic” as a tensile 
structuring formula. 

Indifferent Plasticities: Michel Houellebecq, Jeff Koons, and the 
Sculpting of Disaffection
Benjamin Dalton, King’s College London

Writer Michel Houellebecq and artist Jeff Koons are thinkers of 
the disaffection of late capitalism. In Houellebecq’s disaffected 
landscapes of the late Anthropocene, all human wonder 
and desire is gone; Koons is known for his reproductions of 
kitsch, mass-produced objects devoid of meaning or affect 
beyond their larger-than-life, glossy exteriors. Through 
Houellebecq’s novel The Map and the Territory (2010), which 
is set in the contemporary corporate art market and imagines 
various fictional encounters with Koons, this paper shows 
how Houellebecq and Koons activate disaffection precisely 
through sculpture and plastic form. In this way, I argue, both 
conceptualize disaffection as “plastic” or as a “plasticity.” The 
paper aligns Houellebecq and Koons with the philosopher 

used to refer to any art that manipulates volume. The decision to 
name polymerics “plastics” changed the concept of the “plastic.” Its 
various derivatives, including “plasticity,” were rethought by artists 
and philosophers; artists working with material plastics contributed 
to this rethinking in underappreciated ways. In her important work 
on plasticity, philosopher Catherine Malabou claims that, in art, 
“plasticity always has positive connotations;” however, the negative 
notion of destructive plasticity, inflexible and unyielding, is indeed 
part of the conceptual and material “plastic” in art. This “plasticene” 
privileges matter in its transmutation and conceptualizes art as a 
complex entanglement between human and nonhuman actors.

Rotting Similitude: Dieter Roth’s Use of Food and Polyvinyl 
Chloride (PVC)
Roksana Filipowska, University of Pennsylvania

Drawing on collaborations with conservators and chemists, 
this paper examines the unprecedented conceptual, 
environmental, and health issues that plastics introduce into 
art. Focusing on Swiss artist Dieter Roth’s use of food items 
and Polyvinyl chloride (PVC) between 1968 and 1970 reveals 
the extent to which plastics have become intertwined with 
human bodies through their proximity to food. Using food 
items, such as chocolate, bananas, and maraschino cherries, 
which exhibit a so-called “inherent vice,” or the tendency of 
ephemeral materials to self-destruct and deteriorate, Roth 
stages a planned obsolescence. Despite Roth’s own embrace 
of obsolescence, his decision to press his edible materials 
into such consumer plastics as PVC sleeves complicates 
his project: the plastics slow down the process of decay, 
allowing museums to store these disappearing artworks. 
This combination of materials now results in a conservation 
nightmare. Today, food and plastic react to one another, fusing 
into new constellations of organic and synthetic matter, and 
give rise to unforeseen coloring and toxic fumes. In addition 
to preserving food, Roth’s PVC artworks contain the lingering 
effects of 1960s consumer plastics. Roth’s combination of 
plastic and food, an especially intimate ephemeral material 
because it is ingested by people, has broader implications 
beyond the gallery because it evokes the proliferation of 
synthetic materials into the domestic sphere. This case study 
reveals that plastics’ material afterlives and toxicity result in the 
contamination of their surroundings, including that of human 
bodies, which raises questions regarding the very object and 
value of their conservation. 

A Plastic Presence in Eva Hesse’s 1968 Chain Polymers
Danielle O’Steen, University of Maryland, College Park

In November 1968, Eva Hesse opened her first solo exhibition 
at the Fischbach Gallery in New York, entitled Chain Polymers. 
The show marked Hesse’s first foray into plastics fabrication, 
represented by four sculptures in Fiberglas in the main space 
of the gallery. The seminal works—Repetition Nineteen III, 
Accretion, Accession III, and Sans II—marked the beginning of 
her collaborations with Aegis Reinforced Plastics in New York. 
Built through casting and layering the raw, pearly-white plastic, 
the sculptures were filled with air bubbles, rough ridges, and 
uneven textures, carrying surfaces that were unexpected for 
Fiberglas production. Expanding the abilities of the material, 
the works proclaimed the arrival of plastics in Hesse’s practice. 
The Fischbach exhibition opened at a time when American 
sculptors were turning to synthetics in great numbers. 
The artworks produced in this period drove a new form of 
innovation, led by the artist rather than the industry. However, 
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the time the project was completed, Dawe and his two Russian 
assistants would paint an astounding total of 329 portraits. 
Arranged in five rows running the full length of the long hall, 
the canvases show some of Russia’s most prestigious men 
in moody, bust-length pictures. Portraits like these have long 
been recognized as serving geopolitical tasks, but the Military 
Gallery also put forward a set of normative assertions about 
masculinity and the role of men in Russian society. It was not a 
neutral space, but one deeply invested in the project of gender 
construction and male-role conditioning. As a public portrait 
gallery, the hall and its contents played a significant role in 
the substantiation of ideals for masculine behavior, fostering 
standards already present in other cultural arenas, but also, as 
this paper will show, disrupting and even transforming notions 
of what it meant to be a man in 19th-century Russia. 

Early 20th-Century Curatorial Strategies to Enhance the Power 
of Portraiture: Ludwig Justi and the National Portrait Gallery in 
Berlin 1913–33
Charlotta Krispinsson, Uppsala University

The emergence of the national portrait gallery as a museum 
phenomenon during the 19th century reflects a broader 
interest in portraiture at the time. The first of its kind was the 
National Portrait Gallery in London. Pivotal to the foundation of 
the gallery in 1856 was historian Thomas Carlyle’s declaration 
that a portrait had put him in contact with the past. In 1913, a 
German National Portrait Gallery was founded as part of the 
larger reorganization of the Nationalgalerie in Berlin. It was 
initiated by director Ludwig Justi, who formulated a curatorial 
plan of how interiors and portraits needed to be arranged 
in order to enhance a visitor’s experience of the portraits 
on display as not just any kind of art but as a face-to-face 
encounter with people from the past. The aim of this paper 
is thus to discuss the history of the National Portrait Gallery 
in Berlin, how portraits were displayed, and differences and 
similarities between the NPG in Berlin and predecessors such 
at the Walhalla in Bavaria and the NPG in London. Following 
W.J.T. Mitchell, who in What do Pictures Want? (2005) 
proposed “the relationality of image and beholder the field 
of investigation,” attention will be on the curatorial strategies 
used in order to enhance the public’s experience of presence 
and encounter in the museum space. 

Hidden in Plain Sight: A Portrait of Gertrude Vanderbilt Whitney
Virginia Badgett, University of California, Santa Barbara

Early 20th-century American painter Robert Henri (1865–1929) 
reflected in his 1923 treatise The Art Spirit, “I regretted there 
was but one of me…if there were two, I could then paint 
both people and the landscape.” Considered the figurehead 
of the “Ashcan Circle,” a group of artists known for social 
realism and gritty depictions of New York City life, Henri’s 
legacy is at odds with the overwhelming number of studio 
portraits, commissioned and non-commissioned, he painted 
throughout his career. This paper reconciles the relationship 
between modern life, art and portraiture in Henri’s paintings by 
examining his most significant commission: the 1916 portrait of 
Gertrude Vanderbilt Whitney (1875–1942), a sculptor as well as 
wealthy American socialite, early patron of American art and 
founder of the Whitney Museum of American Art. The standard 
interpretation of the portrait as an icon of “New Womanhood” 
and beacon of Whitney’s support of American artists 
anachronistically collapses Whitney’s biography and portrait 
into the history of the museum that bears her name, founded 

Catherine Malabou’s work on disaffection and plasticity. 
Malabou’s writings on plasticity show how the neuroplasticity 
of the brain is at once constructive and destruction; whilst the 
plasticity of the brain allows for adaptation and development 
throughout life, this same plasticity came become “destructive 
plasticity” in instances of neuropathology or brain injury. 
Malabou describes the state of “disaffection” displayed 
by patients of cerebral injury, whose brains have incurred 
damage to their affective registers. Strikingly, Malabou likens 
this cerebral disaffection to the disaffection of capitalism, 
drawing parallels between current socioeconomic models 
and the mechanisms of brain injury. Between Houellebecq’s 
writing, Koon’s sculptures, and Malabou’s brain, I explore the 
“plasticity of disaffection,” asking: what should we do with 
our disaffection? If disaffection is plastic, what can we mold or 
sculpt it into? 

Portraits of Power: Legitimacy, Symbolism, and 
Ideology in the Public Portrait Gallery
Chairs: Craig Reynolds, Capitol Square Preservation Council, 
Virginia State Capitol; Emily Gerhold, The College of William and Mary

The compiling of portrait collections and galleries of exemplary 
individuals to act as models for the public has long been a practice 
within the artistic traditions of Europe and the Americas. From 
sculptural images of Roman emperors housed in temples and 
inscribed with their lineages, honors, and achievements, to the 
“Windsor Beauties,” Sir Peter Lely’s portraits of the most celebrated 
English noblewomen of the 1660s, to public portrait memorials 
commissioned to romanticize the Confederacy’s “Lost Cause” myth 
and erected throughout the American South during the Jim Crow 
era, public galleries and portrait collections offer clear lessons 
about the values and traits that were commended at the times 
and in the places they were composed. Recently, the unveiling of 
the portraits of Barack and Michelle Obama has sparked a new 
conversation around the role of the public portrait collection and 
invited consideration of the way that portrait galleries signified—
and continue to signify—national identity, power, status, and 
legitimacy. While the many variations of the portraitive mode are 
well studied, a scholarly examination of the broader act of creating, 
maintaining, propagating, and contextualizing portrait collections 
and galleries is critically missing from the discourse. This session 
addresses aspects of the public display and diffusion of portrait 
collections from the ancient world to the contemporary. Topics for 
exploration include: the gendered nature of portrait galleries; public 
response to the likenesses themselves; the location of portrait 
collections and controlled access; and didactic narratives written to 
accompany portrait galleries.

The Saint Petersburg Military Gallery and the Production of 
Masculinity in Russia
Allison Leigh, University of Louisiana at Lafayette

On Christmas day of 1826, a new gallery of portraits opened 
in a specially designed hall in the Winter Palace of Saint 
Petersburg. This magnificent new room in the tsar’s residence 
was called the Military Gallery and it contained some 200 
portraits of the generals who had fought in Russia’s campaign 
against Napoleon from 1812–1814. The works had been painted 
over the preceding seven years by the British artist George 
Dawe. He had won the commission, according to contemporary 
accounts, by prowling around members of the Russian court 
when Tsar Alexander I was visiting Aix-la-Chapelle in 1818. By 
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assumed and reconstructed as elsewhere. In the course of building 
Brahmanical, Buddhist, and Jaina temples and shrines, figures of the 
divine in human form were incorporated into the fabric of interior and 
exterior stone walls. Monumental and miniature figures were sculpted 
in sets and embedded in niches. Religious perfection and longing 
were portrayed in human form. Yogis, monks, devotees surround 
the gods and teachers in narratives and icons, and portraits of living 
sponsors abound. This panel’s papers explore aspects of figural arts 
as they took shape in Orissa, and responded to and interacted with 
neighboring and local traditions and living patterns.

Lost Books in People’s Hands: Human Figures and Their Books in 
Medieval Odisha
Jinah Kim, Harvard University

King Narasimha I of the Ganga dynasty (r. 1238–1258), who 
ruled the area of present day Odisha in the 13th century, is the 
royal patron of the famed sun temple at Konark, dedicated 
to the sun god Surya. While no textual document survives to 
testify to his patronage, his portraits in stone permanently 
mark his presence at Surya’s feet and on temple walls. 
Predilection for such visual record keeping in stone may 
explain the preponderance of human figures without “labels” 
in medieval Odishan art. Among the unique set of stone 
sculptures depicting Narasimha’s various kingly activities, 
one example show him engaged in a discourse with brahman 
ascetics holding what appears to be palm-leaf manuscripts. 
But no Odishan palm-leaf manuscript from such an early date 
survives. Why doesn’t a palm-leaf manuscript survive from 
Odisha’s many Buddhist centers? A surprising possibility to 
find an example among the surviving Indic manuscript corpus 
emerges from a ca. 12th-century stone stele of bodhisattva 
of compassion, Avalokiteśvara, currently in ritual use under 
a local Hindu priest’s care in northern Odisha. Taking this 
sculpture and its unusual iconography involving a distinctly 
human world as a point of departure, this paper demonstrates 
how taking a human-centered iconographic approach may 
provide a glimpse of how people used their books in medieval 
Odisha: a rich manuscript culture of early medieval Odisha is 
illustrated on temple walls and in stone sculptures. Odishan 
artisans’ ability to capture aspects of human daily life in stone 
opens a window to see these lost books. 

Set in Stone: Sponsor Figures in Orissa, ca. 8th–13th Centuries
Rob Linrothe, Northwestern University

No one is as conscious of the different grades of stone and 
their varying potential to bear detail and polish as sculptors 
and quarrymen. Architectural planners in Orissa calibrated 
stone hardness and color to thematic importance, level of 
detail, human proportions, and finish in Orissan sculptures 
between the ca. 8th and 13th centuries. This is particularly 
apparent in portraits of sponsors of Brahmanical, Buddhist 
and Jaina sculptures. The availability of coarse khondalite to 
temple- and monastery-building sites determined that many 
structures and their associated sculptures largely employed 
that stone. To compensate for its coarseness, the sculptors 
exaggerated the bulk of the human figures and minimized 
details and the length of limbs. At the same sites, the most 
prominent sculptures were assigned to sculptors supplied 
with harder, rarer, and more fine-grained stone such as what 
is locally called “blue muguni.” It is capable of taking as 
high a polish as the chloritoid phyllite used in neighboring 
Bihar and Bengal. In such cases, the sponsor figures more 
closely resemble those from the latter regions, and appear 

years later in 1931. In the portrait Whitney wears vibrantly-
colored trousers and stretches her lean body gracefully across 
a French sofa. Arranging Whitney as a clothed odalisque, 
Henri’s reference to the nude art historical trope reveals 
Whitney’s body without exposing it. Considering the immediate 
context of the commission, I argue Henri repeatedly uses the 
seen to evoke the unseen in Whitney’s portrait, challenging the 
nature of realism and representation in American portraiture at 
the turn of the 20th century. 

Re-Envisioning State Portraiture at the National Portrait Gallery: 
Kehinde Wiley’s and Amy Sherald’s Obama Portraits
Taina Caragol-Barreto, National Portrait Gallery

In February 2018, the Smithsonian’s National Portrait Gallery 
unveiled the portrait of former President Barack Obama and 
former First Lady Michelle Obama. While this type of event is 
a common occurrence at NPG, this time it was different. That 
day 400 guests gathered in the museum’s courtyard, in an 
atmosphere saturated with the coolness of the there-present 
Obamas, and the commissioned contemporary artists Kehinde 
Wiley and Amy Sherald. Once the drapes covering the artworks 
dropped to the floor, enthusiasm for the unconventional 
portraits reverberated globally, generating in the mere two 
weeks after the unveiling over 4,100 articles in the press that 
reached an estimated 1.25 billion people worldwide. While 
some media criticized the paintings as too distant from stately 
portraiture, the public response was overwhelmingly positive, 
presaging viewing lines that lasted for months. This paper 
will address the “Obama Portraits” as two paintings that have 
dramatically altered the space of the National Portrait Gallery 
and our visitation dynamics, while also transforming portraiture 
into a topic of conversation widely. As one of two curators in 
charge of these commissions, I have experienced their popular 
appeal from up-close in the multi-generational, multi-ethnic, 
and multi-racial crowds coming to see them. This panel 
presents an opportunity to articulate how both artworks have 
simultaneously departed from and reinvigorated the tradition 
of stately portraiture, articulating with the singularity of their 
artistic language a new vision of state leadership, and making 
it possible for many to see themselves represented. 

Portraiture and the Human Figure in Orissa (Odisha), 
8th–13th Centuries
Chairs: Rob Linrothe, Northwestern University; Jinah Kim, Harvard 
University
Discussant: Padma Kaimal, Colgate University

Orissa’s unique geographic location contributed to the development 
of distinctive political, social, and artistic structures. Orissa 
simultaneously participated in eastern and southern South Asian 
cultural movements (religious and literary) and was a nexus in 
maritime networks linking South and Southeast Asia. Its continuous 
architectural evolution between the 8th and the 13th centuries has 
been well studied and integrated into transregional architectural 
histories, just as its elaborate Buddhist complexes, which continue 
to be productively surveyed and excavated, have been utilized in 
the reconstruction of the growth of late Buddhism. An aspect of 
its art in need of attention, to which this panel is devoted, is that 
of the portrait and the human figure in sculpture and in painting. 
Although illustrated manuscripts like those of Bihar and Bengal 
survive only from later periods because of the fragility of palm 
leaf in Orissa’s climate, the relationship between media must be 
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A Temporary Placement to A Permanent Interest
Carrie Edinger

The planned temporary placement of the Fearless Girl bronze 
sculpture in the New York City Financial District was to 
celebrate International Women’s Day in March of 2017. Due 
to her popularity as a visual symbol of empowerment and 
the public reaction to the positioning of the statue within the 
Bowling Green public park, the Fearless Girl statue’s tenure 
was extended. By examining a recent commissioned public 
artwork by a woman artist, Kristen Visbal, this paper will 
demonstrate one of the 21st-century movements of feminist 
ideologies with gender, social, and political issues. These 
explorations will address the unique challenges to the varied 
roles of women in the financial world and the singular role 
of a woman artist. This example of public art breaks new 
grounds for a multiplicity of feminist points of view stemming 
from the artist’s mode of production of the artwork that was 
integrated with a branding concept. The short time frame of 
the installation will be outlined with the background of Fearless 
Girl to delineate these diverse perspectives that have been 
adapted from the original visual symbolism to include broader 
social and cultural views. 

Desire, Resistance, and Power: Agnes Varda’s L’Opéra Mouffe
Rebecca DeRoo, Rochester Institute of Technology

In 1958, when pregnant, filmmaker Agnes Varda made 
L’Opéra Mouffe: Diary of A Pregnant Woman, using a 
handheld 16-millimeter camera and working without studio 
support. The experimental film depicts the Rue Mouffetard, 
a market street in Paris, contrasting images of fertile fruit 
on display with sequences of a woman with her lovers and 
of a pregnant woman. This essay draws on new material 
from Varda’s archives to challenge readings of the film as 
primarily autobiographical and to analyze how she uses 
visual symbolism to resist common cultural conceptions of 
femininity. First, Varda challenges objectified representations 
of the female nude to claim sexual pleasure. She composes 
her shots to evoke artwork associated with the female form 
on display. Varda juxtaposes these shots with sequences of 
a couple embracing—and surrealist imagery of ripe fruit at 
the market—to suggest both members of the couple enjoying 
erotic pleasure. Her feminist representation of desire was 
scandalous in its day. Second, Varda uses surrealist imagery 
of the market to evoke taboos of pregnancy, subverting the 
state’s idealizations of maternity in this period. For example, 
the film uses slow motions sequences of glass shattering to 
suggest miscarriage. Throughout this artistically and socially 
unconventional film, Varda recasts clichés of femininity 
and pregnancy in subversive, powerful feminist gestures, 
simultaneously claiming states of desire, pain, and pleasure. 

Disarming Misogyny as a Dude
Rebekah Modrak, University of Michigan

My practice, at the intersections of art, activism, and creative 
resistance to consumer culture, uses the Internet to explore, 
expose and resist sexist and racist brand messages. My 
artwork Re Made Co. poses as an online “company” to re-
create and parody Best Made Co.’s aggressive masculinity and 
appropriation of manual labor for leisure consumption. Best 
Made Co.’s specialty is its $350 hand-painted axe, sold using 
the rhetoric of nostalgia for our American pioneer past. In one 
brand video, What the Tree Remembers, the Axe Forgets, four 
men take turns striking a tree in a metaphoric gang rape or 

as elaborate tableaux of aristocratic families in attitudes of 
religious patronage. They are radically different in proportion, 
if not pious demeanor, from the khondalite portraits, to the 
extent that they appear to be created under a completely 
independent aesthetic regime. This is an essential reminder 
of the contribution of material factors to representation, and 
to sculptors’ flexibility tailoring human proportions to physical 
realities and constraints. 

Monumental Mediations: Bodhisattva Sculpture from Odisha
Sonali Dhingra, Harvard University

Stone images of bodhisattva in Odisha were designed during 
a period (7th–11th century) of artistic experimentation and 
iconographic fluidity. The powers of these celestial-yet-worldly 
beings to alleviate the fears of votaries were increasingly 
well-represented between the 5th and 7th century. In travelers’ 
accounts and popular lore, some bodhisattva sculptures were 
understood to be moving, miraculous and as having spiritual 
efficacy. This paper explores the unique strategies employed 
by artists at Ratnagiri, Udayagiri and Lalitgiri, Buddhist 
complexes in Odisha, to translate these complex circulating 
ideas about Avalokiteśvara and Tārā into lithic form during late 
first millennium. On one hand, innovative and skillful methods 
such as an emphasis on striking monumentality underscored 
the significance of cultic icons at these Buddhist sites. All the 
same, artists also strove to harmonize human and superhuman 
elements, making bodhisattva appear approachable and 
readily available to fulfil their roles. This was done by bending 
the norms of bas-relief sculpting, making frontal-facing stele 
increasingly three-dimensional. In this way, inanimate stone 
sculpture of bodhisattva commissioned in Odisha was at once 
awe-inspiring and imbued with life and agency. The techniques 
employed in the making of religious artworks at Buddhist 
sacred sites had far-reaching effects on the penchant for later 
large-scale in Hindu sculpture and architecture in Odisha. An 
understanding of the ontology of bodhisattva cult statues from 
Odisha can broaden knowledge of the ways in which their 
compassionate nature and efficacious abilities were translated 
and highlighted in sculptural form at contemporaneous 
Buddhist centers in medieval South and Southeast Asia. 

Power, Resistance, and Gender Issues in the Arts of 
Women
Coalition of Women in the Arts Organization (CWAO)
Chair: Kyra Belan, Broward College

This session examines and explains the involvement of women 
artists with these issues. The experience of women in the arts 
presents them with numerous challenges as they navigate within 
our misogynist social establishment. Women, therefore, analyze and 
examine the issues that are relevant to their lives, such as concerns 
with the gender, racial, ecological, political and other social issues 
that take place in the US and the world. This frequently leads 
women in the arts into experimentation with the new media, new 
technologies, conceptual, collaborative, interactive, and other art 
forms that may not be a part of the art establishment’s traditions. 
Because of the current feminist revisions of the canon, women’s art 
practices often tend to break new grounds and redirect the future of 
the currently accepted artistic expressions.
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42,088 musket balls. The global history of iconoclasm includes 
Akhenaten’s orders to eradicate images of his predecessor along 
with the traditional Egyptian gods. Perhaps something truly new is 
afoot, more than simply a “Not In My Back Yard” reaction. As Jayce 
Fortin wrote in the New York Times about the removal of Saddam 
Hussein’s statue in Iraq, “Broken statues and torn portraits figured 
prominently years later in the Arab Spring. They did not herald 
peaceful change.” The Professional Practices Committee is currently 
reviewing the Guidelines for Public Art Works. In our current 
environment how integral are local, regional and national politics to 
the discourse surrounding works of art in the public domain? This 
session will discuss recent sociopolitical issues around public art 
and question the importance of legacy, history and purpose.

Recent Memorial Controversies: New York Policies and Their 
Implications
Harriet Senie, City College of New York, City University of New York

The conflicts over Confederate memorials in Charlottesville in 
2017 sparked an outbreak of similar controversies in numerous 
cities. Although Confederate memorials were not a burning 
issue in New York, the city was the site of bitter debates of 
its own. Specifically targeted were the Christopher Columbus 
statue atop the column in Columbus Circle, the equestrian 
monument to Theodore Roosevelt in front of the Museum of 
Natural History, the statue of Dr. Marion Sims across the street 
from the New York Academy of Medicine on 5th Avenue, and 
the plaque to Marshall Petain on the so-called Canyon of 
Heroes in lower Manhattan. This paper will review and analyze 
the specific nature of the controversies, pertinent comments 
made at the public hearings, and the recommendations of the 
Mayoral Advisory Commission on City Art, Monuments, and 
Markers, of which I was a member. 

Talking Back: Public Constructions and Discussions in Art
A. D. Carson, University of Virginia

This session will examine public monuments in the critical 
discourse of rap artists. The presentation will extend from the 
general practice of rap artists engaging public monuments 
in songs, still images, and videos, and then engage more 
specifically about monuments like Stone Mountain in Georgia, 
Tillman Hall in Clemson, SC, and the Confederate monuments 
in Charlottesville, VA. These particular monuments are sites of 
rhetorical resistance by artists to group identities presented 
and codified (often referred to as “the public”) by the 
monuments. While the monuments often attempt to establish 
an identity of “the public” rappers have often viewed them 
as methods of white supremacist intimidation and terror that 
may otherwise go unseen in the monumental ways they are 
revealed when speaking against the memorials. 

Strengthening Partnerships: Public Art and Public Domain
M. Rowe, Greater Des Moines Public Art Foundation

A vibrant city is a dynamic, constantly changing place. The idea 
of endless public dialogue—visual dialogue—is very important 
in thriving cities today. Whether long-term or short-term, 
figurative or abstract, handmade or mass produced, public art 
is as diverse as the people who view it. In this cultural arena, 
shifting viewpoints, multifaceted situations, and ever-changing 
audience perceptions are all factors in a public art process. 
This presentation addresses the essentially conversational 
nature of the public art itself and its central role in shaping and 
directing community identity. Dynamics surrounding public 
art reveal a commitment to meaningful conversations, which 

lynching. Best Made couches this aggression with phrases 
such as “stewards of the land” and “an object with real 
character,” with a folksy just-us-guys-camping attitude, and 
with sophisticated graphic design. Design becomes a tool used 
to stage privileged positions of aggression in refined terms. 
As a dynamic online work, Re Made acts as a “company,” 
responding to browser posts, user requests, and Best Made’s 
legal actions. While Re Made Co. is designed (in the image of 
Best Made Co.) to be “masculine,” I did not intend or anticipate 
that the artwork itself would be considered “male.” Yet, 
online magazine posts and emails to the company all ascribed 
maleness to the artwork’s author. Not only was Re Made’s 
“tool” masculine but viewers assumed that the artist behind 
this work of humor and parody was a man. In this presentation, 
I’ll describe the artwork and how it fit into audiences’ gendered 
expectations. 

Unclean Animals: Navigating Personal Guiding Mythologies
Alison Stinely, Old Dominion University

My works are investigations into personal guiding mythologies 
born of religious orthodoxies and cultural ideals of femininity. 
The recurring female figures displayed serve as proxies to my 
own experiences and expectations; carrying the burden of 
standards imposed by society and, consequently, self. Much 
of my work has been heavily influenced by the myth of Lilith 
who is described by a range of religious and mythological 
texts as having been Adam’s tenacious and unruly first wife. 
Because Lilith refused to submit to her husband’s will, she was 
banished from Eden. She has since been associated with child 
murder and wanton sexuality—demonized for eternity because 
of her refusal to be controlled. Religious and mythological 
references mix with private imagery to display the damage 
inflicted by overarching systems of power and the constructs 
they impose, challenging the ways that people conform and 
behave within societal norms. The combination of historic and 
contemporary imagery emphasizes that these structures have 
persisted through time, regenerating familiar narratives that 
are as significant today as they have ever been. The materiality 
of the work reinforces the intrusive content of the paintings. 
The scale of the painted figures is imposing, the palette highly 
saturated, and the rectangle overloaded. These painterly 
qualities coupled with the incorporation of sculptural elements 
reinforce the work’s intrusive content. The three-dimensional 
forms push beyond the rectangle and allow the painted 
narrative to spill into the space of the viewer. 

Public Art and Political Change: All Things That Rise 
Must Converge
Professional Practices Committee
Chairs: Greg Shelnutt, University of Delaware; Brian Bishop, 
Framingham State University

Public art, as defined by the online Art Encyclopedia is, “an umbrella 
term which includes any work of art purchased with public funds, 
or which comes into the public domain (by donation, or by public 
display, etc.) irrespective of where it is situated in the community, or 
who sees it.” One might extend that last phrase in light of the recent 
toppling of Confederate statuary in Baltimore, Charlottesville, 
Durham, and New Orleans to, “or who sees it last.” The dismantling 
of public art is not new. There is a long history of the removal of 
public works that extends beyond Serra’s Tilted Arc. In 1776 the 
Continental Army transformed a lead statue of King George III into 
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commissioning process undertaken by electoral teams and activist 
organizations to bring their messaging to potential voters? How 
has public art visualized or reinvented ways to confront fraudulent 
electoral systems?

“Graphic Statues”: Monuments of the American Woman Suffrage 
Movement, Newspaper Notoriety, and the Limits of Female Fame
Nicole Williams, Yale University

This paper posits the medium of public statuary as a 
battleground for women’s rights in turn-of-the-century 
America. Diverging from the scholarly focus on suffragists’ 
use of “theatrical” strategies drawn from the popular stage, 
it considers how women activists presented themselves in 
“monumental” ways that emulated public statuary through 
their imagery, writings, and speeches on the platform. These 
diverse invocations of honorific sculpture shirked the female 
imperative to conceal oneself in public and challenged the 
masculine gendering of the monumental medium and of 
fame itself. However, conservative artists and writers often 
re-envisioned the public bodies of women reformers as 
ersatz monuments, or mere magnets for newspaper notoriety 
rather than pillars of everlasting renown. For example, an 
issue of The Daily Graphic pictured Susan B. Anthony aping 
Donatello’s bronze statue of David during her groundbreaking 
vote at Rochester. But Anthony lacks the dignity and stability 
of the original masterwork. The newspaper cast her as a 
“graphic statue” that aspired to eternal fame but achieved 
only momentary conspicuousness in “graphic” media like 
the illustrated daily press. Similar portrayals of progressive 
women as “graphic statues” littered Henry James’s novel The 
Bostonians. Such representations of women as inadequate 
monumental subjects cast a long shadow: women still 
represent less than 8% of public statues in America. 

Artivism on the American Streets: Imagery, Gender, and Urban 
Space
Elizabeth Dastin

Since the 1970s, street art has been on the cutting edge 
of contemporary mores, providing an integral outlet for 
psychological and social issues—even shaping international 
politics. It is this last piece that both activated my awareness 
of the gender inequity within street art and also encouraged 
the topic of this talk. In the wake of the 2016 US Presidential 
election, I’ve turned to street art—perhaps an unexpected 
source—for inquiry and answers. The 2016 election unfolded 
on the streets in canvassing, in protests, and in art. Beyond 
caricatures that cartoonists drew of Donald Trump in The New 
Yorker and newspapers around the world, Trump’s portrayal 
in street art was uniquely scathing. During the primaries, 
artists did paint pro-Bernie Sanders murals; however, only a 
handful of artists produced work to empower Hillary Clinton or, 
indeed, comment on her at all. One cannot help but compare 
this artistic response to the 2008 election, in which Shepard 
Fairey’s iconic HOPE image of Barack Obama presented the 
viewer with a positive and galvanizing ideal. Ultimately, I view 
the lack of Clinton support, as mirrored in the paucity of street 
art related to her campaign, as a symptom of an ingrained 
and disturbing toxin in our society: silent and subtle misogyny. 
In this talk, I will acknowledge, excavate, and analyze the 
trope of sexism as it plays out in street art: through the limited 
opportunities female street artists can access, the gendered 
reception of their work, and the content of the work itself. 

are the cornerstones of an active democratic culture. Nearby 
residents can become either powerful allies or equally powerful 
opponents. The presentation will look at programming of 
public space with short-term, temporary public installations 
to actively engage residents and visitors to look more deeply 
into themselves and their world. Also, long-term, logistically 
complex projects will be noted, such as: Double Site (1996) by 
Mary Miss, an urban wetland and Temple Chess and Poetry 
Garden (2006) by Siah Armajani, a pocket park. A Monumental 
Journey (2018) by Kerry James Marshall that honors pioneering 
African-American attorneys and commemorates a piece of 
Iowa history. Selected projects emphasized creative public 
and private partnerships. Public art projects can, like these 
examples, heighten our awareness, question our assumptions, 
transform a landscape, and express community values, and for 
these reasons they have the power over time to transform our 
community’s image. 

this I too remember: Reflections on a Year of Public Art
Steve Locke, Massachusetts College of Art & Design

For the past year, I have been working as one of seven 
artists-in-residence for the city of Boston. In that time, through 
projects both built and unbuilt, I have had the opportunity to 
interact with various “publics.” This has made me question 
the very notion of public art and to interrogate what gets built 
and how. Over the course of a year trying to realize public art 
works, my exchanges with city government, community groups, 
the press, and other artists have affirmed my belief that public 
art is a locus of power. While who has access to that power and 
how and for whom is it wielded are critical questions, more 
crucial for me what happens to the work of the artist when it 
is subjected to this crucible. I offer the experience of working 
with the built form as a catalyst to memorialization in various 
sites, hosted by public and private institutions. In a review of 
these projects, I show the ways an artist has to navigate not 
only the fabrication of their work, but the structures, visible and 
invisible, that govern what and who gets memorialized through 
the built form in public spaces. 

Public Art and Political Elections
Public Art Dialogue
Chairs: Marisa Lerer, Manhattan College; Jennifer Favorite,  
The Graduate Center, City University of New York

The 2016 elections in the US, the recent presidential elections in 
Venezuela and Russia, and the 2018 elections in Brazil have injected 
questions on electoral integrity into the public conversation. Corrupt 
voting practices is just one of many problems that highlight the 
need for election reform. Historically and in our contemporary 
moment, public art has played a key role in navigating and 
conveying politically charged messages, as well as in highlighting 
flaws within political systems. This session aims to explore how 
public artworks have addressed representations of democracy, 
political candidates, and the electoral process. Presentations on this 
panel examine specific aspects of the visual culture of international, 
national, and local elections, and discuss the role that public art 
has adopted in visualizing the complex networks of electoral 
politics. How have artists working in public art in the expanded field 
translated, shifted, and reframed the debates around elections? 
How are art practices applied as a tool for both propagandistic and 
didactic efforts in relation to candidates, political issues, suffrage 
rights, or “get out the vote” campaigns? What is the role of the 
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Dancing on Graves: The Contested Ground of the Treptower 
Ehrenmal in a United Germany
David Ehrenpreis, James Madison University

Completed in 1949, the Soviet memorial in Treptow Park serves 
as both a victory monument and a cemetery for 5,000 Soviet 
soldiers killed in the Battle of Berlin. This massive complex 
covers nearly fifty acres, and its elaborate artistic program 
presents a heroicized vision of the Soviet war experience, 
emphasizing the tremendous sacrifices that ensured Europe’s 
liberation. Over the next 40 years, as East Germany’s 
central war memorial, Treptow provided the primary stage 
for its leaders to reiterate their gratitude and fealty to the 
Soviet Union. The monument’s perpetual care was even a 
precondition for German reunification. But after 1989, Germans 
treated the site differently. Visitors soon sunbathed, biked, and 
even danced on its massive flagstones. In 2016, when Berlin 
officials allowed a 50,000-person rock festival to take place in 
an adjacent meadow, Russia protested. A Ministry spokesman 
declared it would amount to “dancing on graves,” and asked, 
“Has modern Germany lost all gratitude to its liberators?” In 
patriotic speeches, Vladimir Putin also frequently alludes to 
the West’s ostensible re-writing of Russia’s heroic Second 
World War history, and the Night Wolves, his ultra-nationalist 
motorcycle gang, now make an annual pilgrimage to Treptow. 
While many Germans regard the memorial as a quaint relic 
from a bygone age, others consider it a sacred site depicting 
a version of history that must be defended. It is a past the 
West would prefer to forget, and the East feels compelled to 
remember. 

Not Pop: Frano Angeli’s Oppressive—Visual Remembering, 
Interior Monument, Public Space
Christopher Bennett, The University of Louisiana at Lafayette

From May 6 through 31, 1968, Rome’s Galleria La Tartaruga 
hosted a festival titled Teatro delle Mostre consisting of a 
sequence of one-day performances, works, and environments 
by over 20 artists, including Alighiero Boetti, Giosetta Fioroni, 
and others. For Teatro delle Mostre, the Roman artist Franco 
Angeli mounted a fully three-dimensional environment titled 
Opprimente (Oppressive) consisting of the voided interior of 
a single room, a lowered false ceiling, a light source, and a 
camera and microphones recording and amplifying spectators’ 
movements and speech. Intended, in Angeli’s words, to force 
viewers “to be accountable for their presence in a place set 
aside for the cult of ‘making art,’” Oppressive stands among 
the most significant enactments at Teatro delle Mostre for 
its uncompromisingly political standpoint and complexity. I 
argue—with reference to some of Angeli’s paintings featuring 
fascist bundles, swastikas, and American half dollars—the 
performance had practically nothing to do with “Pop Art.” 
Oppressive stands, albeit largely indirectly, as a device, 
as Angeli put it, of historical and “visual remembering,” 
particularly of Nazi and Fascist atrocities as they once played 
out in the public sphere—events which Angeli experienced 
directly and grappled with across his art. As a kind of inversion 
of the outdoor monument, Oppressive, closing in from above, 
reminds and admonishes its viewers of their larger individual 
and social responsibility. Furthermore, through a negation of 
the private gallery interior, Oppressive directs attention back to 
public space, pointing to the need there—above all perhaps—
for an interior moral universe. 

Towards a Surreal Politik
Ligorano Reese, Independent Artists

LigoranoReese will talk about the meltedaway project. Since 
2008 Nora Ligorano and Marshall Reese have installed 
temporary public artworks during the presidential conventions 
in cities around the United States. These performative 
installations are life-size words carved in ice weighing several 
tons. LigoranoReese set them up in public parks and on the 
streets of the convention cities to melt away. The choice 
of words commemorates significant political moments and 
provokes discussion and engagement with the public. The 
artists have melted down Democracy at the conventions and 
Economy on the 79th anniversary of the Great Depression 
in 2008; Middle Class in 2010 and again at the conventions 
in 2012, The Future during the Peoples’ Climate March in 
2014 in New York City, The American Dream at the 2016 
conventions and most recently Truth on the National Mall in 
September 2018. LigoranoReese record the entire duration 
of the sculpture’s disappearance, documenting it in digital 
photography and video, streaming it live, interviewing and 
filming bystanders on site to augment the sculptures through 
the use of social media and expand on its presence. In 2014 
they launched the website meltedaway.com conceiving of it 
as an extended documentary to view and interact with the 
sculpture. Critic Robert Atkins has written in ArtsEverywhere 
of this work, “The ice sculpture’s straight forward display 
conceals a rare capacity to elicit complex reactions and intense 
emotions demonstrating sculpture’s power to engage our 
bodily awareness. . . “ 

Public Monuments and Sculpture in Postwar Europe
European Postwar and Contemporary Art Forum
Chair: Martina Tanga, deCordova Sculpture Park and Museum

The term monument comes from two Latin words: monumentum, 
meaning to remind and monere, meaning to admonish. In Italy, 
Benito Mussolini fully recognized these twin potentials and 
instrumentalize public sculpture for political ends. Indeed, the 
author Italo Calvino felt that Fascism had colonized Italy’s public 
realm with the innumerable monuments and buildings dedicated 
to spreading the regime’s agenda. How, then, did the monument 
subsist—with its dual meaning as both a reminder of the past and 
a warning of the future—in the immediate postwar years in Italy 
and other European countries occupied by Fascist or Nazi regimes? 
After the war, could the monument be reconceived as a vehicle for 
de-colonization? This session delves into the politics of monuments 
and public sculpture in Europe’s urban landscape during the 
second half of the 20th century, when the rhetoric of Fascism and 
Nazism needed to be negotiated by artist and citizens now living 
in democratic states in the West and Communist countries in the 
East. Papers will be sought that explore public monuments and 
sculptures, created after 1945, that contend with historical, social, 
political, and urban relationships to ideologies of the Fascist and 
Nazi regimes, while also addressing issues relating to the time of 
their creation. This session is timely as America has contentiously 
dismantled monuments to its Confederate past and France has rid 
itself of all streets named after the Nazi collaborationist Marshal 
Pétain. Why have other European countries, like Italy, allowed its 
Fascist monuments to survive unquestioned?
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Teaching into Practice in ‘Marking Time’: A Class, an Exhibition, a 
Catalogue, a Collaboration, and a Foundation
Reva Wolf, State University of New York at New Paltz

Queen: Centering the Black Woman as the Subject of 
Beauty
Chair: Sarah Clunis
Discussant: Deborah Willis, Tisch School of the Arts, New York 
University

In art history’s multiple manifestations the Black woman’s body 
continues to be a figure of political agency that in the process 
of her representation embodies often paradoxical attributes. 
Often signified as sexualized or asexual, fetishized or peripheral, 
aggressive or subservient the representation of Black women, 
on a global level, encompasses a myriad of attributes. But basic 
beauty issues of hair texture, skin shade, and body shape often 
designate Black beauty ideals in a way that is increasingly enforced 
in depictions of the Black female body. Queen: Centering the 
Black Woman as the Subject of Beauty explores various global 
and historical portrayals of Black women in the arts with particular 
emphasis on works that center the Black woman as beautiful. 
The session will explore how Black women’s beauty has been 
celebrated through a variety of art forms and the relevant visual 
culture both traditional and contemporary that works to transform 
the Black woman from either a neglected or demarcated body into 
a body that exists within the realm of the beautiful. Negotiations of 
hair texture, skin color and body shape along with considerations of 
gender expression, sexuality, age, and disabilities are all possible 
aspects of this conversation. How are these considerations evident 
in art history and how do they act as agents of social control, within 
a greater network of images prescribing beauty, that regulate our 
discussions of visual arts, performance, and popular culture and 
how these genres focus on formal as well as conceptual concerns 
relative to this subject matter?

On Black Female Beauty and Becoming
Tiffany Barber, University of Delaware

“A Feeling of Eternity”: Eldzier Cortor’s Representations of Black 
Women
Jennie Goldstein, Whitney Museum of American Art

Unspoken, But Seen: Gesture and Beauty in the Work of Michéle 
Pearson Clarke
Christina Knight, Haverford College

Divine Divas, Indomitable Deities—Defining Images of the Eternal 
Feminine
Leslie King Hammond, Maryland Institute College of Art

Queer and Feminist Art Censorship in the Age of Social 
Media
Chair: Clarity Haynes, Brooklyn College

Artist Marilyn Minter called social media censorship “the art world 
version of slut shaming.” Censorship of queer and feminist art 
by social media companies is an increasing problem in an age in 
which social media has become a crucial aspect of the way art is 
viewed and shared among artists, viewers, collectors, curators and 
institutions. This panel explores the issue in light of the history of 

Berlin’s Counter-Monument Challenge
Rebecca Pollack, The Graduate Center, City University of New York

In Berlin, located along the Tiergarten between the Reichstag 
and Potsdamer Platz, are four memorials to victims of the 
Nazi Holocaust, the Memorial to the Murdered Jews of 
Europe (2005), the Memorial to Homosexuals Persecuted 
Under Nazism (2008), the Memorial to the Sinti and Roma 
Victims (2012), and the Memorial and Information Point for 
the Victims of National Socialist Euthanasia Killings (2014). 
These memorials use abstract forms and visitor participation 
to focus on the victims and directly reject the traditional 
heroic monuments glorified by the Nazis. In each of these 
memorials, the visitor needs to interact with the built forms to 
understand its content, such as reading braille or descending 
between concrete steles. This conceptual memorial practice, 
which aims for memory-work to be ongoing, is often defined 
as a counter, or anti-monuments. The counter-monument was 
created to eliminate hierarchies and distance victims from 
their perpetrators. However, due to these memorials’ proximity 
to each other and important German sites, significant media 
attention, and high tourism rate, they have defined a new 
memorial core and national ideal for Germany, one where the 
victim becomes the national hero. These sites have become 
synonymous with Germany and German identity, antithetical 
to the philosophies behind their construction. This paper 
examines these monuments through their urban context and 
their new role as important Berlin tourist sites to understand 
how these memorials have altered the terms of monumentality 
in Germany and created a space where the victims of the 
Holocaust become the national heroes. 

Putting Teaching into Practice: Professors as Curators 
in College and University Teaching Museums
Chair: Horace Ballard, Williams College Museum of Art, Brown 
University

Colleges and universities that boast a gallery or museum are 
increasingly asking faculty to serve as curatorial practitioners and 
curators to teach their area of expertise. In our global cultural 
moment of social media and political unrest, in which questions of 
intersectional identities and cultural appropriation often frame the 
way many students attend to works of art, how does the curator-
professor balance the desire for pedagogical rigor with student 
disaffection with collections? This session aims for a discussion 
amongst the panelists and the audience, with projects, courses, 
and interventions that get at one or more of the following ideas: 
teaching in the gallery space vs. the seminar room; collaboration 
with faculty colleagues; invitations to various publics; town/gown 
relations; and collection-sharing consortiums.

Cooperation, Collaboration, and Coalition: What the Pedagogy of 
a Gallery is Uniquely Equipped to Teach
Meredith Lynn, Florida State University

Fashion Collaboration: Art Historians and the Archive
Annette Becker

Curating Curiosities and Wonders: Student and Community 
Collaborations in a University Teaching Gallery in Newport, RI
Anthony Mangieri, Ernest Jolicoeur, Salve Regina University
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sociopolitical context of radical feminist thought takes on new 
urgency as issues of women’s sexual agency dominates public 
debate and we collectively grapple with the un-silencing of 
systemic sexual abuse of women. 

Queer Artists of Color in New York during the AIDS 
Epidemic
Chairs: John Paul Ricco, University of Toronto; Robert Summers, 
Queer Art Network

When AIDS was spreading throughout New York—as too 
elsewhere—it impacted the artistic community in devastating 
ways, but in these dark times other artists and art, that were 
often blatantly political, emerged. As of late, given the various 
anniversaries of the AIDS epidemic and the commencement of 
ACT-UP and other aesthetic-political movements, several books and 
art exhibitions, such as Art AIDS America (2015), were presented. 
But, what was lacking—if not elided—was the role of women, LGBT, 
and queer artists of color and/or artworks that represented the lives 
and politics of said artists. Even though NY has been overly written 
about with regards to AIDS, HIV, art and/as activism—there has 
been little work done on women, LGBT, and queers of color during 
the early days of AIDS in what was then the art capital of the world. 
Thus, it is important to look at art by literary, visual, performance, 
and activist women of color and artists of color. If the work of Jose 
Muñoz has taught us anything, it is that hegemonic AIDS and art 
literature and history have a lot to learn from other histories and 
lives—as well as art, broadly construed, by woman and artists of 
color. Thus, this panel will explore those so often elided in this field 
of research and theorization in order to open the field to a broader 
spectrum.

Perfect Lovers, Mon Amour: Artistic Influences of Carl George, 
Felix Gonzalez-Torres, and Ross Laycock
Shawn Diamond, University of Arizona

Despite the now familiar narrative of Felix Gonzalez-Torres 
and his lover Ross Laycock, there remains a third person, 
Carl George, underdiscussed, whose relationship with the 
couple informed as well as complicated both Gonzalez-Torres’ 
practices through intimate relations. The recent acquisition by 
Visual AIDS of Carl George’s personal correspondences with 
Gonzalez-Torres and Laycock reveals a complex and intimate 
relationship that has until now been overlooked. Through this 
archive we are offered insight as to how the conceptual works 
of Gonzalez-Torres and films of George were interwoven in 
theme, subject, and technique. George, who self-identifies of 
Lebanese descent, and was raised largely in Canada, where 
he met Laycock during their time at university. In 1980 both 
moved to New York City, harboring a friendship that would 
last until both Laycock and Gonzalez-Torres had passed away. 
George informed and learned from Gonzalez-Torres, sparking a 
symbiotic relationship that would come to significantly impact 
both George’s video art as well as Gonzalez-Torres’ conceptual 
works. In light of George’s celebrated films, such as DHPG, 
Mon Amour, and through the Visual AIDS archive, the true 
impact of George on Gonzalez-Torres and vice versa becomes 
visible and offers new understandings of Gonzalez-Torres while 
simultaneously presenting the work of an underacknowledged 
artist of color, George. Consistent within both is a vivid activist 
approach in the darkest moments of the AIDS epidemic 
through the documentarian, fantastic, and moving video art of 
Carl George. 

the censorship of queer and feminist art. Salient questions include: 
how do transgressions of the gender binary, representations of the 
“feminine grotesque,” and expressions of women’s sexual agency 
get censored online? How does this impact queer, feminist, and 
women artists who may already be marginalized? What does this 
issue tell us about our current cultural moment as it relates to queer, 
trans and women’s rights, as well as the widespread un-silencing 
currently in play with the #MeToo movement? How can we raise 
awareness about the problem of online censorship in the art world 
and beyond, and devise strategies to confront and change it?

Let’s Be Counted
Paul Sepuya

The Roman Censor was responsible for both the census count 
and public morality. To be censored is also to be counted. So 
let’s turn that to our advantage, realize our numbers, and undo 
the Roman Censor himself. 

Queer Feminist Invisibilities
William Simmons, University of Southern California

This talk focuses on the strategies used by feminist and queer 
artists to challenge patriarchal, cissexist and heterosexual 
norms and how they have been suppressed through censorship 
and exclusion. It will examine institutional as well as cultural 
repressions and how artists have circumvented, confronted, 
and spoken about them. 

Censorship in the Age of Mechanical Reproduction
Leah DeVun

This talk focuses on my photographic series “In the Age of 
Mechanical Reproduction,” which documents mothers using 
mechanical pumps and other assistive devices to breastfeed 
their children. Much of my previous artwork has looked at 
feminist activism, politics, and the formation of communities. 
As an extension of that work, my images of breastfeeding 
mothers take up central questions that I’m interested in 
exploring through photography, including “How do we define 
the boundaries of our bodies? What kinds of communities 
and families exist and how to we create them?” When my 
photographs of mothers were published online, responses to 
them in public comments and direct communications with me 
focused on what viewers were unwilling to see represented 
with respect to women’s bodies: women displaying leaky 
bodily fluids, naked women in non-sexualized or non-”natural” 
contexts, women who were “not smiling,” and other aspects 
of what journalists and scholars have called the “feminine 
grotesque.” This talk explores what such responses might tell 
us about feminist representations of women’s bodies in our 
current cultural moment. 

Sex Work: The Silencing of Feminist Art and Radical Politics from 
a Historical Perspective
Alison Gingeras-Uklanska, Dallas Contemporary

This talk will address the censorship of feminist art from a 
historical perspective. Sex Work: Feminist Art and Radical 
Politics addresses the erasure of a diverse group of women 
artists from art history because of their transgressive 
engagement with sexually explicit subject matter. Artists 
such as Joan Semmel, Betty Tompkins, Hannah Wilke, Cosey 
Fanni Tutti, Dorothy Iannone, Judith Bernstein and others 
were censored from mainstream accounts of the second 
wave feminist movement. Placing their histories back into the 
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practices must therefore devise new methods and strategies to 
scour archives for the ephemeral objects and documents that 
constitute this overlooked work. This panel provides a forum for 
scholars and artists who conduct research at the intersection of 
sexuality, social engagement, and art history, and for whom archival 
work is central to their practice. As theorist J. Halberstam writes, 
“the archive is not simply a repository; it is also a theory of cultural 
relevance, a construction of collective memory, and a complex 
record of queer activity. In order for the archive to function, it 
requires users, interpreters, and cultural historians to wade through 
the material and piece together the jigsaw puzzle of queer history 
in the making.” This panel featured papers that embrace the queer 
labor of wading through material and piecing together fragments. 
Speakers will present case studies that address the theoretical 
stakes and methodological challenges of doing queer archival 
work. We welcome papers that attend closely to intersections of 
queerness and race, class, dis/ability, and/or nationality.

Shattered Worlds: Making AIDS Matter
Robb Hernandez, University of California, Riverside

Arguably, archive theory is experiencing a “queer turn.” 
The growing attention to archives’ queer ephemerality in 
performance and affect theory overlooks what the intersection of 
art history and queer of color critique can do in concrete terms. 
Taking the AIDS crisis as my point of entry, this talk observes the 
prevalence of shards as metaphor and matter. Because physical 
objects in hospitality and food industries were irrationally 
charged with the power to transmit the virus, demolition and 
fracture have long pervaded a queer art language dating to the 
early years of the AIDS pandemic, most notably by Peter Hujar in 
Broken Dishes, Newark (1985) and Barton Lidice Benes in Shards 
(1989–2012). However, a visual preoccupation with the fragment 
has been consequential to queer Latinx AIDS creative responses. 
Taking up what Chicano art historian Tomas Ybarra-Frausto 
calls world building in “the tattered, shattered, and broken” 
in his oft-cited work on rasquachismo, a reading of shards’ 
queer, racialized and transnational conveyance is demanded. 
Comparing visual and performance works by Teddy Sandoval, 
David Antonio Cruz, and Laura Aguilar, this talk advances how 
queer Latinx artists have historically created openings into 
their shattered worlds and generated alternative archival forms 
inviting new ways to make AIDS matter. 

Marie and Me: Making Friends in the Archive
Francesca Balboni, University of Texas, Austin

Nearly half of Marie Menken’s films are about close male 
friends, most of whom, like her husband, Willard Maas, were 
openly gay. Delighting in the seemingly insignificant of the 
material world, seeing what he might, but moving as only she 
could, Menken rendered not simply the friend, but the shape 
of their relationship. Recent queer approaches to New York’s 
underground film echo Parker Tyler’s 1969 reflection, “all 
Underground Film documents the social activity of making 
life itself into a work of art,” emphasizing art-making as a 
way of making life with others, whose intimate associations, 
erotic practices, and relations of care diverged from bourgeois 
culture. But Menken and her friend films are absent from this 
history; scholars have taken Maas at his word: “Marie always 
worked alone.” This paper re-inscribes Menken’s centrality 
within the fostering of underground film’s non-normative 
community through the narration of an effective archive. My 
archive spans films, memories, photographs, correspondence, 
poems, gossip. The more time with this material, the more 

For Colored Boys Who Have Considered Suicide When All You 
Ever Needed Is the Blues
Frederick Weston, Independent Artist

I was born in Memphis, and raised in Detroit. I earned a BS 
degree in marketing (with a minor in advertising) from Ferris 
State University in Michigan and an AS degree from the 
Fashion Institute of Technology, where I studied menswear 
design and graduated magna cum laude. I helped to found the 
guerrilla artist group Underground Railroad, which produced 
street art and outdoor installations in the mid-1990s and 
during the period in New York City after 9/11. The Underground 
Railroad explored various forms of media as activism including 
graffiti, installation, poetry, performance, and happenings. My 
work portrays a range of social and historical issues involving 
sexuality, gender, race, politics, religion and man’s relationship 
to “stuff.” Using my own specific systems of organization and 
categorization, I cut, collect, and file photographic clippings in 
binders and boxes, and use them in collages. Over the decades 
I’ve amassed a vast archive of images related to fashion, the 
male body, queer subjects, and advertising. Grouped according 
to my chosen themes and categories, my works explore 
identity as an individual and collective experience. Themes of 
style, fashion, and the commercial male image permeate my 
work. Currently I’m focusing on issues of HIV/AIDS and the 
challenges of living with a misunderstood chronic illness. HIV 
doesn’t overwhelm the work—or my life. It is just another coin 
in the pouch, sometimes it comes out heads; it’s a blessing. 
Sometimes it comes out tails; it’s a curse. There are a lot of 
coins in my pouch. 

The Funeral Diva
Pamela Sneed, School of the Art Institute of Chicago

My presentation will include some poetic work and some 
political and social commentary and observation. It will center 
around personal experiences as a young Black lesbian of 
Color coming of age in the late 1980s and early 1990s AIDS 
crisis. It will also center around my relationship to many young 
POC poets, artists and performers of the era, both men and 
women. I will detail the activism that emerged out of the 
era, and the role of women. I will also discuss the erasure of 
Women of Color and lesbians from the AIDS narrative of the 
era. My presentation will also touch upon how the dominant 
AIDS narrative has been fractured by gender and race resulting 
in disappeared histories for some. I will also present an epic 
poetic work titled “The Funeral Diva,” which documents 
my relationship to many of those decimated by AIDS, and 
highlights the work of so many POC poets/work that was not 
only important and critical to me personally, but to the world. 

Queer Work / Queer Archives
Queer Caucus for Art
Chairs: Miriam Kienle; Jennifer Sichel, University of Chicago

This panel seeks to investigate the relationship between queer 
work and queer archives. Although “queering the archive” has 
become a key conceptual framework in art history, actual archival 
research is often engaged in a cursory or broadly theoretical 
manner. This panel, on the other hand, examines how sustained, 
creative engagement with archival material can recuperate queer 
spaces and practices. Historically, queer practices circumvented 
dominant institutions and experimented with materials and media 
not sanctioned by museums. Scholars concerned with queer 
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of this era. In addition to reshooting these landscapes, the 
archival photographs are printed as diptychs and triptychs. 
Resurrected from this imagery selected objects will be made 
into three-dimensional sculptures: cat water bowls, party 
remnants, a bust and a collection of cigarettes and alcohol. 
These objects will exist as signifiers of a memorial, remains 
that are extracted from the two-dimensional to become apart 
of the three-dimensional living world. This project initially 
begins with my Papi, but ultimately move into the dialogue of 
the mass devastation of queer men during the AIDS epidemic. 

Japan Art History Forum

Race and Modern and Contemporary Japannese Visual Culture
Chair: Namiko Kunimoto, The Ohio State University

Japan is widely perceived, both inside and outside the country, as 
an ethnically homogenous nation. The Japanese census survey, 
for example, asks about nationality, but not about ethnicity, 
despite the fact that the number of foreign-born residents (well 
over two million) is currently at an all-time high. How have 
conceptions of “Japaneseness” and otherness been implicitly 
inscribed in art, visual culture, and even artificial intelligence, 
and how have representations of racial absence supported these 
beliefs? How were notions of Japan as a homogenous society 
established during World War II, and how have these ideologies 
persisted to the present? Addressing the inscription and erasure 
of race and ethnicity in Japan, the four papers comprising this 
panel examine images of Taiwanese aboriginals in the Japanese 
government-sponsored exhibitions, the depiction of child soldiers 
during the age of Japanese Empire, Orientalist imagery of 
Arabs made by contemporary Japanese photographers, and the 
imprinting of Japaneseness on the faces of humanoid robots. This 
interdisciplinary panel will encourage critical encounters with 
race and ethnicity in diverse Japanese artifacts and across media. 
Panelists consider how state propaganda, art photography, and the 
corporate development of artificial intelligence may be influencing 
a broader rhetoric about race and ethnicity—and their presumed 
absence—in Japan.

Facing Robots: The “Japanese” Face(s) of Embodied AI
Jennifer Robertson, University of Michigan

On display at the Osaka Science Museum is Gakutensoku, 
a humanoid robot crafted by a Japanese biologist in 1928. 
Actually, the museum houses a replica, as the original 
disappeared in the 1930s while touring Germany. A gold-
colored robot whose name means “learning from the laws 
of nature,” Gakutensoku’s pneumatically activated rubber 
face was designed to reflect the diversity of human beings on 
planet Earth. Today, in contrast, the anthropometrically precise 
humanoid HRP-4C (Miim) has a silicon face that represents a 
typical Japanese female visage. “Face studies” (kaogaku) is a 
discipline in its own right in Japan; the Japanese Academy of 
Facial Studies has a journal and hosts an annual symposium. 
The embodiment and application of AI (artificial intelligence) 
in the form of socially interactive robots capable of verbal 
and gestural communication has generated heated debates 
among robot designers over the past two decades as to what 
sort of face (or faces) a humanoid robot should, or should not, 
have. In addition to an overview of robot face typologies to 
date, I closely analyze Mitsubishi’s Wakamaru, a humanoid 
companion whose head has two parts that fit together like a 

my approach embraces Menken’s friend-based practice as 
methodology: attending to materiality, to the easily overlooked, 
working “alone” yet always oriented toward friendship. 
But what does it mean to befriend the archive? “Showing 
up” for Menken—being generous, present—helps resist 
tendencies that come with the archive’s opacities, absences, 
and disorientations: mining for transparent truths, relying on 
linearizing fallacies, smoothing over contradictions. I begin to 
constellate “documents” by allowing them to resonate on more 
effective registers; I begin to sense Menken and a different 
history taking shape. 

Between Think, Ink and Thing: Researching “Chicago’s National 
Black Queer Arts Magazine,” 1987–1993 
Solveig Nelson, University of Chicago

In 1991, at “SPEW: The Homographic Convergence”—a 
showcase of queer zines, T-shirts, videotapes, and 
performance that took place at the Randolph Street Gallery 
in Chicago—Robert Ford described Thing as a “black gay 
and lesbian underground arts journal and magazine kind of 
thing.” The publication, which he founded in 1989 with Trent 
Adkins and Lawrence Warren, featured original interviews, 
writing, and photographs by artists, musicians, writers, 
activists, and performers from across the US, including Vaginal 
Davis, RuPaul, Joan Jett Blakk, Lady Bunny, Willi Ninja, Essex 
Hemphill, Lyle Ashton Harris, and others. Thing was an openly 
queer transformation of its predecessor, Think Ink, launched in 
1987. Conceptualizing thinking as a procedure of multiplying 
forms of identification and belonging, Ford proposed: “The 
voice of Think is loud & varied embracing cultures and 
countercultures of thinkers male/female/black/white/straight/
gay/etc. Think is to transcend labels & to express reactions, 
opinions, ideas.” Discussing new archival material related 
to Thing and Think, my paper considers the challenges of 
researching the magazine’s multimedia archive, which had not 
been accessible to scholarship for two decades after Ford’s 
death from AIDS, alongside Thing’s own practice of conducting 
extensive artist interviews. Further, while Art Historical 
accounts of the Culture Wars have tended to focus upon 
debates about government funding and the works of largely 
white male artists working in photography, I consider how 
queer people of color and women responded to the culture 
wars in their own art works. 

The Papi Project
Oli Rodriguez, California State University

This project parallels time frames pivotal in existence, roughly 
pushing ideas of consent through incorporating the public 
as a collaborator. The Papi Project is an interdisciplinary 
project including public collaborative performances, videos, 
photography, archival images, three-dimensional photographs 
and writing. This project investigates a simultaneous absence 
of my Papi (dad) and an examination of the AIDS pandemic 
in 1980/90s Chicago with working poor men of color and my 
queer family. This project investigates a simultaneous absence 
of my Papi and I. The performance video component are 
documenting my (non)sexual encounters with men that had 
sexual relations with my gay father, who died in the early 1990s 
during the height of the AIDS epidemic. The photographic 
component involves capturing the contemporary remains of 
1970s, 1980s, and 1990s public cruising spots in Chicago and 
other cities. This component was documented with 110 film, to 
utilize a popular tourist, 1980s medium in the reconstruction 
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Erasing Race and Gender: Children’s Visual Culture during the 
Age of Empire
Sabine Fruhstuck, University of California, Santa Barbara

Beginning with Japan’s victorious wars against China in 1895 
and Russia in 1905, children made a powerful appearance on 
woodblock prints, illustrations, and, increasingly, photographs. 
At times, they looked uncivilized—even frightening—when 
engaging in unruly behavior. Then again, they appeared to 
embody innocence and peace. When visualizing them as 
children of the Japanese nation, publishers, pedagogues, and 
policy makers conceptualized children as future soldiers. When 
picturing the same children as the empire’s future generation, 
by contrast, they conceived of them as universally inclined 
towards being in touch with their feelings, innocent, and 
vulnerable, and—most importantly—as inherent peacemakers. 
According to the ubiquitous visual depictions of children 
during the age of the Japanese Empire, children were ascribed 
the capacity of lending moral authority to war, uniting the 
empire, and being agents of the peace to come. In this paper, 
I describe the double tactics of marking and erasing race 
and gender from children’s bodies and faces as they worked 
to symbolically contain and enhance children’s symbolic 
use value in the multilayered and inherently contradictory 
imperialist project. 

Race in the History of Design: Objects, Identity, 
Methodologies
Design Studies Forum
Chair: Kristina Wilson, Clark University

Gender and class have been productive critical tools for design 
historians, but an analysis of the role of race in the study of objects, 
their makers, and their consumers has appeared in scholarship 
only in recent years. This session explores how methodologies 
associated with race—critical race studies, post-colonial theory, 
identity studies, place-consciousness—can be productively brought 
into design history. The history of design in the US and Europe is 
often presumed to be racially neutral, but this is a consequence 
of scholarly blind spots rather than a historically accurate 
representation. How can discussions of race be brought to bear on 
objects which are mass produced, or on objects dispersed globally, 
across wide domains of consumers? How can we understand the 
role of race in the history of an object made in the past but still used 
in the present? How does race intersect with a global approach to 
design history, with histories of colonialism and imperialism? This 
session features papers that examine these questions and the 
following: What role does race play in understanding the designer 
of an object? What role does race play in production and fabrication, 
especially when it is divorced from the design of an object? Is race 
relevant to understanding the marketing and consumption of design 
objects? Is it possible to interrogate the form of an object through 
the lenses of race? This panel seeks to explore the role of race in 
design history through case studies and through theoretical and 
methodological discussions.

Refined Violence: Silverware and Slavery
Macushla Robinson, Art Gallery of NSW

This paper is a study of ornament and inheritance, with 
particular attention to silverware and attendant dining 
conventions that emerged during the period of slavery. Norbert 
Elias’ study of silverware and dining implements showed a 
growing culture of fine dining in the 18th and 19th centuries, 

ball and socket; the top part, which has an undulating profile, 
nods and rotates. I show how the animation of Wakamaru’s 
face is similar to the expressive effects achieved by masked 
performers in the Noh theater. In this connection, I also 
interrogate roboticists’ interpretations and representations of 
ethnicity—and “Japaneseness”—in the design of robot faces. 

The Camel Breeder, the Veiled Bride, and the Belly Dancer: Arab 
Images in Contemporary Japanese Photography
Ayelet Zohar, Tel Aviv University

Images of Oriental people created by Western artists included 
Orientalist depictions of Japan. In my talk, I discuss three 
photographic series that show how Japanese photographers 
relate to issues of race and difference in depicting Western 
Asia, associating the Japanese gaze with European attitudes 
towards the Orient, similar to racist and colonialist approaches 
of the 19th and early 20th centuries. Noguchi Rika’s In the 
Desert (2009), shot near Sharjah, created scenes of camels 
and Bedouins in desertscape. Yet, the men in Noguchi’s series 
are guest-workers from Pakistan, employed by wealthy owners 
who keep the camels for their holiday entertainment. The 
images reveal a complex network of labor relations rather 
than a romantic view of the desert. Maki Miyashita’s Japanese 
Belly Dancer (1998) shows Japanese women performing the 
bellydance in night clubs. Bellydance has a long history of 
being racially discriminated, and has been iconized as a sexual 
performance, but is now borrowed into the Japanese arena as 
an exotic practice for entertainment. Kimiko Yoshida’s series 
of veiled brides was taken at the stores of the Israel Museum 
(2005). The series, which centers on the practice of covering 
the face of Palestinian women during the wedding ceremony, 
conceals a more problematic truth: the bitter debates 
concerning the ways different objects made it to the archives 
and collections of Israel’s national institutions, including the 
Israel Museum. These questions concern the provenance of 
the objects, and the actual circumstances under which these 
objects were acquired into the museum collection. 

Images of Taiwanese Aboriginals in Modern Japanese Art
Chinghsin Wu, Rutgers University-Camden

Primitivism has long been recognized as a driving force 
in the development of modern art on the global stage. As 
with Western modern artists such as Paul Gauguin, many 
modern Japanese artists embraced romantic ideas of the 
“primitive,” and sought out “primitive” motifs to contrast with 
the rapidly industrializing urban cityscapes of modern Japan. 
This presentation discusses the representation of Taiwanese 
aboriginal people in modern Japanese art, focusing on 
paintings selected for the government-sponsored exhibitions, 
including the Imperial Fine Arts Exhibition and Taiwan Fine 
Arts Exhibition during the 1910s to 1940s. A number of artists 
traveled to Taiwan and projected their preconceived notions of 
the primitive onto the aboriginal tribes in Taiwan through their 
paintings. While such subject matter was initially perceived as 
“anti-modern” and anti-mainstream, artworks featuring images 
of Taiwanese aboriginals were well-received at government-
sponsored exhibitions, and soon became a common motif 
that was widely reproduced in popular culture and the mass 
media, often deployed in support of Japanese imperialism and 
its self-appointed “civilizing mission” in East Asia. In this way, 
artistic portrayals of “primitive” aboriginal culture were rapidly 
uncoupled from individual artistic interpretations and subsumed 
within larger matrices of state power and imperial domination. 
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designers in the 1920s and 1930s were a technology that 
mediated the experience of modernity. It is on the pages of 
magazines where we can understand how these fashions 
construct meaning and create an image of modernity for 
their wearer. The acts of masquerade performed by the white 
women in the pages of fashion magazines allowed them to 
define themselves in opposition to women of color. As Sarah 
Berry has argued in relation to makeup, they could briefly take 
on the perceived sexuality of these women without altering 
their own perceived ethnic purity. Through a juxtaposition of 
the “primitive” and the modern, these fashion objects and 
their representations were a means of defining their wearer’s 
modern white femininity in opposition to the primitive garment, 
while simultaneously erasing the bodies and identities of 
women of color. 

Afrochic: Race and the Emergence of American Fashion
Camara Holloway, Association for Critical Race Art History

This paper considers the role of race in the formation of 
modern fashion design. Early in 20th century, Women’s 
Wear editor, M.D.C. Crawford, and the Brooklyn Museum’s 
Curator of Ethnology, Stewart Culin, forged a productive 
alliance between the museum and fashion worlds to foster 
the development of American design. Simultaneously, colonial 
enterprises delivered increased information about Africa to 
Western audiences and its raw materials to the marketplace. 
As the fashion industry sought to contribute to the national 
effort to modernize lifestyle and taste, it capitalized on 
the precedent of the primitivist vogue that had sparked a 
fundamental reinvention of art and culture amongst the avant-
garde. When Culin organized the exhibition Primitive Negro 
Art, chiefly from the Belgian Congo in 1923, it showcased 
not just the aesthetic merits of African expressive culture 
but its suitability as inspiration for modern fashion. The 
garment prototypes designed to accompany the show and 
the promotional rhetoric orchestrated by Crawford reveal that 
in addition to the appropriation of African design principles 
and styles, entrenched cultural myths about Africa and racial 
beliefs profoundly affected emergent fashion trends. Through 
the lens of fashion, where many would least expect it, this 
paper demonstrates that race played a significant role in the 
nation’s modernization at the beginning of the 20th century. 
Reinventing American identity, aesthetics and mode of dress 
didn’t entail abandoning the nation’s traditional recourse to race. 
Arguably the triumph of the American Century hinged upon an 
Africanist presence lending its currency to the culture industry. 

Race, Vision, and Surveillance
Chairs: Kim Bobier, Pratt Institute; Marisa Williamson, Hartford Art 
School, University of Hartford

This session addresses racial politics that have structured 
practices of surveillance. How and for whom have the visual arts 
subverted or supported racialized modes of social control? We 
welcome papers examining all periods, cultural frameworks, and 
racialized assemblages. Topics of consideration might include: 
models of vision; viewing apparatuses; phenomenology; biopower; 
biometrics; representational conventions; critical race and 
postcolonial approaches to photography or histories of display; 
social media protest; and digital epidermalization. In a post-9/11 
internet era, conditions of governmental and corporate oversight 
can seem increasingly ubiquitous. Even so, as Simone Browne 

which was inextricably bound up with colonial violence. 
Ornaments, including fine silverware, were considered 
fungible with human life and indeed became vessels that 
“stored” the wealth begotten from slavery, transmitting it down 
generations. Ornamentation was an essential part of the slave 
economy: the very concept of the ornamental went hand in 
hand with what Stephen Best calls the thingification of the 
enslaved, a form of “gentility” that simultaneously masked and 
enacted widespread violence, lending it a “civilized” face. The 
presence of such objects in museums today has been critiqued 
in the work of artist Fred Wilson, designer Sheila Bridges, and 
by scholars Simon Gikandi and Lisa Lowe, among others. I will 
extend this critique to our kitchen tables and dining rooms to 
ask how this inheritance lives in the present, in gestures and 
habits of eating. Although heirloom silverware may not be put 
to (everyday) use, its design, and the bodily gestures that built 
up around it, have traces in the present. 

Race and the British Arts and Crafts Movement
Imogen Hart, University of California, Berkeley

The political significance of the British Arts and Crafts 
movement has usually been located in the Socialist allegiances 
of its leading figures. To a lesser extent, the movement has 
received attention from feminist historians. This paper argues 
that the class and gender politics of the Arts and Crafts 
movement can only be fully understood in dialogue with the 
politics of race, which have rarely figured in accounts of the 
movement. Recent scholarship has explored the colonial 
context of Victorian design reform, but the implications of this 
work have yet to be fully explored by historians of the Arts 
and Crafts movement. For example, Arindam Dutta, Edward S. 
Cooke, and Tim Barringer have demonstrated that institutions 
of design education, production, and display developed 
partly in response to Britain’s colonial activities and, in turn, 
contributed to colonialist discourse. This paper considers the 
light shed by such scholarship on the history of the Arts and 
Crafts movement. Exploring how objects were displayed, 
and analyzing the texts that accompanied them, the paper 
reconsiders the nationalism and primitivism of Arts and Crafts 
ideology in the context of race. It argues that assumptions 
about race are embedded in the very idea of an Arts and Crafts 
movement. On the other hand, the paper considers how far 
the radical politics of the movement extend into the realm of 
race. The movement famously challenged the hierarchy of art 
and craft, which is imbricated with social hierarchies—not only 
those of class and gender, but also those of race. 

Tuareg Trousers and Saris: Fashioning White Femininity through 
Ethnic Masquerade
Victoria Pass, Maryland Institute College of Art

This paper explores how and why European and American 
women’s fashion in the years between the World Wars 
constructed whiteness through ethnic masquerade. As in all 
areas of design in this period, fashion drew heavily on the 
influence of non-western cultures, especially African cultures, 
which were framed as “primitive,” by designers and fashion 
magazines. Tapping into the growing aesthetic of Primitivism 
and Jazz Moderne as well as Orientalist aesthetics, white 
designers marketed “slave bracelets,” Congolese hats, Indian 
saris, Mexican sombreros, batik prints, and Turkish trousers. 
This paper builds on Minh-Ha T. Pham’s contention that fashion 
can act as a technology that enables a virtual experience of 
the racial “other.” The fashionable masquerades offered by 
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documentation. I interpret original artworks alongside Egyptian 
print media, cinema, and other Sudan-themed exhibitions of 
the interwar period because local visitors to the Agricultural 
Museum referred to popular culture stereotypes of the Sudan 
as a stateless, yet containable, territory. Investigating the 
politics of display in Egyptian national museums also shows 
that Egyptian artists drew from nationalist models of manhood 
and femininity when creating their portraits of emasculated 
warriors and lascivious maidens that they thought to populate 
the Sudan. 

Warm Data: Mariam Ghani and Chitra Ganesh’s Index of the 
Disappeared
Jeannine Tang, Center for Curatorial Studies, Bard College

This paper examines the collaborative project Index of the ines 
the collaborative project Index of the Disappeared (2004–
present) by Mariam Ghani and Chitra Ganesh—an ongoing 
multipart research project that spans videos, questionnaires, 
an archive, database, and installations—that emerged in 
response to disappearances, detentions and deportations 
affecting brown and Muslim immigrant communities after 
9/11. To the forms of modern state data collection preceding 
the War on Terror (and expanding in its wake), Ganesh and 
Ghani devised the concept and methodology of “warm data,” 
in their information-gathering and production of anonymized 
data portraits of people of color. As longstanding activists in 
immigrant rights movements, the artists sought to deepen their 
existing knowledge and relationships to targeted persons, 
without heightening their risk of identification, surveillance 
and risk for state intervention. Index of the Disappeared is 
situated in relation to artistic uses of profiling techniques since 
the 1970s information age, and the endurance of 19th-century 
British and French criminology in modern US state population 
management. The paper considers the limits of popular 
discourses of surveillance that rely upon tactics and metaphors 
of illumination, visibility and transparency, or “watching the 
watchers” as primary means of artistic resistance, and those 
critiques of surveillance rooted in (or seeking recourse to) 
liberal forms of privacy, property and subjecthood. The paper 
argues for Index of the Disappeared as crucial vector within the 
visual and informational regimes of modern state profiling, and 
proposes the project’s sociosensual aesthetics of desistance 
to be a modality of psychic survival, against the scopophilia of 
post-Patriot Act state surveillance. 

Surveillance and Grenfell Tower in Visual Culture: Kidulthood 
(2006), Adulthood (2009) and Brotherhood (2016)
Nicola Mann, Richmond, The American International University in 
London

On June 14, 2017, a fire engulfed Grenfell Tower, a publicly 
owned housing block on the Lancaster West Estate, London. 
That a malfunctioning kitchen appliance could lead to the 
death of some 72 people has sparked a debate surrounding 
the failure of housing policy. Since the tower is located in the 
Royal Borough of Kensington and Chelsea, widely known 
for the multi-million-pound mansions of nearby Notting Hill, 
the event also illustrates the geographic proximity of wealth 
and poverty in the capital, a spatial confrontation heightened 
by the fact that a high proportion of the victims were new 
immigrants of West Indian or North African heritage. Currently 
the focus of media scrutiny and subject to academic analysis in 
projects such as Goldsmith’s Forensic Architecture archive, the 
monitoring of Grenfell Tower is nothing new. During its lifetime, 

asserts, whether in the form of the Panopticon or the slave ship, 
surveillance is nothing new while, to borrow John Fiske’s words, 
“its penetration is differential.” In what ways are surveillance 
mechanisms distributed among and enacted on differently 
racialized entities? How do social and cultural variables that 
intersect with race and that emerge in distinct physical and visual 
sites affect epistemologies of sight? Along with these questions, 
speakers grapple with constructs of seeing, art-making, and race-
making in relation to themes of containment and movement such 
as those regarding stereotypes, checkpoints, states of fugitivity, 
statelessness, desires that transgress color lines, and issues of 
social mobility.

Picturing Marronage: Archives of Frustrated Surveillance
Sarah Johnson, University of Chicago

Marronage is the name for the practices of escaped slaves 
who remained living within a slave state. Maroons cultivated 
a form of freedom on the periphery of plantations by living 
in environments that obscured their secretive communities, 
such as mountains, forests or swamps. Print archives of 
marronage sometimes include accounts of persons who have 
“gone maroon.” These documents are typically written by 
slave owners and take the form of runaway advertisements, 
plantation books or police records. I observe in these texts a 
pointed frustration with the absence of the former slave who 
has disappeared but is not fully gone. The kinds of frustration 
and fear produced by being unable to see something that 
one knows is there (a principal feature of the horror genre) 
are the affective undercurrents of these colonial texts. In this 
paper, I first analyze how marronage frustrated colonial forms 
of surveillance in the aforementioned texts. Second, I turn to 
contemporary artistic responses to maroon “disappearance 
into the bush.” The invisible presence of maroons poses a 
distinct challenge to the visual artist interested in representing 
marronage. How might one capture, visually, this moment of 
flight? How can one depict a flight that does not leave in its 
wake something tangible, such as a slave narrative or an arrest 
record? I conclude with examples of visual art wrestling with 
these questions: a UNESCO comic strip, conceptual portraits 
by Renée Cox, and a 19th-century Harper’s Magazine pen 
drawing. 

In and Out of Africa: Race and Representations of the Sudan in 
Modern Egyptian Art
Lara Ayad, Skidmore College

This paper examines the racial politics of sight and its 
epistemology in Egyptian modern art of the 1930s. It focuses 
on a collection of artworks from the so-called Sudan section 
of the Agricultural Museum in Cairo. Egyptian graduates and 
foreign-born instructors from the local Fine Arts School created 
paintings and sculptures of Sudanese and East African subjects 
prior to the museum’s inauguration in 1938. This flurry of 
artistic activity and official sponsorship coincided with Egyptian 
nationalist attempts to end British Occupation (1882–1952) 
and regain political and economic control of the Sudan. Visual 
knowledge of Sudanese tribesmen and village girls expressed 
in the museum’s art collection was intended not only to 
revive Egypt’s colonial history in the Upper Nile on a symbolic 
level, but also to set Egyptians apart from other Africans on a 
global stage. Combining an intersectional feminist lens with a 
sociohistorical approach demonstrates that fine art scenes of 
bilad al-sudan (Arabic for “land of the blacks”) in Egypt relied 
as much upon mythologies of race and sex as on scientific 
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painting—small devotional oil paintings on tin used in pre-
Columbian and Mexican home altars that depict the miraculous 
recovery from disaster through divine intervention. 

Eva Hesse in 1968: Plastics, Absurdity, Process
Jessica Ziegenfuss, University of California, Irvine

This paper examines Eva Hesse’s concern with absurdity as 
an essential vector for thinking through the artistic process 
of her late oeuvre, which focused on polymer plastics. In 
her debut 1968 exhibition Eva Hesse: Chain Polymers at the 
Fischbach Gallery in New York City, Hesse’s vision exposed 
the implicit formal and material strangeness of this synthetic 
material. Instead of producing works proffering a total image 
or total entropy, the common aesthetic parlance of her 
Minimalist and Anti-Form peers, respectively, the fiberglass 
artworks featured in Chain Polymers assume the position of 
a non-distinguishable movement between opposite poles, 
specifically that of external order and internal chaos. Hesse’s 
experimentation and close inspection of plastics look to the 
substance as a site for exposing irrational, incalculable, and 
spontaneous qualities of form and materiality. One artwork 
in particular, Accession III, serves as a primary case study in 
this paper, illuminating Hesse’s keen understanding of the 
irrationality of form and materiality in polymer plastics. Paying 
attention to the social history of plastics from the 1940s up 
to 1968, the paper connects the formal and material ideas 
operating within Accession III to the dual nature of plastics in 
society—simultaneously its own static gestalt as well as an 
uncontrollable accumulation of things. Looking to this social 
history further informs Hesse’s articulation of plastics’ absurdity 
as a particular distillation of her cultural context with Accession 
III functioning as a microcosm of both the artist’s process and a 
late-1960s discourse on plastics. 

Smile and Other Dildos
Maggie Goddard, Brown University

This paper situates Lynda Benglis’s 1974 Artforum 
advertisement in a broader context of pelvic interventions, 
or political and performative contestations at the site of 
the pelvis. I connect Benglis’s “sexual mockeries” and her 
video works, especially Female Sensibility (1973), with other 
performances that variously engage the racial coding of 
the dildo. I focus on Untitled Fucking (2013), a collaborative 
piece between Xandra Ibarra (a.k.a. La Chica Boom) and 
Amber Hawk Swanson featuring a hot sauce bottle strap-
on, and Nao Bustamante’s Indigurrito (1992), in which she 
invites white male audience members to contend with their 
oppression of indigenous people with a bite of her burrito 
dildo. Read together, these collective works speak to the 
complex investments of whiteness and feminism and offer 
ways to affectively engage the erotics of race and the stakes of 
sexual politics. This presentation positions objects as texts that 
engage with a variously discursive, material, and performative 
body in order to explore both anxieties over female sexuality 
and the possibilities of material performance. This project 
investigates both the discriminating risk of objectification 
for racially marked bodies and the careful utilization of 
objecthood as a strategy for negotiating performance and 
agency (Hartman 1997, Moten 2003, McMillan 2015). I position 
each performer’s use of the dildo as an aesthetic strategy in 
negotiating the role of the racialized, sexualized female body 
to further interrogate the political terrain of female sexual 
pleasure and meaning making. 

the estate was a stage on which to enact terrifying anxieties 
about crime, social deviance, and racial difference. The 
graffiti-laden walkways in films such as Noel Clarke’s trilogy—
Kidulthood (2006), Adulthood (2009) and Brotherhood (2016)—
gave visual form to the neoliberal suspicion that subsidized 
housing is a lost cause. Film crews were a common sight on the 
estate: “So what kind of films are they making down here in 
the ghetto? Not the latest Emily Bronte remake, that’s for sure.” 
I propose that the dystopian vision of Grenfell Tower in popular 
visual culture contributed to its notoriety in the nation’s visual 
imagination, and consequently influenced the sociospatial 
mismanagement of this urban landscape. 

Radical Female Artists: Wielding Media as Critique

From Taboo to Iconic: Revisiting Judy Chicago’s Red Flag (1971)
Camilla Rostvik, University of St. Andrews

When Judy Chicago created the lithograph Red Flag in 1971, 
she pushed against the taboos surrounding menstruation, 
including her own. Over 30 years later, the work is considered 
an important moment in menstruation activism, and the first 
menstrual art work in the world. Historians and activists who 
work on menstrual equality issues (such as period poverty, 
tampon tax, Toxic Shock Syndrome, and bathroom politics) 
all reference the importance of Chicago’s pioneering visual 
intervention. This paper asks what we actually know about the 
creation and reception of Red Flag, and utilizes Chicago’s own 
writing and contemporary 1970s sources to examine its impact. 
The paper also traces the work’s journey from taboo to iconic, 
and will discuss how a mythology surrounding Red Flag has 
persisted into the 2010s. At a time when Newsweek and other 
mainstream media outlets are stating that the 2010s marks an 
“era of menstrual politics” and the “end of a taboo,” Chicago’s 
lithograph seems as relevant as ever. By discussing the work 
and its ramifications from an art historical perspective, this paper 
suggests that Red Flag has indeed been part of that “menstrual 
revolution” of the late 20th century, and explores how Chicago’s 
use of the tampon brand Tampax also signals a late-capitalist 
Western movement towards the use of feminism in branding. 

The Secret History of Frida Kahlo’s “Pitahayas”
Mel Becker Solomon, Madison Museum of Contemporary Art

In April 1938, André Breton visited Frida Kahlo in Mexico City 
and stayed for several months. Breton’s stay overlapped the 
start of the pitahaya harvesting season in May. Pitahayas (1938), 
a painting on tin in the permanent collection of the Madison 
Museum of Contemporary Art, is a still-life featuring five of the 
bright-pink fruit. As a result of this momentous visit, Breton 
became an avid promoter of Kahlo’s work and encouraged 
the gallerist Julien Levy to produce her first—and only—solo 
exhibition in the United States later that year in New York City. 
The associated exhibition catalogue included an essay by Breton 
that described the pitahaya he witnessed in Kahlo’s garden. 
Pitahayas would travel with Kahlo to New York, then to Paris, 
back to Mexico, and finally to the Golden Gate International 
Exhibition in San Francisco. New research looking into Pitahayas’ 
provenance indicates that rather than a still-life, the painting 
is a veiled self-portrait, its historic journey telling the tale of 
artistic success, sorrow, and trauma—eventually forcing Kahlo 
to change the smile of the skeleton in the painting to a frown. 
The layered meaning embedded in the painting have also 
helped contextualize the work in the Mexican tradition of retablo 
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Race, Rhetoric, and Reality in Art Historical Discourse: 
Reconsidering Painters of African Descent in the 17th-Century 
Spanish World
Sabena Kull, Denver Art Museum, University of Delaware

People of African descent, both free and enslaved, played 
integral roles in the creation of art and visual culture across 
the early modern Spanish world. As servants or slaves, 
people of color were frequently tasked with menial labor; 
yet, more often than commonly assumed, they also worked 
as painting apprentices, officials, and even masters in 
charge of substantial workshops. In 17th-century Spain and 
Spanish America, a number of black master painters achieved 
considerable success, including Juan de Pareja in Madrid, Juan 
Correa in Mexico, and Andrés de Liébana in Lima. Although 
art historians have yet to examine in-depth the art and 
agency of painters of African descent, scholars have at times 
remarked with surprise upon their achievements in the face of 
restrictions and discrimination that, theoretically, should have 
limited their participation in the painting profession. In order 
to counter the conception of black painters as “unexplained 
exceptions,” this paper critically examines the ways in which 
art historical scholarship has addressed—or failed to address—
the works, careers, and lives of African-descent painters in the 
17th-century Spanish world. In particular, it will explore how 
dominant discourses concerning the role and status of the 
artist have inadvertently contributed to their scholarly neglect. 
In doing so, this paper also proposes that contributions 
by artists from historically marginalized groups should not 
necessarily be viewed as exceptions to be reconciled within 
established narratives, but as complications, clarifications, and 
expansions to current understandings of what it meant to be an 
artist in the early modern Spanish world. 

Beyond Bread and Roses: Indigenous Innovation in Andean 
Paintings of San Diego de Alcalá, ca. 1715
Catherine Burdick, Centro de Investigación en Artes y Humanidades 
(CIAH) y Facultad de Arte, Universidad Mayor, Santiago, Chile

While early modern Iberian artists have long been celebrated, 
the indigenous painters of the viceregal Andes who were 
influenced by their works have been framed as lackluster 
copyists. Yet one series of paintings from the early 18th 
century promises to shed new light on the originality of the 
Andean artist. In 1715 or shortly thereafter, a series of 47 
works on the life of San Diego de Alcalá was commissioned 
by the Franciscans of Santiago de Chile to adorn the corridors 
of a recently completed colegio. This unsigned series, likely 
the most extensive ever produced on the theme of this early 
ultramar saint, is understood to have been completed in 
Cusco by anonymous followers of Quechua artist Basilio Santa 
Cruz Pumacallao (1635–1710). As this study contends, these 
paintings indicate that the Cusco School members who crafted 
them could not have been diligent copyists in the manner 
suggested by critics of viceregal Hispanic American art. Rather, 
the series demonstrates how these artists, fully conversant 
with this saint’s traditional symbologies of bread and roses, 
retold the hagiography of San Diego de Alcalá for Andean 
audiences. By reworking established European models and 
integrating regional styles and symbols, this original series also 
conveys a deep understanding of diverse concepts ranging 
from Franciscan doctrine and the didactic role of viceregal art 
to intricate notions of the sacred Andean past. 

Reconsidering the Status of the Artist in Early Modern 
Spain and Latin America (1600–1715)
Chair: Lisandra Estevez, Winston-Salem State University

The status of the artist remains a central question in the history 
of both early modern Iberian and Latin American art. While most 
studies have certainly (and rightly) recognized Diego Velázquez 
(1599–1660) as the painter par excellence of the Spanish Golden 
Age, the field of inquiry can be broadened to include other artists 
of the period to illuminate different models of the artistic subject. 
The construct of the artist in the early modern period was not a 
fixed one but one that fluctuated and changed in complex and 
paradoxical ways because it was subject to and conditioned by 
cultural, economic, ethnic, political, religious, and social factors. 
This session reengages with this topic by examining the careers of 
artists who present alternative or comparative models of artistic 
identity in Spain and Latin America (1600–1715). The presentations 
in this panel primarily address the lives of early modern Spanish 
and Latin American painters and deal with the following topics: 
the economic, business, and legal lives of artists; style as a marker 
of individuality and/or erudition; self-portraits and signatures as 
bearers of meaning; critical fortunes and reception as constructed 
in pre-modern and modern art biographies and other relevant 
texts; collaboration, competition, and rivalry among artists; the 
emergence of art academies; and the ethnic and national identity of 
the artist.

Vicencio Carducho’s Last Wills and Testaments: Affective Ties 
and Professional Success
Laura Bass, Brown University

Scholars for several decades have understood the importance 
of last wills as rich sources for the study of social and cultural 
history. My paper focuses on the last wills and testaments of 
the Florentine-born Vicencio Carducho, the most successful 
painter of Madrid in the first third of the 17th century and author 
of the first published treatise on painting in Spanish, Diálogos 
de la pintura (1633). Carducho’s wills (one written with his wife, 
the second following her death), published exactly fifty years 
ago, offer vivid insight into the painter-theorist’s artistic identity 
and status. They also shed light on his familial and social ties 
both within Madrid and his native Florence. In keeping with his 
service at the courts of Philip III and Philip IV and his numerous 
commissions beyond the court, the wills reveal his success 
as a painter who earned considerable wealth through the 
exercise of his profession. More deeply, his instructions for the 
division of his estate show his strong bi-cultural allegiances. 
The particular care with which he asks his Florentine executors 
to ensure that his monies go to the neediest members of his 
family speaks with special eloquence of the affective ties 
he retained with his Italian birthplace. At the same time, his 
full integration into the cosmopolitan Spanish court capital 
is revealed by his bequests to local members of his own 
family, to his wife’s relations, and to charitable organizations 
including the Hospital for Italian Nationals and several local 
confraternities, churches, and convents. 
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Mapping Architectural Practice in the Mediterranean: A Database 
of Southern Italian Construction Techniques ca. 1050–1250 CE
Joseph Williams, University of Maryland School of Architecture, 
Planning and Preservation

Between the 11th and 13th centuries CE—the height of South 
Italy’s commercial boom—the region became a crossroads 
for the travel of builders and the exchange of specialized 
knowledge among Western, Byzantine, and Islamic 
traditions. Indeed, the combined evidence of documents 
and buildings suggests that master builders, foundation 
planners, construction supervisors, and sculptors traveled 
over greater distances than before. What pathways of travel 
did builders use, and in what ways did the long-distance trade 
economy affect their movement? While art historians have 
tended to discuss East-West exchange from the perspective 
of the patron and in terms of iconography, scholars such as 
Meinecke, Grossman, Galletti, and Necipoğlu have begun 
to interpret the logistical and economic conditions affecting 
the workforce, their mobility, and their ability to circulate 
specialized knowledge. Building on these efforts, the current 
database project is a GIS (Geographic Information System) 
that maps the distribution patterns of particular construction 
techniques, such as the squinch dome, in southern Italy and 
neighboring Mediterranean countries. In addition, the database 
uses HBIM (Heritage Building Information Modeling)—a system 
of parametric 3D modeling based on scans of buildings—to 
analyze construction techniques as versatile structural and 
geometric systems, each one capable of realizing a variety of 
visual outcomes. By parsing and mapping variations in building 
practice, it is possible to understand the impact of a changing 
economic landscape of institutional alliances, intercity travel 
networks, and interregional labor regimes on the formation of 
a web of knowledge. 

The Postapocalyptic Imagination: Envisioning Ruins in Historical 
and Contemporary Visual Culture
Meghan Bissonnette

Despite the fascination with the post-apocalypse in recent 
film, television and other media, little attention is paid to the 
backdrops of these narratives—often present-day ruins—or the 
historical precedents for these ruins in visual culture. Imagined 
ruins of present-day structures do more than just allow us to 
envision our world in ruins; they play a distinct role in memory 
creation. This paper considers representations of particular 
cities and structures, imagined as ruins, in both historical 
and contemporary visual culture. Gustave Dore’s The New 
Zealander (1872) and Joseph Gandy’s Bank of England Rotunda 
in Ruins (1798) both depict specific sites of London in ruins, 
the London Bridge and Bank of England respectively. They 
correspond to the renewed interest in ruins with Romanticism, 
as a way to contemplate the passing of time, death, decay 
and nostalgia for the past, but they differ from the classical 
or medieval ruins captured by other artists of the era. These 
works are precursors to apocalyptic and post-apocalyptic films 
such as Children of Men (2006) and I am Legend (2007) that 
depict specific present-day sites of London and New York in 
ruins. Both historical and contemporary ruin imagery emerge 
during periods of anxiety over larger changes brought on 
by the Industrial Revolution and late capitalism; therefore, 
I address the sociopolitical contexts of imagined ruins. I 
explore how imagined ruins draw on collective memories and 
experiences of iconic sites to generate new memories and 
meanings while envisioning a halting of progress. 

Gregorio Vázquez de Arce y Ceballos, Painter of Nueva Granada 
(1638–1711)
Alessia Frassani, Independent Scholar

This paper examines the figure of the most famous painter 
active in Santa Fe (modern-day Bogotá) during the colonial 
period. Two major biographies by Colombian artists Groot and 
Pizano were written in the late 19th and earlier 20th century, 
a unique case for a painter of colonial Hispanic America. 
Subsequent scholarship has either uncritically perpetuated 
or harshly rejected the romantic portrayal of the artist found 
in the biographies. I revise and reassess Vázquez’s fame and 
fortune by focusing on a unique corpus of drawings (105 in 
total), traditionally attributed to the artist. A close examination 
evidences that almost all drawings are tracings, i.e. they 
were used to reproduce more expediently either entire 
compositions or the most difficult elements of a subject (face 
and anatomy). Furthermore, while at least two or three hands 
can be identified in the corpus, only one drawing bears the 
signature of Vázquez. I propose that the drawings are a case 
of a workshop production of a “Vázquez style,” developed 
and spread with the approval of the master himself. Currently, 
there are more than four hundred works attributed to Vázquez, 
mostly found in Bogotá and the surrounding departments 
of Cundinamarca and Boyacá. Ultimately, I propose that the 
“myth” of Vázquez, put in writing by Groot and Pizano, was 
based on a fame the artist had created during his lifetime 
and that was, quite paradoxically, based on the mechanical 
reproducibility of his style. 

Reconstruction and Ruins: A Vision from Historical 
Heritage to Contemporary Culture

Between the Rococo and the Modern Reconstruction: Notes on 
the Rededos of the Chapel of Christ of Health in San Juan, Puerto 
Rico
Daniel Expósito Sánchez, University of Puerto Rico, Río Piedras 
Campus

The examples of colonial reredos conserved in Puerto Rico 
are very scarce. The severity inherent to the tropical climate, 
as well as the remarkable destruction of the religious heritage 
by the different European powers that tried to take control 
of the island on several occasions, led to the disappearance 
of these important creations. However, one of the most 
outstanding works that has survived these vicissitudes has 
been the reredos that presides over the Chapel of Christ of 
Health, located on the homonymous street of old San Juan. It 
is certainly the only Rococo work of these characteristics that 
we have today. We do not know its authorship and its date of 
completion. It has been pointed out the possible participation 
of Tomás de Rivafrecha and Campeche—father of the notorious 
artist José Campeche—in its execution, and it is logical to think 
that it would take place in the final decades of the 18th century 
along with the construction of the Chapel itself. Thus, this 
paper seeks to trace the historiographic and patrimonial life of 
this exceptional work within the Antillean colonial environment. 
At that end, an analysis will be carried out that will include both 
the hypothesis launched on its possible authorship and the 
interventions and restoration criteria that, since the mid-20th 
century, distorted its original design, giving the appearance it 
shows in our days. 



232New York City  2019

hypermasculinity through an all-female cast, whose characters 
ranged from Stone Cold Jane Austen wearing a bonnet to 
Amazonia Prime who arrived in the ring in a cardboard box. 
Aside from an entertaining series of throw-downs both in and 
outside the gallery, elaborate costumes, and scripted role-play, 
SEWW promised a body positive space free from the male 
gaze where alter egos could be constructed, cultivated, and 
performed. Indeed, at each event, the humor and absurdity of 
these performances also bespoke optimism and possibility. In 
this presentation, Dr. Katie Geha, director of the Dodd Galleries, 
and Kaleena Stasiak, visiting professor at Southern Alabama 
University, will describe the process of creating a wrestling 
league for an exhibition space at an institution of higher 
education, presenting the University Gallery as a particular 
site of production that encourages play, experimentation, and 
expansive notions of what constitutes art making. 

White Feelings: An Affective Indulgence
Albert Stabler, Appalachian State University

An odd piece of guerrilla art left on the University of Illinois 
student quad in December 2015 caused confusion and 
concern, as it showed up just after a rally organized in 
opposition to a Facebook event promoted by a self-proclaimed 
“Illini White Student Union.” This event, in the wake of 
resistance to killings of unarmed Black people and the anti-
Affirmative Action court case of Abigail Fisher, inspired me to 
put together an exhibition on the topic of “white feelings.” The 
exhibition was a group show featuring 18 artists, who created 
objects and images that confronted the consequences of 
racialized affect in various ways. There was a panel discussion 
as well, featuring four activists and scholars. White Feelings 
was the final exhibition in the University of Illinois’ downtown 
gallery, Figure One. Along with presenting the context and 
content of this exhibition, I will speak about how this show 
might reflect some of the reasons that this university once 
dedicated resources to sharing art with the wider community, 
and equally reflects some of the rationale for ceasing to make 
such overtures of outreach. The gap between experimental 
independent spaces and non-profit or institutional ones 
undoubtedly has important roots in the “culture wars” of 
the late 1980s, which certainly was a significant moment in 
the simultaneous defunding and spectacularization of public 
fine art. I hope to make some connections, using the terms 
of racialized affect, between political struggles over public 
funding and the pathologization of Black poverty generally, and 
Black women in particular. 

Hammering the Wedge: Toward a Permeable, Engaged New 
University Art Gallery
Carolyn Jervis, MacEwan University

In December 2016 I began the process of reimagining four 
walls on a blueprint for a new arts campus labeled as Art 
Gallery / Student Space into a public gallery committed to 
cultivating community and conversation through visual art. 
Although the new campus building at MacEwan University 
in Edmonton, Alberta had undergone extensive visioning, 
research, and consulting, this Art Gallery / Student Space 
room was a late edition. Driven by David Chapin and Stephan 
Klein’s assertion that museums should “stop helping to 
maintain the order of things and start teaching different, more 
liberating values,” I advocated and got approval for a free, 
public gallery in this space. In this paper I will argue that the 
absence of ideal infrastructure (environmental controls, vaults, 

Redefining the University Art Gallery
Chair: Alyssa Bralower, University of Illinois Urbana-Champaign

This session will explore various ways that curators, faculty and 
post-secondary students have leveraged university art galleries to 
challenge pedagogical, historical and artistic expectations within 
higher education. In the spirit of the self-reflexive and radical turn 
in curation proposed by scholars such as, Molesworth and Bishop, 
this panel considers how university art galleries can be sites for the 
production of knowledge and the dissemination of perspectives 
normally excluded from academic and art discourses. Working from 
Moten and Harney’s conception of the Undercommons, this panel 
also considers how university art galleries can operate as spaces of 
refusal. Panelists present experiences, discussions, or case studies/
examples of artists or exhibitions that creatively and effectively 
make use of a university/college art gallery or museum.

A Performance Place for One Person: Maria Nordman and the 
California University Art Gallery
Elizabeth Gollnick, Columbia University

In the fall of 1973, visitors to the Art Gallery at the University 
of California, Irvine confronted an unconventional entrance. 
After crawling through a confining tunnel, they emerged in the 
gallery facing a large mirror. The mirror reflected a rectangle 
cut from the gallery wall that framed nearby Saddleback 
Mountain. Another aperture cut into the building produced 
a wall of light that bisected the room. Saddleback Mountain 
was the first of several pieces Nordman created for California 
colleges, including Ground Owl/Ground Squirrel Park (1978) for 
California State University at Bakersfield, and 6/21/79 Berkeley 
for the school’s University Art Museum. Nordman’s earliest 
work was not made in, but rather out of, her studio, modifying 
its architecture to build with light. She forbade any publicity for 
these pieces, preferring the viewer encounter her work without 
preconceptions. With Saddleback Mountain, Nordman began 
a project of refusal that subverted the didactic role of the 
university art gallery, playing with the division between interior/
exterior as both an architectural feature and a theoretical 
position. Calling the piece “a construction, a performance 
place for one person,” she turned the show’s catalogue 
interview into a game of cat and mouse, refusing to explain 
her project to the exhibition’s curators. In an accompanying 
lecture, she signaled a turn towards geo-aesthetics and began 
creating works that disappeared into the natural environment. 
The art galleries of California universities served as the training 
ground for Nordman’s transition towards a radical ephemerality 
for which each viewer’s recollection serves as the only trace. 

SEWW: Women’s Wrestling and the University Art Gallery
Katie Geha, University of Georgia; Kaleena Stasiak, Southern 
Alabama University

Inspired by the League of Lady Wrestlers that originated in 
Dawson City, Canada, the South East Women Wrestlers (SEWW) 
was formed in Athens, Georgia in the summer of 2017; like 
its predecessor, it aspires to subvert patriarchal oppression 
and the male gaze through spectacle. Produced by the Dodd 
Galleries at the University of Georgia and curated by MFA 
candidate Kaleena Stasiak, the exhibition was comprised of a 
series of performances and the various ephemera associated 
with the group including zines, DIY costumes, and video 
footage of various matches. Female and female-identifying 
performers from across the University and the Athens 
community attempted to undo the sport’s association with 
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the inherent value systems, shifting roles and developing working 
practices and protocols within contexts of alternative, collaborative 
coproduction.

Reframing Innovation
Victoria Bradbury, UNC Ashville

New media breeds collaboration and working in alternative 
contexts in ways that are different from contemporary art (S. 
Cook and B. Graham, 2010). Straddling art and technology 
require artists and curators to link multiple points of contact, 
often working within collectives or groups to achieve 
technologically complex projects. An experienced curator 
can serve as a broker between parties to facilitate a complex 
navigation of projects with various players and mediate 
differing intents, expectations, and working practices. 

Reinventing Museums in Southeast Asia from the 
Colonial to the National, the Regional to the Global
Chairs: Pearlie Rose Baluyut, State University of New York College 
at Oneonta; Emily Stokes-Rees, Syracuse University

Characterized by their strategic location, colonial legacies, and 
newly industrialized and transnational economies, the mainland and 
maritime nations of Southeast Asia witnessed the emergence of 
museums in the 20th century, attesting to a robust if not profitable 
cultural infrastructure with tangible and intangible impact within 
and beyond the region. Inextricably linked to notions of progress, 
modern museums provided the necessary visibility, a projection 
of a decolonized, democratic, and developed nation. Yet the 
diverse ethnic, socioeconomic, and political character of each 
nation challenged the narrative of nationalism, which, according 
to Benedict Anderson, “dreams of purities.” While state-sponsored 
museums unified discrepant material culture whose apotheosis 
was a distinct yet imagined national identity, recent curatorial and 
programmatic activities demonstrate the opposite to accommodate, 
integrate, and express multivalent citizenship, belonging, and 
meaning. Indeed, a greater cultural cooperation within and among 
nations has resulted in a dynamic exchange of ideas, objects, and 
labor. This panel features papers that explore the significant role 
of museums in Southeast Asia, considering their (trans)formation 
in a colonial, national, regional, and/or global context. Recognizing 
museums as (re)sources of power, we are interested in deepening 
our understanding of institutional policies and practices, such as 
acquisition, collection, preservation, exhibition, and education. 
Moreover, we wish to interrogate the contradictions inherent 
in this enterprise, as well as potential challenges and crises as 
contemporary art fairs and biennials take center stage.

From Silk Road Memories to Belt Road Visions: Exhibiting the 
Past to Envision the Future
Marina Kaneti, National University of Singapore

This paper examines the recent proliferation of Silk Road–
themed museum exhibitions and public displays across various 
cities in Asia. It specifically interrogates the exhibitions’ 
connection to the Chinese-led Belt and Road initiative, which 
was first proposed by the Chinese government in 2013, and the 
strategic use of ancient connectives as a model for developing 
future interactions. More than a state-sponsored attempt 
for the construction of the past and of historical memory, 
my contention is that these exhibitions anticipate and stake 
a claim in the future of regional and global interactions. In 
addition, they signal the legitimacy and relevance of specific 

lighting, institutional knowledge, et cetera) helped create 
space to envision an art gallery whose programming is driven 
by diversity, equity, and inclusion. Creating a non-collecting 
university art gallery in an institution without any history of 
galleries, museums, or related programs has allowed what is 
now the Mitchell Art Gallery to build the question of what an 
art gallery is and whom it is for directly into what and how we 
program and support student opportunities with the gallery. I 
will discuss the successes and challenges of our first months in 
operation. 

Land Grant: Mining the University
Allison Rowe, Art Education

This presentation is a case study of the collaborative curatorial 
methods used to complicate the 150-year history of the 
University of Illinois Urbana-Champaign’s legacy through Land 
Grant—an art exhibition hosted at the Krannert Art Museum 
(KAM) from January to June 2017. Taking its departure from 
a curatorial practicum led by Dr. Terri Weissman, Professor 
of Art History and Dr. Amy Powell, Curator of Modern and 
Contemporary Art at KAM, this exhibition came to fruition 
through the investigations of ten graduate students into local 
history, archives, and diverse university collections. Rather 
than support a progressive narrative of the university as a site 
of linear progress, democratically providing education to the 
public, we endeavored to buttress dominant representations of 
the school against silenced and critical responses by students 
and faculty. Examples include the university’s celebrated 
technological achievements and diversity initiatives in contrast 
to a legacy of institutionalized racism and records of student 
protests. In the spirit of the self-reflexive and radical turn in 
curation, the university art museum is a further site for the 
production of knowledge. Working from Moten and Harney’s 
Undercommons, the university art museum is a space of 
resistance oriented critically towards dominant institutional 
narratives and local histories. Land Grant collapses multiple 
timelines: that of geologic time, the canon of modernism, and 
university history. Land Grant, and our ensuing assessment of 
this exploratory curatorial mode, offers notions of both real and 
imagined university spaces, pedagogical practices, and the 
university’s complex relationship to indigenous histories and 
local landscapes. 

Reframing Innovation: Art, the Maker Movement, and 
Critique
New Media Caucus
Chair: Byron Rich, Allegheny College
Discussant: Victoria Bradbury, University of North Carolina, Ashville

The loudest voices discussing maker culture today come from 
a Silicon Valley techno-positivist stance. This panel challenges 
perspectives such as these, while acknowledging the capitalist 
systems within which artists today are working. By showcasing 
and framing maker culture through the lens of practical artworks, 
curatorial practice and research, we acknowledge that while maker 
contexts are not always created with artists in mind, artists have 
consistently found strategies for leveraging these public/private 
resources to accomplish projects that are critical and often hybrid 
in nature. This panel will create a forum for artists, curators and 
historians to present projects that investigate intersections of art 
and maker culture. By introducing underrepresented perspectives 
emerging within an evolving arts ecology, this panel examines 
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that guided certain decisions on acquisition, collection, 
exhibition, and education. Rather than contemporary 
reinvention, this paper argues that the NM embodies the 
culture of personal and political reciprocity as it has since its 
founding in 1901, problematizing the aspirational image of a 
decolonized, democratic, and developed nation. 

A Little Red Dot with Large (Art) Aspirations
Joyce Toh, Singapore Art Museum

What does it mean for a state-funded national museum to 
“collect” and “present” an entire region? What are the cultural 
and political implications—and sensitivities—associated with 
such an ambitious endeavor? Singapore Art Museum (SAM) 
is a national museum that focuses on the contemporary art 
of Southeast Asia, through its suite of activities including 
acquisitions, exhibitions, public programs, and research. It is 
also the organizer of the Singapore Biennale, which, since the 
2013 edition, has focused on Southeast Asia, engaging with 
and curating the art from Singapore to Brunei, Cambodia, 
Indonesia, Malaysia, Myanmar, Philippines, Thailand, and 
Vietnam. Additionally, since its inception in 1996, SAM is the 
only state-funded museum in the region that has consistently 
collected art from neighboring countries. Even as SAM seeks 
to promote the contemporary art of the region, such moves 
are not always welcome by the cultures and countries where 
the works originate from. Artists are also often critical of 
authority and vocal about social ills that afflict their home 
country, yet the museum’s presentations are not immune 
from larger diplomatic concerns. Presentation thus comes 
bound with notions of representation, an ever-fraught issue. 
Taking the examples of the Singapore Biennale, the exhibition, 
Thrice Upon A Time: A Century of Storytelling in the Art of the 
Philippines, and the museum’s acquisitions program, this paper 
critically reflects upon the issues, conundrums, and problems 
that come with SAM’s and Singapore’s art aspirations towards 
the Southeast Asian region. 

Religious Objects and Modern / Contemporary 
Audiences
Chairs: Kathryn Barush, Jesuit School of Theology of Santa Clara 
University and the Graduate Theological Union, Berkeley; Stephanie 
Nadalo, Parsons Paris, The New School
Discussant: Cynthia Hahn

From painted altarpieces to prayer rugs and reliquaries, museums 
are filled with objects originally created for use within a devotional 
or ritual practice. However, once removed from an overtly religious 
context and reframed within a public museum or art space, the 
function, audience, and perceived agency of these artifacts can 
change, as do the expected rules of viewer engagement. By 
exploring the intersection of art history, anthropology, and religious 
studies, this panel adopts a comparative and diachronic perspective 
to understand the historical and conceptual dynamics governing 
such acts of mediation for modern and contemporary audiences. 
Whereas museum professionals of the 19th century tended to 
separate the beliefs and practices of religious devotion from the 
aesthetic and pedagogical aims of the museum, scholars today 
increasingly recognize that the distinction between ritual devotion 
and a more objective aesthetic appreciation can be blurry. In the 
mid-1990s, Carol Duncan acknowledged the secular museum’s role 
within the staging of civic rituals. More recently, Crispin Paine and 
others have addressed the spiritual dimensions of contemporary 

locations within a new (or centuries-old) system of circulation 
and exchange. By comparing museum exhibitions and displays 
in five distinct locations—Singapore, Melaka, Jakarta, Hong 
Kong, and Kolkata—this paper also interrogates the emerging 
coherence and differences in Silk Road narratives and the way 
in which these narratives inform questions of political agency, 
as well as visions of a new (Chinese-led) global order. 

Re-imagining Asia: From Essentialism to Cosmopolitanism in the 
Asian Civilisations Museum, Singapore
Emily Stokes-Rees, Syracuse University

Museums have long played an instrumental role in the 
construction of ideas about national identity, a task which 
becomes especially potent in postcolonial contexts. 
Identification with the nation holds particular urgency, 
moreover, in states characterized by multiculturalism, where 
the risks of conflict and dislocation necessitate some sort of 
grounding in a common history and identity. This paper will 
analyze the ways in which Singapore’s Asian Civilisations 
Museum (ACM) has, during a recent major renovation 
(2015–16), altered its narrative to represent a very different 
vision of Singaporean cultural identity, moving from traditional 
representations of “timeless” and “authentic” ethnic cultures 
to a more cosmopolitan embodiment of post-multicultural 
characteristics. More than a revision of the museum’s 
galleries, the ACM has created an entirely new strategic vision, 
responding to cultural change and increasing its focus on 
the complex histories of intercultural dialogue and hybridity 
brought about by centuries of trade and migration. Through 
a discussion of the extensive changes made in the museum, 
from collections to technology to organization, this paper 
demonstrates that the shift made from a narrative of cultural 
uniqueness and individuality to a narrative of cross-cultural 
connections and exchange has transformed the museum’s 
message and visitor experience in significant ways. 

A Relic of Reciprocity: The National Museum of the Philippines
Pearlie Rose Baluyut, State University of New York College at 
Oneonta

Patronage as an institutional elaboration of the concept, 
modes, and dynamics of reciprocity is exemplified by the 
Marcos government’s (1965–86) revitalization of the National 
Museum (NM) of the Philippines, a museological relic from 
the American colonial era. During the Marcos years, the NM 
served as repository of objects of national interest in the fields 
of anthropology, archaeology, botany, fine arts, geology, and 
zoology. It also assumed the responsibility of safeguarding old 
buildings, monuments, and shrines. By tasking the NM with 
the collection, conservation, and exhibition of the country’s 
cultural properties, the Marcos government hoped to launch 
its quest for national identity and unity. Under the second 
Aquino government (2010–16) and subsequent years, the 
NM underwent further revitalization, transforming the “third-
world” museum’s exhibition spaces in alignment with “first-
world” standards. While the NM continued to work with local, 
regional, and national agencies and their government officials, 
it also pursued high-profile global relations with Musée du 
Quai Branly and the National Gallery Singapore, exporting 
its national treasures and/or cooperating with its staff. This 
visible improvement on infrastructure, programs, and relations 
combined with a robust budget inter alia, however, must be 
framed vis-à-vis its institutional policies and management 
practices. Indeed, reciprocity remains the operating principle 
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Judaica Past and Present: Mediating Art and Ethnology
Stephanie Nadalo, Parsons Paris, The New School

Although most historical Judaica were created for ritual use 
within a synagogue or domestic setting, in the late 19th century 
Jewish artifacts such as Torah Arks and Hanukkah Lamps 
were increasingly removed from their original contexts and 
exhibited within secular exhibitions and art museums. The first 
major Judaica exhibition took place in Paris amidst the 1878 
World’s Fair, followed soon thereafter by the foundation of 
Jewish museums in cities across Europe (a trajectory explored 
in the recent work of Dominique Jarrassé and Natalia Berger). 
However, both then and now, the musealization of Jewish 
material culture poses interpretive challenges for curators, 
viewers, and communities alike. How should the artifacts of 
a historically persecuted religious minority be mediated for a 
heterogeneous museum public? Should they be exhibited as 
historic relics, incorporated into the canon of decorative art, or 
analyzed as ethnographic objects of a global diaspora? Although 
the discursive practices surrounding museology have changed 
since the 19th century, these same questions are essential 
to museum practice today. Drawing on case studies from 
museums in Paris, London, and New York, this paper examines 
recent curatorial efforts to mediate the history and symbolism 
of Judaica for contemporary audiences. By recognizing the 
multivalent nature of these objects and their ability to oscillate 
between art and ethnography, social history and spirituality, 
museum curators and gallery educators can better communicate 
with audiences on multiple levels to promote a thoughtful and 
impactful connection with the collection. 

Considering Context: Approaches to Sacred Objects in the 
Museum Space
Elizabeth Peña, Center for the Arts and Religion, Graduate 
Theological Union

In presenting sacred objects in museums, the question of 
context becomes paramount. For most major US museums, 
the display of sacred objects from outside of the Abrahamic 
religions complicates the interpretive challenges. In some 
exhibitions, curators try to replicate an object’s original setting, 
encouraging visitors to consider the object experientially. The 
object is embedded in its (recreated) sacred environment. 
Such attempts at recontextualization can be fraught: might 
visitors confuse the museum’s faux sacred space with the 
real thing, threatening the neutral secularity (and funding) of 
the museum, demeaning the faith tradition represented, or 
tricking visitors into misplaced expressions of religiosity? On 
the other hand, sometimes sacred objects are presented qua 
objects, with an emphasis on a non-sacred value (historical, 
artistic, commemorative, etc.). Do such displays, as some have 
claimed, “mute” or “efface” the objects, or can sacrality persist 
when encased in a vitrine or secured behind a stanchion? 
Informed by material culture theory, this paper uses case 
studies to consider the presentation of sacred objects—from a 
variety of faith traditions—in contemporary museums. 

art and the curatorial challenges of displaying sacred artifacts 
for heterogenous publics. Once religious material culture is 
displayed to audiences within museums of fine and decorative art, 
ethnography, and history, how does the process of musealization 
transform an object’s narrative potential? Although the 18th-century 
paradigm of the Enlightenment museum privileged visual faculties 
above tactile or auditory, how can curators, artists, and museum 
educators today help audiences understand the performative, 
interactive, and multisensorial dimensions of devotional practices 
past and present?

Exhibiting the Past in the Present: Medieval Devotionalia in the 
Modern Museum
Laura Veneskey, Wake Forest University

The status of medieval devotionalia within the art historical 
canon has shifted substantially in recent decades. Whereas 
objects like reliquaries were once valued largely for the quality 
of their workmanship or the genealogy of their iconography, 
more recent approaches have prioritized questions of 
devotional function, ritual, sensory experience, and materiality. 
As these anthropologically inflected methods have gained 
currency among scholars, the number of special exhibitions 
intended to explore these issues has increased (e.g., Holy 
Image, Hallowed Ground: Icons from Sinai [Getty, 2006–07]; 
Treasures of Heaven: Saints, Relics, and Devotion in Medieval 
Europe [British Museum, et al, 2010–11]). Such thematically 
targeted exhibitions frequently utilize architecture, lighting, 
and sound to conjure the sacred spaces in which the objects 
originated—enhancements that are generally absent from 
the museums in which many are currently housed. These 
atmospheric details accompany more ephemeral elements—
otherwise alien to museum spaces—that also frame visitor 
experience: berobed monks milling the galleries, the 
reconsecration of objects, the touching and kissing of Plexiglas 
cases, and group or individual prayer. This intrusion of the 
sacred into the museum space raises questions regarding 
the tension between contemporary religious encounters and 
historical practice. Does the presence of devotional activity 
underscore or elide the strangeness of medieval objects to 
modern viewers? How do exhibition narratives account for 
“living” versus decommissioned objects? This paper traces 
historical trends in the display of medieval reliquaries and icons 
and asks to what extent it is possible to communicate elements 
of historically distant practice to modern audiences. 

The Afterlife of Religious Relics and Souvenirs in Contemporary Art
Kathryn Barush, Jesuit School of Theology of Santa Clara University 
and the Graduate Theological Union, Berkeley

Recent scholarship in the field of medieval studies has shown 
the importance of souvenirs collected from sacred sites and 
used to extra-illustrate personal Books of Hours to create a 
multifaceted devotional experience (see, for example, Megan 
H. Foster-Campbell’s essay in Push Me, Pull You: Imaginative, 
Emotional, Physical, and Spatial Interaction in Late Medieval 
and Renaissance Art). This paper shifts the focus to the 
present day in order to explore the afterlife of religious 
souvenirs and third-class relics that have been incorporated 
into contemporary artworks. The work of three women artists 
working in media including assemblage, film, and installation 
will show the continuity of the idea of a perceived transfer of 
efficacy from a sacred site/object to their relocation in a work 
of contemporary art—and how such ritual engagement is 
received by the religious and art communit(ies) today. 
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The Sartorial-Chorographic Impulse: Charting Cross-Cultural 
Exchange in French Travel Accounts of the Ottoman Empire
Justina Spencer, Carleton University

Travel between France and the Ottoman Empire rose steadily 
throughout the 17th century thanks to the renewal of the 
Franco-Ottoman alliance under the reign of Louis XIV. In turn, 
travel books, or voyages, flooded French audiences with prose 
descriptions of Ottoman culture as well as detailed illustrations 
of foreign dress. The majority of French travel was conducted 
under the auspices of the Compagnie du Levant, established 
by Minister Jean-Baptiste Colbert in 1670. This paper addresses 
a particular sub-set of voyages sponsored by the Compagnie 
that include exhaustive detail of Ottoman dress in the form of 
costume illustrations. Close scrutiny of the illustrations reveals 
an established arrangement: one or two figures stand within a 
vertical frame close to the picture plane, set against sprawling 
panoramas of Constantinople. Through comparative analysis 
with costume illustrations found in contemporaneous atlases 
such as Joan Blaeu’s Atlas Maior (1662), this paper probes the 
relationship between the chorographic and sartorial impulses 
in European depictions of foreign land and customs. Ultimately, 
I argue that what is lacking in analysis of this material is the 
adaptation of visual idioms found in Ottoman costume books. 
Frequenting Ottoman court circles, French artist-travelers 
encountered a number of popular costume books produced by 
Ottoman artists intended for European consumers. This paper 
proposes that such representations of dress offer a unique 
point of view through which to examine Franco-Ottoman 
collaboration and networks of exchange in the early modern 
period. 

Artistic Encounters between Florence and Mughal India: A Case 
Study of Mughal Parchin Kari
Matteo Bellucci, Graduate Center, City University of New York

My paper analyzes the appropriation of European artistic 
traditions in Mughal courtly arts through a case study of 
parchin kari, a semi-precious stone inlay technique that was 
used to decorate 17th-century Mughal imperial buildings, 
such as the Taj Mahal. Based on new documentary evidence, 
my paper demonstrates that parchin kari developed from the 
encounter of older Indian inlay traditions with pietre dure, a 
similar inlay technique from Florence. My study argues that 
parchin kari is a syncretistic technique that appeared both 
Indian and Florentine and conveyed the universal conception of 
the authority of the Mughal emperors. Unpublished documents 
show that Florentine pietre dure inlays reached the Mughal 
court through the early 17th-century Florentine merchant 
Francesco Paolsanti, who established a trade of pietre dure 
artifacts from Florence to India. An inventory of artworks that 
Paolsanti sent to India in 1621 mentions pietre dure inlays that 
under the Mughal emperor Shah Jahan were incorporated in 
the decoration of Delhi’s Red Fort (1639–1648). Meanwhile, 
the French 17th-century trader Jean Baptiste Tavernier wrote 
that Shah Jahan commissioned parchin kari inlays imitating the 
pietre dure decoration of the Medici mausoleum in Florence 
for a building I identified with the Private Audience Hall of 
the Red Fort. Based on this evidence, my paper argues that 
Mughal courtly arts were conceived out of Indian and foreign 
encounters. Mughal court artists developed a transcultural 
visual vocabulary that provided a visual metaphor of the 
universal conception of Mughal power. 

Renaissance Exchanges
Chairs: Joseph Monteyne, University of British Columbia; Ivana 
Vranic, University of British Columbia

Central to the discourse of art history, the concept of the 
Renaissance as a cultural, European or global movement has been 
contested, revitalized and expanded in recent decades. Despite 
being highly fraught, the concept remains in use to demarcate art 
and visual culture produced both in and outside of Italy between 
roughly 1300 and 1700. The multiplication of one into many 
renaissances, or Renaissance into Early Modern, in the second 
half of the 20th century was based on the desire to exert cultural 
difference from values identified with the Italian Renaissance since 
the 18th century. Rather than dismiss these differences, the present 
panel seeks to explore links between renaissances by investigating 
ways in which art produced in this period was the result of multiple 
networks of artistic, economic, and cultural exchange that had a 
global reach. In particular, it will trace multidirectional movements 
of ideas, forms and technologies of art-making along with artists, 
patrons and collectors across Europe, the New World, Africa, and 
Asia. This session features presentations that reframe Renaissance 
art as a process of exchange by examining for example: how 
international trade routes, military campaigns, and missionary work 
contributed to the production, collection and circulation of visual 
culture; import of new materials, technologies and processes of art 
making from North to South, East to West, or vice a versa; role of 
print in transmission of motifs, sources and theories of art; and art 
produced by travelling artists, patrons and workshops.

Where Do “Polish Carpets” Come From?
Tomasz Grusiecki, Boise State University

A type of silk-woven rug was mistakenly classified as “Polish 
carpet” (tapis polonais) at the Paris world exhibition in 1878. 
This classification, however, enjoyed only a short-lived 
existence; by the turn of the century, two founding fathers of 
Art History, Alois Riegl and Wilhelm Bode, disproved the Polish 
provenance of the tapis polonais, bringing together evidence 
for their Persian provenance. But one could argue that this 
terminological corrective, applied at the heyday of European 
nationalism, went a step too far. This paper reconceptualises 
the tapis polonais by drawing on their transcultural origins and 
ability to merge into local contexts. These carpets were not 
unfamiliar, exotic things, but objects that had already had local 
meanings. They are neither Polish-Lithuanian, nor Persian, 
nor Ottoman; neither European, nor Islamic; these carpets are 
all these things at the same time—at once local and global, 
domesticated and exogenous. Yet art historians have been 
traditionally ill-equipped to do justice to these artefacts, failing 
to take notice of Poland-Lithuania’s transcultural legacies. 
This paper thus uses the tapis polonais as a case study for 
abandoning precise definitions and cultural boundaries; it 
proposes an alternative art-historical vocabulary that emerges 
from Polish-Lithuanian contexts, but favors transcultural 
intersections and mixed origins over the idea of artistic origin 
as something particular to a given location. 
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Interdisciplinary models of education are the future of problem-
solving because it is effective at dealing with these complex 
an ill-defined issues. As Chair of the Department of Art and 
Design at Augusta University, I have encouraged my faculty to 
work across disciplines to build an interdisciplinary community 
that reflects real-world problem-solving. We program events 
that foster art/science collaborations. We design courses 
with faculty from other disciplines such as art/physics or art/
performing arts/communication. And, we open many of our 
courses to students from any major. Working collaboratively 
through programming and curriculum has increased our sphere 
of influence and brought greater support to the department. 
Plus, Art and Design students have come to find more value in 
their education by understanding the real value of an education 
doesn’t always lie in the direct skill development related to 
their concentration, but more in the cognitive abilities related 
to creativity and collaboration. This presentation will discuss 
the innovative tactics, programming and curriculum recently 
implemented to bring the Department of Art and Design 
increased attention and support at Augusta University during 
the past few years. 

Art+Music {Notations}
Valerie Powell, Sam Houston State University

It seems to be a common trend that art departments are 
on the edge of campus, isolated from the rest of academia. 
Although at times this has it perks, it can lead to an increased 
sense of separation and division from both the college and 
community. This presentation will focus on a specific ongoing 
collaborative project that aimed to begin a dialogue between 
the Sam Houston State University’s Art Foundations program, 
WASH (Workshop in Art Studio + History) and SHSU Music 
Departments. Inspired by John Cage’s expressive sound 
scores/notations, WASH students were asked to create 
imaginative marks or “scores” of their own design. In addition, 
students were invited to provide instructions/prompts for 
interpretation, along with their visual work. Members of the 
Percussion Group were tasked with realizing or responding 
to these works by creating sounds/music in a series of live 
concerts. This collaboration had several layers, both in the 
staging and lighting of the performances, the presentation of 
the physical artwork, and within the overall project timeline. 
Students were given permission to invent community 
programming and have agency over their own collaboration 
and research goals. The continued conversation among Art 
and Music students extended beyond what was expected; 
the overall power of visual language and how that language 
is used/experienced produced smart and exciting questions 
about collaboration, authorship and creative control. This 
presentation will provide insight into this specific collaboration, 
as well as practical tips for faculty on how to approach 
and develop new collaborative opportunities beyond your 
department, classroom, and comfort zone. 

Alternative Education
Danielle Norton, Columbus College of Art & Design

With focus on the outdoors, play, ecology, and learning how 
alternative spaces such as Zipppitydirtdada allows artists to 
create new and different work. Partnerships between field 
experts and artists help both parties grow their expertise 
through creative collaboration. Artists and community 
members learn environmentally sustainable mechanisms 
to create and live responsibly. We thoughtfully connect city 

Paolo Veneziano and Early Venetian Painting between Northern 
Europe, the Eastern Mediterranean, and Central Italy
Christopher Platts, University of Connecticut

Paolo Veneziano’s pictorial language, which dominated 
Venetian painting throughout the 14th century, was an 
amalgam of Byzantine, northern European, and central Italian 
elements. The image types, iconography, and formal aspects 
of these foreign artistic traditions were appropriated by the 
painter and his patrons, who lived in Italy and Croatia. For 
example, sculpted, multi-figure Crucifixion groups in Germany 
inspired Paolo’s monumental painted versions like the one for 
the Dominicans in Dubrovnik. Byzantine representations of the 
Virgin Platytera—with the Christ Child enclosed in a mandorla 
represented on the Virgin’s chest—served as models for the 
Venetian painter’s Madonnas destined for a confraternity 
and private patrons. And Giotto’s Arena Chapel frescoes, 
with their distinctly Tuscan spatial logic and imposing figures, 
were directly copied by Paolo, who later collaborated with 
Giotto’s followers in Verona. These and other new ideas for 
Paolo’s work—whether formal solutions, meaningful motifs, 
or unique image types—came to Venice and the Veneto from 
geographically diverse cultures with economic and political 
ties to the Most Serene Republic. With these sources, Paolo 
forged a new Venetian style, which his followers propagated 
in different directions throughout the trecento. Studying the 
networks that encouraged this multi-directional movement 
of artistic ideas and artworks reveals how a specific pictorial 
language developed in Venice and then spread throughout 
the Adriatic and eastern Mediterranean during the early 
Renaissance. 

Respond and Adapt: A Fuse of Art and the Other
Mid-America College Art Association
Chairs: Chung-Fan Chang, Mid-America College Art Association; 
Julie Abijanac, Columbus College of Art & Design

In our current creative landscape, artists and educators must 
constantly respond and adapt in order to remain vital and 
relevant. What arises from this challenge often involve expanding, 
revisiting, and experimenting ideas through individual practices 
and pedagogy. How do artist and educator continue to maintain 
interdisciplinary, acting as a dynamic pioneer to societal trends and 
producing new conversation around issues in the society? How do 
educators engage and inspire students to push boundaries? This 
session focuses on interdisciplinary projects that involve science 
and technology; integrating diversity; promoting collaborative 
venture; emphasizing the conceptual fusion of separated media, 
and incorporating media/disciplines outside the established 
parameters of the arts.

Collaboration for Growth: How Interdisciplinary Practices Make 
Art Departments Better
Scott Thorp, Augusta University

Many opportunities for innovation reside at the intersections 
of disciplines. Big issues such as poverty, health, economics 
and personal security commonly cross traditional domains and 
are increasingly complex. As specialists delve into these areas, 
they discover how frameworks of other disciplines compliment 
their ability to understand such broad topics. And as problems 
present themselves today, they are less defined than in times 
past. These so-called “ill-defined” problems make solutions 
challenging because baseline questions are difficult to form. 
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Tactile Translations: Teaching in Three-Dimensionality and Object 
Making in a Flattening Virtual World
Andrea Myers, Kent State University at Stark

As an artist and educator born in the generation right before 
the birth of digital natives, physical making processes and 
three-dimensional experiences in my childhood and education 
were more prominent. How do we teach three dimensionalities 
to students of a post internet generation? How do art departments 
negotiate the varying levels of digital accessibility on their 
campuses and their classrooms and also encourage students to 
make objects in the world? What does sculpture and sculpture 
pedagogy look like in not only a post modern age but also a 
post internet age where the world is flattening into screens and 
museum experiences include virtual reality and non object based 
output? Through the lens of my teaching and artistic practice, 
this session will pose questions about how and if sculpture and 
three-dimensional studies are changing and reacting to the 
digital era and how students and artists can continue to use 
analog processes in combination with digital outlets. 

Rethinking Ethnographic Surrealism
Chair: Rachel Silveri, University of Florida

Ethnographic surrealism has long been understood as an alternative 
strand within surrealist practice. Closely associated with Georges 
Bataille’s Documents (1929–1930), this dissident surrealism 
combined an interest in the cultures of Africa and Oceania with the 
practices of anthropology, fieldwork description, and documentary 
photography to relativize European culture and hence undermine its 
supposed normalcy. Spurred by the recent global turn in surrealism 
studies, the purpose of “Rethinking Ethnographic Surrealism” 
is twofold. First, this panel will investigate the wide array of 
ethnographic practices beyond the purview of Bataille’s journal, 
examining instances of surrealist fieldwork by artists throughout 
Australia, North America, Europe, and the trans-Caribbean. 
Second, this panel aims to reevaluate the criticality associated 
with ethnographic surrealism by insisting on its disciplinary ties 
to colonialism, for, as Aimé Césaire wrote, “it is the West that 
studies the ethnography of the others, not the others who study 
the ethnography of the West.” With this dual approach in mind, 
this panel welcomes papers on topics including but not limited 
to: Len Lye’s interest in Maori art and his theorization of the “old 
brain,” counter-primitivism strategies throughout the Caribbean, 
in works by Wifredo Lam, René Ménil, Suzanne and Aimé Césaire; 
Nancy Cunard’s edited collection Negro: An Anthology (1934); 
Wolfgang Paalen’s work in Mexico; René Mabille’s Haitian Bureau 
of Ethnology; Kurt Seligmann’s studies of the Tsimshian tribe in 
British Colombia; Michel Leiris and the Mission Dakar-Djibouti; 
Antonin Artaud’s writings on the Tarahumara; Matta and Robert 
Motherwell’s trip to Mexico in 1941; and the self-ethnography of 
Mass Observation.

Artaud in Mexico: Cultural Otherness and Indigenous Identity
Pierre Taminiaux, Georgetown University

In my paper, I will study Antonin Artaud’s autobiographical 
narrative “Les Tarahumaras.” In this book, the French 
playwright and poet describes his stay among the members 
of an Indian tribe of central Mexico in the 1930s. The author 
is faced here with the cultural otherness of the Tarahumaras. 
This peculiar situation forces him to reconsider his own 
self and to search for the deeply spiritual roots of this 
indigenous community. This was a time when Breton and 

and rural dwellers bringing cultural awareness and a deeper 
sense of community. We contribute to larger artistic and social 
practice discourse through our residency program and when 
we present our work nationally. We promote ecological and 
community preservation while shedding dominant patriarchal 
structures that have fractured our sense of belonging. These 
projects will be completed during workshops and partnerships 
with experts in the region with a focus on recruiting a diverse 
panel of teachers and learners in an effort to question, 
understand, and bridge the gap between rural and city (and 
other) identities and modes of being and doing all under 
the umbrella of humor, creative play, life, and ecological 
responsibility. For participants, these focus areas will be 
explored and examined as cornerstones for slow, thoughtful 
living. Zipppitydirtdada is the only site of its kind in our region. 
Situated between coastal centers, Ohio is a swing state with 
diverse ideologies, thereby providing a fresh perspective. We 
will explore and document new ways to: engage with land/
flora/fauna in friendly eco-exchange; approach studio practice 
outside of convention and off the grid; develop alternative 
educational practices through unschooling, collaborative 
building, and democratic planning; facilitate collaboration 
among international and local artists, community members, 
and experts; ask what is nature, what is original, what is 
indigenous; and understand gaps between rural and city 
modes of being and how to bridge them. 

Collaborative Practices to Activate Social Engagement: An Art 
History Case Study
Jeannine Kraft, Columbus College of Art & Design

Civil social engagement and critical thinking are key skills to 
foster in the contemporary sociocultural moment. Employing 
a collaborative and experiential pedagogical model in the art 
history classroom activates the learning experience, fosters the 
development of such skills, and pushes students to “respond 
and adapt.” My Critical Issues in the Contemporary Art World 
class is designed to bring together students from various art 
and design disciplines to collaborate and learn in a responsive 
environment. A key component of this involves a semester-
long socially-engaged art project. We have collaborated with 
a number of artists over the years, merging practice and 
theory with a wide range of outcomes. It is interdisciplinary 
experience, responsive to the contemporary sociocultural 
moment that encourages collaborative practice with an 
egalitarian focus. The projects deal with contemporary societal 
issues around place, identity, culture, and politics. Projects 
have included, “Doughnuts for Dialogue,” “The Actually 
Project,” “Who Are You?,” “Selfie / Surveillance,” and others. 
The projects evolve through brainstorming, planning, social 
interventions, and presentation back to the college community. 
Each of these collaborative socially-engaged projects 
challenge students to create a dialogue across the college and 
the broader community in an open process of experimentation 
and reflection. This presentation will outline examples of 
projects and their process, and assert an ethical obligation 
upon us as educators in the contemporary moment to cultivate 
a critical approach, train students to respond to the world, and 
inspire them to push past their assumptions and closely held 
perspectives. 



239New York City  2019

considered aspects of Jorn’s practice during this period include 
his extensive (and mostly unpublished) texts on magic which 
he conceived within the framework of a “sociology of art,” and 
a book-length study on the revival of cultic forms with over 
400 illustrations covering the prehistoric period to the present 
time. This paper discusses how the archival and an-archival 
techniques that Jorn used for the collection and interpretation 
of visual forms which he perceived as magic or cultic, as well 
as his conceptual understanding of the social function of art by 
way of the same terms, connected his Cobra period practice to 
the ethnographic tendencies of 1930s French Surrealism and, 
perhaps, to Surrealist impulses in 1930s French social theory. 

Reuse, Hybridity, and Otherness: Premodern East 
Asian Examples 
Chair: Cynthea Bogel, Kyushu University

Four presentations on premodern and early modern East Asian 
objects and imagery (henceforth, “work[s]”) sharpen our definitions 
of “source,” “reuse,” “transferal,” and “hybrid” in art history 
scholarship by elucidating the role of the disguised, borrowed, 
or reconfigured idea/material in the work. As such the panel 
looks at idea and object flows, especially in religious and political 
contexts. Difference is understood as something that propels the 
negotiation of individuation and (re)creation, as an agency for 
reformulation, and the bearer of hybridity in light of rulership, 
legitimacy, sacrality, and death. Further, cultural transmission is 
problematized in the works through examining the complexity of 
reception and reformulation and the idea of “culture”—whether of 
a hybrid image form (Moerman, Bogel), repurposed materials (Kim, 
Schweizer), or the impact of what is posited as a “source” (all). 
The works (if considered as agents) are at once (re)appropriations 
that (re)present difference to accentuate their own visuality or 
materiality by calling attention to hybridity and/or a transferal of 
form/meaning; each work simultaneously (intend to) normalize 
that difference in a new context or territory. Power—in the form of 
knowledge, religiosity, sacrality, ownership, exoticism, or numinous 
effect—constitutes a key point of each paper. Through analyses that 
broach the control of trade routes, products, and their signification 
(Moerman, Schweizer); examine epistemologies and practices 
that inhere in bodies and ethnicities (Kim, Bogel); and consider 
creative reimaginings of cosmological/philosophical signifiers (all) 
we sharpen our focus on the representation of cosmologies, the 
apotropaic, and the impact of imagery and materials across time 
and place.

Othering the Samurai: Exotic Materials on Japanese Campaign 
Coats
Anton Schweizer, Kyushu University

Jinbaori are vest-like surcoats worn by elite samurai during 
battle or for ceremonial occasions. This paper discusses 
use of foreign materials in three 16th-century jinbaori: 
Persian knitted fabric, European felt, and birds’ feathers. 
Each incorporates rare, imported materials into profoundly 
unconventional costume creations. All three also constitute 
adoptions and adaptations of groups of materials with long 
histories of charged symbolism, and therefore attest to the 
conscious deployment of materials to communicate prestige, 
numinous power, and access to global trade networks. 
Significantly, some of the exotic materials and manufacturing 
technologies—especially featherwork—were likely introduced 
to Japan by Jesuit missionaries precisely for their potential to 

his colleagues had expelled Artaud from the surrealist 
movement. This was also a time when France (and most 
of Europe) was experiencing the rise of fascism as well as 
the dire socioeconomic consequences of the Wall Street 
crash of 1929. In this context, Artaud was trying to explore a 
world that would somehow allow him to escape this general 
predicament. Artaud’s existential crisis was also fostered by his 
own mental health problems. When Artaud encountered the 
Tarahumaras, very little had been written in France about the 
indigenous cultures of Central America. He unveiled therefore 
a largely unknown territory in his narrative. The Tarahumaras 
worshipped the Peyotl, a sacred cactus with hallucinogenic 
properties. Artaud stressed in this regard the mythological 
richness of their worldview. To a large extent, the Tarahumaras 
embodied a radical contradiction of both Western rationality 
and the Spanish colonial legacy. I demonstrate that Artaud’s 
personal alienation was mirrored in this sense by the cultural 
estrangement of the Tarahumaras. 

The “Magical Climate of Totemism”: Wolfgang Paalen’s Theory of 
Emotion
Becky Bivens, University of Illinois, Chicago

Wolfgang Paalen’s 1942 essay “Totem Art” draws on the artist’s 
experience traveling through British Columbia and southeast 
Alaska in the late 1930s. Part primitivizing polemic and part 
ethnographic study of the Cowichan, Nootka, Kwakiutl, 
Tsimishian, Haida, and Tlinghit peoples, this meticulously 
researched essay demonstrates an attention to cultural 
specificity that rests uneasily alongside its primitivism. 
Paalen romanticizes the “totemic mind,” which he describes 
as unable to distinguish between self and other, human and 
animal, or animate and inanimate things. This refusal of 
boundaries allows the “totemic mind” to emotionally identify 
with its environment. I suggest that a version of the “affective 
mimetism” that Paalen theorizes in “Totem Art” is present in 
many of his writings and artworks of the 1940s. Perhaps moved 
by his sense of powerlessness in the face of the impersonal 
forces that drove WWII, Paalen’s writings vividly capture what 
it feels like to be bowled over by an emotion. Yet the anti-
rational concept of the “totemic mind” allowed him to project 
his own lack of power onto the subjects of his ethnographic 
study. Indeed, the worldview he describes forecloses the 
possibility that one’s emotional responses are expressions of 
an individual’s values and thoughts. Rather than romanticizing 
subjugation to emotion, I argue that the primitivizing theory 
of the emotions as passive reflections does a disservice to the 
capacity for active and independent reflection that belongs to 
all persons. 

Asger Jorn’s Sociology of Art
Niels Henriksen, Princeton University

The confluence between the Surrealist understanding of 
collage and the ethnographic understanding of culture 
as something to be collected, that is, as disparate and 
fragmented, is central to James Clifford’s 1981 definition 
of ethnographic surrealism. But what happened as artists 
turned to other forms of artistic expression, or when the 
focus of ethnographic surveys shifted to other cultures (the 
focus of ethnographic surrealism was primarily on Africa) 
posing different demands on collectability? Extant scholarship 
has interpreted the works of the Danish painter Asger Jorn 
(1914–1973) through the lens of the Cobra movement’s turn to 
the forms of ancient Nordic myths between 1948 and 1951. Less 
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statue into a living icon. The used clothing, however, was 
distinct from other sacred objects enshrined to instill life into 
the statue. Examination of the clothing discovered in Korean 
Buddhist statues identifies it as that used by the statue’s 
donor(s). Through cross-regional research that considers the 
image-making practices of China and Japan, this paper shows 
that once interred inside a sacred statue, the ontological 
status of such used clothing was understood as transformed 
into a substitute body of the donor. In China, statues encased 
replications of organs and intestines; these were believed 
to bring life to the statue. In Japan, Buddhist icons were 
frequently enshrined with hair, teeth, nails, or other parts of 
the body of the statue’s donor or her relatives. In Korea, where 
human body parts were viewed by the indigenous culture as 
impure and inauspicious, and where Confucian influence was 
stronger, such practice was undesirable. Due to its intimate 
contact with the body and bodily fluid of the donor, used 
clothing became an appropriate substitution of the donor’s 
body to be offered to sacred statues, which ensured him/her 
blessing and protection from the living statue. 

Cartographic and Cosmological Hybridity in Japanese Folding 
Screens
D. Moerman, Barnard College, Columbia University

Maps of the world painted on large-format folding screens 
constituted a radically new and profoundly hybrid form 
of visual and material culture in 17th-century Japan. First 
produced by Japanese artists within Jesuit seminaries, these 
screens display a level of appropriation and transformation 
far beyond any simple notion of cartographic reproduction 
and reveal the transcultural encounter between Europe 
and Japan as multidirectional and multivalent. This paper 
analyzes examples of these cartographic folding screens in 
which the global world introduced by European Jesuits is 
paired with an image of the Japanese archipelago situated 
within the Buddhist geography of a flat earth. In doing so, it 
explores the negotiation of difference, and the implications of 
incommensurability and dissonance, within the contact zone of 
Japanese and European visual and material culture. By tracing 
the articulation of religious cosmology within Japanese and 
European cartography, this paper offers an alternative reading 
of Japanese map screens in order to challenge the prevalence 
of positivist and Eurocentric interpretations. 

Rhythm, Race, and Aesthetics of Being Together
Chairs: John Paul Ricco, University of Toronto; Kris Cohen, Reed 
College

This panel is organized around the topic of aesthetics and rhythm, 
where rhythm is conceived capaciously, but also more specifically, 
in relation to forms of collectivity and being together. We are 
interested in thinking about groups and their aesthetic forms, not 
first through scale, ethnographic type or racialized regimes, but 
through the rhythms of their comings and goings, aggregations 
and dis-aggregations. Panel participants draw from Barthes’ 
lectures on “how to live together,” and his focus on idiorrhythmy 
and small groups; Bersani’s theorization of impersonal rhythms of 
being; and the tympanic percussions and rhythmic pulsations of 
Derrida’s deconstruction. Presenters address the politics of race 
and other forms of social difference, as these have been inscribed 
through colonial governance, algorithmic profiling, policed forms of 
population control, and masculinist confrontations with foreignness. 

generate sensation and evoke associations with preexisting 
concepts from religion, legend, and poetry and thus to serve 
as a powerful tool in proselytizing efforts. Patrons in Japan, 
however, swiftly appropriated and reinterpreted these 
materials for their own political ends. This paper approaches 
jinbaori as tools for social othering and the communication 
of charismatic rulership. Such strategies of social othering 
were employed centuries prior by members of the samurai, 
a professional group that relied on violence. Charismatic 
rulership and the rhetoric of legitimate government became 
a principal tool of political propaganda in the process of 
reunification at the turn of the 17th century. We demonstrate 
how, in this historical and political context, materials and 
surface textures referencing foreignness, exotic nature, and 
legendary creatures are tools of political iconography and 
reaffirm the possibilities of reuse as unbound to the notions of 
difference that accompany them upon importation/receipt. 

Transmission and Talisman in Ancient Buddhist Visual Culture 
Cynthea Bogel, Kyushu University

This paper examines 7th- and 8th-century cosmologies 
depicted on ancient Buddhist icons as hybrid products of 
cultural transmission that unwittingly and consciously shift 
religio-political/devotional-secular meanings. It presents 
visual evidence of Buddhism and ancient history in heretofore 
unacknowledged ways and deconstructing essentialized 
“religion” and “influence” models upon which art history still 
depends. Pedestal imagery at Horyuji and Yakushiji is linked 
to current events described in contemporaneous histories-in-
the-making; the paper surveys visual expressions of Buddhism 
in the crafting of a Chinese-style imperial state. Specifically, 
the foreign, hybrid, and ostensibly “non-Buddhist” creatures, 
figures, and motifs that populate each icon reveal transmission 
and appropriation in contexts often reduced to “naive Buddhist 
understanding” or simplistic “political cache through a 
pastiche of borrowed symbol.” At Yakushiji the most striking 
element of the pedestal imagery is twelve figures in bronze 
relief seated 4-2-4-2 within arched niches on the sides. The 
twelve wear loincloths, bare fangs, have curly hair and—most 
significantly—generalized physiognomic features used in Tang 
Chinese representations of dark-skinned foreigners (kunlun) 
from the Southern Seas; they were foreign workers, slaves, 
or individuals who delivered tribute to the imperial authority. 
They were also feared. Elsewhere, landscapes populated 
by immortals(?), allusions to Mt. Sumeru, beasts of the four 
directions, slaves/refugees, converted and/or hybrid (evil) 
creatures, tomb designs, and grapevines speak to foreign 
difference as agency. They espouse a radical view of the 
Asian transcultural that deposits postcolonial narratives and 
imported object narratives on similar theoretical bases. We 
attempt to situate the multi-faceted intentions of this plethora 
of talismanic marks. 

From Dirty Clothes to Substitute Body: Reuse of Used Clothing in 
the Image-Making Tradition of Korea
Youn-mi Kim, Ewha Womans University

Since the late Goryŏ dynasty (918–1392), Korean Buddhist 
statues were often enshrined with used clothing interred 
within them. This paper explores the religious meaning of 
this surprising practice of offering used clothing—frequently 
smeared with sweat—inside sacred statues. Accompanying 
the used clothing were other sacred objects and texts that, 
during a consecration ritual, served to transform an inanimate 
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of rhythm also questions Barthes’ own silences about his 
familial connection to the colonial legacies of France, as this 
history has been narrated by Ivorian writer Gauz in Penser et 
écrire l’Afrique aujourd’hui, a text that I have translated and 
presented in recent gallery installations. 

Group Form after Computation
Kris Cohen, Reed College

What happens at the contact points between computational 
means of aggregating people and the more conscious work 
of building collectivity and solidarity as well as lighter forms 
of togetherness? Clearly traditional forms of togetherness 
such as family, community, and even queer forms of kinship 
interact with computational forms of aggregation such as we 
find in personalization engines, NSA surveillance, and hookup 
apps. But they do not and cannot account for all of the ways 
that people are now brought together through various kinds 
of data accumulation and sorting. Are computational forms 
of togetherness even inhabitable? What role do more active 
forms of sovereignty such as will, decision, and identification 
play within computational forms of togetherness? These are 
formal questions, questions of form, so we can also wonder 
how these contact points, so opaque in ordinary life, are 
showing up in recent art. This paper will look specifically at one 
case, the aesthetics and politics of race after computation, as 
a way to begin to explore some of these questions. Looking 
to art from the long black radical tradition (Robinson, Moten), 
in which solidarity has always had to build itself on top of and 
within various forms of population control and policing, the 
paper identifies ways that computational forms of togetherness 
have been described, inflected, routed around, and maybe, 
sometimes, resisted. 

Rhythm in Deconstruction 
Naomi Waltham-Smith, University of Warwick

In Mendi and Keith Obadike’s Numbers Station 1 [Furtive 
Movements], the artists take turns to read a series of numbers 
excerpted from the logs of self-reported stop-and-frisk data in 
New York with a dispassionate tone and a machinelike rhythm, 
the numbers punctuating the electronically generated tones 
that sonify the data in another way. Connecting this piece with 
Eric Garner’s pleas of “I can’t breathe,” Soyoung Yoon has 
suggested that, as it becomes increasingly difficult to recall 
the difference between the numbers, “difference becomes 
a matter of spacing, of taking a breath.” I take the Obadike’s 
installation and Yoon’s reading as an occasion to tease out the 
significance of rhythm to deconstruction and its central notion 
of difference as spacing. Specifically, I trace two intertwined 
conceptions of rhythm that operate in the thought of Derrida 
and Lacoue-Labarthe and whose proximity the sound 
installation makes audible. The first is the idea of listening as 
auscultation, as a rhythmic percussion attuned to the cadence 
and resonance of breathing. Derrida evokes this figure in a 
number of places, especially in the essay “Tympan” and his 
introduction to Lacoue-Larbarthe’s Typography, to capture the 
subject’s condition of (im)possibility as pulsation. But this beat, 
as Nancy reminds us, is always syncopated. Reading Derrida’s 
meditations on rhythm in Glas alongside Numbers Station 1, 
I show how the pulse tends to become arrhythmic—how the 
auscultation of black lives tends towards the chokehold and 
the irregular gasps and splutterings Derrida opposes to the 
harmonious resonance of a struck bell. 

Each paper asks how we can use rhythm to rethink aesthetic 
forms of sociality beyond the artist-spectator dyad, the audience 
or participatory crowd, and the convivial relational gathering. In 
what ways have art and visual and acoustic culture made room 
for the small group and its un-synchronized configurations and 
compositions of individual rhythms? We are interested in that 
which escapes colonial temporalities of crisis and is less about 
confrontation and more about pulsation. Forms of collectivity that 
are more like a dance floor than movement politics, and in their 
rhythmic syncopations are often in front of or behind the beat.

Rhythm of the Night
John Paul Ricco, University of Toronto

In the enigmatic final scene of Claire Denis’ 1999 film, Beau 
Travail, the protagonist Galoup is in an empty discotheque 
manically dancing to the song “Rhythm of the Night.” As 
viewers, we are left to wonder whether this is Galoup’s 
hallucination or his own mortal spirit’s last dance. But in a 
film dedicated to the choreographic movement of young 
male bodies—members of the Foreign Legionnaires stationed 
in Djibouti—this solitary dance number might be read as 
an allegory of the violent resentment that sergeant Galoup 
exhibits throughout the story. A violence that is most directed 
at the beautiful Sentain, but more obliquely but just as 
ominously, at the rhythms of the young Legionnaire’s daily 
movements, from which Galoup isolates himself. Engaging 
with recent work on “non-sadistic types of movement” 
(Bersani); rhythm as oscillating movement and suspension of 
sense (Nancy); and rhythm as gestural form-of-life (Agamben), 
my paper is about the syncopated rhythms of collective 
sociality that—drawing upon the prefix syn—are rhythms of 
being together and apart at once. In Plato’s description of 
the city’s “Nocturnal Council” as configured through a “long 
standing together” (metà synousia pollen), we discover a 
way to think about the formation of the small group form. 
It is his self-ostracization from this rhythm of the night, that 
Galoup arrhythmically dances in the final scene of the film, 
providing an occasion to think about more ethical, aesthetic 
and remarkably nonviolent modes of bodily movement, social 
intimacy, and rhythms of shared estrangement with others. 

In the Meantime
Christian Nyampeta

As an artist, filmmaker and educator, my long-term research 
project is dedicated to modes of working together and being 
in common; translation and its temporalities; pedagogy as 
forms of sociality; colonialism and its legacies. I focus on 
rhythm as a discursive tool to address political and ideological 
shifts in philosophy and religion in former colonies. In my 
film, Comment vivre ensemble (2015)—a title derived from 
the eponymous lectures by Roland Barthes at the Collège de 
France in 1978—I interview a number of Rwandan philosophers 
and educators, asking “What is rhythm for you?” Taking up the 
historical notion of idiorrhythmy, my work considers rhythm as 
the organization of one’s own space and time, and the role of 
rhythm in shaping subjecthood, communities, and localities. 
The rhythmic cadences of bodily gesture and encounter 
become ways to reconceive the aesthetic dimensions of 
ethical communicability—of generosity and hospitality in all of 
their asymmetrical oscillations. I am interested in how rhythm 
has the capacity to regulate or be regulated by patterns and 
movements; and how it bears the potential to form or disrupt 
these configurations and trajectories. This translative capacity 
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artists. The Travel Sheet was recognized as a key resource, 
playing a critical role in connecting artists and media centers. 
Organizations such as the Museum of Modern Art, Walker 
Art Center, and Millennium Film Workshop actively listed 
contact information and used the publication to keep abreast 
of artist tours and works available, as evidenced by the “fan 
mail” in the archives. Self-curated, the Travel Sheet reveals 
an expanding global network of organizations and artists. 
Mapping the Independent Media Community is a digital 
project that extends Dixon’s original vision, using the Travel 
Sheet to study these networks. The aims of the MIMC are: to 
historicize the Media Arts Center Movement that established 
regional resource centers such as Carnegie’s Film Section 
and Pittsburgh Filmmakers, and to understand how these 
networks influenced the creation of archives of this nationwide 
movement and independent media at large. This paper 
situates MIMC within the context of digital humanities, art 
history, and archival and curatorial practices, exploring how a 
data-driven approach can illuminate the gaps in the historical 
understanding of independent media, the archival record, and 
the media collections that have defined the canon. 

Models of Curating Experimental Media Art in the 1970s: Sally 
Dixon’s Independent Film Maker Series
Benjamin Ogrodnik, University of Pittsburgh

Historians have discussed experimental media in the 1970s 
in terms of nontraditional sites of film exhibition, such as 
Expanded Cinema happenings and live media events (Uroskie; 
Balsom; Wieglus). But less discussed is the widespread effort 
on the part of art museums to exhibit avant-garde film as 
a visual art form, as in MoMA’s Cineprobe or the Whitney 
Museum’s New American Filmmaker Series. Sally Dixon 
contributed to this wider movement through her innovative 
Film Section at the Carnegie Museum of Art, in Pittsburgh. 
In particular, her Independent Film Maker (IFM) Series was a 
monthly event that exhibited experimental films and in-person 
presentations by visiting artists, including Stan Brakhage, 
Tony Conrad, Yvonne Rainer, and others. Through the Series, 
Dixon articulated a flexible rhetoric of aesthetic modernism 
that suggested a harmony between film and visual art, 
rendering the moving image legible to diverse audiences and 
regional constituents as “art.” In this paper I discuss three 
discursive aspects of the IFM Series that participated in this 
institutionalization. First, Dixon modeled film screenings 
as though they were temporary art exhibitions. Second, in 
marketing materials and lectures, she discussed film explicitly 
as an art form, and defined the independent filmmaker as an 
artisan making handmade cinema. Lastly, she used in-person 
presentations by artists and technical workshops to blur the 
lines between film, author, and audience, elevating film into an 
aesthetic experience. The paper highlights the IFM series as an 
exemplary model of the institutional rhetoric of experimental 
film exhibitions in the US art museum in the 1970s. 

Expanded Acts of Perception: Sally Dixon’s Generative Letters
Melissa Ragona, Carnegie Mellon University

If Andy Warhol had Pat Hackett—the figure behind a good 
deal of Warhol’s major works in print, i.e. The Philosophy of 
Andy Warhol (From A to B and Back Again)—Hollis Frampton 
(and many other artists) had Sally Dixon as their redactor, their 
translator, their recoder, their producer. Dixon, as a key part 
of her role as curator and director of the Independent Film 
Maker (IFM) series at Carnegie Museum, engaged in a rich 

Busta Rhymes at the End of the World
Aria Dean

This lecture will explore the aesthetics, politics, and philosophy 
of the rapper Busta Rhymes, looking particularly at his 
suite of apocalyptic concept albums—The Coming (1996), 
When Disaster Strikes (1997), Extinction Level Event (1998), 
Anarchy (2000), and Genesis (2001)—and their accompanying 
visuals (many were directed by hip hop video auteur Hype 
Williams.). Over the course of the five albums, Busta Rhymes 
weaves a complex narrative of global demise and eventual 
regeneration of which he (the “black child,” the “black man”) 
is at the center. In this talk, I suggest that Busta’s apocalypse 
speaks to something beyond generalized global crisis at the 
millennium—and fear of what the millennium would bring, 
instead speaking to an apocalyptic blackness that is influenced 
by both afrofuturism and Busta’s relationship to the Five 
Percent Nation, and resonates rhythmically, sonically, and 
philosophically with directions in black radical thought, both 
new and old. 

Sally Dixon’s Media Circuits: Reimagining Institutional 
Dynamics and Global Exchanges in 1970s Experimental 
Media Arts 
Chairs: Benjamin Ogrodnik, University of Pittsburgh; Melissa 
Ragona, Carnegie Mellon University

What can the life and career of a single curator teach us about 
larger institutional dynamics of media art in the 1970s? This panel 
takes as its focus the work of Sally Dixon (b. 1932), the founder 
of the highly influential Film Section (1970–2003), based in the 
Carnegie Museum of Art in Pittsburgh. Dixon was considered 
a leader among a new generation of institutional activists 
(including Jonas Mekas, John Hanhardt, and Gerald O’Grady) 
seeking discourses to legitimize film-as-art. In her roles at the 
National Endowment of the Arts and on various art councils, she 
helped create material infrastructure that supported independent 
filmmakers and artists around the United States. This panel 
uncovers Dixon’s legacy as it shaped the presentation, collection, 
and distribution of moving-image art. By drawing on a diversity of 
methodologies from the digital humanities, archival studies, and 
art history, it offers up a number of research topics that advance 
the historiography of experimental media: How was the work of 
radical artists such as Carolee Schneemann, Anthony McCall, and 
Tony Conrad supported through new forms of public funding and 
media art infrastructure? How was the art museum transformed 
by the rise of time-based media collections and exhibitions, in the 
1970s? What sorts of institutional mechanisms—such as mailing lists 
and visiting artist series—helped to facilitate the global circulation 
of moving-image art? How can shifting scholarly attention to the 
work of curators, arts administrators, and institutions impact our 
understanding of experimental media?

Reimagining Sally Dixon’s Travel Sheet: A Data-Driven Approach 
to Studying Experimental Media
Lindsay Mattock, University of Iowa

In September 1973, Sally Dixon and the Film Section of 
Carnegie Museum of Art published the first Film and Video 
Makers Travel Sheet, a monthly publication “designed to 
encourage and facilitate the wider use of exhibition and 
lecture tours by independent film and video makers.” Yvonne 
Rainer, Carolee Schneemann, Storm de Hirsch, and Hollis 
Frampton appear regularly, along with lesser-known regional 
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is not lost? How do institutions and individuals assess the cultural 
value of such archives? What are some of the practical, financial, 
and legal issues that can determine whether or how a scholar’s 
archive is preserved and made available to other scholars or to the 
general public? These are some of the questions our speakers will 
address.

Scholars Papers: Frick Art Reference Library Acquisition Policies
Sally Brazil, Frick Art Library

As Chief of Archives and Records Management of the Frick 
Collection since 1997, Sally Brazil is responsible for several 
collections of scholar’s research papers housed in the archives 
located at the Frick Art Reference Library. She will discuss 
broadly by what means such papers are acquired by archivists 
at the Frick and, prior to her arrival, by the librarians at the 
Frick Art Reference Library. In addition, she will address factors 
that are often considered by the Frick when acquiring research 
papers, suggest ways to locate a repository for a scholars’ 
records, and review how archivists at the Frick address 
scholars’ expectations for organization, preservation, and 
public access to their collections. 

Preparing Scholarly Papers for Public Archives
Sheila Schwartz, Saul Steinberg Foundation

Sheila Schwartz is Research & Archives Director of the Saul 
Steinberg Foundation, New York. Drawing on her experience 
preparing the research collection of the Steinberg Foundation 
for the Beinecke Library, Yale (ongoing), and preparing art 
historian Leo Steinberg’s research papers for the Getty 
Research Institute (2011–2012), she will discuss the practical 
side of depositing scholarly papers in a public institution. 
Among the matters to be addressed are decision-making 
about contents, organization, identification and explanation of 
components, digital vs. print transfer, and copyright issues, of 
the papers themselves and material within them. 

The Frederick Mason Perkins Archive in Assisi: A New Source for 
American Collecting of Early Italian Painting and Contemporary 
Connoisseurship
Fausto Nicolai, New York University

Dr. Fausto Nicolai is a Visiting Scholar in Art History (Faculty 
of Arts and Sciences), at New York University, 2018–2019. 
He was the first scholar to be granted access, in 2013, to the 
archives bequeathed in 1955 to the Bishop of Assisi, Italy, by 
the internationally recognized specialist of Early Renaissance 
Italian painting Frederick Mason Perkins (1874–1955). Perkins, 
along with his mentor Bernard Berenson, played an essential 
role in the critical and collecting rediscovery of the so-called 
“Italian Primitives.” Dr. Nicolai will discuss his experience 
organizing the archive’s contents, which include thousands of 
letters, photographs, diaries, and notebooks related to Perkins’ 
research on 14th- and 15th-century Italian art and his relations 
with important early 20th-century American collectors of this 
work such as Philip and Robert Lehman, Simon Guggenheim, 
Helen Clay Frick, John G. Johnson, Alessandro Contini-
Bonacossi, and Samuel H. Kress, and analyze how that that 
experience has shaped his own scholarship and opened new 
lines of inquiry for future researchers. 

and complex correspondence with the artists she invited—
writing to and receiving a plethora of letters from—the likes of 
Robert Breer, Stan Brakhage, Storm deHirsch, George Kuchar, 
Carolee Schneemann, Anthony McCall, Hollis Frampton, and 
Stan Vanderbeek. By focusing on the particular set of issues 
addressed in the exchanges with Schneemann, McCall, 
Frampton, and Vanderbeek, this paper examines how Dixon 
came to forge a program that contributed to a broader and 
more nuanced discourse about experimental filmmaking as an 
expanded art form. By engaging in both written explorations 
(via letter exchanges), panel discussions and workshops with 
these particular artists, Dixon helped them to tease out their 
interests in the intersections of film with computer technology 
(Vanderbeek), conceptual mathematics (Frampton), literary 
and performing Arts (Schneemann), and drawing and sculpture 
(McCall). Moreover, she often paired up artists with local, 
offsite organizations, such as Frampton with the Pittsburgh 
United States Steel corporation and Stan Brakhage with 
West Penn Hospital in order to encourage a cinema that was 
interdisciplinary, relational and, often, siteless. 

Stewarding Time-Based Media Collections into the Future: 
Challenges and Opportunities 
Emily Davis, Carnegie Mellon University

In the early 1970s, museums across the nation began acquiring 
time-based media for their collections and formally establishing 
departments dedicated to moving images. Among the first 
museums to do so was the Carnegie Museum of Art (CMOA). 
Led by the charismatic Sally Dixon, CMOA established the Film 
Section in 1970. Within a year, Dixon began acquiring 16mm 
prints directly from artists; by the early 1980s, her successor, 
William Judson, began acquiring videotapes. In 2003 the 
department dissolved and stewardship of the media artworks, 
which had grown to nearly 400 titles, was assumed by the 
Contemporary Art Department. Like many other museums 
around the country, contemporary curators faced a dizzying 
number of questions related to provenance and copyright, 
and a myriad of exhibition formats for each title. With no 
standard practices for documenting time-based media, early 
on museums were left to to their own devices. For CMOA, 
this meant that most of the documentation related to the 
purchase of early film and videotapes was interweaved in the 
Department of Film of Video Archive. In 2011, CMOA embarked 
on the Time-Based Media Project, a multiphase grant funded 
project to assess the collection, ascertain the provenance of 
the materials, migrate the media to contemporary formats—if 
appropriate—and to organize and preserve the sizeable 
archive that provided valuable content for the artworks and 
perspective into the evolution of the field. This paper gives 
an overview of the five-year initiative and highlights various 
challenges surrounding the preservation and presentation of 
time-based media. 

Scholars’ Papers: Preservation, Collection, Legacy
Catalogue Raisonné Scholars Association
Chair: Susan Cooke

Over the course of their careers, many scholars accumulate 
significant troves of private notes, interviews, photographs, 
primary and secondary documents, databases, and manuscripts of 
completed and projected publications. How does a scholar, whether 
affiliated with an institution or not, ensure that her or his research 
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Another Aesthetics Is Possible
Jennifer Ponce de León, University of Pennsylvania

This paper sets forth an interdisciplinary theoretical framework 
for examining relationships between aesthetics, art practices, 
and anti-systemic movements. I argue that anti-systemic 
movements engage in struggles over the social forging of the 
perceptual horizons through which people experience reality, 
and aesthetic practices, including art, can participate in this 
labor because they offer the possibility for reconfiguring our 
perceptual interface with the world. I theorize aesthetics as the 
socially forged sensory composition of a world, drawing on the 
work of Jacques Rancière, Sylvia Wynter, Gabriel Rockhill, and 
materialist theories of ideology and the social imaginary. To 
highlight the aesthetic dimensions of anti-systemic movements, 
I also turn to theories based on the analysis of Latin American 
movements by such thinkers as Raúl Zibechi, Arturo Escobar, 
Félix Guattari and Suely Rolnik. I argue that, through their 
contribution to movements’ repertoires and archives, cultural 
productions can bring into view aspects of social struggles 
that are often obfuscated because they fall outside of state-
centric frameworks for understanding politics. I illustrate this 
paper’s theoretical claims through my analysis of art produced 
in the Americas in last 20 years, highlighting artistic practices 
that are part of social struggles around issues of territorial 
displacement and dispossession, racism, and state violence. 

Social Practice and Service Learning
Chairs: Ellen Mueller, Minneapolis College of Art and Design; Karen 
Gergely, Graceland University

Based on feedback from our Teaching and Social Practice 
roundtable from CAA 2018, we are calling for presentations from 
artists, designers, and art historians, which examine similarities and 
differences between social practice and service learning, as well as 
identifying approaches, tools, and best practices that can be useful 
for either or both. Further, this panel also features examinations of 
cross-campus collaborations integrating socially-engaged practice, 
service learning, and other disciplines. For the purposes of this 
panel, we will categorize social practice as social engagement 
and collaboration with individuals, communities, and institutions 
as a form of participatory art. Service-Learning will be defined 
as a pedagogical method designed with the mission of student 
attainment of discipline-specific knowledge through creatively 
designed active learning community-based projects benefiting 
community members or groups (UMass Dartmouth Leduc Center for 
Civic Engagement).

Improving Social Practice through Service Learning Pedagogy
Kimberly Callas, Monmouth University

In this paper, artist Kimberly Callas will discuss how applying 
Service Learning Pedagogy has improved her Social Practice 
Project: Discovering the Ecological Self—discoverecoself.
org/ (D-Eco-Self). D-Eco-Self’s purpose is to reconnect people 
with the natural world around them by identifying personal 
and culturally significant nature-based symbols, patterns 
and images through contemplative art making practices, 
on-site field exploration and scholarly research and then 
creating artwork around the resulting ideas. D-Eco-Self 
is an interdisciplinary collaboration with artists, college 
students, faculty, community non-profits and volunteers. 
Current collaborators include: Aslan Youth Ministry, faculty 
and students from both the Art and Science Departments at 

Archival Ingenuity: Placing Scholars’ Papers
Avis Berman, Independent Scholar

Avis Berman is a writer, critic, and curator specializes in the 
history of 20th-century American art, museums, and collecting. 
Based on her extensive experience working with the Archives 
of American Art and numerous foundations, private collections, 
artist’s estates, and libraries, she will provide an overview 
of the practical and intellectual aspects of compiling and 
organizing scholars’ research papers and making them publicly 
accessible. 

Shifting Perceptions through and on Aesthetic 
Practices: Maps, Dots, Books, and Social Movements

Commonplace Books, Scrapbooks, Albums, and More as 
Precursors to the Digital Age
Laura Dufresne

Precursors to the Digital Age explores the art of commonplace 
books (a book into which notable extracts and images from 
other works are copied for personal use): scrapbooks, albums, 
and the digital forms replacing them in the 21st century. Feeling 
overwhelmed with information is not just an aspect of the digital 
age. Commonplace books and their descendant, the scrapbook, 
came into being for just that reason. First associated with reading 
practices and education, early commonplace books were often 
disorganized. Many contained sketches, watercolor and collage. 
John Locke, Mark Twain, and others designed formats for this 
task. Some, like Susan B. Anthony, repurposed old ledgers to 
store speeches and press clippings. These forms were impacted 
by newer technologies, including newspapers, magazines, of 
chromolithography and photography. Many become aesthetic 
objects as artists’ books. All, in some way reveal how we take note 
and remember, structure our identities and communities through 
word, image and now, digital forms. 

Mapping Crime
Jenny Hanson, Augsburg University

Faced with an uptick in crime in a Minneapolis neighborhood 
and little police response, resident and new media artist 
Jenny L. Hanson took to mapping criminal incidents using 
Google Maps and NextDoor. Looking for patterns and wanting 
to establish comparison data with precinct police reports, 
incidents were logged, coded, and mapped. Hanson verified 
data with the initial posters, seeking additional details to 
create a complete information set, further embracing Roberto 
Simanosky’s notion that mapping art focuses on evidence. 
Incidents were relocated from NextDoor posts (a semiprivate 
network), to a collective map (public). Icons were used as visual 
metaphors. The relocation and visualization removed barriers 
to access and made the incidents easier to understand. The 
social response to the map, quickly turned Hanson’s map into 
an art project titled “Incidental Mapping” as she became the 
administrator of information. The project promoted community 
awareness and engagement, police and council response, and 
increased patrols in the neighborhood. At present, the map 
continues to build a collective image of the neighborhood and 
can now be used to track patterns over time. This presentation 
highlights the project, shares the data, and discusses some of 
the issues involved in data remediation and found object art of 
this nature. 
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case, students outside of the studio gain an intensified sense 
of the impact their art has on society and they end up learning 
more about making art and their relationship to the community. 

Art in Public: Audiencing and Engagement
Jennifer Ustick, University of Cincinnati

As an artist and educator who has spent the last fifteen years 
working in various facets of public art (or art that lives in the 
public sphere, as I will make a distinction), I have fostered 
engagement with an array of participants and beneficiaries of 
the resultant artworks. Under the premise of youth employment 
and training programs centered around public art projects, I 
have led teams of high school and college students in directed 
research, community engagement, collaboration, and formal 
presentation of public art that is part of a broad placemaking 
effort. As my experience and relationship to public art and 
street art have grown, as has those of the organizations with 
which I am affiliated, one thing is clear: public art and art in 
public are arenas where Social Practice and Service Learning 
overlap significantly. From the formal (public-private partnership, 
nonprofit organization, or university research studio), to the 
informal or non-sanctioned (independent artists, street artists, 
graffiti writers), art that lives in public has a significant effect 
on those who initiate, authorize, finance, support, lead, create, 
document, and contextualize such projects. I will describe my 
own experience as a creator of public works and as a university 
educator leading service learning projects in this realm, 
considering impact on the participants and the communities 
where these works are created. 

Spatial Dialogues in Feminism 

Reclaimed Histories: Environmental Art and Feminist 
Intervention 
Lisa Strickland

America’s likely withdrawal from the Paris Climate Accord, a 
proposed budget eliminating funding for the National Endowment 
for the Arts, and #MeToo—these are just a sample of the headlines 
dominating the news cycle in the era of Trump. While climate 
change, sexual violence, and funding for the arts may be trending 
issues, they are in no way new issues. This paper addresses 
the intersection of American environmental and feminist art 
practice during the 1970s–80s. Despite scholarship reassessing 
environmental and feminist art practice, the reciprocal relationship 
between the two movements has been largely neglected. This 
paper argues that environmental art employing land reclamation 
propelled feminist aims with state sponsored opportunities for 
funding. When mythic male artists like Robert Smithson moved 
outdoors creating monumental and remote earthworks to escape 
the imposed limits of the white cube, their female contemporaries 
were just trying to get in the door—or at the very least locate the 
knob. Unable to find gallery representation, many female artists 
turned to alternative funding sources to keep pace with their male 
counterparts. In this paper I examine the reclamation projects 
of Harriet Feigenbaum and Jody Pinto to demonstrate how by 
embracing government patronage for land reclamation, the aims of 
the environmental and women’s movement forged a collaborative 
path which advanced the careers of female artists and transformed 
the status of public art. Substituting Uncle Sam for Virginia Dwan, 
the local for the remote, collaboration for isolation, Feigenbaum and 
Pinto effectively challenged the system by joining the system. 

Monmouth University, and environmental volunteers. The 
project is organized around course work, afternoon workshops, 
field research as well as group and individual research projects 
and art making. Students from Monmouth’s AR218 participate 
as part of their Sculpture two credit and receive a Service 
Learning designation for the course. For the project, Callas was 
chosen as an MU Service Learning Faculty Fellow. Through 
the fellowship she has received ongoing training in Service 
Learning. This paper will introduce D-Eco-Self and identify how 
approaching this Social Practice project as Service Learning 
has improved the project outcomes and learning. 

Metropolis—Studying in the City
Karni Barzilay, Curator of Kav 16—Community Gallery for 
Contemporary Art, Tel Aviv

The Metropolis project, seeks to give the public direct and 
unmediated access to the extensive knowledge accumulated 
through the lively artistic activity in the city of Tel Aviv. It 
is a social experiment towards the foundation of a new 
“multidisciplinary art school,” a one in which the urban domain 
constitutes a place for learning and sharing knowledge. The 
project was held three time in the framework of Tel Aviv 
municipality’s “Loving Art. Making Art.” weekend between 
2013–2016 and took place in three different districts in 
southern Tel Aviv (each project was held in a different 
neighborhood) and by its local community. 60 classes, 
tours and workshops in the fields of painting, photography, 
sculpture, street art, theater, music and sound, graphic 
design, textile design and more took place throughout the 
neighborhood. The “classes” were open for visitors and were 
held in in participants’ studios and other private and public 
spaces. This community-based educational projects highlights 
the local community and its specific knowledge. We emphasize 
on learning from experience, engagement and interaction 
and see the city as an organic platform for performing social 
engagement. We also wish for this project to try and redefine 
art studies—a place where people learn and teach each other, 
both as teachers and as students as well and offer a new 
relationship between the space and subject learned. 

Empathy and Politics: Negotiating Student Approaches and 
Community Impact
Leslie Robison, Flagler College

For several years, I have alternatively taught two courses: 
“Socially Engaged Art” and “Artists in Residence.” In both 
classes, I create projects that allow students to work with local 
non-profit agencies. In each course, students can experience 
the rewards of doing good in the community, grow through 
community engagement, and they are also challenged to 
examine their preconceived ideas about new populations as 
they encounter them. In spite of the fact that I tell students in 
both courses that working with the homeless, the incarcerated, 
the aged and infirm, or the marginalized, has become a 
political act, the student work created in the Socially Engaged 
Art course often embraces these political implications while 
the work from Artists in Residence often does not. Using 
student and client feedback and my own reflections, I have 
identified two areas that account for this difference: my own 
role in directing and producing frameworks for action, and the 
requirement, in Socially Engaged Art, for creating situations 
that include direct interactions and viewer participation. I will 
share projects that show the advantages and drawbacks of 
each approach to learning while demonstrating that in either 
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You Stand Corrected: Antirationality and Self-Definition in the 
Work of Adrian Piper
Melinda Guillen, University of California, San Diego

Since the 1960s, immutable conceptual artist Adrian Piper 
continues to be a relentless critical force in contemporary art, 
and yet her philosophical work remains considerably opaque 
in the annals of art history. After establishing herself as one 
of the most influential conceptual artists, in which she used 
her body as “a conceptually and spatiotemporally immediate 
art object to my person as a gendered and ethnically 
stereotyped art commodity,” Piper eventually separated from 
the New York-centered art world and went on to earn a PhD 
in Philosophy from Harvard University in 1981, specializing 
in Kantian philosophy. She subsequently published a two-
volume study titled Rationality and the Structure of the Self 
on Kant’s metaethics and considers her philosophical works 
to operate as a theory that puts her artwork into practice 
rather than two distinct fields of production. However, from 
the perspective of art history, not much is written about the 
discursive relationship between her philosophical theories 
and art practice. This is even more questionable given Piper’s 
indispensable contributions to the formation of conceptual 
art—known for its intellectual rigor and distinctly going against 
the grain of increasing anti-intellectualism in the United States 
during the time. This paper examines Piper’s artistic practice 
and philosophical works, particularly in regard to her adamant 
expressions of self-definition and agency; analysis of the Self; 
corrective control of her historiography; preemptive critiques 
of the folly of identity politics during the peak of the Civil Rights 
and second-wave feminist movements, and her continued 
resistance to reductive categorization. 

Speculative Feminist Futures
Chairs: Margaret Hart, University of Massachusetts Boston; Rachel 
Buller, Bethel College

Feminist speculative fiction raises a timely and pertinent question: 
how can we do things differently? Writers imagine societies that 
include parthenogenesis, ambisexuality, co-mothering, and other 
models that overturn heteronormative conventions, imagining 
that seems especially relevant and even necessary in our current 
political and social climate. While science fiction is a well-known 
literary genre, however, artists whose work is informed by similar 
speculation have received less attention. How do artists explore 
the possible relationship between feminist science fiction, new 
technologies and a contemporary feminist consciousness? What 
strategies have artists and writers used to suggest or create new 
visions for culture and society? What is the relationship between 
speculative fiction and the emergence of posthumanism? How 
do artists re-imagine human and more-than-human relations? 
This panel features presenters whose art and writing take as 
foundational the speculative modes employed by feminist science 
fiction writers.

Intraplaces: Ecofeminism, Care, and Spatialized Art
Elena Cologni, Independent Artist and Scholar

In the current wave of migration towards other cities, regions, 
and countries, it is believed that cultural differences can be 
bridged by different dialogic dynamics strategies, including 
nonverbal ones, aimed at enhancing an understanding of 
“nomadism/s.” In particular, practices of care in the city 
contribute to improve the quality of people’s lives. In the 
everyday social experience of public space as dialogic, a 
form of spatialized and situated art is understood in terms of 
ecofeminism, and concerned with various modes of “being” 
with, and caring for others in place. This paper considers 
examples of practices of care in the city (e.g. artist Mierle 
Laderman Ukeles’s Maintenance Art Works 1969–1980) as 
a starting point, and in relation to ideas of the everyday, 
as the space in which all life occurs (De Certeau, Lefebvre, 
Braidotti and Martina Löw). My contribution tries to define a 
position within spatial practices by drawing on ideas related 
to Spatialization (Shields, 1985), a regime of “spacings” and 
“placings” of people and activities, as discussed by Linda 
McDowell, drawing on Doreen Massey and Haraway’s notion 
of geometry of difference to define a gendered experience of 
space. Also, drawing on Guattari’s 3 Ecologies, Rosi Braidotti 
calls “nomadic ethics—the awareness of one’s condition 
of interaction with others...one’s capacity to affect and be 
affected” (Buckingham). The paper will draw on the projects: 
Lived Dialectics, Movement and Rest (MuseumsQuartier 
Vienna, 2016), ...And Encounter (New Hall Art Collection, 
Cambridge 2017), and the current Intraplaces (Venice 2019). 

Drawing a Groundless Ground: Notes on the Transatlantic 
Dialogues between ruby onyinyechi amanze and Wura-Natasha 
Ogunji
Fernanda Villarroel, University of Wisconsin–Madison

Ruby Amanze’s works on paper blend graphite, ink, colored 
pencils, and photo transfer with an aesthetic style that is 
as unique as that of Wura-Natasha Ogunji’s hand-stitched 
drawings on architectural trace paper. And yet, they both 
trouble fixed notions of identity with hybrid, chimerical figures 
that blur into their background as if having no ground—
suspended in a space where geographic and psychic distance 
conjure the metaphysical from mere materiality. As Nigerians 
raised in the UK and the US, they evoke a liminal space that, 
haunted by the Atlantic, beyond past displacement and loss 
offers a ground for the affirmation of future possibilities. This 
paper traces Amanze and Ogunji’s dialogues to 2012 when, 
as recipients of Fulbright and Guggenheim fellowships, they 
found each other in Lagos, Nigeria. Departing from their joint 
approach to drawing as a practice of mark-making and tracing 
presence, I focus first on the performances and drawings 
they developed in Lagos to interrogate—through their own 
position as both strangers and locals—how women make 
claims in public spaces against the ever-changing landscape 
of this megacity. Then, I turn to their ongoing discussion about 
the performative potential of a mask to open both sacred 
and ordinary spaces for the transmission and transformation 
of affects. In this way, I aim to contextualize Ogunji and 
Amanze’s collaborative work within a larger field of feminist art 
practice and their engagement with space, environment, and 
landscape, while further questioning global notions of African 
or black subjectivity. 



247New York City  2019

anachronistic signifiers—from archaic myths to Victorian 
clothing—into narratives more typical of speculative fiction 
than contemporary art, unfolding around themes of the 
supernatural, magic, and the extraterrestrial. The materiality 
of vellum and other fibrous surfaces is equally paramount to 
amanze, Cutler, and Ku. Traditionally subordinate to painting, 
paper materializes the marginal status of the subjects 
depicted, while the fragility of paper likewise points toward 
their existential contingency. These artists populate their works 
almost entirely with women’s bodies, or in some cases human-
animal hybrids, which unsettle fixed parameters of gender. Far 
from utopian, their fantastical worlds are marked by violence and 
the macabre, themes that illuminate the power relations inherent 
to history and our lived realities. In spite of myriad references 
to the past, however, the works open onto futures as yet 
unrealized. All three artists situate their figures in indeterminate 
spaces, unmooring them from specific time and circumstance, 
effectively visualizing contexts of radical potentiality. 

Sensing the Anthropocene: Aesthetic Attunement in an Age of 
Urgency
Natalie Loveless, University of Alberta; History of Art, Design, and 
Visual Culture

In a time of unprecedented climate catastrophe and ecological 
genocide we are in desperate need of robust responses 
to global warming; this demands not only technological 
innovation, but social and cultural shifts, as well as political 
and economic reorganization to help us move beyond our 
toxic ways of doing life under capitalism. Artistic practices and 
forms have a role to play in achieving these goals. Art seeds 
the critical and speculative imaginations needed to trouble 
our current ways of living and dying. What art contributes at 
this critical historical moment, is skill in creating aesthetic and 
affective spaces within which we not only reflect on what is 
so, but to work on imagining otherwise…on modelling things 
otherwise. This paper will describe an artistic research project 
that I am currently beginning that explores the distinction 
between art on ecology and art that is formed ecologically. 
As well as giving theoretical and art historical background 
for this distinction, I will describe the four sensorial domains 
that I am exploring as a part of the project, each of which 
will result in a scholarly book chapter and an performance-
based daily-practice project: (1) Duration as Form (durational 
performance practice), (2) Listening as Ethic (deep listening 
and soundwalking practices), (3) Walking as Method (post-
psycho-geo walking practices), and (4) Action as Orientation 
(instruction scores and other Fluxus fabulations). Through 
this I will argue for the importance of artistic practices, as 
practices of aesthetic micropolitical reattunement, as ways of 
encouraging effective resilience and imaginative re-worlding. 

State of the Art (History): Engaging Difficult Topics in 
and out of the Classroom
Chair: Parme Giuntini, Otis College of Art and Design

From introductory surveys to upper division courses, Art History 
classes are increasingly sites for discussion of “difficult topics.” 
Controversies around the removal of Confederate Monuments and 
the popular activism inspired by movements like #BlackLivesMatter, 
#MeToo, and #NeverAgain have called attention to inherent bias 
and systemic racism embedded within our cultural and academic 
institutions, and within our own disciplinary practices. Addressing 

Birthed from the Minds of Women: The Mechanized Female Body 
in Italian Futurism
Sophia Farmer, University of Toronto

In 1910, Filippo Tomasso Marinetti, founder of the Futurist 
movement, declared in his first novel, Mafarka the Futurist 
that men would soon gain the ability to reproduce through 
their own power of will, without “the stinking collusion of the 
woman’s womb.” As Christine Kanz has suggested, this male 
desire for reproduction is part of a widespread phenomenon, 
she terms as “male birth fantasies.” The character Mafarka 
creates a child of flesh and metal without the aid of a woman. 
Marinetti’s male birth fantasy becomes a model for the 
hypermasculine man of steel represented throughout the 
Futurist movement. Yet, despite the movement’s misogynistic 
discourse, several women artists within Futurism responded to 
Marinetti’s concept of a mechanical being by reclaiming their 
unique ability to reproduce. Writers like Rosa Rosà, Magmal, 
Enif Robert, and Maria Ginanni re-envision the desire for the 
birth of a mechanical being as something that is uniquely 
feminine. The future woman of their imagination goes beyond 
those of their present day and becomes a more complex figure 
than the mechanical beings envisioned by their male counter 
parts. Moreover, during the interwar period, Futurist women 
artists—including Regina, Giannina Censi and Benedetta 
Cappa—came to depict the mechanical body as something 
that resembled their own, giving the machine a visually female 
identity. While Marinetti called upon his Futurist brothers to 
impregnate “the minds of man,” Futurist women conceived the 
mechanized female body more than fifty years prior to Donna 
Haraway’s “A Cyborg Manifesto” and the zenith of feminist 
science fiction. 

Our New System
Christa Donner, School of the Art Institute of Chicago

We can no longer ignore the impact of generations past 
and present on the world to be inherited by the next. As 
an artist and a mother living in the 21st century my work is 
concerned with practices of care, adaptivity, and time travel. 
The experience of raising a child opens temporal wormholes 
through which moments from our own childhoods reappear, 
offering connections to the past and glimpses into the 
future beyond our own lifespans. This process allows for a 
reconsideration of our current, human-centered systems. What 
might we learn from the matriarchal collectivities of social 
insects and the shifting ecosystems of the microbiome? I will 
demonstrate the use of drawings, generative workshops, and 
guided visualization in my own practice and discuss how these 
draw upon the speculative exercises posed by environmentalist 
Joanna Macy as well as the feminist visions of writers like 
Marge Piercy, Octavia Butler, and Charlotte Perkins Gilman as 
entry points for imagining and reshaping the future. 

Palimpsests and Prophecies: Feminist World Building in 
Contemporary Works on Paper
Paula Burleigh, Allegheny College

This paper examines three artists—ruby onyinyechi amanze, 
Amy Cutler, and Fay Ku—whose work gestures from within 
and beyond history. Acting on various paper-based materials, 
they use the palimpsest as a strategy for reanimating traces 
of past eras. Historically defined as a vestige of ancient text 
scraped off parchment or vellum, the palimpsest functions 
as a metaphor and corporeal sign, resonant of the temporal 
layers embedded in each artists’ practice. These artists adapt 
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monuments because that seemed to be a fitting place to start 
and developed other strategies afterward. I will be discussing 
an assortment of assignments and approaches that I have 
begun I have begun integrating into an art appreciation course 
that I teach every semester at Western Illinois University as 
way to facilitate discussions on current social issues that 
involve differences of identity, race, gender, class, and sexual 
orientation. 

Information Literacy and Difficult Topics: Aztec Clickbait as 
Critical Pedagogy
Mya Dosch, California State University, Sacramento 

Information literacy—the ability to find and weigh various 
sources—is heralded as a vital skill in “the era of fake news.” 
Yet it is often taught as something severed from course 
content, contemporary politics, and students’ life experiences. 
The activity described in this presentation grew from my 
discomfort with the model of inviting instructional librarians 
to the classroom to teach information literacy. It also grew 
from the realization that I was steering students away from 
internet sources altogether, instead of offering instruction on 
how to evaluate online writing. In my Team-Based Learning 
class on death in Mexican art, students read and discussed 
historian Inga Clendinnen’s description of Mexica (Aztec) 
human sacrifice. She describes sacrifice as both a spectacular 
sociopolitical tool and a somber agrarian ritual. Then, I 
presented each team of students with an online “listicle” 
entitled “10 Horrors of Aztec Human Sacrifice.” Through a 
series of subsequent prompts, students practiced the skills 
of critical reading and image analysis. Each team proposed 
edits to the language and illustrations of the clickbait essay 
based on their knowledge of Mexican beliefs. Students 
then researched the author of each piece, evaluating their 
credentials. We ended by discussing how essayists could 
employ sensationalized visions of indigenous rituals as 
evidence, comparing clickbait to both 16th-century colonizers’ 
writings and 21st-century xenophobic discourses about the US-
Mexico border. This approach to information literacy instruction 
exposed students to the disciplinary difficulties of writing about 
sacrifice and the historical roots of current rhetoric around 
violence, race, and nation. 

“F*ck Picasso!” and Other Conversations with Students
Emily Everhart, Art Academy of Cincinnati

The lessons of #MeToo, #TimesUp, and LGBTQ+ movements 
are far from finalized, but already they have the potential to 
inflect the study of women in the arts, and more broadly to 
contribute to a living art history. Likewise, the study of visual 
art and culture provides a unique perspective from which to 
critique movements typically thought of as outside its purview. 
Hannah Gadsby’s Nanette (2018) propelled problems of gender 
and violence in art history to the forefront of popular attention 
in a rare art-historical comedy set that refused to “separate the 
art from the artist.” These conversations create an opportunity 
and responsibility to sort through more carefully gender 
definition, objectification, violence, and erasure in the history 
of art, its scholarship, and its display, and to make art history 
relevant to the lives of our students. I propose a lightning talk 
on the successes and failures of a project in my upper-level 
Women in the Arts course in which students engage these 
movements in a set of activities throughout the semester. While 
exploring essential feminist texts, recent articles, and major 
works by and/or of women in art, students interpret three 

these issues often involves projects and applied learning activities 
that encourage students to engage with the issues beyond the 
classroom, reinforcing the relevance of Art History to unpacking 
and critically analyzing the issues involved. Faculty teaching these 
topics must not only deal with the sensitivities and difficulties 
of raising controversial issues in the classroom, but also the 
pedagogical challenges that inevitably occur with a diversity of 
student positions and the need to be thoughtful and inclusive in 
order to foster authentic debate. This session features short talks on 
courses, projects, pedagogies, and activities that offer strategies for 
engaging, fostering, and facilitating discussions on difficult topics 
at all levels of Art History instruction. The session will be facilitated 
by ArtHistoryTeachingResources.org (AHTR) in collaboration with Art 
History That.

The “Huddled Masses” Made Human: Using 19th-Century 
Nativist Imagery to Discuss Immigration Policy
Whitney Thompson, Fashion Institute of Technology, State University 
of New York

At the university where I teach American Art, approximately 
50% of my students are immigrants or international students. 
Although nuanced immigrant biographies are lacking in 19th-
century scholarship, the current political crises facing DACA 
recipients and refugees make it critical to personalize these 
communities, and I work to weave immigrant narratives into 
my course. When my class first examines antebellum-era genre 
scenes, we concentrate on images of African-American men 
and Euro-American women, and we unpack the codified racist 
and sexist visual language artists used to represent each type. 
I then ask students to locate a 19th-century print, photograph, 
or painting in which people of their same ancestry are depicted 
in stereotypical terms. Students present their chosen image to 
the class and discuss the ways in which the work reveals the 
period’s cultural biases. For students of color, the exercise often 
provides another way for them to access the long-standing 
roots of the insidious prejudice they face today. When white 
students find images of western-European immigrants depicted 
in dehumanizing ways, they are often shocked to realize that 
their ancestors were once the “other” in US society. These 
discoveries have prompted students to express strong feelings, 
and I encourage them to consider what it means that certain 
classmates encounter negative images of themselves on a 
daily basis. As my students unpack the xenophobic images they 
brought to class in relationship to Americentric biases in US 
art history, we question together if the traditional, nationalistic 
paradigm is adequate when studying a nation of immigrants. 

Addressing Difficult Social Issues in Art Appreciation
Damon McArthur, Western Illinois University

For years problematic cultural and social issues were 
something I carefully avoided in my art appreciation classes in 
favor of discussions about form or style. My thinking was that 
these divisive issues could be handled better and more directly 
in other disciplines like sociology, political science, or cultural 
studies. Additionally, I did not want to risk having discussions 
in class that often cause people to be uncomfortable, could 
become polarizing, or could result in any assortment of bad 
outcomes. However, recent examples of widespread racism, 
sexism, and xenophobia, as well as other abuses of power by 
the most powerful have prompted me to restructure my art 
appreciation curricula by foregrounding divisive social issues 
and difficult subjects instead of circumventing them. I began 
by engaging my classes in discussions about confederate 
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Teaching Art History in the Trump Age: Illustrating Past and 
Present
Alexis Culotta

My art history classroom in Chicago is one of dynamic 
intersections: demographic differences, cultural clashes, and 
the sheer fact that all students are art majors contribute a 
space that is primed both for discussion and disagreement. 
At no time has this intersectionality been more pronounced 
than since the rise of the Trump presidency, but what this 
moment in history has also afforded us is the opportunity 
to revisit the art of the past with a renewed relevancy. This 
lightning talk looks specifically to the ways in which the 
investigation of propaganda art and illustration—through the 
lens of experiences in my History of Illustration seminar—can 
become a venue for valuable undergraduate engagement and 
discussion with the current political landscape that leaves room 
for all viewpoints while also advancing understanding of the 
power of art. 

Step into the Arena: Aesthetics and Athletics in the 
American Context
Chair: Jordana Moore Saggese, University of Maryland, College Park
Discussant: Jennifer Doyle, University of California, Riverside

This session explores the intersections of aesthetics and athletics 
in American visual culture, both thematically and formally. More 
specifically, how might sport and its representation function as a 
site for the performance of ideas about identity and difference? 
In what ways does sports culture hold the potential to complicate 
the notion of representational visibility in American visual culture 
contexts? This panel is especially interested in discussing how 
queers, artists of color, and those with intersectional identities 
use sport to provoke conversations about race, class, power, and 
privilege by deploying visual rhetoric(s) of sport. Presentations 
address the intersections and interventions of sport and art from a 
critical, historical, or performance practice perspective. Topics of 
investigation include: the visual spectacle of sport, representations 
of the body in pain, the performance of gender, failure, or even the 
paradox of hyper-visibility for certain types of bodies in sport culture 
and their political invisibility in broader culture.

Black Apollos: African American Athletes in Eadweard 
Muybridge’s Photographs and Gilded Age America
John Ott, James Madison University

TV Play: Athletic Imagery in Howardena Pindell’s Video Drawings
Sarah Cowan, University of California, Berkeley

Becoming (of) Female Sporting Bodies in a Digital Reality: The 
WNBA in the NBA Live 18 Video Game
Chia-Ying Liao, University of Alberta

Strategic Partnerships and the Future of the Academic 
Museum
Chairs: Liliana Milkova, Allen Memorial Art Museum; Shalini Le Gall
Discussant: Stephanie Wiles, Yale University Art Gallery

As academic museums continue to serve a broad spectrum of 
disciplines and interests, they are increasingly coordinating 
exhibitions, programs, and events in an effort to identify strategic 
partnerships and align with priorities across campus. This session 

works of art in three local exhibits and permanent collections. 
The project is designed to demonstrate student knowledge 
of both historical contexts and contemporary debates by (re)
writing wall text, leading a presentation and group discussion, 
and creating a visual response that encourages informed, 
critical, and compassionate debate. 

The Academic Museum as a Bridge to Current Events in the 
Classroom
Kimberly Datchuk, University of Iowa

Addressing current events, such as the midterm elections, 
the #MeToo movement, and forced separation of immigrant 
families, can present challenges in engaging students and 
fostering an environment where all students regardless of 
race, sexual orientation, and political beliefs feel comfortable 
sharing their views. University museums and galleries can help. 
Beyond exhibitions and class visits, they can provide points 
of entry for students and faculty in a low-stakes environment. 
This talk examines a speaker series addressing current events 
that will launch in fall 2018 at the University of Iowa Stanley 
Museum of Art. Each event is scheduled to last 20 minutes. 
The rotating themes based on current events provide a forum 
for the university and community-at-large to come together to 
reflect on the issues and consider how artists have responded 
to similar questions in the past. The curator-led discussion 
features a guest speaker from the community or university who 
shares their work and responds to a selection of one to three 
artworks related to the theme. The limited number of objects 
encourages close looking and contemplation. By partnering 
with faculty from across campus and community members, we 
hope to present audiences with multiple points of entry to the 
topics and different points of view. The event will be recorded 
and posted on the museum’s Facebook page in an attempt to 
reach a broad audience, archive the event for class use, and 
continue the conversation after the speaker series is over. 

Cultural Appropriation or Cultural Appreciation? “Decolonize” 
Asian Art in the Classroom
Mariachiara Gasparini, University of California, Riverside

Why, in 2015, was the wearing of a Japanese kimono in front of 
La Japonise in the Museum of Fine Art in Boston a controversial 
event, while, in the music industry, performances in Asian 
clothing by artists such as Kate Perry, Beyonce, and Rihanna 
are accepted as a form of “pop culture”? Why is a Gandhara 
Buddha in Greco-Roman style “original” and aesthetically 
“perfect,” or a Mughal painting of Christ as Salvator Mundi 
seen and accepted as a Christian accomplishment? This 
paper is the outcome of an intense class-workshop about 
cultural appropriation and appreciation conducted at San 
Francisco State University in 2018. It presents and discusses 
student reactions to ancient and modern Asian art, and 
its representation in today’s world. As a European art 
historian teaching in the US, I had to face issues of “political 
correctness,” “racism,” and “cultural appropriation.” Using 
the “Silk Road” as a conceptual space of cultural interaction 
and artistic encounter, however, it would be possible to 
“decolonize” our mind from biases, and teach that some 
art forms are not necessary “racist” as well as “a personal 
opinion” is not always offensive. 
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instrumental in both artistic creativity and scientific thinking. 
These sessions also stimulate student participation in 
discussions, group work, and collaborative assignments that 
explore the meanings behind certain formal structures in art, 
math, and sciences, and provide opportunities for exercising 
analytic skills, synthesis of different concepts, deeper 
engagement with course content, and cross-disciplinary 
application of knowledge. 

Reaching Out and Looking In: Academic Collaboration at the 
Colby Museum
Shalini Le Gall, Colby College Museum of Art

As a museum with collection strengths in American and 
contemporary art, the Colby College Museum of Art has worked 
extensively to reach a broad and diverse range of audiences. 
Our location on a rural college campus combined with a narrow 
collection focus has challenged our efforts to build an inclusive 
approach and work with new audiences. However, over the 
past several years we have developed sustained partnerships 
with groups on and off campus that create opportunities for 
extended exchange, and integrated new constituencies into 
the mission and values of our institution. This paper shows 
how the Spanish department and the Latin-American Studies 
program have become such partners at the Colby Museum; 
they have not only served as important audiences for our 
work, they have become vital to the way we think about our 
curatorial and educational programming. This partnership 
began around important acquisitions and exhibitions including 
Goya’s Los Caprichos (1799) and Teresa Margolles: We Have 
a Common Thread (2016), but the energy, enthusiasm, and 
intellectual rigor of these initial collaborations prompted a 
closer investigation into the importance of incorporating Latin 
American voices into the museum. In parallel with a broader 
conception of American art, and a campus-wide focus on 
diversity, inclusion, and equity, partnerships with the Spanish 
and Latin-American Studies programs highlight the advantages, 
and challenges, of collaborative programming in academic 
museums. Close examination of these case studies points 
to ways that museums can work with targeted audiences to 
ensure the sustained impact of our scholarly, curatorial, and 
educational programs. 

Academic Partnerships and the Museum’s Broader Role in the 
College Experience
Liliana Milkova, Allen Memorial Art Museum, Oberlin College

The Allen Memorial Art Museum (AMAM) is the campus museum 
of Oberlin College. Primarily a teaching institution, the AMAM 
works closely and regularly with a large number of academic 
departments and programs to integrate its encyclopedic 
collection into every level of the curriculum, as well as to 
contribute more broadly to the liberal arts education that Oberlin 
College offers. The Allen partners with faculty to develop 
connections (based on course content and the strengthening 
of various skills and thinking dispositions) to their subjects 
and facilitate students’ curricular encounters with objects from 
the collection. The Allen further supports Oberlin College’s 
mission and longstanding commitments to access, diversity, and 
inclusion through collaborations with campus constituencies 
to foster a culture of openness, dialogue, perspective and 
discovery. This presentation outlines key partnerships beyond 
collaborations with individual academic departments. It focuses 
on interactions with administrative units, programs, and support 
centers and how the museum can contribute towards students’ 

will provide an opportunity to discuss such partnerships, and 
highlight methods for building and sustaining collaborations in ways 
that best serve a collective vision. It will further address lasting 
partnerships that have the potential to change the way the museum 
is seen as an academic division with a critical educational role on 
campus. Academic museums already offer unique opportunities 
to students in the liberal arts and humanities, but they have a 
larger role to play in shaping the way students, faculty and staff in 
any field grow to be global interdisciplinary thinkers and socially 
responsible actors.

Creating a Culture of Inquiry through Museum-Based Faculty 
Development 
Jessica Hunter Larsen, IDEA at Colorado College, Colorado College

Colorado College recently merged with the Colorado Springs 
Fine Arts Center (FAC) to create an arts center and a museum 
that supports the College’s academic programs. The inclusion 
of a museum on campus has presented an opportunity for 
radical changes to teaching and learning through the creation 
of inquiry-based, interdisciplinary pedagogies. To explore 
these new possibilities, the FAC Museum created the Visual 
Cultures Learning Community (VCLC). Now in its second 
year, this semester-long program brings together a cohort of 
faculty from all divisions to participate in a series of activities, 
discussions, and work sessions designed to introduce them 
to relevant pedagogies and to collaboratively workshop 
museum-based curricula. In this presentation, I will explore the 
research that supports the VCLC’s structure and philosophy. I 
will also discuss the ways in which the VCLC has begun to act 
as an incubator for the collaborative development of teaching 
strategies that decenter authority, privilege inquiry over 
dissemination, and build students’ tolerance for ambiguity. 
By forming relationships, sharing teaching philosophies and 
practices, and collaborating with colleagues across diverse 
departments, cohort participants have become advocates 
on campus for the museum and the innovative pedagogies it 
supports. 

Developing Metaphoric Thinking through Art and Science
Jodi Kovach, Gund Gallery, Kenyon College

Each academic year, Kenyon College’s Gund Gallery hosts a 
faculty seminar dedicated to specific disciplines with the goals 
of developing and implementing innovative pedagogy and 
creating opportunities for collaboration across campus through 
engagement with art. In fall 2017, the Gallery welcomed faculty 
from math and science departments to explore ways of using 
contemporary art to stimulate aesthetic appreciation, build 
observational skills, and develop metaphoric thinking. The 
premise for this seminar was that by using art to mediate 
students’ exploration of scientific concepts, we exercise the 
imagination and creativity to inspire new ideas and modes of 
inquiry that expand the formal structures used to communicate 
math and science principles. This seminar was timely for STEM 
departments charged with developing new pedagogies for 
students of diverse backgrounds and learning styles, and for 
the Gallery as we research ways to exploit the interdisciplinary 
nature of contemporary art and seek to strengthen 
partnerships with faculty of non-arts disciplines. This paper 
explains the seminar and its outcomes by presenting newly 
created math and science class sessions implemented in 
collaboration with the Gallery. Through these sessions, 
students learn ways in which analogy, metonymy, narrative 
thinking, metaphor, visual perception, and imagination are 
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The Others’ Other: Captives and Victors in Italic Iconography
Bice Peruzzi, Rutgers University

The study of ancient Southern Italy has traditionally been 
synonymous with the study of Magna Graecia, Greater Greece. 
Much has been written about the artistic production of the 
Greek colonists who settled on the coasts of the southernmost 
part of the Italian peninsula; far less attention has been given 
to the Italic populations who inhabited these same regions. 
This paper, instead, investigates the experience of the locals, 
using as a case study images of prisoners on 4th century 
BC pots and frescoes found in Campania and Apulia. By 
focusing on scenes in which the victors have been identified 
clearly as “non-Greek” by their weapons or clothes, I explore 
the relationship between these images and the definition 
of local identities. The variability in the iconography of the 
captives—who could be naked, dressed in Greek clothing, 
dressed in local garb, kneeling and subdued, or standing tall 
and dignified—indicates that the creation of these scenes was 
regulated by precise choices. By analyzing how the inhabitants 
of Campania and Apulia decided to depict their enemies, it 
is possible to shed light on the ways they wanted to present 
themselves. As most populations of Southern Italy have left no 
written records, their visual culture remains our best evidence 
to study their worldview; thus, by looking at these images we 
are able to give them a voice and begin to write the history of 
their communities. 

“Barbarian” Bodies as Contested Spaces: Between Antonine 
Monuments and Self-Representation in the Roman East
Sean Burrus, Bowdoin College Museum of Art

Captive, wounded, subdued and otherwise subjugated 
bodies of the “other” figure prominently on Roman imperial 
monuments of the 2nd century CE. Against a backdrop 
of expanding empire, “barbarian” bodies on state reliefs 
represented a second, sculptural subjugation of the “other” 
that co-opted recently conquered peoples into displays of 
Roman imperial might and majesty. This paper considers the 
purposes to which the body of the “other” was subjected 
on Antonine monuments, and the sculptural indices of 
“otherness”—clothing, hairstyles, color, pose, and gesture—
which amplified and rendered inferior the otherness of both 
new and non-Romans. From the bound and kneeling Dacians 
of Trajan’s Forum, to the dead and dying Parthians on an 
Ephesian monument, I argue that “barbarian” bodies were 
important sites for state-authored narratives of Romanitas 
and triumph on Antonine monuments. Viewers of these 
monuments were encouraged to adopt an imperial gaze 
and consider the superiority of Roman rule and culture by 
contrasting “barbarian” bodies with “Roman” bodies on the 
same monument. Yet the “barbarian” body could also be a site 
of local resistance. Funerary monuments, temple art, and local 
coinage across the provinces provided ostensible “others” with 
space for self-representation. Decisions about when and where 
to deploy the new bodily practices associated with Rome, and 
in what contexts to reassert, reclaim or reinforce traditional 
modes of bodily comportment—on funerary sculptures at 
Palmyra, or on panel paintings at Dura Europos—demonstrate 
agency on the part of conquered peoples and reveal the body 
of the other as a contested site. 

academic, personal, and mental well-being and achievement. 
The presentation highlights joint projects with the Dean’s Office, 
the First-Year Seminar Program, the Counseling Center, the 
Premedical Program, the Oberlin Center for Technologically 
Advanced Teaching, and the Science and Technology Research 
Opportunities for a New Generation Program. The presentation 
further reflects on the importance of such strategic alliances 
to situate the museum as a partner equally invested in and 
contributing to the overall success of Oberlin students. 

Site-Specific Teaching and Learning at Harvard Art Museums
Jessica Martinez, Harvard Art Museums

Harvard Art Museums is both an academic museum and a public 
institution, and benefits from twin missions—advancing teaching 
and learning on campus, and fostering public education. This 
paper considers the unique opportunity at campus museums 
to see courses as springboards for teaching and learning 
with multiple community audiences. Drawing on the energy 
and expertise of faculty and students, Harvard Art Museums 
reimagines the capacity of its collections and spaces to ask 
questions central to the neighborhood, university and world. 
Partnering with Harvard classes in History of Art and Architecture 
and in Visual and Environmental Studies, as well as in Music 
and in Theater, Dance and Media introduces a public dimension 
to small-group, focused instruction. These collaborations call 
on faculty and students to project their thinking outward, and 
on community members of all ages to bring new perspectives 
into a collective experience. Introducing international scholars, 
screening family films, and staging student performances 
actively form new communities at Harvard Art Museums. As 
museum galleries and public art sites become open platforms, 
we amplify the museums’ reach and impact. 

Subjugated Bodies and the Other in Art of the Ancient 
World
Chairs: Caitlin Earley, University of Nevada, Reno; Tara Prakash,  
The Metropolitan Museum of Art

Artists throughout the ancient world used a variety of visual 
strategies to negotiate cultural differences. One particularly 
effective strategy was the depiction of the Other in the form 
of a subjugated body, such as a captive or war prisoner. This 
type of imagery played an important role in diverse pre-modern 
cultures. For example, in ancient Egypt, captive imagery magically 
enabled the king to perform one of his most fundamental duties, 
namely the maintenance of Egypt and cosmic order. In Maya 
culture, subjugated bodies endowed rulers with the right to rule 
and performed moral narratives for elite audiences. Yet studies 
of ancient art have typically focused on the representation of 
powerful bodies at the expense of the disempowered. This panel 
seeks to investigate the body of the Other in the art of global 
pre-modern cultures before 1500 CE. Papers that consider how 
representations of subjugated bodies negotiated cultural identity; 
the ability of such imagery to speak to performance and ritual; 
the ways in which captive bodies interacted with architectural 
contexts; and the agency of the Other in ancient art are especially 
welcome. By bringing together scholars working from various 
cultural perspectives, we hope to initiate conversations across 
multiple fields of art history and develop innovative methodologies, 
theoretical models, and approaches for the study of subjugated 
bodies and the Other in the art of the ancient world.
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and San Antonio) across the United States are working to impact 
these communities in positive and significant ways. Many immigrant 
artists produce work of extremely high caliber, are educated, 
experienced, and often heralded in their country of origin yet are 
not able to translate that within the United States. The session will 
highlight what work is being done, what the challenges are and how 
we can collectively support the immigrant artist community. The 
conversation will call upon data gathered from immigrant artists, 
mentors, and organizations to portray the landscape of these 
communities and suggest recommended steps for empowering 
immigrant artists with tools, resources, and access to own their 
rightful place in national conversations, policy making, legislation 
and their creative processes in the cultural landscape.

The Mistress of Loneliness
Yali Romagoza, The Mistress of Loneliness

The Mistress of Loneliness is a project that explores notions 
of isolation and mechanisms of survival through installation, 
costumes, and performance-based videos. The project is 
based on Romagoza’s experience growing up in Cuba and as a 
recent immigrant to the US. In her world, the body is a nation. 
The Mistress of Loneliness investigates migration from an 
intimately personal and autobiographical perspective, delving 
into Romagoza’s past and the present, magnifying her raw 
emotions. Upon immigration to the US in 2011 Romagoza’s 
work explores what it is like to inhabit a space in between 
cultures. Yali Romagoza is a Cuban-born interdisciplinary artist 
currently based in New York City. She graduated with an MFA 
in Fashion from the School of the Art Institute of Chicago (2015) 
and a BA in Art History from the University of Havana (2006). 
Her works have been included in the Gothenburg Biennial 
(2007), Havana Biennial (2009), Bétonsalon, Paris, (2009), 
Liverpool Biennial (2010). She has performed at Links Hall 
Theater, Chicago (2012), White Box, New York (2012), Teatro 
LATEA, New York (2018), Art in Odd Places, New York (2018), 
Southeastern Center for Contemporary Art, North Carolina 
(2018). She premiered her documentary/video-performance 
Normal Is Good: I like America and America like me at Gene 
Siskel Film Center, Chicago (2015). Romagoza has been 
granted numerous awards and residencies including Cátedra 
Arte de Conducta by Tania Bruguera, La Habana (2007), 
Bétonsalon Centred’art et de recherché, Paris, (2009), NYFA 
Immigrant Artist Mentoring Program (2017), New York. 

Current in Motion
Jodie Lyn-Kee-Chow, School of Visual Arts

Lyn-Kee-Chow draws recollections from a childhood reared in 
the Caribbean, at the edges of standardized Western culture, 
where daily struggle causes those standards to drift. Her idyllic 
Jamaica no longer exists. An immigrant’s memory of their 
country is both frozen in time and lives a life of its own, where 
it perhaps comes to represent something else entirely. Her art 
aims to pinpoint that fleeting image of a perfect landscape by 
its raw nature, and wondrous paradox. It is this desire for an 
ideal landscape and it’s humble yet proud society that intrigues 
and invites her to interact with it. Lyn-Kee-Chow’s performance 
practice has led her around the globe to participate in 
performance art festivals except for the very place where she 
is from. She will present on other performance artists from the 
Caribbean whose radical works reflect concern for their natural 
and political landscape. A graduate of Hunter College MFA 
(2006) and University of Florida, NWSA (1996) Lyn-Kee-Chow’s 
work has garnered the following; NYFA (New York Foundation 

Captives and Elite Power in Moche Art, 200–850 CE
Joanne Pillsbury, The Metropolitan Museum of Art

In the arts of ancient South America, the Moche—a culture 
that thrived on Peru’s North Coast between 200–850 CE—
stands out for the prominence of warrior imagery and the 
depiction of captives on monuments, ceramics, and works in 
metal. Spectacular finds in the past thirty years have revealed 
striking architectural reliefs of prisoner parades. This imagery, 
painted in vibrant colors and meant to be viewed from 
considerable distances, is often interpreted as straightforward 
statements of military might. Less attention, however, has 
been devoted to the depiction of captives on works of art 
in metal. Recent studies of a corpus of gilded and silvered 
copper objects from the Piura region reveal a more complex 
and nuanced iconographic world, where human captives are 
part of a supernatural scene with anthropomorphized animals, 
suggesting deeper cosmological associations. This paper seeks 
to explore variations in the depiction of subjugated bodies in 
Moche art, illuminating both specific sociopolitical concerns 
circulating in the Andes in the middle of the first millennium, 
but also broader issues surrounding the relationship between 
the subject matter of public art and lived experience. 

Visualizing Resistance: From Conflict to Concord in a Synagogue 
Mosaic
Ra’anan Boustan, Princeton University; Karen C. Britt, Western 
Carolina University

Since 2011, the Huqoq Excavation Project has been excavating 
a late Roman (5th-century) synagogue in lower Galilee, Israel 
paved with stunning floor mosaics. One mosaic in particular, 
dubbed the elephant panel, departs in significant ways from 
others in the corpus of ancient synagogue mosaics. In all 
other synagogues, the subject matter depicted in narrative 
scenes derives from the Hebrew Bible. Although there are 
no inscriptions identifying the episodes represented, both 
the composition and iconography of this panel suggest that 
it portrays a historical event, either real or invented, from the 
late classical or Hellenistic period. In a recent publication, we 
identified the subject of the elephant panel as the siege of 
Jerusalem by the Seleucid army in 132/1 BCE. The narrative 
depicted in the panel begins with the bloody subjugation of 
the Seleucid forces by the Judaean vassals and culminates 
in a resolution that, in an inversion of the norms of ancient 
art, presents the rebel Judaean leader as an equal of the 
Seleucid king. In this paper, we analyze the visual strategies 
employed in the mosaic to represent Judaean resistance to 
and accommodation of foreign rule. We consider the powerful 
resonance of the panel’s subject matter for a Jewish community 
living centuries later in the rapidly Christianizing Galilee of late 
antiquity. We argue that the panel transformed the building into 
a space where the synagogue community might work out the 
tension it experienced in navigating between opposition to and 
participation in Roman imperial society and culture. 

Supporting Immigrant Artists and Communities 
Chair: Michael Royce, New York Foundation for the Arts
Discussants: Katya Grokhovsky; Raquel de Anda, No Longer Empty

Immigrant artists are often extremely vulnerable and marginalized 
in our large society. Fears of deportation, incarceration and 
voiceless representation earmark many of their lives. NYFA and 
its partners in five cities (New York City, Detroit, Newark, Oakland, 
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Paul Sérusier: His Spiritual Search through Papus, Theosophy, 
Schuré, Plato, and Others to Finally Find Refuge in the Landscape 
of an Isolated Corner in Brittany
Caroline Boyle-Turner

Like many French symbolists, Sérusier embraced a fascination 
with mid-eastern religious theories. Within his circle, he 
adopted the word Nabi (“Prophet” in both Arabic and Hebrew) 
to define his esoteric goals. While most of the Nabi soon 
distanced themselves from these esoteric explorations, 
Sérusier forged on to search for universal laws of artistic and 
spiritual expression. Balzac’s Seraphita and Louis Lambert 
led him to Theosophy. Schuré introduced him to Eastern 
religions. Sérusier tried to reconcile these contradictions 
with the mystical Catholicism and Celtic/Druidic traditions he 
surrounded himself with in central Brittany. This paper will pose 
the question of whether or not he moved beyond a superficial 
adoption of the “rules” he gleaned from these disparate 
influences. This struggle led him to an intellectual collapse 
which only resolved itself by further isolation and immersion 
into a personal pantheism based on Breton legends, medieval 
fantasies and the nature outside his studio window. 

Colonialism: The Use and Abuse of Ivory in Belgian Symbolist 
Sculpture
Albert Alhadeff, University of Colorado Boulder

With Les Vingt and La Libre Esthetique, the Belgian 
Renaissance is known to students of the late 19th century. But 
what is not as well known is the ivory movement in Belgium, 
during a time when “the white treasure” drew more than a 
million visitors to the 1897 Congo Brussels-Tervuren exhibition 
to see the ivories on view in its Salon d’Honneur. What drew 
the public—in the hundreds of thousands—to these ivories is 
key to this paper. This massive exhibition had been staged by 
Leopold II, sole owner of the Congo. Along with the ivories 
shown at colonial exhibitions of 1894 and 1897 in Antwerp 
and Brussels, my paper focuses on the “white treasure’s” 
mesmerizing attraction, its faint milky color sadly and silently 
adding a salacious quiver to the mysterious women, heroines 
and femmes fatales that so occupied the Symbolist and 
Decadent imagination of the late 19th century. 

Systems and War

Raubkunst at the Ringling: Franz Marc’s Schöpfungsgeschichte
Jean Marie Carey, Arkeologisk Museum Universitet i Stavanger

The recommendations for the restitution of art seized from 
Jewish owners under National Socialism known as the 
Washington Principles come from a 1998 conference organized 
by the United States Department of State and the United States 
Holocaust Memorial Museum. The aim of the meeting was to 
establish precedents and procedures for addressing the Nazi 
seizure of artworks through repatriation and restitution. But 
there are also many instances of questionable provenance 
and ownership that fall outside the strict letter of the law. 
It is one of these situations I discuss in this paper. Here I 
recount my discoveries of two of Franz Marc’s woodcuts, 
Schöpfungsgeschichte II (Creation Story II) and Geburt der 
Pferde (Birth of the Horses), at the John and Mable Ringling 
Museum of Art in Sarasota, Florida. The prints had been seized 
by the Nazis in 1937 and had disappeared, buried under 
misleading descriptive titles with no provenance records, in the 
Ringling’s print drawers. Using investigative techniques from 

for the Arts) Fellowship Award in Interdisciplinary Art (2012), 
Rema Hort Mann ACE (Artist in Community Engagement) Award 
(2017), Franklin Furnace Fund (2017–2018), and Culture Push 
Fellowship for Utopian Practice (2018). Her recent exhibitions 
include Guangzhou Live 5, Guangzhou, China (2014), Jamaican 
Pulse: Art and Politics from Jamaica and the Diaspora, Royal 
West Academy of England, Bristol, UK (2016), Jamaica Biennial, 
The National Gallery of Jamaica, Kingston, JA (2017), and Live 
Action 12 Performance Art Festival in Gothenburg, Sweden 
(2017). 

Symbolism, the East, and Africa
Art, Literature, and Music in Symbolism and Decadence
Chair: Deborah Cibelli, Art Literature Music in Symbolism and 
Decadence

This session searches for ways in which Europeans and 
Americans have responded to the East and Africa to achieve 
their own goals within the art movements known as Symbolism 
and Decadence. It considers topics about aesthetics and other 
facets of Eastern and African traditions that were appropriated 
and deemed worthy of emulation, even if they were sometimes 
informed by ideologies more commonly associated with 
Colonialism. By exploring philosophical kinship and continuity 
between the East, West, and Africa as well as examples of 
misunderstanding and prejudice, this session questions the 
generally held assumptions about why and how such sources 
have shaped late 19th- and early 20th-century European and 
American culture.

Raoul Dal Molin Ferenzona and the Reception of Eastern 
Philosophical Principles by Tuscan Artistic and Theosophic Circles
Anna Mazzanti, Politecnico di Milano

The creative life of the eccentric artist and poet Raoul Dal 
Molin Ferenzona provides access to the mystical circles that 
were pitted against the shameless modernism of Florence as 
the capital of Italy (1865–1871). Esoteric transgressions were 
nourished by sensitive and neurotic indoles such as Ferenzona. 
In Florence there was the Theosophical Library, directed by 
the “metaphysician” Arturo Reghini, not surprisingly located 
near Donatello Square, heart of the studio district. Ferenzona, 
like E.G. Craig and Alfonso Schlatter, joined the group of artists 
active while Annie Besant and Reverend Leadbeter (preceptor 
of Krishnamurti) gave lectures. This paper aims to deepen 
knowledge of the graphic work of the little studied Ferenzona, 
who was strongly connected to theosophy and the oriental 
disciplines. Analysis of Ferenzona’s unpublished drawings at 
the Uffizi and documents by his friend Carlo Alfonso Schlatter 
kept at the Gabinetto Vieusseux will provide information on the 
theosophical-esoteric content of Ferenzona’s work. 

Vrubel and the Theme of the Orient
Rosina Neginsky, University of Illinois

Much like French artist Gustave Moreau, Russian Symbolist 
artist, Mikhail Vrubel, was interested in the Orient and used 
ornamental features in his paintings. We see it in his Portrait of 
a Girl Against a Persian Carpet, in The Oriental Tale, in Fortune-
teller, and in Lilacs. My paper will explore the origins of Vrubel’s 
interests in the Oriental theme and how the ornamental 
features in his work are the manifestation of his search for the 
implementation of this theme in art. 
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Entrepreneurship in Art 
Robert Hacker, Director of StartUP FIU-Florida International 
University

As the Fourth Industrial Revolution now emerges, we are in a 
period in which entrepreneurship is being redefined. No longer 
do we just have small business management and the high 
growth scaling of companies in Silicon Valley. Craftsmanship 
and artisanry, the traditional forms of art, are reemerging 
in what is called micro-entrepreneurship. However, in art 
we appear to be having more success with the “micro” part 
than the entrepreneurship. This presentation will explore 
why art has not fostered more scalable entrepreneurship and 
will develop a methodology based on best practices in other 
domains for how to achieve scale in art entrepreneurship. Best 
practice in incubators and accelerators suggests that in highly 
specialized domains the best way to develop entrepreneurs is in 
formal programs that offer a combined two track approach. Track 
1 is the traditional Innovation Track, which focuses on validation 
of problem, solution and customer and the development of a 
customer value proposition, business model and financial model. 
Lean Startup would be a well-known example. Track 2 is the 
In-depth Knowledge Track. Here the unique characteristics of 
the domain are developed. Healthcare illustrates this second 
track, where aspiring entrepreneurs learn about clinical trials, 
FDA approval and medical insurance reimbursement. Without 
this detailed knowledge, the healthcare entrepreneur cannot 
properly develop their opportunity. This presentation develops 
the In-depth Knowledge Tract necessary to frame opportunity 
properly and achieve real entrepreneurship in art through formal 
programs. 

Stronger Together: The Resurgence of Hyper-localism
Michelle Carollo, NEW INC, New Museum; Rasu Jilani, NEW INC, 
New Museum

Technology is changing cities as we know them, from face 
recognition devices in schools, to sensors that track pedestrians 
and control street lights, to the ways local government delivers 
information. Digital innovation affects how city residents 
experience everyday life as they receive and share information. 
What we’re seeing from the cultural sector is the collision 
of seemingly disparate industries coming together at the 
intersection of art, design and technology to solve some of our 
most pressing social issues. The reinvention of localism and 
its hyper focus on the belief that power should be wielded as 
much as possible at neighborhood, city, and state levels. This 
philosophy also drives many young, creative entrepreneurs in 
the cultural innovation space. This conversation unpacks new 
ways entrepreneurs are using creative technology to impact 
local initiatives and make change in their own backyards. 

The Art-to-Work Incubator
Ellen Wetmore, University of Massachusetts Lowell

The Art-to-Work Incubator is an entrepreneurial program for 
artists who want to develop their products for a larger mass 
market. Arts value proposition is that it provides us with our 
vision of ourselves, our society, our past and our future. Art 
provides both escape and reality, a vision of what we are and 
what we can become. What we sell in the end is a painting, 
ornamental object, video game, film, or novel. Artists tend 
to make things that make them happy with no regard for 
what their intended or coincident audience wants to, or is 
able to buy, or even where potential customers like to shop. 

far outside art history, I tracked down the original owners of the 
woodcuts to Mannheim and Stuttgart. Lacking an individual or 
familial claimant in such cases, artwork with vexed provenance 
languishes, and German authorities have no grounds for legal 
pursuit, either. This paper is both a real-life detective story, and 
posing of philosophical and moral issues about provenance 
and museum practices.

Exploring Katya Grokhovsky’s System Failure
Mary Brown, Independent Scholar

System Failure, an installation and performance by Katya 
Grokhovsky at the Martin Art Gallery of Muhlenberg College 
(Allentown, PA) from January to April 2018, exposed the failures 
of the patriarchal status quo and invited full participation in 
dismantling its oppressive regime. Through immersive, site-
specific installation, video, and performance, participants 
grappled with the system’s destructive legacy: inequities in 
power and labor stemming from systemic oppression, unbridled 
greed, and long-term overconsumption. The often invisible, 
absurd, grotesque, and violent elements of contemporary female 
experience were revealed and amplified against a backdrop 
of post-industrial wreckage. However, a playful curiosity also 
emerged in her many combinations, such as a plaster cat mask 
looking past a stack of human-sized plush teddy bears, a pinup 
girl draped over a mannequin’s knee, an enormous beach ball 
and inflatable donut suggesting the presence of child-like, 
uncorrupted elements remaining within the system she critiques. 
This paper explores the ludic elements in Grokhovsky’s art that 
allow participants to emerge from her installation not as nihilists, 
but with a sharpened feminist and deconditioned lens, ready to 
engage in much-needed protest and change. 

Asphere or A Sphere? Roni Horn’s Play on Forms
Andrew Ward, University of Sydney

Painting in the Perpetual War: Jaune Quick-to-See Smith’s Water 
and War and the Post-9/11 War Culture
Mark Watson, Clayton State University

Teaching art entrepreneurship as a new paradigm for 
the 21st century art schools.
Chair: Jacek Kolasinski, Florida International University

The National Endowment for the Arts has reported in March 2018 
that the arts contributed more than $760 billion to the US economy. 
There has been a rise in programs that explicitly address the links 
between creativity and the economy as part of more traditional 
curricular offerings. This session aims to explore the confluence of 
entrepreneurship and traditional studio training—often collectively 
described as “art entrepreneurship.” Entrepreneurship education 
within academic art and design departments has been introduced 
into university curricula to prepare graduates to actively participate 
in the process of building creative economies in our discrete 
communities. These initiatives have focused on a search for new 
strategies and prospects to empower young artists and designers to 
create more sustainable economic futures for themselves and foster 
their creative energies to re-envision our future and prepare them 
to solve society’s most pressing challenges. As art entrepreneurship 
disrupts existing educational paradigms, this session explores new 
approaches to develop sustainable models for the 21st-century art 
school. Presentations seek to expand and stretch the very meaning 
of art entrepreneurship.
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Teaching Art as Social Action: Pros, Cons, 
Observations, Experiences
Radical Art Caucus
Chairs: Jeffrey Kasper; Chloë Bass, Art Department, Queens 
College, City University of New York
Department Discussant: Gregory Sholette, Queens College, City 
University of New York

Social practice art is an emerging, interdisciplinary field of 
research and practice that pivots on the arts and humanities while 
embracing such external disciplines as environmental and labor 
studies, public architecture, political organizing and activism as 
well as pedagogy. Its overall objective is not to merely make art 
that represents sociopolitical injustice (think Picasso’s Guernica), 
but to employ the varied forms offered in the expanded field of 
contemporary art as collaborative, collective, and participatory 
social method for bringing about real progressive justice and 
transformation. This session brings together leading social practice 
art educators to discuss strategies for teaching socially engaged 
art. It will offer both a general introduction to the field as well as 
specific lesson plans and curricula that demonstrate what makes 
this emerging field unique and of growing interest to artists, 
historians, critics, theorists, museums and above all teachers of art. 
Topics to be discussed include creating an “intimate education” 
for socially-engaged art that takes in consideration the students 
own social positionality and relation to the world as a starting point 
to collaborative practice; direct action and alternative organizing; 
urban imaginaries in art and research; anti-bias work; and collective 
learning, among others. Presentations address these concerns 
and/or report on successful or failed attempts at teaching art as 
social action. Organized by Social Practice Queens (SPQ) at Queens 
College: Gregory Sholette, Chloe Bass, and Jeff Kasper.

Spaces of Learning
Susan Jahoda, University of Massachusetts, Amherst

This presentation highlights the power of collaborative and 
contemplative pedagogy when teaching socially engaged 
art. Susan Jahoda and Caroline Woolard begin with a short 
presentation covering the process, format, and results of a 
collaboratively developed workshop about social reproduction 
and “support” practices in arts classrooms. This is followed 
by examples of how two faculty members and an MFA 
graduate student have been working across institutions in 
New York, Connecticut, and Massachusetts for the past three 
years to adapt and integrate this material into their different 
institutional contexts. The presenters describe how their 
approaches to developing students’ self-awareness and self-
reflection enables them to be present with themselves, their 
materials, and with one another. They describe the connections 
between this particular workshop and Making and Being: a 
Guide to Embodiment, Collaboration and Circulation in the 
Visual Arts, a multiplatform pedagogical project that offers 
practices of collaboration, contemplation, and social-ecological 
analysis to visual artists. They will close with reflections on the 
need for an ontological, rather than purely epistemological, 
approach to arts education, and on the ways that socially 
engaged workshops enable this in their contexts. 

Young artists make art without working on creating a market, 
or researching the market out there, and passively wait to 
be discovered. The pedagogical disruption entrepreneurial 
thinking will create in traditional art education will be telling 
art teachers to offer more options of how to be an artist than 
the traditional gallery route. Art departments need to keep 
an open mind and wallet to help motivated students pursue 
entrepreneurial ideas and remove red tape; we need to teach 
financial literacy; we need to open our minds as to what 
success might mean. Many entrepreneurial artists do not do 
well in school because the reward system does not mirror the 
rewards available in the entrepreneurial landscape. 

Art Entrepreneurship: Art School as a Foundation to a 
Sustainable Career
Michael Azgour, Stanford University

In a recent report by the Strategic National Arts Alumni 
Project (SNAAP), graduates of art programs stated they 
“acquired many skills at art school that are also important 
to their subsequent work life, whether in or out of the arts,” 
such as creative thinking and problem solving. Although 71% 
of the respondents saw entrepreneurial skills as important, 
only 27% claimed they had acquired such skills in art school. 
As educators in the arts, it is incumbent upon us to include 
entrepreneurial skills and practices in the curriculum so 
graduates have a broad, rich education to rely upon as they 
seek employment or start a business. University art and 
design programs should require a course in professional 
practices, in which students create a business plan, research 
career paths, and articulate a plan for achieving their goals. 
In addition, students will benefit greatly by exposure to 
educators who highlight the confluence of creative work and 
entrepreneurship, providing real life experiences, resources, 
and a disposition of self-determination. Finally, schools 
should work to develop community partnerships that create 
opportunities for students and graduates. The old cliché of a 
starving artist is no longer an accurate portrayal; arts programs 
should market their graduates as highly competent individuals 
with highly translatable skills. 

Shifting Culture through Co-Curricular Pathways
Stephanie Chin, Maryland Institute College of Art 

This session will share how the Maryland Institute College 
of Art has leveraged experiential learning outside of 
the classroom to support and grow an entrepreneurial 
community of artists and designers. MICA’s Entrepreneurship 
Evangelist will share its lessons learned, challenges, and 
ways other institutions can adapt and infuse entrepreneurial 
programming and services. Launched in 2015 and 
spearheaded by the Joseph Meyerhoff Center for Career 
Development, MICApreneurship offers one on one advising for 
entrepreneurial students and alumni, workshops, boot camps, 
mentorship, and online resources, as well as $100K in grant 
funding for creative businesses through its annual UP/Start 
Venture Competition. 
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Audacious Acts: A Means of Empowering Students and Future 
Activists
Sheryl Oring, University of North Carolina Greensboro

My presentation deconstructs an event from 2016 in which 
I took a busload of 60 students from North Carolina to New 
York to help produce a large-scale version of my I Wish to Say 
project—which entailed typing postcards to the United States 
presidential candidates in spring 2016. The trip made a huge 
impact on some of the students and sparked their own creative 
and activist projects. I examine this group experience as a 
turning point—an introduction to large-scale socially engaged 
works, and how this then led students to pursue activist work 
of their own. 

Teaching Art History in the Wake of #MeToo
Chairs: Cynthia Colburn, Pepperdine University; Ella Gonzalez, 
Pepperdine University

College art history classes are often the first-time students have 
exposure to a vast array of visual cultures through space and time. 
The canon of art historical works often covered in these classes is 
well trodden by professors, and includes many works that depict 
acts of violence against women including rape, abduction, and 
murder. The impressive formal qualities of such works are often 
highlighted in textbooks, and presumably by extension in some 
classrooms, often at the expense of in-depth discussion of the 
content and context of such works. This may have the effect of 
normalizing acts of violence against women in the eyes of our 
students, violence that, through the lens of art history, is seen to be 
global and span millennia. In the wake of the #MeToo movement 
with so many women coming forward about their experiences with 
sexual harassment and assault, it is crucial to reassess the way 
we teach and write about the art historically important works that 
portray violence against women and examine the role the discipline 
of art history may play in current social movements. This session 
features papers from art historians who have been grappling with 
these issues in their writing and classrooms and have found ways 
to give voice to the women depicted in such works and open up 
the discussion of assault against women in these images in a 
meaningful way that empowers students.

On Frida Kahlo, Salma Hayek, and Linda Nochlin: A Classroom 
Case Study of Art, Gender, and Pain in the Wake of #MeToo 
Ellen Caldwell, Mt. San Antonio College

In the wake of #MeToo, many educators pondered how 
to incorporate the movement into curriculum. This paper 
examines the ways in which one professor used foundational 
women’s studies texts, traditional art history, film, and media 
to approach the topic in an art history course focused on 
women and gender. When students read about Frida Kahlo 
and how her paintings address her ongoing relationship to 
physical pain, they also read Salma Hayek’s op-ed about 
Harvey Weinstein about the making of the biopic Frida. 
Students watched portions of the film in class and discussed 
Kahlo’s art and Hayek’s film in relation to one another. How 
did both artists deal with pain in producing their works?, for 
instance. The class discussed how scenes from Frida could 
be analyzed using both Laura Mulvey’s concept of the “male 
gaze” (in relation to Weinstein) and Jill Soloway’s concept 
of the “female gaze” (in relation to Hayek and director Julie 
Taymor). The class drew parallels between Hayek’s struggles, 
the working atmosphere for women in Hollywood, and Linda 

Why Socially Engaged Art Can’t Be Taught
Jen Delos Reyes, University of Illinois at Chicago

What should an education for the socially engaged do? How 
are we educating? What is the goal? What should artists who 
get this kind of training go on to do? Can this way of working 
be taught? Drawing from her work codirecting one of the first 
social practice MFA programs in the country, working with 
museum education on public engagement programs, and 
creating foundations curriculum for socially engaged art, Delos 
Reyes outlines approaches and tropes for making and teaching 
socially engaged art, and considers what kind of training the 
next generation of artists require to make the revolutionary 
changes we need in order to achieve a more just and equitable 
world. 

Walking the Talk: Despite the Institution
Beverly Naidus, University of Washington, Tacoma

Whether we are doing walking meditation though a superfund 
landscape or visiting the NW Detention Center’s resistance 
camp, students in our classes are learning how their projects 
can interface with the world around them, how they can 
connect with each other and the community. Our students 
are not traditional ones: most hold jobs while going to school. 
Some are vets, some take care of family members, and 
many struggle with huge stresses and debts. Telling their 
stories in our classes, sharing them with wider communities, 
learning critical thinking about the times we are living in, 
and developing their creative skills, are all experiences that 
can widen their view of the world and transform them into 
imaginative and strategic activists. Despite the success of our 
program, and the clear benefit of the projects we facilitate 
in our community, the institution has not supported us. Our 
major in Arts in Community has sat in administrative limbo for 
over 10 years, despite the unanimous support of colleagues. 
An unwillingness to invest in the program has also kept my 
colleagues on short-term contracts and our facility inadequate. 
But these shortcomings do not prevent us from being devoted 
to our students, innovative teaching, and radical social change. 

We Live in Activist Times: Social Praxis Art, Art Activism, and the 
Political
Todd Ayoung

My contribution to the book Art As Social Practice 
recounts from 2008 to 2011 my first attempt to teach the 
interdisciplinary relationship of art, politics and activism to 
college students. This course was called “Interventionist Art: 
Strategy and Tactics” and was part of the Art and Public Policy 
Department, under the then founding director, sociologist 
Randy Martin at NYU Tisch School of the Arts. When creating 
that syllabus I was partly informed by its previous instructor 
artist/writer Greg Sholette, and my past collaborations with 
art collectives REPOhistory (NYC), GODZILLA: Asian Pacific 
Islanders Artist Network (NYC), and INTERIM SITES: An Urban 
Arts Initiative (New Haven, CT). Since teaching that initial 
NYU class I have cotaught in 2017 a Social Praxis Lab class at 
Pratt Institute with urban geographer Caitlin Cahill, and I am 
presently active with art activist agendas through the work 
of: Artist of Color Bloc, Peoples Cultural Plan and Gulf Labor. 
During this presentation, I reflect on my past pedagogical 
approach to teaching art and politics informed by collectives 
from the later 1980s to 1990s, and assess my current “in the 
field” involvement with art activism after the 2011 Occupy Wall 
Street Movement. 
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Teaching the Theory and Practice of Erasure in the Undergrad 
Classroom
Thomas Stubblefield, Thomas Ladd, University of Massachusetts, 
Dartmouth

While undergraduate art programs often foreground 
relationships between theory and studio practice in their 
mission statements these connections are frequently left 
implicit in the broader curriculum. Not surprisingly, students 
can struggle to forge meaningful relationships between the 
critical theory they encounter in their art history classes and 
their work in the studio. With this in mind, a new course was 
developed at the University of Massachusetts, Dartmouth 
which was co-taught by an art historian and a studio faculty 
member. Centering on the theory and practice of erasure, 
the class integrated the writings of Sigmund Freud, Friedrich 
Nietzsche, Bruno LaTour, Boris Groys and others into a wide 
spectrum of studio assignments. Along the way, students 
investigated theoretical tropes such as absence, concealment, 
obsolescence, and decay through video, graphic design, 
drawing, painting, performance, photography, and typo/graphic 
poetry. This presentation will share some of the strategies used 
in this class, focusing on the integration of reading and writing 
assignments in a studio environment; the viability of digital 
teaching tools in merging these two discourses; and, the use of 
visual mapping to elucidate theoretical arguments. It will also 
reflect upon the pedagogical aspirations of the class in relation 
to our particular college as well as art and design departments 
within the 21st-century university more generally. 

Theory Embodied: Life Drawing Re-Imagined
Christopher Lonegan, Loyola University

Life Drawing once constituted the core of art instruction; 
now it is often perceived as an anachronistic vestige of an 
outmoded aesthetic. The challenge I faced when re-imaging 
a post modern version of Life Drawing for a small liberal 
arts university was: how is representational drawing of the 
human figure relevant to contemporary art and life? The 
solution I found to this problem directly addresses the topic 
of your panel; through the deployment of readings from 
philosophy and art theory, Life Drawing opens a broader 
conversation about what it means to be a human being, 
the ethics of representation, and an expanded notion of 
contemporary figure drawing. The strategies I would like to 
share with your panel are a product of my commitment to the 
intellectual probity of artistic practice and the practical need 
for meaningful “homework” assignments supplementing Life 
Drawing’s traditional emphasis upon anatomy and drawing 
from the nude. Finding time for conceptual discussions of 
assigned readings is a significant challenge in any studio class: 
as a solution to this problem, fostering more sophisticated 
critical thinking, topical readings in philosophy and art theory 
constitute prompts for a semester-long, life-sized “cyborg” 
drawing. As a result, reading discussions became a part of the 
critique process, as students must defend their interpretive 
“embodiment” of the class readings. An intertextual approach 
to Life Drawing offers, I argue, an alternative to the “old 
master” paradigm, as students discover that Life Drawing, at 
its best, constitutes a radical phenomenology. 

Nochlin’s foundational essay “Why Have there been No Great 
Women Artists?” Students applied Nochlin’s arguments (about 
the systematic ways in which women artists were excluded 
from artistic production) to women actors, producers, and 
directors now. How has largely-unreported or -unpunished 
sexual misconduct systematically and systemically prohibited 
women from artistic production in film?, for instance. This 
paper reconsiders foundational art historical texts, while also 
exploring experimental teaching techniques and students’ 
reactions to these pedagogical shifts. 

Teaching Greek Art in the #MeToo Age
Cynthia Colburn, Pepperdine University

The canon of ancient Greek art includes numerous artworks 
depicting acts of violence against women that are all too 
similar to those described in stories circulating in the news 
today. Examples include the rape of a young woman at the 
hands of a powerful, older man (Hades Abducting Persephone), 
and the physical abuse of a woman in a marriage where the 
notion that man knows best prevails (Gaul Killing Himself and 
His Wife). Given space and time limitations in our textbooks, 
descriptions of these artworks often emphasize their formal 
qualities, such as rapid brushstrokes, brilliant washes of color, 
graceful movement, and balanced composition. The social 
context of the works and the actual violence being depicted 
goes virtually unmentioned. Rather than obliterating these 
artworks from the art-historical canon, which would stifle 
necessary discussion, we argue that the tools of art history 
including formal and contextual analysis can give voice to 
these victims and lay bear patriarchal ideologies and social 
injustices in ancient and modern society. Although images of 
violence against women are not exclusive to ancient Greek art, 
the large number of artworks from ancient Greece depicting 
this violence, coupled with the perception of Greece as a 
paradigm of democracy in the West, suggests that a robust 
discussion of the social context of these artworks is essential. 

Undergraduate Studio Art Programs
Chair: Ann Kim

While knowledge in contemporary art practices, criticism, 
and theory is highly stressed in graduate programs and the 
contemporary art world, many smaller and understaffed 
undergraduate programs struggle to find the most effective way 
to develop a studio art degree curriculum that is embedded with a 
rigorous dose of exposure to art theory and criticism. It is standard 
for studio art majors to be required to take art history survey 
courses and perhaps one course in contemporary art history, but 
that is rarely the norm in small and medium sized universities with 
smaller art departments. What are the best ways to incorporate 
theory and criticism in undergraduate studio art programs especially 
when the program does not have an art critic and the studio classes 
do not seem long enough to have it be embedded into the syllabus? 
Is it more difficult to do so in courses that focus on more traditional 
media such as painting and drawing compared to new genres 
or social practice? The session seeks to highlight papers from 
instructors, art critics, and graduate students who can share some 
of their most successful endeavors in this area.
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Teaching Design Studies: Practice, Methods, and 
Resources
Chairs: Carla Cesare, University of Cincinnati, Blue Ash College; 
Gretchen Von Koenig, Parsons School of Design, The New School
Discussant: David Raizman, Drexel University

Design Studies (design history and theory) has reached a critical 
point in its development. Current resources have developed from 
art history, having little to do with the design studio experience. The 
results are students who struggle to engage with the material in 
these courses, faculty that do not understand the studio experience, 
and the means to bridge that gap. This panel addresses those 
issues, the direction of design studies and what can be done in 
training design historians and theoreticians; the critical engagement 
of students with the history and theory; and bridging the gap 
with practice. This panel will question the methods we employ in 
teaching–content, pedagogy and curricular structure—are they 
creating a barrier between the course objectives and the students’ 
ability to translate this knowledge? How can educators engage 
writing and research into practice-based pedagogy, teaching 
the value of these skills to the design student? Is the curricular 
sequencing effective in promoting knowledge transference to 
other areas of students’ education, or is coursework siloed? 
Studies reveal that while employers rank “Critical Thinking” as 
the top skill (above technical skills), only approximately half of 
graduates possess “proficient” critical thinking skills- a deficit that 
design studies courses could improve. For a 90-minute session, 
we propose a mix of presentations and a panel discussion with 
academics, practitioners, curators, etc. Confirmed invitee panelists 
are David Raizman and Timo de Rijk our goal is to create a dialogue 
about the next stage of design studies and the future of resources, 
pedagogy, and methodology.

Making Design History Matter
Kjetil Fallan, University of Oslo

Even if essential issues such as such as sustainability and 
digitalization are front and center in design programs, 
media discourse, and everyday life, their historical roots and 
developments are generally poorly understood. These topics are 
therefore ripe for design historical treatment and fertile ground 
for the teaching of design studies. Design is at the very heart 
of our societies and cultures, yet rarely considered to be at the 
heart of the social sciences and the humanities. This mismatch 
provides a massive challenge to fields like design studies, design 
culture, and design history. Making design history matter is not 
just about “servicing” studio-based education in an engaging 
manner, but as much a question of positioning design in a wider 
social and cultural context. From the perspective of design 
history, this paper will make a case for how design history—
arguably the most established form of humanistic design 
studies—can best contribute to our understanding of design 
culture and thereby regain the relevance to contemporary 
concerns some of the discipline’s critics claim it has lost (Fry 
2009; Tonkinwise 2014; Julier and Narotzky 1998). One possible 
strategy for doing this is applying design historical methods and 
approaches to key topics in contemporary society and design 
practice alike. As a starting point for further rethinking the 
teaching of design studies, this paper will take a closer look at 
two current “revolutions”—the digital and the green—and how 
they might make design history matter. 

Learning (Art Criticism) by Example: The Exhibition Proposal 
Assignment
Mary Slavkin, Young Harris University

Studio Art majors at Young Harris College are required to 
take a Contemporary Art Theories class in their junior year. 
The major assignment for this class exposes them to art 
criticism by requiring them to develop their own exhibition 
proposals. This presentation will address the successes and 
shortcomings of this assignment. Throughout the semester, 
students read and discuss art criticism, which they then bring 
into the final project. My assignment is scaffolded over the 
course of the semester, so they develop it in stages, ending 
with a final presentation where the studio faculty act as the 
gallery committee choosing among the proposed exhibits. At 
the same time, the students turn in a written project including: 
a one page exhibition proposal, a four page curatorial essay, 
and the wall texts for their 15 artworks. Students choose their 
own thematic subjects—often focusing on the same issues they 
later address in their senior shows. In previous years, students 
have chosen a wide range of topics related to mental health, 
others have focused on taxidermy, the male nude, pixel art, 
dystopian futures, and race relations. By focusing on a topic 
that often overlaps with their own work, students are much 
more highly motivated to undertake research. They have to 
read criticism and theory addressing their chosen artworks and 
topics for the curatorial essay. They also must compare their 
theoretical art exhibit to other shows, not only understanding 
the premise and theoretical grounding for other exhibits, but 
developing their own framework for their show. 

Gained in Translation
Matt Drissell, Dordt College

Contemporary art theory and criticism can unfortunately seem 
far removed from the everyday experience of undergraduate 
art students. I teach in a small department at a small college 
in the upper Midwest where many students are skeptical 
when they hear terms such as post-structuralism or relational 
aesthetics, and the majority will not attend graduate school 
where these concepts are unpacked in depth. This doubt can 
be rooted in concerns over a perceived agenda or in a disbelief 
that these complex terms have any meaning. My job as studio 
art professor is to acknowledge their hesitations yet push 
beyond, translating art theory and criticism for meaningful use. 
The goal is to help students realize the significance theory and 
criticism can hold for art making, and the broader implications 
they hold for daily living. To aid in this translation, concepts 
such as critical theory and psychoanalysis could be distilled 
and adapted to real-world understandings. This synthesis is 
complemented by a thematic approach in the art studio, with 
projects that emphasize ideas such as power, gender, love, 
commodity, or more. This thematic focus can be accompanied 
with selected episodes from the PBS show Art:21 where 
student encounter artists whose practices are shaped by 
contemporary theory. By easing them into an understanding 
of art theory and criticism and reinforcing with thematic 
instruction, undergraduate art students can be prepared for a 
lifetime of self-reflection and creative exploration. 
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the same products. As social design and human-centered 
design strategies influence design theory and practice we wish 
to focus on other layers of cultural design in an ever-shifting 
world. As economy, social currents and politics change rapidly, 
designers cannot stand aside, claiming to [just] answer needs 
for the market. We believe design anthropology, aside from 
its obvious advantages vis-à-vis expanding human-centered 
approaches to design, could hold an important answer 
combining theory, history and practice. For the last eight years 
we have been teaching a unique practice-oriented course for 
product designers focusing on three distinct cultures of wood 
in: classic Japanese carpentry, Western and Southern African 
wood cultures and the ascetic design of the Shakers. Instead 
of working in a classic manner of presenting the students 
with a design brief describing our intended result, including a 
clear function and market-value we drove the students to start 
thinking about cultural philosophies, norms and conventions, 
as well as religious principles. Since a major rule in this 
course is that products must be an interpretation, rather than 
mimicking their origins, the results were staggering. Mixing 
various Israeli cultures (Ultra-Orthodox, Palestinian, Ethiopian 
and more) with a contemporary interpretation of these three 
cultures presented an interesting optional definition to the 
essence of cultural objects in contemporary design. 

Technologies of Counter-Publicity
Chairs: Philip Glahn, Tyler School of Art, Temple University;  
Cary Levine, University of North Carolina, Chapel Hill

As computers, digital networks, and social media have become 
at once extensions of our bodies and selves and ubiquitous 
mechanisms of power and control, definitions of political action and 
dissent have grown increasingly blurry. What constitutes resistance 
in a new-media world? What are the emergent spaces and places 
for dissent, and how have they impacted preexisting ones? What 
are the possibilities for technologically oriented artworks to 
productively confront—and potentially transform—entrenched 
structures? This panel will examine historical and contemporary 
examples of artists who have repurposed imaging, communication, 
or construction technologies to critically engage in the struggle over 
the organization of individual and social experience. Pirate radio 
and video-phone networks, agitprop kiosks and temporary shelters, 
electronic billboards and virtual crowds, guerilla TV and digital 
archives are just some of the tools used by artists over the past 
half-century to assess and alter physical and immaterial sites. The 
creation of alternate arenas of perception, interaction, transition, 
and memory—forms of “counter-publicity,” to borrow Oskar Negt 
and Alexander Kluge’s term—has challenged not only existing 
apparatuses of production and distribution, but the very concepts 
of the public sphere, democracy, and political participation. Though 
often overlooked by the histories of art, such work confronts a range 
of issues facing today’s world of instant communication, digitally 
saturated sociality and labor, and consolidated corporate control.

Telediscretion: Serge Boutourline’s Media Environments, ca. 1970
Larry Busbea, University of Arizona

As new visual, communications, and computational 
technologies emerged in the postwar period, they were often 
not understood merely as discrete devices that performed 
specific calculations or communicated particular messages, 
but as immersive conditioning apparatuses/environments. I 
propose to reconsider this ethos via an analysis of the work 

Ephemeral Materiality: Problematizing Design
Claudia Marina, The New School

In design studies, theory and practice exist in asymptotic 
relation to each other. As close as the two modes of knowledge 
production reach, they never converge. Part of this condition 
exists because design education continues to focus on the 
study of objects, following the art history method, despite 
various design scholars writing on the importance of 
recognizing design as a common human activity. This paper 
aims to expand on feminist critiques of design history and 
offer examples on what it means to teach design as part of the 
human experience in order to connect the theories of design, 
its practice, and social implications. I specifically look at the 
phenomena of ephemeral materiality and its role in subverting 
object oriented discourse. Is it possible to teach design without 
the luxury of the object? By looking at the complications that 
ephemeral materiality presents in design education, the design 
studies classroom becomes a critical space to distinguish 
between an applied study of design and a referential one. 

Teaching the Unpredictable: Co-Teaching in Museum Practicum 
Courses
Keren Ben-Horin, Fashion Institute of Technology, State University 
of New York; Sarah C. Byrd, Fashion Institute of Technology, State 
University of New York

In their second year of study, students in FIT’s Fashion and 
Textile Studies: History, Theory, Museum Practice Master of 
Arts program work in collaboration with The Museum at FIT 
to develop an exhibition utilizing the museum’s collection. 
This multi-term course provides students with a “real-life” 
experience that covers all aspects of exhibition-making from 
conception through installation, preparing them for related 
museum careers. The unique challenge of this practice-based 
course is to provide students with an opportunity to implement 
skills learned in their other coursework, including theory, 
research, and writing as well as more specialized training 
in display methods and conservation. Additionally, students 
are asked to take on roles in educational programming and 
design that are not included in the curriculum, requiring rapid 
skill training and external consultants to achieve effective 
results. The success of such a complex project depends upon 
cooperation between the faculty, every department of the 
museum, and the students themselves. The relatively short 
time between exhibition topic selection and opening date 
makes planning and teaching this course a delicate balancing 
act every year. This paper highlights our methodologies for 
preparing future fashion and textile curators and educators 
to work in a dynamic, evolving environment. It will focus 
on navigating a non-traditional teaching experience and 
strategies used to encourage independent, critical-thinking 
within a highly structured setting. The particular challenges 
and benefits of co-teaching will also be addressed. The student 
experience, via questionnaires and in-class feedback sessions 
will be shared to fill in the experience narrative as well. 

Designing Cultural Objects: Cultural Design Anthropology as 
Innovation in the Classroom
Kenneth Segal, Hadassah Academic College Jerusalem; Jonathan 
Ventura, Hadassah Academic College

What is a cultural object? While designers rarely tackle this 
question, it is trickier than it seems. Although architects define 
and redefine vernacular architecture, product designers in 
general tend to aim for the broader market, since we all use 
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urgency. These claims were being addressed as early as 
the 1980s by artists working with computer networks, but 
their practices are only just beginning to be historicized. My 
presentation begins to narrate this history through a group of 
artists who approached the internet as a new mass medium 
of public speech, a platform for publicity that is also a site 
of struggle to exert influence on the public sphere. Focusing 
on the late 1990s work of artist collective ®™ark, I explore 
how they used parody to challenge institutions deemed 
complicit in the commercialization of the network and the 
suppression of individuals’ access to the network’s platforms 
for public speech. I link this effort to artists’ guerrilla television 
practices in the preceding decades, while arguing that ®™ark 
exploited the unique accessibility of the web and its ability 
to confer unprecedented legitimacy to individual voices 
to create an internet-specific program of counterpublicity. 
Ultimately, I demonstrate how, although the humor in ®™ark’s 
work suggests the futility of even their own acts of creative 
resistance, the group used counterpublicity to at least work 
toward the production of what Oskar Negt and Alexander 
Kluge described as a self-determined public sphere, in which 
members of the public control the circulation of speech and 
thus the shared horizon across which publicness is defined. 

Intimate Strangers and Affective Economies: Ann Hirsch, Amalia 
Ulman, and Marisa Olson
Monica Steinberg, University of Hong Kong

Within a mediated public sphere, artists Ann Hirsch, Amalia 
Ulman, and Marisa Olson have mounted projects galvanizing 
our contemporaneous affect-based economy and its 
concomitant demand for immaterial commodities. While 
scholars and artists have long been interested in challenging 
(exploitative) economic models, how have recent works 
deployed the screen-based body itself as a tool for confronting 
entrenched sexist structures? Here, I consider projects by 
Hirsch, Ulman, and Olson which activate what I refer to as the 
“intimate strangers” model. With creeping normality, their 
internet-based, episodic, reality-television-inspired projects 
dissect those affective tools and strategies that define both 
popular entertainment and political campaigns—that is, the 
projects are simultaneously intimate and impersonal. The 
artists cast their bodies into public roles, offering a narrativized 
capture of everyday relations focusing on the affective rather 
than cognitive processes by which strangers come to know 
each other—across the screen as well as in front of the camera. 
By replicating the technological mechanisms that tug on our 
desire for intimacy, all the while jamming such frequencies with 
overacting, excessive tears, aggressive sexuality, bad singing, 
and off-script characters, these artists make palpable the 
power and the pervasiveness of commodified affect. In this, I 
argue for an expanded consideration of the economics of affect 
within art historical scholarship by demonstrating the workings 
of the intimate strangers model in both art and the everyday, 
thus establishing a more nuanced ground for rethinking our 
bodily relationship with the screen and its unyielding pull. 

of a little-known design researcher, interaction specialist, 
and Intermedia artist: Serge Boutourline, Jr. (1932–1982). 
Primarily a business consultant for several companies on the 
forefront of postindustrial culture (Kimberly-Clark Corporation, 
IBM, the Eames Office), Boutourline would move toward 
designing “environments and devices that increase man’s 
capacity to control his own surroundings by direct ‘feedback’ 
into the many systems which are aimed at him.” His most 
concrete realization in this regard was called Telediscretion, 
which was installed in the seminal exhibition TV as a Creative 
Medium at the Howard Wise Gallery (1969). Telediscretion 
was an interactive work comprising four monitors connected 
to a handheld channel selection device, which allowed 
the participant to choose among content from the three 
broadcasting corporations, and an original film produced by 
Boutourline and artist Wynn Chamberlain called Commercial 
for Life (which would go on to become Chamberlain’s infamous 
film Brand X). While discretionary control over television 
content might seem a rather facile “counterpublicity” 
technique, Teledsicretion was in fact merely one interface 
among many in Boutourline’s multifaceted theories and 
practices of human-environment interaction. If the new 
technologies were biopolitical milieux, how might art or design 
intervene in their material and immaterial patterns, and return 
to the subject/user a sense of environmental agency? 

Self-Design, Counter-Information, and Contra-Plans: Enzo Mari in 
the 1970s
Lindsay Caplan, Brown University

Design in 1970s Italy was a robust, interdisciplinary, and 
politically informed field centered on questions of social 
praxis: how to create new ideas, objects, and institutions that 
could reshape and revolutionize contemporary life. Centrally 
at issue was the extent to which one must work critically 
against existing systems or constructively, with a clear, but 
inevitably compromised, program or plan. But both positions 
presume that politics lie in the position of the author, who is 
either entirely inside or outside the status quo. This paper 
looks at the work of Enzo Mari in the 1970s to show how it 
poses an alternative model for relating art, and artistic agency, 
to the systems around it: a “self-design” DIY handbook for 
constructing household furniture from affordable, accessible 
materials. A book illustrating processes of alienation, the 
money-form, and other ways that social inequality is at 
once perpetuated and obfuscated. A hammer and sickle 
disassembled into a biomorphic sculpture. A statement of 
radical design. A refusal to design. In all cases, Mari drew on 
insights about the relationship between individuals and society 
gleaned from early computers and information theory. In so 
doing, I argue that Mari’s multifaceted practice anticipates 
a very contemporary perspective: that there is no outside of 
capitalism, because there is no separating a given system from 
ourselves. Rather than mourn the loss of criticality or resign 
oneself to compromise, Mari’s designs catalyze changes within 
and against existing systems and reimagine the politics of 
participation, even the design of democracy itself. 

A New Platform for Publicity: ®™ark and Net Art’s Battle for the 
Digital Public Sphere
Megan Driscoll, Center for Advanced Study in the Visual Arts

As the end of the 20th century approached and more and 
more people began to go online, claims that the internet 
represented a new, digital public sphere took on increasing 
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We Are Come Ashore into a New World: Mapping and the 
Microscope
Pamela Mackenzie, University of British Columbia

“We are come ashore into a new World,” declared Nehemiah 
Grew in the dedication to his 17th-century publication 
commissioned by the Royal Society. The world he went on to 
describe, however, did not include any of the typical features 
one might expect from a geographical place. There were no 
coastlines there; no mountainous regions, no lakes or valleys. 
Instead, the place he described consisted of roots, seeds, 
vessels, and membranes. Nehemiah Grew was one of the 
earliest people to conduct a detailed exploration of plant life 
with the use of a microscope. The things he discovered had he 
had no language to describe. Instead, Grew borrowed freely 
from other knowledge systems in development at that time, 
including bookbinding, the study of animal anatomy, and his 
own vitalist metaphysics. However, one of the most striking 
features of how he framed his research was in the language 
of territorial expansion. This paper argues that his reference 
to the British imperialist project was more than simply a 
rhetorical appeal by Grew; rather, it was central to both the 
discursive and visual language he developed around his work. 
The engravings that accompanied Grew’s publications were 
necessarily abstract, resembling less the tradition of botanical 
illustration than a series of maps or mathematical diagrams. 
I trace the visual form of Grew’s illustrations through the 
tradition of cartography and consider the implications of this 
way of imagining the microscopic world geographically—as a 
place to be surveyed and conquered. 

For Posterity and Pedagogy: Using 3D Models and 360 Capture 
to Preserve Exhibitions
Francesca Albrezzi, University of California, Los Angeles

Not unlike cultural repositories and archives, virtual spaces 
have become extensions of the self. Similar to museums, 
virtual realities are negotiated, representative, and carefully 
curated spaces. While many museums have permanent 
exhibition displays, most also reserve a designated space to 
use for temporary exhibitions. Years of work and research 
can go into the creation of a show that may only remain 
open for several months. While exhibition catalogues delve 
into and preserve the content and intellectual mission of the 
exhibition, the design decisions are usually not preserved 
in a way that is accessible to a greater audience. How can 
virtual spaces offer practitioners a chance to detail, share, 
and preserve the design and installation decisions? Using 
examples from my own work as well as others from the 
field, I consider how 3D modeling and 360 photo and video 
capture can illustrate the design and decisions made during 
the development of an installation, giving viewers a sense of 
the exhibition space and layout. I look closely at how building 
annotated virtual tours using immersive technologies, which 
allow users to experience digital facsimiles of the artworks in 
context, suggests a framework that could preserve thematic 
research content alongside cataloging and design information. 
Ultimately, I believe these methods provide a prototype for 
sharing spatial- and design-oriented epistemologies that 
promote discussions surrounding the placement of artworks 
in a physical installation. The paper explores digital tools that 
offer a paradigm shift in museum studies teaching and learning 
for exhibition preservation and practice. 

Technologies of Data and Visualization in Art and 
Discourse

Visualizing Data Concerning the Canon according to Illustration 
Experts, 1830–1970
Jaleen Grove, Rhode Island School of Design

This research project introduces quantitative methodology 
into the study of illustration’s historiography, using interactive 
visualizations created and published online with the software 
Tableau to analyze data collected from over 120 books and 
articles about 7000 illustrators, published 1830–1970 in the 
United States and United Kingdom. The purpose is to track 
which illustrators (and how many men and women in several 
subdisciplines) are remembered over time; and which writers 
are responsible for forming the resulting canon presented to 
English-speaking audiences. Although the criticism of canon 
is well established in other fields, it has not been done in 
illustration studies. This is the first time such a large bibliography 
for the field of illustration history has been indexed, and the first 
time its contents have been quantitatively analyzed. Results 
show the expected discrimination against women but in usefully 
specific detail; and the rates and ranks at which famous (or once-
famous) illustrators are registered in US vs UK vs elsewhere. 
The visualizations can be seen and customized by users as a 
research tool online. Big data visualization tools are rapidly 
growing in use without adequate data literacy among users, so 
this presentation also critiques itself, the pitfalls of flashy visual 
communication, and Tableau’s efficacy. 

World of Matter: An Eco-Aesthetic Approach to the Complex 
“Ecologies” of Matter
Ana Varas Ibarra, University of Essex

The Anthropocene has become part of an expanding discourse 
in arts and humanities. Whereas corporate media presents 
apocalyptic scenarios where environmental catastrophe is 
our unavoidable fate, artistic production has become more 
engaged in the attempts to disclose ethical ways for our 
relation to nature. This wave of ecoaesthetics foregrounds the 
significance of multidisciplinary approaches to address the 
sociopolitical and ecological realities that have contributed 
to the transition to the Anthropocene. As this transformation 
in how to comprehend the intersection of human culture and 
the environment is taking place, it still remains urgent to 
bring these humanities and art-based resources to bear on 
scientific discourse to disrupt specialist division, democratize 
debate, and posit critical questions of political significance to 
discussion on environmental developments. Perhaps a good 
starting point would be to ask: How does the Anthropocene 
enter into the art discourse and what are its politics of 
representation? In an attempt to answer the above, this 
paper concentrates on the practice of World of Matter (WoM), 
an international art and media project that investigates the 
synergies of sociopolitical, environmental, and economic 
spheres. By connecting different actors, territories, and ideas 
on the global ecologies, WoM responds to the need for new 
forms of representation that shift resource-related debates 
from a market-driven domain to open platforms for engaged 
public discourse. Touching on aspects of decolonial critique, 
this paper argues that WoM presents alternative stances to the 
understanding of the environmental crisis and brings a new 
kind of social aesthetics to the foreground. 
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A Common Cycle: The Similarities of Aztec and Daoist Expression
Carolyn Click, University of Colorado Boulder

This research investigates the commonalities between Aztec 
and Daoist expression up to the 16th century in order to 
underline the abundant similarities within their metaphysics, 
visual language, and cultural attitude towards death. Through 
cross-cultural examination, this comparison will analyze 
the metaphysics informing the worldviews of each culture, 
focusing especially on the notion of dualism within monism, 
the function of qi and teotl, and the influence of a dynamic 
universe. The visual language of each will be compared by 
evaluating expressions of Yin and Yang, spatial organization, 
and serpent imagery. Additionally, an observation of each 
practice’s attitude towards death as a reflection of common 
cyclical philosophies will be presented. Despite existing on 
opposite sides of the globe, these two systems of thought, 
Aztec and Daoist, demonstrate that human expression shares 
commonalities which transcend culture and continent alike. 
Note: For the duration of this research, “Daoism” will be 
used to refer to philosophical Daoism as opposed to religious 
Daoism. Unless stated otherwise, it is in reference to the 
philosophical Daoism as put forward by Laozi and Zhuangzi in 
their respective writings. 

Nepantla: Metamorphic Transformations
Sallie Saiz, Fresno City College, State Center Community College

This study foregrounds new approaches to the iconographies 
of Tenochtitlan and Mexico City in the encounter era—ranging 
from pre-Columbian Aztec or mexica culture on the eve of the 
Spanish encounter in the 16th century, through indigenous, 
mestizo, and creole Mexican art in the early colonial period, 
with a focus on nepantla. In addition to art forms, ancient 
literature (songs) explain that while females may not have 
exclusively occupied the domain of spirituality or the spirit 
world, their role was integral within this realm. Within the 
spiritual plane and the space of nepantla, evolutionary 
cycles represented in sexuality, gender, and spirituality are 
interwoven through spiritual transformations that draw on 
metamorphic aspects. This study explores how intercultural 
and interdisciplinary connections between the arts of Mexico 
in the 15th–17th centuries can be meaningfully incorporated 
into curricula in art history and the humanities, and provides 
commentary on a variety of artifacts, from indigenous and 
mestiza architecture, sculpture, and painting, to codice forms 
of material culture. 

Textile Ecologies: Environmental Aesthetics and 
Transmaterial Dynamics of Cloth
Chairs: Sylvia Houghteling, Bryn Mawr College; Vera-Simone Schulz, 
Kunsthistorisches Institut in Floren—Max-Planck-Institut

Among the artifacts crafted by humankind, textiles have always 
held a uniquely interdependent relationship with the environment. 
Textiles derive from vegetal (linen, cotton), animal (wool, silk) 
and even mineral origins (as in the case of asbestos fibers). 
The production of textiles has depended upon access to and 
the processing of raw materials, while cloth manufacturing has 
reshaped entire landscapes from the transplantation of mulberry 
trees for sericulture to the mounds of murex shells discarded after 
the extraction of purple dye. Textile patterns bloomed with imagery 
of flora and fauna, while fabrics pervaded myths and metaphors of 
the natural world, as when the translucency of a veil was likened 

Tenochtitlan/Mexico City: New Directions in 
Iconographic Study
Chair: George Scheper, Johns Hopkins University

This session seeks to foreground new approaches to the 
iconographies of indigenous, Spanish, and mestizo art in 
Tenochtitlan and Mexico City in the 16th century. Recent scholarship 
has drastically changed our perspectives on this era, with new 
understandings and readings both of post-classic Pre-Columbian 
art and of Spanish colonial New World Baroque art, and especially, 
of so-called syncretism and syncretic art, understandings that 
render obsolete older “idols-behind-altars” interpretations of the 
co-presence of Pre-Columbian iconography along with European 
Christian iconography as signs of surreptitious indigenous 
importation and subversion, rather than as expressions of an 
inherently interwoven new reality of a cultural world of nepantla 
or in-between-ness. What do liberal academics and evangelical 
missionaries have in common? Maybe not so much, except in the 
matter of having great difficulty in dealing with syncretistic realities. 
When it comes to the perceived admixture of “traditional” religious 
practice with “fundamental” Christianity in a given indigenous 
context each group tends to pose mirror-image questions: on one 
hand: “Where is the genuine Christianity?” or, on the other: “Where 
is the pure or real unadulterated Maya (or Nahua, or Inka) culture?” 
Apparently, neither side is very comfortable with “syncretism”! All 
these scare quotes, italics, and dashes above are of course meant 
to signal terminologies that need considerable re-thinking. To 
further such a project of re-questioning, this session invites a fresh 
look at the idols-behind-altars metaphor, with the premise that 
uses of Prehispanic iconography in 16th-century Mexican artworks 
represent holistic configurations.

The Florentine Codex: A New World Product of Syncretism
Thomas Germano, Farmingdale State College

The 16th-century codice authored by Father Bernardino 
de Sahagún titled Historia general de las cosas de nueva 
España (General history of the things of New Spain,) sought to 
document the disappearing culture of the Aztecs. Indigenous 
artists were employed and influenced in how to represent their 
familiar gods, icons and imagery. Beginning with the creation 
of a linear, western style book format on paper, the Florentine 
Codice incorporates two languages: Spanish and Nahuatl. 
Indigenous artists came to understand the use of a western 
European perspective system on occasion; Renaissance 
physiognomies are found within constellations (the sun and the 
moon,) and Mixtec Day signs with western stylistic traits appear 
in this collaboration between a Spanish-born Franciscan priest 
and indigenous artists from the new world. Sahagún relates a 
number of western analogies throughout the codice such as 
throwing beans onto a cruciform design that he compares to 
gambling with dice; calendrical day signs and their western 
calendar equivalents; the dress customs of Indigenous nobility 
observed by a European born subject of a King; and the 
interpretation of a game played using a rubber ball to restore 
order within the universe. Further accounts of syncretism will 
be discussed relating religion, government, warfare, trade, 
animals and plants in this paper. 
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the incarnation of Christ, were described as operations of 
“weaving together” or “clothing” divinity in the matter of 
the world. The textile medium enhances the force of the Nile 
imagery through its own symbolic potential—by weaving such 
pictures, makers were “creating” the world they wished to 
bring into being. Additionally, the linen threads were spun from 
flax dependent on irrigation from the Nile; drought could lead 
to turmoil for farmers, artisans, and merchants at all nodes of 
textile manufacture and circulation networks. The hopes and 
desires manifested in Nilotic iconography echoed the fortunes 
and labor embodied in their material substance. 

Bed of Leaves: The Ecology of a Canadian Quilt
Vanessa Nicholas, York University, Toronto, Canada

This paper assesses how the natural world bears on the 
materials and meaning of the Maple Leaf quilt by Betsy 
Adams Dodge (1829–1911), a case study that relates to my 
broader research on the environmental history and ecological 
significance of historical Canadian textiles. This cotton quilt 
of leaves, which was made sometime during last quarter of 
the 19th century in Mainsville, Ontario, arguably represents a 
specifically local ecology in symbolic and sensory terms that 
dispute the panoramic ideal of nature pictured in Canadian 
landscape paintings. Given that environmental art history has 
hitherto focused on the reassessment of historical American 
landscape views and the ecological humanities have largely 
overlooked textiles, this paper expands the scope of these 
discourses. My analysis begins with the quilt’s design, which 
foregrounds natural subjects—maple leaves—in an unnatural 
space that devoid of perspective and horizon. Rebecca 
Solnit has argued that these very landscape conventions are 
anthropocentric because they create an illusion of space that 
exclusively accommodates the viewer and their imagination. 
The Maple Leaf makes no such accommodations. In fact, 
Dodge’s scale reduces us in size and pulls us to the ground 
beneath her feet, where we study ordinary organic minutiae 
rather than survey our territory. In addition, the quilt’s motif 
responds to the importance of sugar maples to Dodge’s 
township, Edwardsburgh, and corresponds to the natural 
philosophies of local female diarists and naturalists. The 
quilt’s materiality stresses the corporeal significance of the 
region’s flora, challenging the nature/culture divide cleaved by 
landscape painting. 

Ethel Mairet’s “Textile Biotechnics” and the Aesthetics of 
Materials
Antonia Behan, Bard Graduate Center

This paper will focus on aesthetics as related to material 
qualities and properties. I will begin by considering theories 
developed by the British hand weaver and dyer Ethel Mairet 
(1872–1952) for material-focused investigation of textiles—or, 
as she called it, “textile biotechnics.” Mairet conceptualized 
materials differently from other modernist artists. Texture, 
color, and structure were not isolated and abstracted qualities 
(as they were for the Bauhaus weavers), but registered the 
challenges of daily life and the problems of history since the 
industrial revolution. For her, textile aesthetics “expressed the 
biotechnics” of raw materials, including their ecological and 
material-cultural origins—such as, for instance, the distinct 
breeds of sheep suited to particular kinds of terrain, yielding 
distinct kinds of yarn and, ultimately, textiles. While modernity 
has long been associated with metropolitan centers, Mairet 
argued that the problems facing agriculture and sustainability 

to fog, and fields of flowers were said to evoke patterned carpets. 
Textiles have connected distant regions, but they have also been 
responsible for and complicit in the enslavement of human beings, 
the exploitation of agricultural, artisanal, and industrial labor, and 
the despoliation of landscapes and water resources. Despite these 
historical ties, the ecological humanities have mostly neglected the 
textile realm. This panel considers the relationship between textiles 
and the environment from any time period and geographic region 
and seeks scholars who grapple with the aesthetic dimensions and 
ecological conditions of cloth. We hope that our panel will aid in 
rethinking the notion of textility—the word for any phenomenon 
that has, at its root, the qualities of a textile—across media and 
materials, and throughout the natural, built, and imagined world.

Wharf and Weft: Epinetra, Linen, and Marine Ecology
Einav Zamir, University of Texas at Austin

In the scholarship of ancient Greek textiles, there is need for 
in-depth explorations of flax-based economies—linen has 
been neglected and the materiality around it has not been 
fully explored. The epinetron, a tool used in processing thread, 
offers a solid pathway to the archaeologies of flax economies. 
These objects appear in limited contexts and seem intrinsically 
linked with local conditions. As such, this paper presents two 
connected arguments. First, I argue that functional epinetra 
were used for spinning thread comprised of linen fibers, 
rather than wool. My main body of evidence comes from the 
Dodecanese and Cyprus, where I conducted research towards 
my dissertation. Onesagoras, the donor of several ceremonial 
epinetra at a nymphaeum in Cyprus, was associated with the 
cultivation of flax and linseed. He dedicated no other weaving 
tools at the site, indicating a special relationship between 
epinetra and linen production—a distinction not shared with 
other such utensils. Secondly, I argue that linen production was 
determined by marine ecology and industry, corresponding 
closely with the regions where we find locally produced 
epinetra. While wool was certainly the fabric of choice in most 
Greek homes, flax is one of the few materials that become 
stronger and more durable when wet. Linen is therefore used 
for ropes, sails, fishing nets, and tents—corresponding to 
open-air settings or nautical activities. As such, it is possible 
that seafaring cultures had a greater need for flax in order to 
maintain a supply of linen sails, tow, and rope. 

“Multiply the Harvests of the Earth”: The River Nile in Early 
Byzantine Textile Design, Manufacture, and Meaning
Katherine Taronas, Harvard University

Out of graves in the Egyptian desert have emerged thousands 
of Late Antique textiles. A common theme for their tapestry-
woven decoration is the flooding of the Nile: fish, lotus 
flowers, waterfowl, and crocodiles—”Nilotic landscapes” 
in the tradition of Ancient Egyptian and Greco-Roman art, 
reimagined in the exuberant and colorful style of Late Antiquity. 
The symbolic valence of these depictions of the region’s 
natural environment has long been recognized. Marsh imagery 
signified life and regeneration in Egypt, a land in which 
agriculture, and consequently survival, was largely dependent 
on the cyclical flooding of the Nile. This paper will explore 
how cultural conceptions of the textile medium itself and the 
specific environmental and economic contingencies of textile 
manufacture in Byzantine Egypt participated in and reinforced 
the symbolic power of this woven iconography. Within Early 
Christianity, for example, textiles furnished powerful textual 
metaphors for the creation of life: gestation, and particularly 
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ones are obstructed from view. I will argue that this is the 
primary function of the prison-industrial complex—namely, to 
disappear certain kinds of bodies, black bodies—and that the 
graphic language the industry adopts in its various materials 
is intended to naturalize this systematic disappearance. I 
will read the works in the Landscapes series as one possible 
response to such aesthetics: to redraw its landscapes with 
attention to the body and its narrative. 

What a Body (with Words) Can Do
Hong-An Truong, University of North Carolina, Chapel Hill

This presentation will examine collective memory and the 
concept of collective grief as a political battlefield, using three 
video and installation-based projects I created centered on 
the Nanjing Massacre as a point of departure (A Measure of 
Remorse, Your Silence Will Not Protect You / Your Passivity 
Will Not Protect You, and Tell Me Terrible Things They Have 
Known). For six weeks, starting in December 1937, soldiers in 
the Imperial Japanese Army committed mass murder and mass 
rape against the residents of Nanjing, China, then the capital of 
the Republic of China. Iris Chang was a key figure in reshaping 
an ongoing and highly conflictual historical debate about the 
events. Chang’s grandparents were survivors and she grew 
up hearing stories of the massacre and her book, The Rape of 
Nanking (1998), brought global attention to the events. The book 
received severe criticisms from historians in both the United 
States and in Japan. The struggle to establish the narrative of 
the Nanjing Massacre centers on how these narratives function 
at the level of both the nation and the individual. How are 
aspects of telling the truths of trauma and violence encoded 
in materiality and memory? How do we constitute each other 
through language, as speaker and listener, victim and witness? 
Using Judith Butler’s Giving An Account of Oneself (2003) 
and Cindy Millstein’s Rebellious Mourning (2017), this talk will 
suggest grieving as a politically necessary act in the face of state 
violence and state-controlled narratives. 

Farouk Beloufa’s Nahla: Sing Me a Song of War
Natasha Marie Llorens, Art History and Archaeology

Beloufa’s cult classic Algerian film, Nahla, grounds this paper’s 
analysis of war and representation in the Middle East and North 
African region in the 1970s. Cowritten by acclaimed Algerian 
novelist Rachid Boudjedra, Nahla was shot in Beirut just as the 
Lebanese Civil War was breaking out. On its surface, the film 
recounts the story of a young Algerian reporter literally caught 
in the crossfire of the war. It is also the oneiric portrait of Nahla, 
a psychologically fragile young vocalist the journalist falls in 
love with. Throughout the film, Nahla is shot in long takes, 
excruciatingly close to her face, as though her body and her 
voice could bear the weight of everything the people around 
her are not saying. Yet onstage in London halfway through the 
film, the flash of camera bulbs triggers a traumatic response 
in her, and she flees the stage. The central claim of my paper 
is that Nahla depicts a complete breakdown of the distinction 
between the body and the camera as a privileged medium 
through which to understand and record the experience of 
war. Further, Nahla constitutes a displacement of questions 
onto a Lebanese context about the representation of violence 
and the traumatized body still lingering from the Algerian war 
of independence a decade and a half previously—questions 
that were implicitly censored in an Algerian context completely 
controlled by a government whose mandate derived from a 
simplistic, victorious narrative on the war. 

and those associated with crafts were the same, and no less 
important in India as in Eastern Europe and rural Wales. Since 
textiles played the catalytic role in the industrial revolution, an 
understanding of the environmental and social relationships 
in the modern world likewise depended on reimagining 
textile materials, functions, and production. Synthetic and 
semi-synthetic fibers offered exciting new possibilities for 
discovering their material biotechnics and developing a new 
modern aesthetic. I argue that Mairet’s theoretical writings 
have a unique scope—global in reach yet attentive to local 
environments and meanings, historical and also future-
oriented—and offer a new, integrated conceptualization of 
textiles linking the fields of design and art history. 

The Aesthetics of Violence: “I want to feel the place 
where your teeth meets the word, where the sense 
suffers the word, the mark, the shape, the sound.” 
Chair: Natasha Marie Llorens, Art History and Archeology

The representation of violence is complex, as both a violent 
event and its representation interfere with the mind’s ability to 
attach narrative to it. Violence fragments memory and it breaks 
language apart, while its graphic visualization stutters in the 
imagination of the viewer like a frame caught in a projector. Too 
often representations of violence paradoxically sustain the political 
imagination that marginalizes victims in the first place, perpetuating 
their disappearance as people by presenting them as violated 
forms. Such a political imagination entitles certain people to watch 
as Others are disappeared. They, in turn, embody Otherness simply 
by virtue of the fact that they are injured or killed. Despite this, 
we need visual forms that reveal the ways that bodies have been 
violated and put to death, and ones that do so without producing 
documents that simplify the reverberating effects of trauma or 
provide the kind of pleasure that would perpetuate aggressive 
desire. How, then, to render the suffering body visible in a way 
that engenders profound responsibility, rather than in a way that 
dehumanizes victims and desensitizes viewers? This panel presents 
four case studies that respond to the imperative to find complex 
forms for testimony, for witnessing, for acknowledgement. Each 
paper seeks to reinstate, in a very different sociopolitical context, 
the imperative to engage with human loss. In each case, the body is 
proposed as central to the task of representation, because the body 
is the ground for any memory of violence.

Ordinary Violence: Disappearing the Body 
Sable Smith

This paper will take a series neon works I made as a point of 
departure to explore the aesthetics of violence with regard 
to incarceration in the United States. Landscapes I, II, and III 
are inspired by two different kinds of graphics produced by 
the prison industry: landscape murals typically found in prison 
visiting rooms, which are used as backdrops for vernacular 
photography and a selection of aerial photographs of prison 
complexes. Both operate in a representational paradigm at 
odds with the function of a prison and with the paradigm that 
governs the lives of those incarcerated. The difference is not 
only in the resources devoted to their production, but also in 
their intention. My landscapes draw out this contradiction by 
producing a luminous narrative of the affective experience 
of such space, a narrative the landscapes are created to 
obscure or disavow. I will examine aesthetic mechanisms by 
which the experiences of the incarcerated and their loved 
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Silver, Slavery, and the Laboring Black Body
Adrienne Childs

A pair of silver “blackamoor” candlesticks is on display at the 
Virginia Museum of Fine Arts. Dated 1745–1746, they feature 
barefoot kneeling black slaves in tunics. Slave chains tether the 
figures. Atop their heads urn-like candle receptacles form the 
functional conceit of this object. The unabashed celebration 
of slavery is shocking to our contemporary sensibilities, but 
was de rigeur in mid-18th-century silver design. Related to the 
larger blackamoor trend that flourished in European decorative 
arts of the 18th-century, sterling silver blackamoor candlesticks 
reveal a complex set of interwoven references to race, power, 
servitude, and beauty as they play out in the cross currents of 
the Atlantic world. Not only is the idea of chattel slavery as a 
symbol of luxury a vexing concept, but, when considered in 
terms of the colonial commodity out of which the bodies were 
fashioned—the plot thickens. Another pair of candlesticks of a 
similar design were sent to colonial Virginia to adorn a wealthy 
planter’s table. On both sides of the Atlantic, these objectified 
enslaved supplicants normalize the brutality of slave labor in 
the guise of fashionable lighting. Today they tell the tale of the 
interdependence of the slave economy driven by Europe and 
the rise of luxury consumption on both sides of the Atlantic. 
This paper considers the silver candlesticks, the language of 
slavery in luxury silver, and the cultural meanings this trend 
reflects and produces today while on display in the capitol of 
the Confederacy. 

The Racial Politics of Early Photography: Daguerreotypes, 
Domestic Space, and White Supremacy
Matthew Fox-Amato

Histories of American photography from the 1840s to the 1860s 
have amply shown that the medium developed into a wildly 
popular consumer good—one that offered a new means of self 
and familial definition. But we have only begun to understand 
the political and racial implications of the daguerreotype and 
later processes. Building upon recent studies of the portraiture 
of Frederick Douglass and Sojourner Truth, this paper examines 
the role that photographs of enslaved people played in the 
domestic spaces of enslavers in the antebellum South. Drawing 
upon dozens of unpublished and little-studied photographs—
especially portraits of enslaved men and women—it examines 
how photography gave slaveholders a powerful new 
evidentiary tool to visually construct a benevolent regime 
amidst the contentious political climate of the antebellum era. 
In doing so, it pays close attention not only to the visuality but 
also the materiality of such photographs, demonstrating how 
they were displayed, circulated, and preserved. Ultimately, 
this paper seeks to contribute to the panel by showing that 
photography in the slave South was far more than a new 
type of consumer form in the mid-19th century. Studying 
photographs of enslaved people reveals an emergent political 
practice of white-supremacist image-making in the homes and 
offices of American slaveholders. 

Warp against Weft: Making Homespun in Confederate Interiors
R. Dibble, Yale University

In the domestic interiors of the Confederate South, making 
homespun cloth emerged as an act of refinement. Up until 
the war, plantation mistresses purchased imported cloth for 
their own dress, while enslaved craftswomen often continued 
to spin, dye, and weave homespun. Making homespun, it 
would seem, was the antithesis of refinement, a laborious 

“So, on behalf of my country and from the bottom of my heart: I 
love this place.”
Anna Dasovic

In this paper I examine how political subjects produce 
themselves aesthetically at the annual commemoration 
of the genocide in Srebrenica in 1995. By bringing media 
representations in critical contact with videos shot by survivors 
and my phone, I will argue that Bill Clinton and then Serbian 
Prime minister Aleksander Vučić appeared at the 20th 
anniversary in 2015 to disrupt the burial ceremony and obscure 
their role in the genocide. Although the commemoration 
produced an aesthetic semblance to mourning, their 
movements violently disrupted the moment survivors were 
congregating around their corpses. This not only disrupted 
a ritual crucial to the labor of mourning, it displaced the 
representation of the commemoration from mourning to 
politicians whose aim is to obscure their responsibility for 
the genocide. I argue they did so in order to obscure the 
presence of the corpse, as the corpse is the physical proof 
of violence. Clinton’s narrative framing of the ethnic Muslim 
victims reproduces the gaze of the perpetrator. One of his 
most pernicious claims, performed as an emotional slippage, is 
that the people in Srebrenica allowed themselves to be killed 
for something, while simultaneously asking the audience to 
treasure Vučić’s presence at the commemoration, a man who 
refuses to publicly acknowledge the genocide. The symbolic 
and physical place of suffering is reduced to a political space 
marked by a scopic drive that provokes an aesthetic detached 
experience to the burial itself. 

The Anti-Black Interior? Enslavement and Refinement 
in Domestic Spaces
Chairs: Jennifer Van Horn, University of Delaware; Maurie McInnis, 
University of Texas Austin

Traditional studies of 18th- and 19th-century luxury goods ignore 
issues of race and enslavement. Yet, as many scholars have argued, 
the economic growth fueled by the sale of enslaved people and the 
labor they provided enabled Europeans and Americans to consume 
more objects of finer quality and thus to experience luxury. Whether 
the sugar that sweetened their tea, the cotton used in their clothing, 
or the mahogany furniture upon which they sat, upper and middle-
class consumers benefited from slavery. More directly, many elites 
owned enslaved people and deployed their labor in domestic 
spaces. This panel traces enslavement’s penetration of the refined 
interior and the material and visual responses to slavery that 
could be found within bourgeois domestic environments. Whether 
portraits of enslaved attendants, ceramic representations of the four 
continents, wallpaper decorated with scenes of slavery, or andirons 
cast in the form of Africans, household objects made compelling 
arguments about racial identity. What strategies did elite and 
middling consumers in North America, Great Britain, Europe, and 
Latin America adopt to domesticate enslavement and how did these 
strategies manifest in artworks and objects? How did household 
artifacts negotiate tensions between refinement and brutality or 
bring these tensions to the fore? In what ways did abolitionists 
traffic in racialized imagery and artifacts to fight slavery? How 
might our understanding of 18th- and 19th-century domestic art 
and objects shift if we bring anti-black concerns to the fore? Finally, 
what are the stakes for mobilizing these objects today, particularly 
in museums and historic sites?
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accumulation, offers the possibility of the unexpected, of becoming 
differently. If failure offers an alternative to constricting social 
norms and the drive for success, then it also posits a theoretical 
means of opening up a space of resistance. As Jack Halberstam 
has argued, “…failing, losing, forgetting, unmaking, undoing, 
unbecoming, not knowing may in fact offer more creative, more 
cooperative, more surprising ways of being in the world.” How is 
failure a form of subversive creativity? How does failure allow a 
reappraisal and reframing of art history and historiography? What 
happens when artists, scholars, and curators heed Beckett’s call to 
“Fail again. Fail better”? By resisting mastery, master narratives, 
and masculinist standards, failure also offers a feminist strategy to 
think past patriarchal ideals and to resist heteronormativity. This 
session foregrounds how failure in art and art history has particular 
ramifications for feminist and queer thinking.

The Ghost of Tessa Boffin
Ksenia Soboleva, Institute of Fine Arts, New York University

This paper will explore queer failure in the work of the British 
photographer Tessa Boffin, who committed suicide in 1993. 
One of the first artists to respond to the AIDS crisis from a 
lesbian perspective, Boffin was a steadfast advocate for the 
importance of lesbian photography. In her series of black and 
white photographs, she staged scenes that blur the boundaries 
between reality and sexual fantasy, and explore issues of 
identity, desire, and death. My project investigates how Boffin 
is the example par excellence of an artist who works through 
notions of queer shame, loss and failure. I will demonstrate 
how Boffin’s “refusal to be” can be traced throughout her 
photographs, and place her within a larger genealogy of 
lesbian artists who have committed suicide, such as the 
Taiwanese novelist Qui Miaojin (author of Last Words from 
Monmartre). While the interest in Boffin’s work was gaining 
momentum in the early 1990s, after her suicide she slowly 
disappeared from the dominant narrative on queer art and 
culture, and has largely been forgotten today. This paper will 
address and problematize how Boffin’s queer identity, suicide, 
and erasure from scholarship play into to the concept of failure. 

Out of Time: Historical Failure in McDermott and McGough
Allan Doyle, University of Puget Sound

Famously, the mercurial art duo of David McDermott and Peter 
McGough have attempted to travel to the past both in their 
studio production and by living as if they were in the Victorian 
and Edwardian period. This paper analyzes the couple’s 
photographs and paintings from the late 1980s to mid-90s that 
manifest this retrograde vision. I argue that the artists here 
deploy a strategy of queer temporality in order to challenge the 
myth of progress, which they see as tied to capitalist consumer 
culture. Through their outmoded clothing, date paintings, use 
of obsolete photographic techniques, and Luddite lifestyle, 
McDermott and McGough demonstrate a willful failure to follow 
the perennial demand of the modern artist: to be of his or her 
time. My analysis draws upon Walter Benjamin’s discussion 
of the Baudelairian rejection of procreation and attack on the 
fetishization of technological advancement. Placing a taboo 
on all futurity, Baudelaire valorizes both the lesbian and the 
prostitute’s refusal of the mythology of progress. According 
to Benjamin, the lesbian heroically manifests “the destructive 
power of the allegorical intention” for Baudelaire, because she 
refuses “natural” procreativity. This linking of same-sexuality 
with the rejection of the ideology of futurity resonates with 
contemporary queer theory. I argue that McDermott and 

process worlds away from the luxurious ambitions of the 
great house. Yet, during the Union blockade, imported cloth 
became scarce, and refining plantations’ cotton into yarn and 
weaving cloth came to embody white women’s critical role in 
the South’s autarky. Confederate publications asserted this 
symbolic purpose of making homespun, but close examination 
of surviving scraps of cloth and Confederate women’s memoirs 
reveal another, racialized strategy behind this process of 
material refinement. In practice, white women’s return to 
making cloth was predicated upon incursions into plantation 
households’ Black spaces and processes of refinement. In this 
sense, Confederate homespun was doubly anti-Black: in its 
origins, it spoke to southern attempts to regulate refinement 
along racial lines, and in its wartime revival among white 
women, it testified to a struggle to control Black household 
members. This paper explores how, in the slave states, 
domestic refinement was both a product fueled by the profits 
of slave labor and a series of contested material practices. I 
examine the destabilizing irony that white women’s attempts 
to create self-sufficient refinement relied above all on African 
American women, who used the instability of the war to fight 
their own battles for freedom in Confederate households. 

Somewhat Out of Order: The Redemption of the Sea Island 
Planters
Dana Byrd, Bowdoin College

Despite increasing attention to the intersection of race, 
enslavement, and material life of the antebellum plantation 
South, most scholars have failed to consider how the end 
of slavery impacted those spaces. In this paper, I use the 
experience of South Carolina Sea Island planters to reflect on 
how this group negotiated the post-bellum era. “Somewhat 
Out of Order: The Redemption of the Sea Island Planters” 
traces the experience of former slaveholders upon their return 
to a plantation landscape reconfigured by occupation, war, 
and freedom. Mourning the end of slavery, the planters and 
their families found new ways to set themselves apart that did 
not involve lavish displays of material wealth, but relied on 
austerity to communicate their losses. This austerity found its 
way into the interior of the Big House. I draw from the written 
and material archive to demonstrate that this austerity was not 
necessarily out of fiscal prudence, rather it was in response 
to increasing displays of refinement by their former enslaved 
workers. In other words, planters’ complex feelings about the 
end of slavery and the threat of black well-being were marked 
materially. As a result, this paper expands our understanding 
of gentility to a manner of consumption that is flexible and 
responsive to political conditions, thus more than mere slavish 
devotion to purchasing increasingly expensive goods. 

The Art of Failure
Chair: Devon Smither, University of Lethbridge, Alberta
Discussant: Jordan Bear, University of Toronto

This session panel focuses on the productive potential of failure as 
a theoretical, historiographic, and aesthetic means of examining 
art, curatorial practice, and their discursive histories. From the 
failure of neoliberalism’s rising tide to “lift all boats,” to what many 
see as the UK’s failure to remain part of the European Union, to 
the consideration of failed cosmopolitanism in the face of rising 
nationalist sentiment, what might we learn from failure? Failure, 
as the unrealizable quest for perfection, success, and wealth 
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The Art of Power: Himalayan Art in and as the Political 
Realm
Chair: Ariana Maki, University of Virginia
Discussant: Karl Debreczeny, Rubin Museum of Art

Discussions on Himalayan arts often focus on elaborate 
iconographies or compelling stylistic connections, yet their roles 
in negotiating political and social change have received far less 
attention. By focusing on a range of Tibetan cultural areas at 
times of key historical foment, this panel articulates some of the 
ways Himalayan art has been intentionally deployed as a tool for 
instigating change, consolidating political power, asserting religious 
authority, and provoking discussion. Presented in chronological 
progression, Sarah Richardson’s work examines how murals of 
the Buddha’s previous incarnations at a major Tibetan monastery 
supported the legitimation of political agendas at the turn of 
the 14th century. Ariana Maki focuses on murals and paintings 
in Bhutan that utilize specific lineages and Buddhist practices to 
consolidate power and authority. Wen-shing Chou illuminates 
mechanisms employed by Manchu emperors of the Qing Dynasty 
(1644–1911), wherein they conflated themselves with royalty as 
well as enlightened beings. Sarah Magnatta explores a nuanced 
and provocative work by contemporary Tibetan artist Tenzing 
Rigdol, one that is saturated with potent commentary on the 
sociopolitical realities of modern life. Together these papers present 
the multifaceted and multivalent political functions embedded in 
traditional and contemporary Himalayan arts. As artists produced 
imagery that asserted power through rebirth, realm and ancestry, 
the representations often challenge viewers to heighten their 
awareness and levels of perception. Karl Debreczeny, Senior 
Curator at the Rubin Museum of Art, will serve as discussant; his 
exhibition Faith and Empire: Art and Politics in Tibetan Buddhism 
opens February 01, 2019.

Paths of Reincarnation: Previous Birth as Visual System of 
Authentication
Sarah Richardson, University of Toronto

While the idea of rebirth underlies Buddhism, institutionalized 
rebirth accompanied by the passage of titles and property 
was a historical innovation of the early middle ages. Similarly, 
while in the Buddhist arts of other parts of Asia, the dramatic 
genre of literature known as Jataka, stories of the Buddha’s 
previous births, were found ripe for illustration much earlier, 
it was only a subject that entered Tibetan art relatively late, in 
the 14th century. This paper argues that the first appearance of 
this subject in Tibetan art can be connected to political change, 
particularly a new emphasis on institutionalized rebirth that 
was a key Tibetan political response to Mongol domination 
in the late 13th and early 14th century. This paper examines 
the earliest known visual representation of the theme of 
the jatakas in Tibetan art at the temple site of Shalu, and 
argue that this elongated visual and inscribed representation 
of rebirth literature was one way of responding, through 
the “public art” of the temple mural, to a broader need to 
authenticate new forms of power. These early mural paintings 
produced in the mid-14th century in Tibet demonstrate ways 
that the temple mural was a useful avenue for explaining and 
materializing new ideological and political agendas. 

McGough subvert heteronormative models of historicity by 
promoting alternative means of reproduction as a counter-
model to procreation. Deliberately failing to be of their time, 
McDermott and McGough offer a broader critique of capitalist 
temporality and aesthetic avant-gardism. 

Photography and Failure: One Medium’s Entanglement with 
Mishaps, Missteps, and Fumbles
Kris Belden-Adams, University of Mississippi

Photography’s history is riddled with the appearance of 
celebrated figures who died penniless and largely forgotten 
by their contemporaries—including founders of the medium 
Joseph Nicéphore Niépce, William Henry Fox Talbot and 
Louis-Jacques-Mandé Daguerre, who frequently flirted with 
bankruptcy as they experimented with various photochemical 
processes. Civil War photographer Matthew Brady lost a 
successful studio practice, and André-Adolphe-Eugène 
Disdéri, the richest photographer in the world in 1861, created 
and fueled the carte-de-visite craze until it fell from favor. 
While these figures and countless others may have fallen 
into anonymity during their lifetimes, we celebrate their 
successes—and the results of them—in our histories. The 
story of photography is a story of trials and errors, successes 
and failures. This presentation takes a look at failure as an 
essential, persistent part of the history of this medium. It looks 
at exemplary individual stories of failure, including the trials 
and errors of several of the medium’s earliest innovators and 
practitioners, and ways in which the medium was supposed to 
change society, but didn’t. It also takes a look at the failure to 
notice and reward the early practices of a founding “mother,” 
and at other failures motivated by the preservation of “master 
narratives” that are made in the writing of the medium’s history. 
The narrative of failure is an important one to our understanding 
of the medium, and to the challenges we face in the ongoing 
work of recording and presenting the medium’s history. 

Failure and Faciality in the Self-Portraits of Pegi Nicol MacLeod
Devon Smither, University of Lethbridge, Alberta

Between 1925 and 1939 Canadian artist Pegi Nicol MacLeod 
executed a number of self-portraits in her signature style of 
loose, undulating brushstrokes, and fluid lines of bold colour 
that were often criticized as unfinished. In this paper, I argue 
that the open-ended, expressionist, and experimental quality 
of MacLeod’s paintings counters the masculine formulation of 
the masterpiece as fully resolved. Furthermore, I argue that 
the incompleteness of MacLeod’s paintings can be read as a 
kind of productive failure that implicates the viewer in ways 
that challenge the conventions of the self-portrait, bringing 
the imagination and body of the spectator to bear on that of 
the artist herself. Moving away from a psycho-biographical 
interpretation of MacLeod’s paintings, my paper argues that 
the artist’s self-portraits are deeply ambiguous and prompt 
durational looking—looking that takes into account time and its 
embodied relations. Following Deleuze and Guattari’s theory 
of faciality, MacLeod does not fix the face as significance; her 
self-portraits do not conform to the conventions of a death-like 
mask that turns subject into object. In contrast to her peers, 
MacLeod’s self-portraits deterritorialize the face. 
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eye, but the fires seemingly emerging from the bodies of the 
buddhas are also direct acknowledgements of the 153 Tibetans 
who have self-immolated since February 27, 2009. Rigdol’s 
work is political, although this component might not be initially 
apparent to those unfamiliar with the unrest in Tibet, a premise 
reflected in the title of the work. The term “blindspot” takes 
on the meaning of a world ignorant or indifferent to Tibetan 
issues, namely the ongoing self-immolations that rarely see 
much press coverage. Rigdol’s use of fire in many of his recent 
works showcase an artist determined to bring the political to 
the fore. This paper seeks to present recent works by Tenzing 
Rigdol, including My World Is in Your Blindspot, in a larger 
discussion about the role of political imagery in and about 
Tibet. 

The Artist and the Allegory: Locating “the Feminine” in 
Modern Arab Art
Association of Modern and Contemporary Art of the Arab World, 
Iran and Turkey
Chairs: Nisa Ari, Massachusetts Institute of Technology; Alessandra 
Amin, University of California, Los Angeles
Discussant: Jessica Gerschultz, University of Kansas

There have been no great women artists, Linda Nochlin 
famously argued, largely due to questions of access, both 
to arts institutions and to the very experience of modernity 
itself. While Nochlin’s analysis, first published in 1971, remains 
pertinent to this day, its scope extends only to women working 
in the West. How can we understand the particular collisions 
of gender and arts practice in the Middle East, where the arts 
were central to the arena of Western cultural imperialism and 
provided fertile ground for the development of nationalist 
ideologies? Women, both actual and allegorical, played a 
key role as nationalists questioned the parameters of “the 
modern,” debated the importance of Western arts cultures, and 
delved deep into their visual inheritance in search of liberatory 
aesthetics. This panel will consider the relationships between 
femininity, femaleness, and arts discourses throughout the 
region during the 20th century. What conditions shaped 
the way female artists engaged with arts institutions in the 
Arab world? What tropes or motifs of “the feminine” were 
appropriated for political use, and which were overtly rejected? 
Can female artists be seen to express gendered perspectives 
on the anxieties of modernity and cross-cultural exchange that 
animated arts discourse from the disintegration of the Ottoman 
Empire well into the 1970s? By considering these questions 
through the work and reception of great women artists, and in 
relation to the visual vocabularies of nationalist art, this panel 
will engage new voices and viewpoints in the field of modern 
Middle Eastern art history.

Love in the Time of Arafat: Sexuality and Political Engagement in 
Prewar Beirut
Alessandra Amin, University of California, Los Angeles

In the 1960s and 1970s, Palestinian artists converged in Beirut 
to teach, train, exhibit, and conceptualize the aesthetics of 
the Palestinian revolution. Those who worked in the ethos 
of socialist realism, affiliated with the Palestinian Liberation 
Organization, dominate scholarly and popular discourse on 
this period. This paper, however, turns to the work of Juliana 
Seraphim, an unaffiliated Palestinian artist whose pictorial 
universe was described by the critic Joseph Tarrab in 1978 as 
“nightmarish… dreaming of the abolition of sexual difference” 

Illustrating Authority and Legitimacy in Early Modern Bhutanese 
Art
Ariana Maki, University of Virginia

In the mid-17th century, the region that constitutes modern 
Bhutan was engaged in conflict with forces both foreign and 
domestic. As the Fifth Dalai Lama (1617–1682) continued to 
send troops southward from Tibet, limited numbers of local 
forces in eastern Bhutan were resisting consolidation efforts 
led by the western-based Drukpa Kagyu Buddhist tradition. 
As Drukpa power grew under the leadership of Zhapdrung 
Ngakwang Namgyel (1594–1651), a building program was 
implemented that included the conversion (and renovation) 
of non-Drukpa temples and monasteries alongside the 
construction of new administrative fortresses (dzong) in 
those territories under its control. This paper focuses on the 
murals, scroll paintings (thangka) and sculptures that were 
commissioned by religious and political authorities for these 
various structures, and how that imagery aimed to establish 
and support claims to legitimacy. In particular, this research 
traces how leaders emphasized links to especially prominent 
ancestral and Buddhist lineages—and fostered specific 
patterns of patronage and exchange—to cultivate authority 
through visual means. For example, masters commissioned 
works that highlighted connections to the regionally 
prestigious Nyö lineage while also visually conflating teachers 
with bodhisattvas, a combination that asserted claims to power 
on both the religious and secular spheres. This paper argues 
that by asserting ancestry alongside specific, state-supported 
Buddhist teachings, authorities in the early nation-building 
phase were intentionally deploying comparatively fixed sets 
of imagery to bolster their claims to rule, a message that 
informed audiences would recognize as reflective of a matrix of 
relationships within key regional networks. 

Wisdom Doubles: Imaging Lamas and Emperors in Qing China
Wen-shing Chou, Hunter College, City University of New York

The Qing Qianlong Emperor (1711–1799) famously inserted 
images of himself into a range of pictorial genres. Illusionistic 
portraits of the emperor in various guises—as a Confucian 
scholar, a Buddhist deity, and an ordained monk among 
others—reenact multiple established ideals of kingship. At the 
same time, these images also alter conventions of viewership 
within their respective genres in surprising and consequential 
ways. This paper explores the Qing appropriation of Tibetan 
devotional images in service of an ideological agenda. I focus 
on extant portrayals of the Qing emperor and his root lama 
Changkya Rölpé Dorjé (1717–1786), who are alternately placed 
at the center of a pantheon of gods and religious masters in a 
Tibetan-style composition connected to the ritual veneration of 
spiritual teachers. I argue that these images, which represent a 
bold application of an otherwise exacting tradition of religious 
iconography, supplied a narrative that was instrumental to the 
negotiation of courtly relations between China and Inner Asia. 

Tenzing Rigdol’s My World Is in Your Blindspot
Sarah Magnatta, Denver Museum of Art and University of Denver

On five large panels stretching across 30 feet, Tenzing 
Rigdol’s imposing buddha silhouettes greet the viewer in 
recognizable seated positions—a posture often associated by 
outside audiences with meditation and peace—and a stunning 
visual effect stemming from the use of silks and fire imagery. 
Titled My World Is in Your Blindspot, the work is aesthetically 
pleasing, bringing vivid color and interesting patterns to the 
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to document a rising Palestinian middle class—citizens who 
aspired to construct themselves as modern in building their 
nation—that inspired her photographs, while for al-Khazen, 
it is her motivation to chronicle her everyday experiences 
within a rising Lebanese bourgeois class that prompted 
her photographic practice. This presentation brings both 
Abbud and al-Khazen’s works into dialogue with each other 
by exploring them in relation to their shared investigations 
and approaches to notions of identity formation, nation, and 
modernity. Until now, histories of photography in the region 
have made little mention of women photographers. This 
presentation looks into a series of photographs taken by two 
early Arab women photographers, exploring their work and 
careers which offer differing ways of situating the region and 
its inhabitants in relation to changing ideas about the politics of 
modernity, gender, cultural exchange and ordinary life—topics 
overlooked in the study of photography in the Middle East. 

The Artist as Public Intellectual: 1968 to Today
Chair: Cara Jordan, Graduate Center, City University of New York

Along with increased specialization and the rise of the rapid news 
cycle, the status of intellectuals in public life has experienced a 
shift since the mid-20th century. Long populated by social thinkers, 
literary critics, and philosophers, the public intellectual—once 
called upon to combat political propaganda with facts and cultural 
analysis—has now been replaced by an expert talking head. Artists 
have played an equally active part in public life for millennia, 
experiencing an apogee around 1968 with figures such as Judy 
Chicago and Joseph Beuys. Although in recent decades many 
have abandoned their utopian proclamations in favor of localized 
action, today’s artists are increasingly seeking methods to generate 
public debate and address social problems, reviving the tradition 
of the public intellectual by using art as a mode of cultural critique 
writ large. This panel seeks to investigate modes of art making 
that might be considered activities of public intellectualism since 
the turbulent 1960s in order to identify global phenomena and 
establish precedents for today’s practitioners. How have artists 
sought out public methods of and venues for idea production and 
dissemination with the goal of resisting hegemonic power and/
or catalyzing social change? Which strategies were successful (or 
unsuccessful) and which ideas took hold on a mass scale? How have 
artists built upon existing activist movements or cultural moments in 
order to broadcast their ideas?

The possibilities of crossbench artistic practice in the post-Soviet 
transition: The case of George Steinmann 
Ingrid Ruudi, Estonian Academy of Arts

Markus Miessen, following Chantal Mouffe’s concept of 
agonistic democracy, has proposed that artist as a public 
intellectual should perform as a new kind of participatory 
agent—a crossbench practitioner intervening into social and 
political processes without an appointed political mandate. 
Surely, there are certain times and social situations when 
such kind of practice is easier to attain. The transition era 
following after the collapse of the Soviet Union was one such 
time with existing social regulations defunct and new ones 
actively in the making. In my paper I would like to examine 
an extraordinary case of Swiss artist George Steinmann 
who acted as a crossbench practitioner with his processual 
sculpture The Revival of Space (1992–1995). In its essence, 
the work consisted of meticulous renovation of Tallinn Art Hall, 

and the “confusion of man and nature.” In Seraphim’s surreal 
prints and paintings, human—or semihuman—subjects 
inhabit liminal spaces between masculinity and femininity, 
rendered in lush, eroticized fantasy worlds. Clearly, Seraphim’s 
work was provocative; Tarrab’s review even paints it as 
threatening, an egregious rejection of the gender binary on 
which civilization itself is based. Yet her peers in the orbit of 
the PLO criticized her oeuvre as tepidly “apolitical.” In the 
work of these prominent male artists, women inhabited a 
narrow representational field, generally appearing as tropes 
or allegories in the service of the national cause. Can we see 
Seraphim’s exploration of androgyny as a feminist intervention 
into this field? How can her opaque, fantastical engagement 
with questions of sexuality provide a gendered perspective 
on the aesthetic debates of the era? This paper examines 
the radical sexual politics at play in Seraphim’s prints and 
paintings, considering their purported neutrality in relation 
to the fraught nexus of gender and nationalism shaping arts 
discourse among Palestinians in prewar Beirut. 

On the Fringe: Female Artists in Newly Independent Egypt 
Farah Aksoy, SALT Research and Programming, Istanbul, Turkey

The development of modern Egyptian art and the emergence 
of female figures in Egypt’s public discourse have both been 
understood in connection to the flourishing of Egyptian 
political nationalism. At the turn of the 20th century, thinkers 
such as Qasim Amin advocated for women’s rights as a vital 
part of “national” progress, and the 1908 establishment of 
the Egyptian School of Fine Arts provided the first modern 
professional institution for art training in Egypt. Here, modern 
art became the medium where Egypt was born again: an 
ageless, fertile landscape distinguishing its past, present, and 
future from its British occupier. Yet at the school’s opening, 
widely considered the origin point of modern Egyptian art, 
women were not permitted admission. Instead, female artists 
practicing in the first half of the 20th century looked to other 
institutions that contributed to the vibrancy of Egypt’s arts 
scene, including the Atelier of Alexandria (1935), the Atelier 
of Cairo (1952) and ateliers run privately by expatriate or 
local artists. This paper will reconsider the relationship 
between modern art and Egyptian political nationalism, 
decentralizing the Egyptian School of Fine Arts in order to 
consider the contributions of female artists who could not 
train there. Focusing on the period between the 1950s and 
early 1970s, this paper studies artists Effat Naghi, Marguerite 
Nakhla, and Margo Veillon with an emphasis on the recurrent 
theme of “folklore” in their works, considering the nationalist 
connotations of this symbolism in relation to their initial 
training outside of Egypt’s dominant art school. 

Two Arab Female Photographers in Conversation: Karimeh 
Abbud in Palestine and Marie el-Khazen in Lebanon
Yasmine Nachabe, Beirut, Lebanon, Lebanese American University

When Karimeh Abbud (1896–1955), a Palestinian professional 
photographer who specialized in portrait photography 
during British mandate Palestine (1923–1948), was practicing 
photography as a career, Marie al-Khazen (1899–1983), a 
bourgeois Lebanese, was taking photographs of her family 
and friends to fill her leisure time in and around her northern 
village of Zgharta. Both women’s complex and heterogeneous 
photographic practices and experiences—one in an urban site, 
the other in a rural context—are intriguing. For Abbud, it was 
her determined decision to pursue a career in photography and 
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and undermine contemporary ideas about subjectivity, and 
its two video projects, Test Tube (1979) and Shut the Fuck 
Up (1984), that specifically address how the pageant project 
had been rejected and how this rejection participated in the 
production of what it even means to be political in the first 
place. By rejecting the dogma of politics as direct action aimed 
to change public policy and instead addressing the way that 
power flows through the production of meaning, General Idea 
participated in theorizing an alternative form of politics that 
empowered art as a site of cultural practice. 

Speaking truth to power in the globalized art world: Be Dammed 
and the limits of denounce
Paloma Checa-Gismero, University of California, San Diego

This paper considers Los Angeles-based artist Carolina 
Caycedo’s project Be Dammed (2012–ongoing) as a form of 
public intellectual practice. Using photographs, videos, prints, 
objects, geo-choreographies, and even books, Be Dammed 
denounces the damming of public waters by transnational 
corporations in four Latin American regions. Caycedo’s project 
amplifies the struggles of indigenous peoples in their efforts to 
preserve endemic forms of access to water bodies against their 
enclosure by foreign modernization ideologies. Since 2012 
Caycedo has collaborated with water defenders in Colombia, 
Chile, Brazil, Mexico, and the US. Despite its situatedness in 
grassroots political activism, Be Dammed has been featured 
in highly visible spaces of representation, challenging the 
politics of today’s neoliberal global artworld. Fragments of Be 
Dammed have appeared in Pacific Standard Time (2017), the 
Sao Paulo Biennial (2016), the Berlin Biennale (2014), among 
others. In this presentation I start by interrogating Caycedo’s 
practice vis-à-vis Michel Foucault’s 1980’s prognosis of 
transformation of the “universal intellectual,” spokesperson 
for the whole of humanity, into the “specific intellectual,” 
amplifying the grievances of a discrete community into a 
niche audience. Second, I discuss Caycedo’s wide range of 
stylistic approaches to image-making within Be Dammed. 
These images—alternatively documentary, abstract, and 
performative—enact what Judith Butler terms “difficult” text-
making, part of the hard work of creative decoding implied in 
intellectual practice (2000). My paper concludes with an open 
reflection on Caycedo’s and others’ tactics for speaking truth to 
power within today’s configuration of the art world. 

The Artist’s Vision—The Lasting Legacy
Chair: Jan Wurm, Richmond Art Center

Art is a dialogue: the artist with the work, the work with the 
viewer, and the artist with the viewer. If the artwork is not to expire 
when the artist does, how does the artist formulate a structure, a 
mechanism for the art to survive, to remain relevant, to continue 
a dialogue? We look to artists and ask how they view their work 
in a contemporary context, how they envision their work in an 
historical perspective, how they imagine their work in a future 
context. Then the following questions arise: how are artists framing 
their work, what measures are they taking for work to be seen and 
understood? How are artists providing for their work or insuring for 
the continued viability of their work? Just as artwork develops in 
a rich and varied context, the artist’s legacy may be as varied and 
expansive. That legacy may weave in and out of the social fabric 
with endowed scholarships or prizes or residencies or publishing 
or emergency health care. As individual as the artist, as different as 

exhibiting it as an empty space, and establishing networks for 
its ensuing successful use as the prime art space of Estonia 
and an agent of international artistic cooperation. In this 
purpose, he managed to divert Swiss monetary aid originally 
meant for infrastructural projects of the post-Soviet societies 
for cultural use, to establish cooperation between Estonian and 
Swiss authorities, to manage the renovation process under the 
lack of appropriate legal regulations. His primary drive was 
to introduce the idea of sustainability, and the artist’s role as 
a catalyst of social processes following the legacy of Beuys. 
The paper examines the work as exemplary of Steinmann’s 
consistent artistic practice, and its effect in generating a new 
kind of public sphere of post-Socialist transition. 

Television as counterpublic?—Alexander Kluge and his vision of 
montage as a theory of relationships
Sarah Hegenbart, Technical University Munich

Alexander Kluge—a trained lawyer turned filmmaker, but 
also philosopher, novelist, poet and film producer—is one 
of Germany’s most influential living public intellectuals. I 
will interrogate Kluge’s idea of montage as “a theory of 
relationships” against the backdrop of the notion of the 
counterpublic that he developed, together with Oskar Negt, 
in his Public Sphere and Experience published in 1972. Jürgen 
Habermas introduced a normative account of the public 
sphere, the realm between the private and the political where 
public matters can be discussed. The notion of the public 
sphere is strongly influenced by a conception of the media 
as facilitator of this public sphere. In contrast to Adorno, who 
heavily attacked television as part of the culture industry, 
other thinkers linked with the Frankfurt School, such as 
Kluge, envisioned a type of television that could function as 
a platform nurturing critical thinking. Kluge points out that 
nothing resembles the principle of a dialogue more closely 
than the shifting images of film causing an internal dialogue 
in which the viewer engages with other perspectives. His 
strong belief in the capacities of television motivated Kluge 
to found his own production company, DCTP (Development 
Company for Television Program). The kind of television Kluge 
produces is characterized by a distinctive form of montage “of 
relationships” that utilizes Dada strategies to actively engage 
the viewer. What can we learn from Kluge’s utilization of 
television as platform for public discourse in the era of Netflix 
and television on demand? 

Theorizing Politics—General Idea’s Production of Meaning
Virginia Solomon, University of Memphis

The activity of the public intellectual consists of explaining 
aspects of a culture to itself that it either cannot or will not 
see, and theorizing alternatives that could lead to a more just 
society. The Canadian artist group General Idea (1969–1994) 
participated in this activity over the course of its career, 
engaging in an investigation of alternative forms of politics 
that occur within the cultural field and participate in the power 
that flows through the production of meaning. The group 
systematically theorized this politics of meaning production, 
at times even addressing the significance of what counts as 
politics, and how art and cultural practice are discounted 
as insufficiently political unless engaged in questions of 
governmentality. This paper will consider how the group 
presented this politics of meaning production within its work, 
particularly within its long running Miss General Idea Pageant 
project (1970–1985), focusing on how General Idea highlight 
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academies like the National Academy of Design in 1825 through 
the development of the professional art critic at the turn of the 20th 
century deserves reexamination for its contributions to American 
artistic production. This session examines the role of critical 
discourse in the history of American art from the rise of a national 
consciousness to the year in which Camera Work ended publication. 
Presentations consider the role of a specific art periodical or critical 
reviews in popular magazines, or a specific authorial voice, or even 
a non-nationalistic point of view in the formation of key critical 
debates about the role, future, faults, and fears of art exhibited in 
the United States. This session intends to incorporate a full range 
of perspectives, artistic encounters, historical moments, and critical 
sources, whether professional or amateur, about a variety of art 
objects, and addresses a period less examined than the 20th and 
21st centuries for its contribution of a critical voice in American art.

The American Art-Union Bulletin: Provoking Critical 
Conversations
Kimberly Orcutt

At its height, the American Art-Union (1839–1852) boasted 
nearly 19,000 members from almost every state. For an 
annual fee of five dollars, members received an engraving 
after a painting by a notable American artist; their names 
were entered in a drawing for paintings and sculptures 
by living American artists; and they received the monthly 
Bulletin, the first and at that time only dedicated art journal 
in the United States. Approximately 150,000 Bulletins were 
circulated annually, and its subscriber base rivalled that of 
major newspapers, making it an incredibly powerful tool 
for forming public opinion and advancing the organization’s 
aims. Beginning in 1849, the Bulletin included reports of art 
activities in the United States and abroad, essays on technique, 
illustrations, items from foreign journals, artists’ letters, and 
of course critical accounts of exhibitions. It quickly grew to 
offer not only commentary on works of art, but also on art 
instruction, other arts organizations, artists’ practices, and 
the nature of criticism. It soon faced challenges about its 
authority to render such judgements, and as the Art-Union 
encountered greater difficulties, the Bulletin became a platform 
for explaining its perplexities, defending its actions, and 
castigating its foes. The Bulletin became the site of a war of 
words over ideology, the art market, critical authority, and even 
national politics among artists, patrons, and critics struggling 
to define their roles. It instigated polemical conversations that 
helped to shape a nascent American art world. 

Critically Assessing Feminine Artistic Power: Elizabeth Ellet’s 
Women Artists (1859)
Katherine Manthorne, Graduate Center, City University of New York

Elizabeth Fries Lummis Ellet’s Women Artists: In All Ages and 
Countries (1859) was a trailblazing critical assessment of 
women’s art, following her Pioneer Women of the West (1852) 
and The Women of the American Revolution (1848; 2 vols.), in 
its fourth edition by 1850. Colonial Boston historian Mercy Otis 
Warren provided a role model and Lydia Maria Childs’ remark 
about the invisible female artist inspiration for her research 
on hundreds of long-forgotten female painters and sculptors. 
Her methodology was two-pronged. Following Giorgio Vasari’s 
Lives of the Artists (1550), she authored sketches of individual 
women intended “to give such impressions of the character 
of each distinguished artist as may be derived from a faithful 
record of her personal experiences.” Updating Vasari, she 

the sensibility of the maker, so the legacy and the manner in which 
it is conceived and built may carry a unique inflection. Here is an 
opportunity to expand the daily concerns of studio life and create 
a framework for a personally considered legacy. In this session, we 
examine ways in which artists are laying the foundations for legacy 
plans, setting plans in motion, and securing the tools they need to 
ensure that legacy.

Last Artist Standing
Sharon Louden, New York Academy of Art

In development for my forthcoming book, Last Artists Standing: 
Living and Sustaining a Creative Life over 50, I have found that 
specifically some women over 50 find it difficult to create their 
own opportunities to thrive and sustain their creative lives. I’m 
interested in sharing different ways artists over the age of 50 
can thrive independent of any system, creating partnerships 
and living freely as artists in their later years. 

Whose Narrative Tells the Story? Suggestions for Preservation
Squeak Carnwath, The Artists’ Legacy Foundation

American artists are the keepers of our culture. Their story is the 
story of us all. How can we make sure the narrative survives? 
Attending to legacy is the only way to preserve the history of 
visual culture. Caring for our national heritage is part of the 
responsibility of being an artist. In what ways can artists protect 
their own and other artists life’s work? If an artist’s life’s work 
is left to languish unseen, unexperienced, it will disappear into 
oblivion. Currently, in the marketplace that is our time, only a 
few artists are controlling the narrative. How can we expand 
the story and make it more inclusive. If not in our lifetimes then 
posthumously? The future of art history is the art made now. 
Along with preservation, what can artists do to give back and 
inspire philanthropy? And ensure that our cultural and artistic 
heritage is made up of the diverse voices of the many. 

Creating a Living Legacy (CALL) Initiative Developed by the Joan 
Mitchell Foundation
Shervone Neckles-Ortiz, Joan Mitchell Foundation

Since 2007, the Joan Mitchell Foundation has been committed 
to preparing artists at all career points for the business of 
organizing and protecting their legacy. At any point in an 
artist’s career, documenting and inventorying artwork can be 
an immensely personal and emotionally complex process. 
From 2007 to 2017, the Foundation collaborated with a 
community of living, working visual artists through the Creating 
A Living Legacy (CALL) program. CALL is an interdisciplinary, 
intergenerational case study designed to assess the studio 
management and organizational needs of artists based in the 
United States, and collectively identify ways artists can protect, 
preserve, and share their life’s work through the creation of a 
physical and digital studio management system. 

The Critical Voice in Art of the United States 1776–1917
Chair: Janice Simon, University of Georgia

The art of the United States found its identity shaped in part from 
the critical voices featured in newspapers, popular periodicals, 
specialty art magazines, and book length manuscripts addressing 
local and national exhibitions, the emergence of new artistic 
groups, the works of the individual artist, and the emerging history 
of a national art. The critical voice in American culture from the 
formation of the nation itself through the creation of national art 
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as aesthetic production. Definitions of innocence in this time 
period were nuanced and contested. The interwoven uses of 
the concept that frame this paper chart the moral innocence of 
Puritanism; claims of primitive identity made by blackface and 
redface performance; the construction of the United States as a 
child of Europe; and the modernist notion of the innocent eye. 
This layered intellectual history reveals the social and artistic 
paradox of performing as innocents. Critics and artists worked 
in tandem to transform the liability of lacking tradition into an 
asset of being unfettered by the weight of history. 

The Poetry of Criticism: Modern Art and the Spectra Hoax
Emily Gephart, School of the Museum of Fine Arts

Art criticism doesn’t always appear in conventional guise; 
in 1916, it took the form of a poetic satire. That year, the 
“Spectrist” poets electrified America’s literary and artistic 
world, challenging traditional art forms with their small book 
of free verse. “It is the aim of the Spectric group to push 
the possibilities of poetic expression into a new region,” 
proclaimed the group’s manifesto, “not so wholly different 
from the methods of Futurist Painting.” Soon after, however, 
the “Spectrist school” was unveiled as an elaborate prank. 
Adopting ethnic pseudonyms, Arthur Davison Ficke, Witter 
Bynner, and Marjorie Allen Seiffert had set out to travesty 
emergent movements in both poetry and art, and hoodwink 
modernism’s critical defenders. Yet, although deeply skeptical 
of the avant-garde, the Spectrists’ uneasily recapitulated many 
of the innovations they set out to ridicule. Ficke’s playfully 
serious illustrations for the poems parody Cubo-futurist art 
while demonstrating earnest exploration of new inter-medial 
possibilities in painting and literature. Amid their project’s 
intended mockery, the Spectrists revealed both ambivalence 
and unanticipated art-critical insight. In this paper I argue 
for the central role of the visual in Spectra’s critical project, 
exploring Ficke’s little-known images. Experiments with color’s 
deceptions and imagery’s illusions propelled the group’s 
pictorial and literary satire, as well as their witty play with 
aesthetic challenges, whimsical imagery, and unconventional 
metaphors. Indeed, the Spectra hoax reveals a host of dualities 
at the heart of the pre-war American sister arts, in which 
incredulity and sincerity often commingled in critical discourse.

The Decolonial and the Querying & Queerying “Self” in 
Latinx Art
Chair: Angelique Szymanek, Hobart and William Smith Colleges

The ongoing project of decolonization is one that continues to be 
explored and advanced. It requires at least a two-fold movement: 
one that is metacritical of the semiotics, or meaning-making of 
dominant cultures (Sandoval 2000; Mignolo 2012) and one that 
is creative, presenting other possible ways of being that are no 
longer dehumanizing. Artists “of color” have long taken the lead in 
exploring non-western philosophies and aesthetics to this end, that 
is, reading and creating beyond Eurocentric canons and practices. 
Culturally hybrid artistic practices of this sort, departing from multiple 
or more global sensibilities and politics have long characterized and 
characterize some Latinx art. The Latinx and Chicanx artists studied 
on this panel contribute to decolonial imaginaries and make use of 
“decolonial aesthetics” (Pérez 2007; Mignolo 2012, 2013). Querying 
& Queerying “Self” in Latinx art surveys the works of artists who 
particularly interrogate constructions of self, towards more liberating 
articulations for non-normative brown bodies (Ben Cuevas) through 

adapted Hippolyte Taine’s historicist criticism to analyze the 
contribution of each artist within her cultural context, with 
focus on the condition of women at each juncture. Beginning 
in ancient Greece, her narrative culminated in 19th century 
America, where—she posited—woman as artist had come of age. 
While Henry T. Tuckerman merely listed a few names of female 
artists without elaboration in his Book of the Artists (1867), Ellet’s 
assessments of miniaturist Anne Hall, genre painter Lilly Martin 
Spencer, landscapist Eliza Greatorex and sculptor Harriet Hosmer 
demonstrated their multiple talents and significant successes. 
Examining Ellet’s rigorous use of historical and critical tools, this 
paper argues that she fashioned a sophisticated justification for 
feminine artistic power. 

Chronicler and Critic: Anne Hampton Brewster in Gilded Age Rome
Adrienne Bell, Marymount Manhattan College

In recent years, scholars of American literature have 
increasingly grappled with apparent conflicts between 
traditional perspectives on America as an integrated, albeit 
multicultural community and ongoing efforts to adopt in their 
field more international, or transnational hermeneutic models. 
Victorian Studies, too, has sought to promote a more inclusive 
definition of its spatial territory by exploring disparate social 
and cultural systems that shaped the works in its field. While 
these approaches threaten to estrange topics from their 
native discourses, they helpfully introduce broader analytic 
perspectives that demystify discursive categories bound 
to established assumptions. Along these lines, historians 
of 19th-century American art are increasingly exploring 
internationalism and globalization as essential interpretive 
frameworks. In this theoretical context, I explore how the 
American public learned about the lives and works of American 
artists in Gilded Age Italy. How did writers present these artists, 
their activities, and their work to home audiences? I look, more 
specifically, to the writings of the American expatriate Anne 
Hampton Brewster (1818–1892). Born in Philadelphia, based 
primarily in Rome, and overlooked by historians, Brewster 
inhabited the seemingly conflicting identities of critic and 
historian, scholar and connoisseur. She regularly visited 
artists’ studios and reported almost daily on her findings in 
hundreds of essays for dozens of American newspapers. In her 
articles, I argue, Brewster did more than report; she presciently 
revealed the value for artists of cross-cultural exchanges, in 
and outside of the studio, an idea at the center of the ongoing 
internationalization of the study of 19th-century American art. 

US Art in Paris and Critical Constructions of Cultural Innocence
Emily Burns, Auburn University

In an article on the US artists’ community in Paris published 
in the London Independent in 1891, Canadian critic Gilbert 
Parker argued, “If [the “American temperament”] has any 
quality which is conspicuously eminent, it is naïveté, it is a 
habit of looking at things as if they were seen for the first 
time.” Parker tapped into a long-standing mythology about 
US culture as innocent when he explained that the American 
“is bade to be independent and free from his youth up...he 
is told, in effect, from his cradle to be naïve.” In the period 
between the Civil War and World War I, when thousands of 
US artists worked abroad, Paris staged this conversation. This 
talk analyzes the role of critical discourse about US artists in 
Paris in building a pervasive construction about US cultural 
innocence and interrogates how that verbal conversation 
shaped social performance in the US artists’ colony as well 
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decolonial imaginary. Further, the presentation examines how 
the artist combines references to multiple spiritual and cultural 
practices from diverse traditions, while creating works where 
viewers can participate in her vision of compassionate action, 
action that can lead to the transformation and liberation of our 
communities and our selves. 

To(o) Queer the Artist: An Aesthesis of Self-Making
Mariana Ortega

In this work I discuss artistic production that discloses 
queerness, not necessarily to call for a queer aesthetics but 
to examine the phenomenological and affective dimension 
of producing and viewing art that queers and queer art that 
is intertwined with self-making and self-transformation that 
ultimately discloses a path from aesthetics to aesthesis—an 
opening to multiple ways of sensing—an aesthesis of self-
making in which self transforms, names itself, and intertwines 
with the world. I follow Gloria Anzaldúa in her quest for a 
“queer sensibility” that does not put queerness in a box but 
that precludes it from being relegated to invisibility and her 
understanding of self-transformation as a complex process 
in which inner transformations are connected to outer 
expressions of self, desire, and world. I first examine work by 
Mexican artist Nahum B. Zenil whose works includes ex-votos. 
I read some of his works as ex-votos not in the traditional 
sense of votive painting that pays respect to a normative, 
exclusive religiosity imposed by the thirsty and ravenous 
imposition of Christianity to the new world but in a queer 
spiritual sense more akin to the spiritual mestizaje associated 
with Anzaldúa’s and other Chicanas’ art-production (Delgadillo 
2011) (Pérez 2007). Then I discuss the work of Chicana 
lesbian photographer Laura Aguilar as ex-votos to a material 
sacredness and expansive subjectivity. Ultimately, I propose a 
notion of autoarte as an aesthesis of self-making. 

Decolonizing Self-Portratis in the Work of Kahlo, Mendieta, and 
Yreina D. Cervántez
Laura Perez, University of California, Berkeley

This is an excerpt from a chapter in my new book, Eros 
Ideologies: Writings on Art, Spirituality, and the Decolonial 
(Duke University Press, September 2018), examining how these 
three negatively racialized, feminist artists use(d) identification 
with nature to interrupt gendered racialized interpellations 
and displace(d) western notions of “self” and therefore the 
possibilities of the “self-portrait” through their various media. 
To do so, they practice what I have called “decolonizing 
aesthetics” and “decolonizing spiritualities” (Chicana Art 2007) 
that draw upon significantly different social imaginaries, and 
therefore art histories, and aesthetics. 

The Duty of Care in Institutions
Chair: Melissa Lee, Tai Kwun Centre for Heritage and Art

What is the duty of care in institutions? For curators invested in the 
management and outreach of community engagement, these duties 
create an invested nurturing of which art institutions can and should 
provide sanctuary and a safe space for those in need of mental and 
physical well being.

knitting-based work; through the combination of natural elements 
and glass sculpture as a form of healing (Viva Paredes); through 
aesthesis and “autoarte” (Ortega 2017), in which ultimately the self 
transforms, names itself, and intertwines with the world (Nahum Zenil 
and Laura Aguilar); and, through displacing the human-centric and 
Eurocentric semiotics of the negatively racialized and gendering gaze 
in practices of representation and performance that resituate the 
human with nature, as nature (Kahlo, Mendieta, Yreina D. Cervántez).

Crafting a Queer Body of Resistance: The Knitted Artivism of  
Ben Cuevas
Guisela Latorre, University of California, Santa Barbara

The knitted sculptures and installations by Ben Cuevas in 
the exhibition ¡Mírame! Expressions of Queer Latinx Art are 
characterized by visual tactility. Without touching them, knitters 
in particular understand the complicated bodily gestures 
necessary for their creation. Intimacy is required to create a 
knitted garment and lends a performative dimension to the 
craft. It can be said that Cuevas had left vestiges of his own 
body in every stitch. In many ways, the artist enacts what José 
Esteban Muñoz calls “the hermeneutics of residue that looks 
to understand the wake of performance. What is left? What 
remains?” As an HIV-positive, genderqueer and racialized 
subject, Cuevas’s decision to highlight his bodily presence 
within the art work becomes an inherently political act, one 
that is made all the more transgressive and provocative by 
the artist’s choice of materials. Cuevas uses knitting—a craft 
associated with traditional femininity and domesticity—to 
propose new understandings of queer bodies in an era of 
heightened policing and abuse of non-normative brown bodies 
in the 2010s. In Cuevas’s knitting-based work, the queer and 
racialized body moves fluidly across discursive, meditative, 
and physical states. Cuevas’s desire to explore “what it 
means to...inhabit a body,” compels spectators to experience 
the subjectivity of the queer body of color and to resist the 
dehumanization that white supremacist society imposes on 
nonwhite and non-normative communities. 

The Engaging Spirit of Viva Paredes: Toward a Decolonization of 
the Self
Ann Marie Leimer, Midwestern State University

Bay Area Chicana artist Viva Paredes has produced a 
breathtaking body of work combining glass sculpture with 
natural elements such as corn, chili, and canela. These highly 
textured elements are often contained within smooth glass 
forms whose surfaces have been etched with a personal 
glyphic language or placed within a ritual environment that 
acknowledges the quotidian while simultaneously transforming 
the everyday into the sacred. Her art privileges the spirit, 
incorporates healing rituals as part of sculptural installation, 
and celebrates women’s relationship with the natural 
world. Granddaughter of a curandera, Paredes affirms and 
circulates traditional knowledges as a form of decolonization, 
decolonization of the mind, body, and spirit of Chicanas, 
Latinas, Indigenous women and others. This research considers 
the art production of Paredes within the frame of decolonial 
theory developed by Emma Pérez, who theorizes the 
decolonial imaginary, Irene Lara, who proposes a decolonizing 
spirituality, and the decolonial feminism of María Lugones. 
The study investigates how the sculptures Alma, Mis Manos 
Son Poderosas, and Pocha Indigena navigate and construct 
multiple identities and subject positions while dismantling the 
tools and tactics of colonial oppression and contributing to the 
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the selection of artists and subjects represented in commissioned 
works of art? This question is reasonably well explored in studies 
on early modern royal and princely mecenate, particularly 
unmarried or widowed princesses, like Amalia van Solms and 
Elisabeth of Bohemia. The same goes for that special branch of 
cultural production that is usually connected to the female sex: the 
luxurious dolls house, as owned by affluent women like Petronella 
Oortman. However, despite the fact that women from the urban 
middle class in the Northern and Southern Netherlands in this age 
are known to have been relatively independent and well cultured, 
we know very little about their position within the wider field of 
artistic production. Why not take a serious look at the commercial 
activities of Hendrickje who ran an art shop with Rembrandt’s son? 
This session looks at the female impact on the artistic climate in the 
Early Modern era.

Trading Zones: Agnes Block, or the Art of Female Patronage and 
Influence in 17th-Century Amsterdam
Catherine Powell, University of Texas

Amsterdammer Agnes Block (1629–1704) did it all: buy an 
estate, collect and commission paintings, design a garden 
and grow exotic species, turn her garden into an attraction for 
scientists and foreign upper-class visitors, and commission 
more than 400 watercolors representing the rare specimens 
in her botanical collection, thereby making significant 
contributions to scientific inquiry and artistic developments. 
Yet, she was precluded from being a member of the Royal 
Society, or attending Amsterdam’s Athaneum Illustre, nor 
could she realistically belong to a professional or artistic 
guild—all of which would have made her endeavors so much 
easier. Nevertheless, she did it all, on her own terms. But 
how? I argue that Block, a bourgeois but not an aristocratic 
woman, succeeded by leveraging her self-taught knowledge, 
experience, and initiative in exchange for contacts and access 
within circles of learned men. In other words, Block positioned 
herself at the center of “trading zones”, or exchanges across 
gender and social classes, between self-taught individuals or 
artisans and “learned” individuals (i.e. men). Thus, for example, 
she contributed a plant specimen she acquired from Indonesia to 
the Hortus Botanicus of Amsterdam in exchange for a reputation 
in print and recognition by some of Amsterdam’s leading 
figures. Block was able not only to achieve personal success, 
as attested to by her garden and collections but also, through 
her participation in these exchanges, to allow the women artists 
she hired to gain a foothold into a male-dominated world and 
become influential artists in their own right. 

Titia Brongersma: An Artist and Patron of the 17th-Century 
Netherlands
Nicole Cook, Philadelphia Museum of Art

In 1685, Dutch writer and artist Titia Brongersma (c. 1650–
1700) organized, and likely financed, the excavation of a 
megalithic tomb—the second documented unearthing of 
non-Roman antiquities in the Netherlands. These megalithic 
structures were called hunebedden (“giant’s beds”) and Dutch 
intellectuals debated about what ancient culture had created 
them and why. Brongersma’s endeavor generated immediate 
impact in her social circle. She wrote two poems describing the 
tombs and their potential purpose and corresponded about the 
dig with friends, including Dr. Ludolph Smids, who responded 
with his own poems. A print in one of Smids’ publications 
portrays Brongersma dressed as Sappho overseeing the 
archaeological work. This paper presents Brongersma’s 

Utterly Precarious: Communities and Action in Philadelphia
Aaron Levy

This paper will discuss Slought, a nonprofit organization on 
the campus of the University of Pennsylvania that engages 
publics in dialogue about cultural and sociopolitical change 
in Philadelphia, the world, and the cloud. We are a new 
form of institution that builds relationships and social trust 
through collaboration and the exchange of ideas. This paper 
discusses a particular ongoing project entitled Ours to 
Lose—recontextualizing the historically strong base of civic 
institutions and businesses that emerged in West Philadelphia 
in the hundred years prior to 1970. These activities provided 
a modern commons where community and solidarity were 
nourished and maintained. They contributed to the formation 
of a distinct cultural vibe that continues to this day, and 
reflects a history of diversity and tolerance that is unique to 
West Philadelphia. Ours to Lose is a visual record by Vincent 
Feldman of places in West Philadelphia at risk of being 
altogether forgotten. 

LACMA Unframed: Creating Art through Shared Stories
Marvella Muro

LACMA is commited to community engagement initiatives 
through programs such as On-Site: Neighborhood Partnerships 
with the Los Angeles County Museum of Art, funded by The 
James Irivine Foundation. By building on existing partnerships, 
establishing new relationships, and seeking community 
input, LACMA endeavors to create educational and shared 
experiences that resonate with community members. This 
paper discusses my work with LACMA’s partnership with LA 
Family Housing (LAFH), a nonprofit organization that helps 
people transition out of homelessness and poverty, evolved 
into a series of monthly art workshops, visits to the museum, 
and a collaborative art zine. 

A Good Neighbor: Building Communities in New Institutions
Melissa Lee, Tai Kwun Centre for Heritage and Art

This paper discusses Tai Kwun, a new heritage and arts center 
in Hong Kong, where I work as the curator of public programs 
and education. The city of Hong Kong is one of the densest in 
the world, with 7 million people for every 412 square feet of 
land. Part of our commitment to opening our arts center in the 
heart of the financial district is to provide a sanctuary or a place 
of rest for people that are unable to access public space or live 
in deplorable living conditions. Our community programming 
allows us to create events for the neighborhood that can create 
transformation for the city, for a brief respite from everyday 
pressure. 

The Female Impact: Women and the Art Market in the 
Early Modern Era
Historians of Netherlandish Art
Chairs: Judith Noorman, New York University; Frans Grijzenhout

Gender studies in art history tend to focus on the role of the 
woman artist, on the representation of the female body, and the 
gendered reception of art, contemporary and historical. In this 
session, however, a different perspective is taken: what was the 
role of women in commissioning, buying and displaying art and 
architecture in the early modern era, particularly in the Netherlands? 
Was it always their husband, father, brother, or even son, who 
had a final say in the design of exterior and interior decoration, 
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Tiravanija’s Thai dinners, Michael Rakowitz’s Enemy Kitchen food 
truck, and Fallen Fruit’s tree-planting initiatives, though it has not 
(yet) generated a diverse and rigorous body of scholarly literature. 
This panel seeks to address that lacuna, featuring presentations 
that deeply consider food-based artworks as they relate to a 
wide spectrum of themes, including but not limited to sociability; 
sustainability; ephemerality; decay; the grotesque; sustenance; 
hospitality; social justice; cultural diplomacy; the senses, sensuality, 
and synesthesia; taste (literally and metaphorically); class, and issues 
of inclusion and exclusion; conceptualism and the ontology of art; and 
the role of arts institutions, commercial galleries, and foundations in 
facilitating what we are calling “the gastronomic turn.”

Milk and Materiality: Joe Goode and Figuration in the Early 1960s
Katia Zavistovski, Los Angeles County Museum of Art

During the thriving economy of postwar America, nowhere 
was the changing face of commodities more evident than 
in the public’s encounters with food—particularly in the late 
1950s and early 1960s as large, self-serve supermarkets 
supplanted small neighborhood groceries and home milk 
delivery services. This paper examines the shifting status of 
objecthood and consumption—both visual and bodily—that 
occurred at the time through a close reading of Los Angeles-
based artist Joe Goode’s milk bottle paintings. Created 
between 1961 and 1963, each work in the series comprises an 
oil-on-canvas monochrome installed close to the gallery floor, 
in front of which stands a glass milk bottle from a local Los 
Angeles dairy thickly coated in paint. My study demonstrates 
that Goode’s emphasis on milk as the driving pictorial basis 
of his work was critical. In addition to its formal and material 
similarity to paint (the milk-based protein casein was often 
used as a component of the medium), what more fitting a 
motif with which to problematize the late-capitalist culture 
of consumption than the most elemental and vital of things 
consumed? While considering the changing Southern California 
landscape and the role that food production played in shaping 
it, I argue that Goode’s milk bottle paintings reinvested the 
painterly mark with a concentrated focus on materiality and 
corporeality—and in so doing asserted the productive capacity 
of figurative painting in a period in which such an artistic 
practice increasingly seemed an anachronistic pursuit. 

The Proof is in the Pudding: Conflict Kitchen in Transition
Dawn Weleski, Conflict Kitchen

For eight years in Pittsburgh, PA, Conflict Kitchen, a take-
out restaurant that served cuisine from countries with which 
the US government is in conflict, collaborated with folks 
from the country of focus as well as those that are a part of 
diasporic communities in Pittsburgh and throughout the United 
States to present menus from Iran, Afghanistan, Venezuela, 
Cuba, North Korea, Palestine, and the Haudenosaunee (AKA 
Iroquois) Confederacy, in addition to two extended Juneteenth 
iterations in partnership with the Black and African American 
communities in Pittsburgh. In June 2017, the project halted 
restaurant operations, and Conflict Kitchen cofounder/
codirector Dawn Weleski embarked on a year of research 
supported by the Andy Warhol Foundation for the Visual 
Arts Curatorial Fellowship to determine if elements of the 
artwork could exist in coordination with or amplify the work of 
likeminded projects and institutions in other cities around the 
United States. Weleski presents the network of relationships 
she encountered in regions and cities throughout the US, 
including Houston, the Bay Area, Lancaster, PA, and upstate 

excavation as a hybrid enterprise of archaeology and poetry 
and positions it in the context of her multi-disciplinary 
interests as an artist and patron. She navigated the fluid 
boundaries between scientific inquiry and the arts during the 
pre-Enlightenment era and contributed to the nascent field 
of archaeological inquiry. The dig, moreover, was one activity 
among many in Brongersma’s creative pursuits, which included 
poetry, painting, sculpting, and needlecrafts, as well as buying 
art. In poems she described the artwork she chose for her 
home, for instance a portrait of a dear friend hanging in her 
“little writing room” (schrijfkamertje). Tracing how Brongersma 
shifted between the roles of self-financed writer and artist, 
art buyer, instigator of an archaeological dig, and promoter of 
fellow artists, begins to reveal how she positioned herself as a 
dual artist and benefactor. 

“You will think I haue too warring a minde for my sexe”: 
Elizabeth Stuart and the Necessity of Patronage in Exile
Michele Frederick, University of Delaware

For Elizabeth Stuart, the commissioning of paintings quickly 
became a means of survival. Though the story of her ascension 
to the crown of Bohemia and her subsequent 40-year exile in 
the Netherlands are well-known, this paper argues that her 
role as a female patron and her strategies of display are not 
fully understood. Elizabeth’s persistent financial and political 
insecurity lent her patronage a greater sense of urgency, and 
the exchange of paintings and letters were her only means to 
support her husband’s absences on military campaigns. This 
paper examines the unique circumstances of Elizabeth as a 
patron of the arts, operating with apparently little to no input 
from her husband. Focusing on her commissions from Gerrit 
van Honthorst, this presentation explores the manner in which 
she utilized paintings to gain financial and military support. 
It also situates her at the center of a network of gift-giving 
that manifested in her displays at Rhenen Palace, where 
Honthorst’s paintings were combined with works by other 
artists with high market value such as Vroom and Rubens. 
Elizabeth’s collecting also makes clear the ways that royal 
tastes both responded to and impacted the market writ large. 
Her relationship with Honthorst, in particular, began with the 
transformation of popular, half-length genre scenes into more 
refined visions of courtly entertainment, just as her taste for 
the pastoral both stemmed from the half-length shepherdesses 
being introduced to the Utrecht art market and helped to alter 
them into the hugely popular pastoral portrait. 

The Gastronomic Turn: Art and Food Since 1960
Chairs: Andrea Gyorody, Allen Memorial Art Museum; Laura Fried, 
Active Cultures

Since the 1960s, many artists have turned to food, whether as 
raw material for art objects; as performance prop; as a means to 
create sociability; as a consumer product; or as a vehicle to address 
social injustice and to nurture sustainability. Emerging from Pop, 
Conceptualism, Fluxus, and Happenings, such gestures—which 
today continue in the fields of relational aesthetics, social practice 
art, and performance—centralize foodstuffs and the shared meal 
to radically different ends, with some artists prioritizing aesthetic 
and conceptual concerns, and others foregrounding environmental, 
economic, and political change. For the last half century, food as a 
genre of art-making has proven capacious enough to encompass 
Alison Knowles’ Identical Lunch, Miralda’s Breadline, Rirkrit 
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The Disappearing Score: Alison Knowles’ Identical Lunch and 
Changing Tastes
Lucia Fabio, Independent Curator

Alison Knowles (b. 1933) is one of the first artists to incorporate 
communal food consumption into an art-making practice by 
using ordinary items such as salads and sandwiches. Her 
work embodies fundamental aspects of Fluxus practice by 
using open event scores to activate objects. Identical Lunch 
was initially performed as an individual score, indexical to 
the artist’s tastes while living in New York in the late 1960s. 
Performed in Riss Restaurant, Knowles opened the score to 
others to perform and documented their experiences in various 
art objects. The participant is required to eat the object, and by 
ingesting, the act of participation deviates from a normative art 
experience as the focus shifts to the consumption of food and 
the consuming body. Since the early iterations of the score in 
the 1960s and 1970s, many shifts have occurred in mainstream 
food trends, making it extremely difficult to perform the score 
in its original setting as the consumption of the sandwich and 
buttermilk speak to a bygone era and taste preference. Tracing 
the ubiquity of the American diner in the 1960s and its decline 
in recent years, this paper discusses the differences of how 
Knowles’ piece is currently performed and experienced within 
a white cube setting. 

The Impact and Dimensions of Artists’ Estates: 
Practical, Economic, Emotional, Creative
Chairs: Mira Friedlaender, Bilge Friedlaender Estate; Rachel 
Middleman, California State University, Chico

Through a diverse group of voices, this panel seeks to expand 
dialogues around artists’ estates and the politics of legacy. 
Artists or their heirs must eventually confront the material fate of 
artworks, oeuvres, and collections. The specific circumstances and 
stakeholders of an estate can drive decisions which in turn inform 
art history, the art market, and even studio practice. With an aging 
baby boom and unprecedented art market, artists’ legacy planning, 
or lack there of, has a profound impact on art history itself. How do 
living artists, art historians, and artists’ estates approach the myriad 
emotional and logistical issues surrounding legacy? How does the 
popular focus on a few large artists’ foundations skew the discourse 
of a growing and idiosyncratic legacy field? If managing the artists’ 
estate is a creative process, what can students learn and what 
can be taught? Presentations engage with the affective dimension 
of artists’ estates, practical art logistics, creative approaches to 
estates, and explore case studies from artists who have a long-
term plan for their work. We aim to create a lively panel with short 
presentations and much conversation.

Guerrilla Outreach: Thoughts on Repositioning Your Artistic 
Legacy
Renee Vara, Vara Art

Many heirs, especially those of lesser established artistic 
legacies, are overwhelmed by the daily demands and 
expectations of an increasingly institutionalized art world. 
Often these heirs find creative legacies a burden rather 
than a blessing. Given most of these estates are unable to 
outsource, I recommend “DIYing” and provide individual 
training to establish and execute effective workflows, daily 
routines, and administrative strategies in accordance with 
professional best practices. My presentation will provide an 
overview of the challenges specific to smaller estates, which 

New York, each of which represents an ecology of participation 
and audienceship of those coproducing and coconsuming 
expressions of localized conflict with food as a primary 
medium. Weleski will detail her process and events produced 
in each city, each of which will grow into potentially long-term 
projects that address concerns of authenticity, essentialization, 
and sustainability through intuition, empathy and ingenuity, 
privileging iterative, experiential-based creative production in 
coordination with potential partners. 

Working as a Hive to Cook, Grow and Create Change
Juan Chavez, Artist

For the past six years, Juan William Chávez has been 
incorporating beekeeping with gardening, cooking and art as 
a way to address social, environmental and food justice issues 
in St. Louis, MO. The Pruitt-Igoe Bee Sanctuary Living Proposal 
and the Young Honey Crew have stemmed from partnerships 
with communities and organizations in collaboration with 
local gardeners, chefs and artists. Through these programs, 
Chavez has worked with over 200 students and provided 
mentorship and paid jobs to over 30 young adults ages 
15–25 years old. In 2018, Chavez was invited to implement 
projects based on his work in Saint Louis in two different cities 
through residencies and public exhibitions addressing food 
rights, housing insecurity, youth job mentorship, and health 
within the urban ecosystem: The Charlotte Young Honey Crew 
addressing housing and food insecurity in Charlotte, NC with 
support from ArtPlace America and Building a Bee Sanctuary 
with teen workers for a community arts space in Indianapolis, 
IN promoting environmental stewardship with support from the 
Andy Warhol Foundation. Chavez will present on his practice 
and each project as a case study detailing partners involved 
with each collaboration and share program and exhibition 
outcomes. 
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Using Your History to Inform Your Future—Establishing the 
Archives of the Calder Foundation
Alexis Marotta, Calder Foundation

Artists, or their heirs, seeking to actively manage their legacy 
must face a daunting and consequential question—how 
to begin. In 1987, Alexander S.C. Rower established the 
Calder Foundation to promote and protect the legacy of 
his grandfather, 20th-century artist, Alexander Calder. The 
desire to further the public’s knowledge stemmed, in part, 
from the immediate need to confront commonly held myths 
and assumptions about the artist and his work. This posed 
tremendous challenges but ones that could be addressed 
through the broader goal of education. A decade prior to this, 
Rower had instinctively laid the groundwork to begin to realize 
this goal. Shortly after Calder’s passing, Rower, then aged 14, 
was in his grandfather’s studio and decided to box up and save 
the artist’s papers. The Foundation has continued this mission 
to collect, organize, and study material and information on 
the artist’s life and work, effectively amassing an exhaustive 
archive. Dissemination of materials and information from 
the archive began with collaborations in scholarship, public 
presentations of artwork, assessments of works attributed to 
the artist, and legal issues, including copyright management. 
Each of these avenues presented an audience, some more 
amenable than others, with which to share the information and 
ideas that would promote a greater understanding of the artist. 
Today, the archive continues to gather and study materials from 
thousands of sources to inform all facets of the Foundation’s 
programming and collaborations. That Calder remains a relevant 
and influential figure affirms the Foundation’s early mission. 

The Intersectionality of Art, Feminism, 
Postcolonialism, and Sovereignty
Chairs: Judith Brodsky, Rutgers University; Ferris Olin, Rutgers 
University

In our research on women’s leadership strategies for our new book, 
Junctures in Women’s Leadership: The Arts, published by Rutgers 
University Press, we analyzed the leadership styles and impact 
of women artist/activists, museum administrators, art historian 
activists, and art entrepreneurs. What emerged was the fact that 
when women hold policy level jobs in institutions, become activists, 
or introduce new concepts into art, art history, and curatorial 
practice, their presence changes institutions, studio practice, 
and even the discipline of art history. As discussed by Heather 
Iglioliorte, the only PhD in Canada who is Inuk, in her Art Journal 
article (Volume 76, 2017, Issue 2) our understanding of art changes 
when the interpretation of art is based on the cultural position of 
the artist rather than on neocolonial intellectual structures of art 
history. We know that women artists were denigrated until the 
Feminist Art Movement of the 1970s brought more women into 
positions of influence through their activism, innovations in art 
practice, curatorial efforts, critical writing, and leadership positions 
at museums. They used the visual arts to bring about social 
change. Thus we invited artists, critics, and art historians to discuss 
intersectionality of art, feminism, postcolonialism, and sovereignty 
including Gilane Tawadros, one of the subjects in our book who was 
the founding director of InIVA, the first multicultural art center in 
London.

may be tackled through establishing a 5-year strategic plan. 
In addition, I will address how artists should secure their 
artistic legacies during their lifetime through careful estate 
planning and by choosing reliable caretakers. I will touch upon 
additional challenges which affect female artists in particular, 
as they were, and continue to be, systemically neglected by 
the art world. Although there is renewed academic interest in 
identity and gender politics, the dominant art narratives and 
marketplace continue to omit artists of complex intersectional 
and nonessentialist difference. These artists often produced 
their work in racial, socioeconomic and geopolitical isolation, 
and their heirs have inherited not only creative legacies, 
but also the ramifications of historic neglect. I will provide 
advice on how to reposition one’s artistic legacy through 
“guerrilla outreach”—a process which capitalizes on the use 
of technology including inexpensive websites, social media, 
lookbooks, E-Press-kits, and other DIY marketing tactics. 

What Is the Work?
Sergio Muñoz Sarmiento, Law Office of Sergio Muñoz Sarmiento 
and the Art and Law Program

When it comes to artists’ estates and artists’ legacies, the first 
question that should be asked is, “what is the work?” Similar to 
rigorous studio critiques, artists must now place as much focus 
on the process of making the work as they do to the endpoint 
of the made work. Some artists may cringe at the thought that 
their mental and physical process will become nothing but 
commodity, but in fact, it is precisely to avoid having unknown 
subjects do as they please with an artist’s intellectual property 
and moral rights that artists must focus on the control of their 
name and work, in both tangible and intangible formats. 

Social Practice Archivism
Ted Riederer, Howl Happening, an Arturo Vega Project

In 2013 my dear friend Arturo Vega died suddenly, leaving 
a loft filled with paintings, prints, and incredible ephemera 
and objects. Arturo was a prolific artist, who is perhaps most 
famous for his work with the band The Ramones. Known as 
“the 5th Ramone”, he not only designed world-famous logo, 
but acted as the band’s lighting designer and stage director. He 
left a staggering amount of work, as well as deep relationships 
in the lower east side and beyond. Since 2013 I have cared 
for Arturo’s estate with Jane Friedman, his executor. We both 
loved Arturo, and we have documented and exhibited his 
under-known oeuvre. Arturo’s memory is the force behind the 
nonprofit gallery: Howl! Happening: An Arturo Vega Project. We 
curate exhibitions and stage events showcasing the legacy and 
contemporary culture of the East Village and Lower East Side. 
We are dedicated to preserving the archives of artists who 
spent their creative lives working in the community, and are 
creating a permanent archive; a teaching and lending resource 
of Downtown art and ephemera. “Meanwhile,” I am in the 
midst of my own vital art career, working in paint, sculpture, 
print and sound. My experience working with artist’s estates 
has given me a new perspective on the life of my work. I will 
discuss what I have learned after more than twenty years in 
my own studio, many years in commercial and non-commercial 
galleries, and the last five years working with Arturo’s legacy 
and the community at Howl. 
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focusing on First Nations cultural survival and resistance 
and related themes of repatriation, restorative justice and 
environmental justice. Survivance, a central theme of the 
project, is a term which encompasses narratives of survival and 
resistance in opposition to victimhood from genocide and other 
crimes of mass atrocity. Survivance is relevant to the Jewish 
community of survivors and to the Indigenous participants in 
the exhibitions and programs. 

What Is Gravitas? The Feminist Quest for Inclusivity in the Art 
World
Judith K. Brodsky and Ferris Olin, Rutgers University

The Mellon Foundation at Fifty: Reflecting on Five 
Decades of Philanthropy in the Academy
The Andrew W. Mellon Foundation
Chair: Dianne Harris, The Andrew W. Mellon Foundation

From its founding in 1969 until the present, the mission of the 
Andrew W. Mellon Foundation—”to strengthen, promote, and, 
where necessary, defend the contributions of the humanities and 
the arts to human flourishing and to the well-being of diverse and 
democratic societies”—has generated opportunities to support the 
development of disciplines and scholarly fields, including art history 
and the study of visual and material culture. The Foundation’s 50th 
anniversary provides an occasion to consider the ways philanthropy 
has supported, and perhaps helped to shape, the contours 
of scholarship in the field of art history. This session includes 
presentations by eminent scholars in the fields of art history, visual 
culture, material culture studies, and the curatorial arts whose 
field-changing work has created new intellectual dimensions across 
multiple domains of scholarship and practice. The papers in this 
session will examine the impact of Mellon Foundation support in 
the formation of new historiographies, methods, theories, and 
approaches developed by scholars working in a range of relevant 
fields over the past five decades, and it will also clarify the ways 
Foundation support has encouraged field-building developments 
in specific art historical realms. Taken together, these papers will 
shed new light on the shifting landscape of the arts and humanities 
across the second half of the 20th century and beyond, helping 
us to see and to better understand the threads of continuity and 
change.

Art History and Archaeology in New York City: The Past and the 
Future
Zainab Bahrani, Columbia University

Advancing Knowledge—Making a Difference
M. Elizabeth Cropper, Center for Advance Study in the Visual Arts

From Analog to Digital: 50 Years of Redefining Collaboration in 
Art History
Paul Jaskot, Duke University

Diversity Matters: On Access, Knowledge, and Histories of Art
Steven Nelson, University of California, Los Angeles

Creative Collaborations
Michael Ann Holly, Clark Art Institute

Latin American Women Artists: A Long Road
Claudia Calirman, John Jay College, City University of New York

Women’s Cross-Cultural Art Practices in Remote Indigenous 
Australia
Una Rey, The University of Newcastle

Posing Modernity: The Black Model from Manet and Matisse to 
Today
Denise Murrell, Columbia University

The conception, development and presentation of the 
exhibition Posing Modernity: The Black Model from Manet and 
Matisse to Today manifests several aspects of the process 
of developing exhibitions that seek to bring diverse new 
perspectives to the canons of art history. This presentation 
will outline the premise of Posing Modernity, as an assertion 
that evolving portrayals of the black female figure were 
foundational to the development of modernist aesthetics. The 
exhibition contextualizes Manet’s portrayals of the black model 
Laure in three 1860s paintings, including the iconic Olympia, 
in the context of the little-known interface between Manet 
and the Impressionists and a small but expanding community 
of free black Parisians following the 1848 French abolition of 
territorial slavery. This racial aspect of the modernist artistic 
milieu is extended to Matisse’s portrayals of several principal 
black models before and after his 1930s visits to Harlem. 
Matisse’s stylistic evolution is explored for its affinities with the 
“New Negro” portraiture of the African American modernists of 
the 1920s Harlem Renaissance, made in overt defiance of racial 
stereotypes. The exhibition concludes with an exploration 
of the legacy of Manet, Matisse and Harlem modernism for 
diverse global contemporary artists. The presentation will 
review the challenges and opportunities that the development 
of this exhibition encountered, from securing an institutional 
base, funding, and international lenders’ support, to its 
revisionary portrayals of iconic artists and the issue of racially 
charged nomenclature such as “négresse.”

Collaborative Curating and Allyship: Organizing Survivance and
Sovereignty on Turtle Island at the Kupferberg Holocaust Center 
Danyelle Means, Queensborough Community College, City University 
of New York; Katherine Griefen

In 2016 Chief Arvol Looking Horse, 19th Generation Keeper 
of the Sacred White Buffalo Calf Pipe Bundle, called religious 
leaders across traditions to join indigenous people gathered 
at Standing Rock in allyship against the Dakota Access 
Pipeline. The call was answered: “On Thanksgiving, we stood 
in support of a people who are not our own but whose claim 
to protecting their land and their lives we deeply understood. 
We stood in hope. We stood in prayer.” (Rabbi Susan Goldberg, 
Wilshire Blvd Temple, Los Angeles). What happens when 
we stand together? How do communities survive in the 
aftermath of genocide? How do their contemporary cultural 
contributions speak to survivance in the present day? What 
roles can intersectional allyship play in the vitality of seemingly 
disparate communities? Co-curators Danyelle Means and Kat 
Griefen address these questions through their collaboratio 
on the NEH/KHC colloquium and exhibition, Survivance & 
Sovereignty on Turtle Island, the Kupferberg Holocaust Center 
(KHC), Queensborough Community College, 2018–2020. 
They describe their intersectional feminist collaboration 
and strategies for allyship within a community of Holocaust 
survivors and their families and a diverse student body, 
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mobilize and represent political exigencies of a specific moment in 
time, exhibitions became more specialised thanks to the adoption of 
diverse formats like biennials, fairs, temporary museum exhibitions, 
forums and books. None of these models were new but, during 
the 1970s, were used to respond to the needs of an expanding 
cultural sphere. Cologne and Basel’s art fairs, the exhibition choices 
made by Seth Siegelaub in January 5–31, 1969 (New York, 1969), 
and documenta 5, which opened the second wave of biennials 
(Green and Gardner, 2016), are great example of these radical 
changes in exhibition’s formats. Presentations examine specific 
exhibition formats which, during the 1970s, underwent a significant 
redefinition or explored methodological issues related to such topic.

Galerie 1-36 and Conceptual Exhibition Making in 1970s France
Inesa Brasiske, Vilnius Academy of Arts

Established in the early 1970s by Polish curator and art 
historian Anka Ptaszkowska and French curator and art critic 
Michel Claura, Galerie 1–36 is a largely overlooked episode 
in the history of art and exhibition making in postwar France. 
Operating in Paris between 1972 and 1976, in the heyday of 
conceptual art and institutional critique, the gallery questioned 
its own institutional model and codes that determine what an 
exhibition, a display, and a gallery management should be. Not 
only did the gallery’s title changed each time a new exhibition 
took place, it also experimented with exhibition formats, 
including a project consisting of a questionnaire sent to 
numerous artists asking their opinion about their participation 
in documenta 5. In this paper, by analyzing selected projects 
from Galerie’s four years of activities as well as the complex 
personal histories and global connections of its organizers, 
I look at how this managerial and curatorial experiment 
relates not only to other conceptual artistic and curatorial 
practices of the period, but also how it plays into a general 
anti-establishment sentiment which covered the large field of 
artistic and social production in post-1968 France. 

How Video Art Called for new Exhibition Formats
Ariane Noel de Tilly; Emily Carr, University of Art + Design

Videoscape: An Exhibition of Video Art (Art Gallery of Ontario, 
Toronto, 1974–1975) and The Video Show: A Festival of 
Independent Video (Serpentine Gallery, London, 1975) are among 
the first comprehensive surveys of video art. These exhibitions 
aimed at presenting the broadest possible range of video works 
created by artists and collectives since the Sony Portapak and 
other portable cameras were made available on the market. These 
easy-to-use and relatively affordable devices had become the 
symbol of a “portable democracy,” in the sense that no special 
training was needed and that everyone could potentially use them. 
Drawing from a comparative study of Videoscape and The Video 
Show, this paper will focus on how exhibition organisers chose 
to frame this new medium. Scholar Mieke Bal favours the term 
framed over contextualized and asserts that context “is primarily a 
noun that refers to something static,” whereas the “act of framing, 
[…], produces an event” (Bal 2012). In this paper, I will argue that 
in their structure, these exhibitions resembled festivals more than 
they resembled any other contemporary art exhibition. I will also 
discuss how the exhibition format adopted by the organizing 
committees mirrored the utopian idea cultivated by the artistic 
community during the first decade of existence of this new art 
form: that video was a democratic medium. The Video Show in 
particular is exemplary of the inclusivity of the works featured 
ranging from experimental video installations to single-channel 
videos made by community groups. 

The Mellon Foundation at Fifty: Reflecting on Five 
Decades of Philanthropy in the Museum
The Andrew W. Mellon Foundation
Chair: Alison Gilchrest, The Andrew W. Mellon Foundation

From its founding in 1969 until the present, the mission of the 
Andrew W. Mellon Foundation—”to strengthen, promote, and, 
where necessary, defend the contributions of the humanities and 
the arts to human flourishing and to the well-being of diverse and 
democratic societies”—has centrally concerned itself with material 
culture. Through forms of representation and expression as old as 
rock art and papyrus and as new as graphic novels and computer-
generated art, humankind has developed means of chronicling, 
recording, analyzing, and transmitting its understandings of human 
agency, dignity, history, and society through objects and artifacts, 
many of which survive for study and pleasure through the construct 
of the museum. The Foundation’s 50th anniversary provides an 
occasion to consider the ways philanthropy has supported, and 
perhaps helped to shape, the contours of scholarship, curatorship, 
and conservation practice in American art museums. This session 
includes presentations by eminent scholars and practitioners who 
think deeply about the ever-changing role of museums in society 
and the function of the object collections held in the public trust. 
The papers in this session will reflect upon the impact of Mellon 
Foundation support in forming and sustaining communities of 
practice, methodologies, and field infrastructure in a range of 
contexts over the past five decades, with an eye to how past 
philanthropic interventions actively inform the museum and art 
conservation field needs and aspirations for the future.

Scholarship and Practice: Strengthening and Connecting 
Science, Conservation, and the Humanities in Museums and 
Higher Education
Angelica Rudenstine; Debra Hess Norris, Independent Art Historian 
and Consultant, University of Delaware

Pathways and Pipelines: The Object, the Museum, and the 
Emerging Professional
Martha Tedeschi, Harvard Art Museums

Being Curious, Uncomfortable, and Uncertain: Adventures in 
Interdisciplinary Teaching and Learning
Sanchita Balachandran, Johns Hopkins Archaeological Museum

Response, Responsibility, and Risk: Museums in Collaboration 
Saralyn Reece Hardy, Spencer Museum of Art, University of Kansas

The Place of Art. The Re-definition of the Exhibition 
Format in the 70s
Chair: Clarissa Ricci, Iuav, University in Venice

Critically reflecting on the history of exhibition and the canonization 
of its formats, this panel aims to investigate the development of 
the exhibitionary complex as it’s known today. Political protests in 
the 1970s occupied the whole public sphere, causing an epochal 
value change across culture, thought and politics. The process of 
democratization affecting cultural perceptions also impacted the 
art system. Many demonstrations, often in the form of interventions 
and performances, occurred as throughout the opening dates of the 
Venice Biennale. While changing the functioning of its apparatuses, 
the exhibitionary complex (Bennet, 1982) continued to provide 
instruments for the moral and cultural regulation. In their ability to 
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The Politics of Independence: European Neoclassicism 
and Latin American Identity
Chairs: Martina Meyer, Stanford University, University of Guelph; 
Susan Douglas, University of Guelph

During the 18th century, Europeans introduced the neoclassical 
style to their Latin American colonies through art schools, such as 
the Real Academia de Bellas Artes de San Carlos in imitation of the 
Royal Academies of France and Spain. These institutions normalized 
the distinction between civilized and primitive perpetuating a 
hierarchy of cultural dominance that favored European aesthetics. 
However, after the wars of independence this relationship became 
increasingly problematic. Neoclassicism continued to be favored by 
government-run art academies, although the style was often used 
to render indigenous themes. For example, in 1851 the Catalan artist 
Manuel Vilar portrayed Tlahuicol in plaster, in a style reminiscent 
of the Hellenistic Greek Laocoön group. Visual culture acts not 
as a mirror that reflects national identity, but rather a complex 
venue for its interpretation—a site through which populations 
come into consciousness as members of particular and discrete 
communities. How did French neoclassicism become an instrument 
of Latin American identity and a means of nation building post-
independence ca. 1820? How was this style appropriated and 
adapted for nationalist ends and in which specific contexts? In 
what ways did the style offer a point of resistance and subversion 
for post-colonial narratives? This panel explores questions of race, 
ethnicity and social hierarchy in the arts with a particular emphasis 
on how newly independent South American regions adopted and 
adapted European visual culture in ways that asserted their cultural, 
political, and national maturity at a time when Neoclassicism was 
dominating the humanities in Europe and Latin America.

The Neoclassical Taste and the Construction of Rio de Janeiro as 
a Capital: Pragmatic Knowledge versus Aesthetic Awareness 
Karolyna Koppke, Fundação Casa de Rui Barbosa

In the 18th century, Rio de Janeiro’s port reached a strategic 
level: through it, the gold discovered in the colony’s 
countryside would be distributed, and black slaves would 
arrive from Africa. As a consequence, the city was raised, 
in 1763, to the position of capital. The circulation of wealth 
increases the constructive practice, already of a neoclassical 
nature, led mainly by Portuguese military engineers. In 1808, 
the court of Portugal was transferred to Brazil in view of 
the Napoleonic invasions, making Rio the main city of the 
United Kingdom of Portugal, Brazil and Algarves, in 1815. In 
the following year, with the aim of founding a school of arts 
and crafts, a group of French artists, that had Grandjean 
de Montigny as one of its main members, was established 
in the city. The architect had won the Grand Prix de Rome 
and had served Jérôme Bonaparte, king of Westphalia. In 
this scenario, a collision between the colonial constructive 
tradition, structured on pragmatic knowledge, and the French 
academic tradition, endowed with solid aesthetic awareness, 
is formed. To illustrate them, we study the facade of the church 
of Santa Cruz dos Militares, designed by the military engineer 
José Custódio de Sá e Faria, and the project of the cathedral 
of São Pedro de Alcântara, authored by Montigny. They are 
two aspects of the same taste, the neoclassical, that have 
overlapped in the beginning of the 19th century in Rio with the 
triumph of the latter in the post-independence period. 

Going Local: The First Latin American Biennial
Camila Maroja, McGill University

The 1970s was a difficult period for the São Paulo Biennial. 
The decade followed the 1969 Boycott in which several artists 
and intellectuals decided to withdraw from the exhibition to 
protest the ongoing military dictatorship in Brazil. Throughout 
the decade itself, the Biennial was subject to constant criticism. 
It was accused of perpetuating the antiquated format of 
national representations canonized by Venice. Most severely, 
these critics argued, the cosmopolitan São Paulo Biennial 
also reinforced cultural colonialism in the area. As a response 
to these critiques, in 1978 the São Paulo Biennial organized I 
Latin American Art Biennial (IBLA) with the avowed intention 
to showcase only Latin American art in a thematic display. The 
IBLA attempted to interrupt the internationalizing narrative 
of the São Paulo Biennial, and redirect its focus toward 
emphasizing the local art scene. By inviting Latin American 
critics to coordinate the exhibition and the accompanying 
seminar, the São Paulo Biennial Foundation engaged in the 
ongoing debates of what should constitute Latin American 
art and how it should be institutionalized and displayed. 
And yet, despite the exhibition’s innovations and its regional 
concentration, the IBLA was highly criticized and its second 
edition was cancelled in 1980. This presentation examines 
IBLA in the larger context of the institutional discussions 
surrounding the São Paulo Biennial Foundation. In doing so, it 
surveys the structural shifts besetting the Foundation and the 
field of Latin American art during the 1970s that culminated in 
the regional biennial. 

Theme-Driven Shifts in Late Postwar Exhibition Practice 
(documenta 5, 1972)
Maria Bremer, Bibliotheca Hertziana—Max Planck Institute for Art 
History

With growing public interest in contemporary art, in the 1970s, 
high-profile, international and periodically recurring exhibitions 
had moved from simply assembling a survey of contemporary 
productions to developing an overarching interpretative plan 
and thus shifted to an exhibitionary format structured around a 
theme, chosen by experts. Titled “Inquiry into Reality—Image 
Worlds Today,” documenta 5 (1972) appears to stand in an 
immediate connection with this crucial trend of specialization 
running through late postwar exhibition practice. Along with 
formerly dissident, avantgardist art practices (“Individual 
Mythologies”), it recuperated, classified and canonized, among 
others, a wide range of non-artistic exhibits (“Parallel Image 
Worlds”). So far, scholars have traced back documenta 5’s 
thematic outlook to the auteurism of its General Secretary, the 
paradigmatic self-entrepreneurial curator Harald Szeemann. 
Counteracting this exclusive focus on the curator-figure, 
my paper rather proposes to examine the thematic format 
of documenta 5 as a response to the exhibition’s increased 
entanglement with the wider cultural sphere of post-industrial 
societies. I will argue that the thematic format forcefully 
translated the exhibition’s authority to frame, validate, 
and ascribe meaning. In a social system striving for total 
connectedness, increasingly absorbing systemic resistance 
by capitalizing on creative impulses, the exhibition became 
an instance of both, integration and singularization. While on 
the one hand, it fully integrated itself into spectacular culture, 
on the other hand, it served to mediate and maintain the 
singularity of art, ensuring its survival in the expanded field. 
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The Politics of Ornament: National Ideology, the 
Everyday, and Modern Design in East Asia
Chair: Ren Wei, Dickinson College
Discussant: Yukio Lippit, Harvard University

The systematization of motif, ornament, and decoration in the late 
19th and 20th centuries reveals a pervasive interest in design as 
a tool for the nation-state in an era of international expositions, 
colonial competition, and international trade. In East Asia, modern 
design practices were not only inflected by evolving notions of art 
and craft, but also involved the creative refashioning of traditional 
motifs and vernacular ornament for the modern audiences. This 
panel explores the crucial role that conceptualizations of design 
and theories of ornament played in creating a visual culture that 
engaged the political and cultural conditions of modern East 
Asia. Each of the following case studies examines design as an 
interface that mediated between various tensions of producing 
modernity within the transnational contexts of East Asia, and 
these tensions continue to shape the role of global design today. 
Nozomi Naoi explores how the rise of department stores allowed 
for modernist artists to establish a visual culture that bridged art 
and life in early 20th-century Japan. Ren Wei’s paper examines the 
interaction between the local, the national, and the global through 
an investigation of China’s foremost modern writer Lu Xun’s book 
design project in 1920s China. Focusing on the design scheme of 
the Great Hall of the People opened in 1959, Christine I. Ho argues 
that the theories of ornament played a crucial role in visualizing the 
identity of socialist China. Yuko Kikuchi’s paper discusses how the 
evolving concept of craft and everyday shaped Japanese design at 
mid-century.

Design As Life and Art: Imaging Japan’s Modern Lifestyle 
through Mitsukoshi Department Store Publications
Nozomi Naoi, Yale-NUS College

In the early 20th century, the rise of the department store 
created new social and consumer spaces for the urban 
Japanese. The Mitsukoshi department store was a pioneer 
in creating a vision of modern lifestyle and high culture that 
the rising middle class could aspire to. Mitsukoshi had its own 
art studio and established an Advertising Division in 1910 to 
oversee its PR magazine, posters, and other mass media, 
employing artists and freelance designers.This paper will 
focus on two artists: Sugiura Hisui (1876–1965), Mitsukoshi’s 
in-house designer for 27 years and founding director of the 
Advertising; and Takehisa Yumeji (1884–1934), self-taught 
graphic artist who contributed as a freelance designer and 
whose own Minatoya shop sold items that he designed 
himself. Such artists’ involvement convey the role of design 
in traversing spheres of “fine arts” and graphic works, 
concepts just beginning to take shape in the larger context 
of the establishment of official art academies and exhibition 
practice. Hisui and Yumeji explored styles of art nouveau, 
Vienna Secessionists, and visual language associated with the 
alternative to academic styles in the Western context while 
at the same time refashioning traditional Japanese motifs in 
ukiyo-e printmaking, bird-and-flower paintings, and images 
of beautiful women. Developing in tandem with the wave of 
technological improvements that enabled the dissemination of 
graphic art to a wider audience, the designs for Mitsukoshi’s PR 
magazine ultimately set the stage for Hisui and Yumeji as they 
forged a path that would integrate ideas on life and art. 

A Monumental Heritage: Nationalism and Topophilia in the 
Landscapes of José Maria Velasco
Martina Meyer, University of Guelph

José Maria Velasco’s paintings are today considered exemplars 
of Mexican nationalism and credited with elevating Mexican 
landscape painting to international standing. At the Academia 
Nacional de San Carlos de México, under the guidance of 
Eugenio Landesio, an Italian professor of paining, Velasco 
cultivated Romantic and Neoclassical approaches to painting. 
The Mexican landscape represented much more than an 
opportunity for Mexicans to emulate European theory and 
practice; it was an opportunity to explore the relationship 
between art and a newly independent society. Velasco’s 
work reflects his debt to the French Neoclassicist, Nicholas 
Poussin, and the German Romanticist, Caspar David Friedrich, 
similarly exploring the relationship between human figures 
and the scenery they inhabit. However, where Poussin 
manipulated both the environment and the figures to enhance 
the classical pastoral ideal, and Friedrich situated his figures 
as observers rather than participants of nature’s grandeur, 
Velasco reconciled people with nature. Recently, Rafael Tovar 
y de Teresa, in the opening of the exhibition: Ideal Territory. 
José María Velasco: Perspectives of a Time (2018), comments 
that Velasco possessed a “scientific vision” which enabled 
him to be an expert on the subject of Mexican biodiversity. 
This paper will argue that Velasco’s scientific vision re-creates 
the panoramic capabilities of photography, a style adopted by 
painters of the American west such as Thomas Moran’s Canyon 
of the Colorado River (1911). Velasco achieves simultaneously 
a naturalized and monumentalized landscape that unites 
Hispanic symbols, national pride and the reality of the Mexican 
landscape and the lives of its peoples. 

Mexicanidad Exposed: Expositions, Globalism, and Mexican 
Identity
Susan Douglas, University of Guelph

At the turn of the 20th century, Mexico was in the process of 
rebuilding its tarnished reputation within the international 
community through trade partnerships with countries as distant 
as Norway and Japan. Postal conventions with Great Britain 
and the United States also fortified the economy under the 
presidency of Porfirio Díaz (1876–1911). Crucial to this financial 
progress was the construction of a cultural and geographic 
identity through participation at world expositions and fairs. A 
distinguishing feature of Mexican pavilions in Anglo-European 
fairs was their focus on products and resources connecting 
regional and national marketplaces to the world. Rigorously 
organized, but also aesthetically pleasing, these exhibits 
responded to the social and representational mores of the 
time. The architectural elements and design of the Mexican 
pavilions represented tangible expressions of identity that rely 
on the employment of “modern” construction materials. The 
built environment is dependent upon political power and its 
interrelationship with the competitive commissioning process. 
By focusing on Mexico’s Neo-classical pavilion for the 1900 
Paris Exposition, this paper explores how this specific aesthetic 
choice conferred status and identity as part of an active 
cultural process in dialogue with other world nations. Where an 
older art historical concept of influence might have explained 
Mexico’s choice, this paper argues that the language of style, 
form, and symbolism frame political and social objectives 
revealing Mexico as united with, and not isolated from, a 
multiplicity of cross-cultural influences. 
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From Kōgei to Kurafuto: the politics of everyday in the evolution 
of ‘design’ in Japan
Yuko Kikuchi, University of the Arts London

Japan is now considered a leader in global contemporary 
design, yet the import of what was to the Japanese an alien 
concept, i.e. “design,” resulted in a tightly bound tie-in with 
“craft.” Fukasawa Naoto, product designer, MUJI advisory 
board member and, significantly, Director of the Japan Folk 
Crafts Museum, points out that both this seamlessness and the 
interlinked area between design and Kōgei or craft (including 
Mingei or folkcrafts) is characteristic of Japanese design. This 
paper focuses on the seamless tie-in between design and 
craft as the idea of “design” evolved from the Japanese term 
Kōgei (derived from Chinese meaning, quite literally, the art of 
skilled craftsmanship) in use from the 19th century, to the US 
and Scandinavian-informed term Kurafuto (referring to objects 
primarily handmade but in batch production for use in daily life) 
during the 1950s. The core idea of seikatsu kōgei (crafts for 
everyday life) that persists through these terms is the focus of 
a critical investigation that draws on recent studies depicting 
Kōgei as resistant avant-garde force (Kitazawa Noriaki 2003), 
and as a native foundation into which newly introduced 
western terms such as “fine art” and “design” were embedded 
(Hitoshi Mori 2009). 

The Practice and the Other Practice: The Relationship 
Between Making Art and Teaching
Chairs: Courtney McClellan; Coe Lapossy, University of 
Massachusetts, Amherst

This panel intends to address the contingent or contentious 
relationship between a studio practice and a teaching practice. 
Rarely addressed professionally, but often spoken about privately, 
this public dialogue attempts to bridge the theory of pedagogy with 
the day-to-day actions of a working artist who teaches. Looking to 
models like John Baldessari or Frances Stark who address teaching 
in their work, alongside the work of an artist like Paul Thek, who 
is known for his educational strategies, the panel will unpack how 
artists teach. Participating artists are encouraged to include images, 
methods, and storytelling, in order to ground the conversation 
in anecdotal evidence. Discussions include: school as a context 
for making work, personal identity as an artist/educator, lessons 
learned in the studio and classroom, or interrelated challenges of 
the art and academic markets. More than simply seeking balance, 
how do these practices work in concert, or at times, compete 
for one’s attention? What does the precarity or assurance of one 
profession provide to the other? From a position of inquiry, we 
ask, how does your work as an educator influence what you do 
in your studio? And, how does your work as an artist impact your 
performance as a teacher?

Constellations of Objects: Material Reuse as a Bridge Between 
the Classroom and the Studio
Susannah Strang, Arrupe College of Loyola University Chicago

Activating the Art Object through Conversation and Re-
contextualization
Priyanka Dasgupta, New York University

A case study: radical reThink
S. Barnet, University of Suffolk

Reconciling the Local, the National, and the Global: Lu Xun’s 
book design project in 1920s China
Ren Wei, Dickinson College

China’s greatest modern writer Lu Xun (1881–1936) once 
praised the artist Tao Yuanqing’s work as expressing the 
national character while simultaneously furthering the global 
cause of modernizing the visual arts. The artist created many 
book covers to complement Lu Xun’s literary output and other 
progressive Chinese literature promoted by Lu Xun in the 
1920s. The mission to create an art embodying the nation and 
the modernist goal of artistic self-expression rarely aligned 
with one another in China’s Republican period (1911–1949). 
But by adopting a variety of traditional motifs and visualizing 
contemporary cultural trends, Tao Yuanqing’s attractive 
designs engaged in both the period’s artistic nationalism and 
the worldwide rise of design as an expressive artistic medium. 
More interestingly, the artistic nationalism of this period often 
found expression through local and folk images and literary 
traditions. This paper, therefore, explores how the writer and 
the artist visualized what were known as “native-soil motifs” 
using the modern medium of design, and how these designs 
became powerful statement for both national character and 
global modernity. I argue that design, more than any other 
artistic mediums in the modern period, was unique in its ability 
to reconcile the often-conflicting representations of the local, 
the national, and the global. 

The grammar of socialist ornament in the Great Hall of the 
People, 1959
Christine Ho, University of Massachusetts Amherst

The modern articulation of Chinese design, Ai Weiwei once 
claimed in an interview, began with the construction of the 
so-called Ten Great Buildings project, completed at the end 
of the first decade of the early People’s Republic of China. 
While design pedagogy, compendia, and instructional manuals 
had been produced for at least four decades prior to the 
Ten Great Buildings, the new architecture in Beijing was the 
first collective attempt to unify a modern design vernacular, 
amalgamating a design language that could exemplify New 
China. The diverse spaces of the Ten Great Buildings, ranging 
from exhibition spaces to reception halls to rest lounges, 
required not only publicly visible forms of decorative ornament 
such as ceiling medallions but also the manufacture of 
functional and portable objects ranging in scale from porcelain 
to tablecloths to carpets. This paper examines the emergence 
of an official ornamental repertory and the grammars of 
ornament produced for the Great Hall of the People, within a 
broader theorization of ornament as a medium for conveying 
essentialized forms of national identity. Ornament, as the 
faculty and students at the Central Academy of Craft and 
Design would realize, could not be simply “essentially 
Chinese,” but a grammar that commingled distinctive regional 
and ethnic craft patterns into one that would immediately 
bespeak the modern ethnonationalist identity of socialist 
China, yet be suitable to present local craft traditions to an 
international audience. 
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A Stain on an All-American Brand: How Brooks Brothers Once 
Clothed Slaves
Jonathan Square, Harvard University

Brooks Brothers, like many other commercial institutions in 
the Northeast, supported and benefited from the institution of 
slavery. By counting slaveholders among its clientele, Brooks 
Brothers directly benefited from the buying and selling of 
enslaved men, women and children. The longevity, national 
reach, and varied product lines of Brooks Brothers necessarily 
resulted in the company profiting from the slave economy. 
In this paper, I will explore the structure of Brooks Brothers’ 
business, still-existing examples of Brooks Brothers-supplied 
clothing, and Brooks Brothers appeals to Southern clients 
to pay outstanding bills as evidence of its connection to the 
peculiar institution. Brooks Brothers had a livery department, 
which provided garments for coachmen, footmen, chauffeurs, 
etc. in wealthy households, including those south of the 
Mason-Dixon Line. Before 1865, most of these servants were 
presumably enslaved. In the wealthiest households, enslaved 
peoples were dressed in garments that ostentatiously reflected 
the privilege of their owners. A case in point are two surviving 
Brook Brothers coats they were most likely worn by young 
male enslaved domestics in the household of Dr. William 
Newton Mercer. However, the proprietors of these affluent 
Southern households were not always the timeliest payers. In 
1853, Brooks Brothers was among a group of businesses that 
published “The Tailor’s Appeal,” a complaint about unpaid bills 
from Southerners. As these details elucidate, Brooks Brothers 
is both a purveyor of preppy American style and a benefactor 
of American slavery. 

Rearticulating the “Imagined Mexican Landscape” of Olvera Street
Michelle McVicker

My research project as the first Smithsonian Cultural 
Heritage Fellow at the National Museum of American History 
emphasizes how material culture, specifically clothing, can 
help illustrate the importance of intangible heritage. Using the 
case study site of El Pueblo de Los Angeles Historic District, I 
investigate representations of cultural identity via dress. Today, 
garments displayed on Olvera Street, known as “The Birthplace 
of Los Angeles,” embody ever-evolving Mexican-American and 
broader Latinx sartorial representations in the United States. In 
the 1920s and 1930s, Olvera Street merchants were mandated 
to wear “traditional” China Poblana costumes. Regardless of 
their Mexican heritage, dress was a means of attaining and 
performing culture, used to perpetuate a Spanish Colonial 
fantasy on the body. In 2009, NMAH developed a Latino Pool 
Initiative in order to combat the lack of Latinx garments in their 
collection. When telling the story of the Latino Experience in 
the US, curators wanted to explore how “political, culture, 
social, and personal identity is reflected or projected through 
clothing.” I analyze garments collected from Olvera Street as 
well as a 1940s China Poblana example. Depictions of dress at 
American cultural heritage sites tend to perpetuate romantic 
notions of immigrant groups. However, the evolution of 
clothing worn and sold on Olvera Street demonstrates how a 
physical space can be used to reclaim sartorial representations 
of Latinx identity. I end with Hija de tu Madre imagery, a Boyle 
Heights based marketplace catering to “Latinx who bravely 
question everything, while reconciling our complicated history, 
culture, and identity.” 

Sites for Inclusive & Critical Pedagogy
Deepanjan Mukhopadhyay, University of North Carolina at Chapel 
Hill

The Practice of Fashion: Designing the American Body
Chairs: Emma McClendon, The Museum at the Fashion Institute of 
Technology; Lauren Peters, Columbia College Chicago

What constitutes a “good” or a “bad” body in American culture? 
How have bodily ideals evolved over the last century? What 
contributes to our understanding of the American body, and what is 
the relationship between the American body and the ready-to-wear 
fashion industry? In exploring these questions, this interdisciplinary 
panel will examine how the fashion industry—a complex system 
of interconnected sectors, through which garments go from 
conception to consumption—constructs body image ideals. It 
will focus on fashion as a design practice in order to redress the 
scholarly focus that is typically placed on fashion magazines and 
runway shows in the consecration of bodily norms. Going beyond 
glossy magazine editorials and runway presentations, this panel 
considers how fashion objects reify certain body types at the 
expense of others. Presentations include, but are not limited to, 
discussions of how garments are designed, manufactured, sized, 
constructed, sold, worn, and even preserved within the American 
fashion system over the long 20th century. In framing the American 
body as a dressed body, we explore how fashion and dress objects 
can react to, challenge, celebrate, or reinforce normative body 
ideals from diverse perspectives on race, class, size, age, ability, 
and gender identity.

The Tie-Waist Skirt and the Makings of Maternity: Fashioning the 
Pregnant Body in the 20th Century
Amber Winick, Bard Graduate Center

In the United States alone, there are roughly six million 
pregnant people at any one time. Yet, fashion industries have 
long treated pregnant bodies as a niche worthy of little effort. 
Upending conventional notions of what constitutes a “normal” 
or fashionable body, pregnancy requires designers, consumers, 
broad publics and localized communities to confront and 
negotiate rapidly changing bodies and identities. With a 
focus on the tie-waist skirt, a seminal 20th century maternity 
garment, this paper expands conversations around the 
pregnant American body as it meets fashion design. It traces 
the garment’s early patents to its commercialization through 
niche labels like Page Boy and mass manufacture, to its very 
public adoption and use by, among others, actress Lucille Ball, 
who famously wrote her real-life pregnancy into her television 
show in the 1950s. This framework allows for a broader 
consideration of how the pregnant body has been fashioned 
throughout the long 20th century, even in its naked state, from 
Demi Moore’s Vanity Fair cover to Beyoncé’s 2017 Instagram 
pregnancy “reveal.” As historian and midwife Tania McIntosh 
reiterates, the material culture of maternity is heterogeneous, 
imbued with broad public and private emotions and anxieties, 
and is irrevocably “part of the history of the way society sees 
itself.” Highlighting the tension between competing personal 
and public desires to reveal and conceal the pregnant body, 
this paper explores what women wear, or have been expected 
to wear, when expecting, and engages with what such designs 
reveal about larger attitudes surrounding medicine, gender, 
birth, and bodies. 
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“The Problem of Woman” in Surrealism
Chairs: Alyce Mahon, University of Cambridge; Katharine Conley, 
College of William and Mary

In a 1990 interview, the American Surrealist Dorothea Tanning 
stated “Women artists. There is no such thing—or person. It’s just as 
much a contradiction in terms as ‘man artist’ or ‘elephant artist.’ You 
may be a woman and you may be an artist; but the one is a given 
and the other is you.” Leonor Fini also believed the label “woman 
artist” to be a “false country”, and Frida Kahlo famously stated that 
she painted her “own reality”, that it could not be subsumed into a 
collective identity. Yet Tanning, Fini and Kahlo were amongst those 
artists celebrated in Peggy Guggenheim’s pioneering Exhibition 
by 31 Women (1943). The press release for that show declared 
it to be “testimony to the fact that the creative ability of women 
is by no means restricted to the decorative vein”—an exhibition 
that so outraged the Time magazine critic James Stern that he 
stated, “women should stick to having babies.” For this session, we 
investigate the use-value of “woman” as a label for female artists 
identified with Surrealism, given that they resisted gender boundaries 
but participated in a movement which obsessively returned to what 
André Breton called the “problem of woman.” The panel will examine 
this issue as a question of art history while recognizing that it has 
continuing relevance and urgency in art today.

Surrealism and the Woman Problem
Mary Ann Caws, The Graduate Center, City University of New York

To what extent does the closeness-up of family ties govern 
the output and the working practice of an artist? The case(s) 
of Jacqueline Lamba Breton and Aube Elléouët Breton seem 
remarkable cases in point, certainly too close for any comfort. 
But it is not comfort I want to discuss, rather the opposite. How 
to be a “woman artist,” especially when it is your very husband 
who states the problem? Or then, your father, whose letter to 
you as an infant, is celebrated as a great surrealist love letter. 
So the paintings of Jacqueline Lamba, about which I have 
written here and there, and the collages of Aube Elléouët, are 
statements we want to follow both as examples of courage and 
of determination to be exactly what their authors chose to be. 
In this paper I quote from Jacqueline Lamba’s many letters to 
me, and some of the many conversations we had in her studio 
and in her house in Simiane-la-Rotonde; I also discuss Aube’s 
collages. 

“Talk about complications!”: Surrealism’s Trouble with Women
Raymond Spiteri, Victoria University of Wellington

Although the Surrealist movement allowed the participation of 
women artist, it is frequently noted that many women artists 
only fully secured their artistic identity once they had left the 
movement. Was this simply a reflection of the implicit misogyny 
of Surrealism, or does it tell us some more profound? For all 
their celebration of “woman,” the male Surrealists struggled 
to accommodate the experience of the feminine. Indeed, 
following Eve Sedgwick, it could be said that the homosocial 
character of the principal Surrealism group maintained 
patriarchal power relations based on masculine rivalry, in 
which women functioned as objects of exchange among 
the male members of the group. In this context the feminine 
primarily functioned as a figure of difference, embodying an 
encounter with alterity that escaped the logic of the same. 
On one hand, the heightened affirmation of sexual difference 
was necessary to negotiate the threat of same-sex desire 
within the homosocial relations of the Surrealist group; on the 

Governing American and Canadian Masculinity: The Gendered 
Messages and Meanings Conveyed through Trump and Trudeau’s 
Dressed Bodies
Ben Barry, Ryerson University

Fashion scholars have argued that the clothing worn by kings, 
princes, and other male royalty have historically done political 
work by projecting the identities and aspirations of their 
countries. However, similar attention has not been focused on 
the clothing of contemporary heads of government because, 
in part, masculinity and political power have been constructed 
in opposition to fashion and the body in the modern Western 
society. This paper investigates how the dressed bodies 
of American President Donald Trump and Canadian Prime 
Minister Justin Trudeau convey messages and meanings 
about nationally specific masculinities. Drawing on masculinity 
frameworks, I analyze the clothing worn by each head of 
government to three distinct events: a community rally, an 
evening gala, and the G7 summit. My analysis demonstrates 
that Trump’s clothing is consistently associated with the 
orthodox masculine ideals of dominance, rationality, and 
disembodiment, whereas Trudeau’s dress embraces inclusive 
masculine ideas of vulnerability, sensuality, and the body. While 
Trump and Trudeau’s clothing articulates differences between 
American and Canadian masculinities, both men rely upon 
their social and bodily privileges to claim masculine power; 
based on the context, they either highlight their bodies by 
appropriating the styles of marginalized men or they suppress 
their bodies by dressing in normatively masculine attire. In this 
way, both Trump and Trudeau’s dressed bodies disrupt the 
ubiquitous image of modern political power as a suited body, 
yet continue to reinforce white, able-bodied, heterosexual male 
embodiment as the most exalted form of masculinity. 

Preserving the American Body in the First Ladies Hall of the NMAH
Emily Mazzola, University of Pittsburgh

In the First Ladies Hall of the National Museum of American 
History (NMAH) the American female body is displayed and 
celebrated as elegantly fashioned. Within this permanent 
exhibition mannequins clad in inaugural gowns proclaim to 
millions of museums visitors each year that the American 
female form is a glittering surface. For the last century, the 
prominence of the inaugural gowns within the NMAH has 
sustained the American public’s fascination with the sartorial 
choices of the First Ladies—all the while putting forth an 
idealized conception of femininity. This paper traces the 
NMAH’s treatment of the clothed American female body by 
analyzing the evolution of the First Ladies collection and 
its corresponding displays across its century-long history. 
The collection was established in 1912 through the fierce 
determination of Cassie Mason Myers Julian-James and Rose 
Gouverneur Hoes whose matronage was driven by a desire 
to assert the place of American women within the NMAH. 
Their insistence on creating an American women’s costume 
collection, however, speaks to the ways the historicizing of 
women has been tied to their dressed bodies in our cultural 
institutions. Over time the First Ladies Hall transformed from 
a dress exhibition that chronologically presented both fashion 
history and the First Ladyship into a display reliant on spectacle 
and the visual pleasures of sumptuous garments. In its current 
iteration the exhibition establishes an uncomfortable similitude 
between the gowns, the bodies they represent, and the 
delicate gleaming white porcelain of the State China, also on 
display in the First Ladies Hall. 
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The Production of Public Space: Women Artists in 
Performance across the Globe
Chair: Joanna Matuszak, Indiana University Bloomington

Public spaces have been sites for performances by women 
artists since the early 20th century. In the 1960s women avant-
garde artists navigated urban spaces, merging art and life. Since 
the 1970s, inspired by civil rights, ideas of feminist and queer 
movements, and critiques of colonialism and globalization, women 
and female identifying artists have continued to diversify the ethos 
and praxis of performance art in urban spaces. Four artists will 
discuss the practice of performance art in public spaces and its 
future development. What strategies and tactics can women artists 
use to make their voices heard in the public realm, especially in 
regions with open or covert censorship? With oppression, war, and 
genocides—aided by natural disasters—rampant in the Middle 
East, Africa, and South America, and anti-immigratory isolationist 
politics growing in Europe and United States, how can women’s 
performance art speak? What voices do women artists express—
universal or local—as they travel to perform in cities around the 
world? In recent decades public spaces across the globe have 
seen rising activist movements and demonstrations with the vital 
presence of women protesters. In this volatile city landscape, what 
is the role of women’s performance art, and what is its relationship 
to the growing art form of artivism? What visual vocabulary is being 
developed by women and female identifying artists performing in 
streets and in squares? The panel discussion will address conditions 
of and challenges to women’s performance art practice in public 
spaces and trajectories of future inquiry.

Feminist Performance Art in Postwar Naples, Italy:  
Lina Mangiacapre and Le Nemesiache
Ginny Sykes

I will examine the life, work and legacy of Italian feminist 
artist Lina Mangiacapre and Le Nemesiache, the performance 
collective she founded and was active in from 1970 until her 
death in 2002. Within the context of Italy’s postwar transition 
from a rural to an industrial economy, Mangiacapre’s work as 
a painter, filmmaker, performance artist, activist, playwright, 
film critic, novelist, and poet addressed patriarchal norms and 
oppressive structures within family and society, specifically 
women’s situation in Naples, Italy. Mangiacapre coined 
the term psycho-favola to communicate Le Nemesiache’s 
deep immersion into the myths and stories of antiquity, as 
well as quotidian life in Naples that was the source of their 
performances. Creating performance actions in the public 
sphere and in her films and writings, specifically within the 
social and political unrest of the 1970s, Mangiacapre’s practice 
is situated in and shaped by this period of Italian women’s 
emancipation. I will use Nadia Pizzuti’s 2015 documentary Lina 
Mangiacapre: Artista del Femiminismo, as well as images and 
works from Mangiacapre’s archives, to examine her practice 
and her work within the context of 20th-century feminist art, 
and to understand what implications Mangiacapre’s life and 
work might have for current feminist art and performance 
practice. 

other hand, the affirmation of sexual difference reinforced the 
insistent imagining of the female body as a series of fetishistic 
part-objects, and the marginalization of female agency 
(which would have important implications on the status of 
women artists). This paper will explore the implication of this 
hypothesis through the analysis of the treatment of same-sex 
desire in the work of Max Ernst and Claude Cahun. 

Leonor Fini from an Italian Perspective: Letters, Articles and 
Archival Documents (1929–96)
Giulia Ingarao, Via del Pesco (Villa Gardenia), n°2 90147, Italy

This paper aims to reconstruct the relationship between 
Leonor Fini and Italian culture from 1929 to 1996, starting 
from the analysis of the artist’s epistolary preserved in the Fini 
Archives in Paris. This collection of letters allows us to trace a 
complex map of relationships between Leonor Fini and several 
intellectuals, such as Fabrizio Clerici, Elsa Morante, Federico 
Fellini, Alberto Savinio, Alberto Moravia, Anna Magnani. 
Together with the letters, this paper also considers the way 
the figure of Fini was perceived and presented to the public 
by journalists and critics—starting from the vocabulary used 
to describe her, where it is possible to identify two levels of 
narrative, often intertwined, in which she is presented both as 
a public figure and an artist. The following words, for instance, 
are particularly common: femme fatale, strega, Circe, signora 
dei sogni, ultima surrealista, angelo nero, musa inquieta, 
poetessa dell’incanto, furia italiana. I will explore these two 
levels of narrative from a gender perspective, analysing the 
extent to which this archival material highlights a new profile of 
the artist as well as reflecting a very particular Italian cultural 
debate between the 1930s and the 1950s. 

Rita Kernn-Larsen: The Case of the Danish Surrealist
Grazina Subelyte, Peggy Guggenheim Collection, Venice

The Danish artist Rita Kernn-Larsen (1904–1998) played a 
notable part in the Surrealist movement, both in Denmark and 
internationally. She began to exhibit with the Surrealist group 
in 1935, participating in key exhibitions in Copenhagen, Oslo, 
Lund, London and Paris. She became the first Surrealist artist 
that Peggy Guggenheim dedicated a solo exhibition to in her 
Guggenheim Jeune gallery in London from May 31 to June 18, 
1938, thus inaugurating her patronage of Surrealism. When 
Kernn-Larsen was asked if gender played a crucial role during 
her Surrealist years, she noted: “It was not so much being a 
woman that was the problem back then. It was simply that one 
was a Surrealist.” (Kernn-Larsen, interview with Birgit Meister, 
“Ugens gæest. Malerinden Rita Kernn-Larsen,” June 11, 1986). 
She resisted the “woman” label, striving to be championed 
for her own creative imagination, on an equal footing with 
her male colleagues. However, in the same interview, she 
added that her gender undeniably informed her visual, often 
markedly feminine, idiom. Her paintings epitomize a viewpoint 
that centers on the subjective, the imaginative and the 
psychological processes of what it meant to be a Surrealist 
female artist. In particular, she often referenced the theme of 
the femme-arbres: women represented as arboreal figures. 
She identified the Surrealist female artists with the fertile 
natural world and stressed their need for emancipation. This 
paper discusses the use-value of “woman” Surrealist in Kernn-
Larsen’s case and her own somewhat conflicted position. 
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in an urban environment, through various media including 
performance, installation, sculpture, photography, sound 
and video, the 45 selected national and international artists 
challenged notions and societal constructs of gender, age 
and beauty, analyzed contemporary ideas of self, death, sex, 
viscera and health, investigated issues of otherness, body 
image, language, memory and belonging through staging of 
difficult to categorize multimedia projects, movement and 
participatory works, artifacts and ephemera, investigating 
issues of exclusion, displacement and absence in the public 
domain. Utilizing their bodies, costumes, gesture, speech, 
dance and text, the artists exposed the vulnerability of the 
female body in urban public setting, drawing attention to the 
consistent erasure and silencing of their existence through 
direct subversion of the male gaze, creating crucial impact, 
even if temporal, reclaiming their space and agency, reversing 
the expectation to minimize and step aside. Treating the body 
as site, as a space of survival and refuge, the performances 
took advantage of the hectic pace of the city to acknowledge 
the persistent patriarchal undermining and devaluing of 
women as integral selves and forerunners. Art in Odd Places 
BODY 2018 facilitated a place of fearless and audacious 
examination and probability of equal representation in an 
unequal and prejudiced world. 

The Spectacle in Art from the Panorama to the Infinity 
Room
Chairs: Jason Rosenfeld, Marymount Manhattan College; Timothy 
Barringer, Yale University

This session explores the evolution of “Spectacle Art” from the 
creation of a broad public for viewing art in a novel format in the 
Panorama, first conceived by Robert Barker in Britain in 1787, to the 
phenomenal success of contemporary artists such as James Turrell, 
Christian Marclay, Yayoi Kusama, Kara Walker, Olafur Eliasson, and 
Random International, and their creation of collective, sharable, 
often immersive experiences. The panel aims to interrogate the 
idea of “spectacle,” and connotations of visual conspicuousness, 
collective memory, and conceptual extravagance. It privileges the 
new and the communal, in multiple formats and scales, from the 
panorama viewing platform to the enveloping spaces of installation 
art. A related theme is the emergence of popular audiences for 
art. Immersive displays offer alternative narratives to complement 
Tom Crow’s classic account of salon exhibitions as sites for the 
formation of a modern viewing public. We sketch a parallel history 
wherein art-as-spectacle generates a mass audience. Papers focus 
on strategies of the spectacular in all media. A fundamental text 
for our discussion is Guy Debord’s The Society of the Spectacle, 
a predictive illumination of the tentacular reach of malevolent 
capitalism through media, art, celebrity, and experiential aspects 
in our now-global culture. This panel asks how art history, rather 
than media studies or media archaeology, can examine large-scale 
installations. Presenters will engage with the politics and poetics 
of modern and contemporary visual arts, performance, and media 
strategies that surround the viewer to spectacular effect.

Feminist Strategies in Public Space
Carron Little, School of the Art Institute of Chicago

Analyzing the street as a site for epiphany I will present 
moments of public exchange that have been transformative. In 
analysis of working in public space in Chicago and other cities 
across Europe, I will explore a feminist praxis that expands 
on Debordian notions of the Spectacle. Working in contested 
territories like Chicago how can we as feminist artists subvert 
a course of violence and aggression into sites of exchange and 
contemplation? Advocating for feminist encounters that subvert 
the spectacle into mutual exchange can shift the dynamics of 
being. I will discuss the notion of a sustained practice in public 
space advocating that it can transform public space into social 
space to what Hal Foster defines as leaving auratic traces. 
We can transform cityscapes from no-go-zones into spaces 
that transform trauma into memories of empowerment. Public 
performance can play an active role in this transformation. 
However, it must seek to do so by collapsing the fourth wall 
by creating participatory performance and by subverting 
colonial power dynamics. In doing so this transforms memory 
and engages in a redefinition of representation that will, over 
time, act as a reclamation of site. The public performance work 
curated by Out of Site Chicago provides a case study to explore 
the spectacle and look at divergent forms of performance 
methodologies that can be utilized to broaden critical 
awareness. 

Subtle Performative Implementations
Ieke Trinks, independent

Subtle performative implementations, often with a ludic 
undertone, describes my way of creating art in public spaces—
alone or with others. There are no large groups of people in 
squares. It’s rather an individual encounter between strangers. 
Doing art in public spaces invites us to read those spaces 
and their users. But performance art in public spaces can 
also be a strategy to challenge what diversity means, and to 
deviate from the opposed norms. Without over-addressing 
sociopolitical problems, such as pollution, intolerance, or 
increasing surveillance, such art invites us to think or be more 
aware. I will look back to the Provos, a movement in 1960s 
Amsterdam. The Provos’ public actions came from an activist 
background, but they were strongly connected to a social 
aesthetic. Although primarily men, their strategies for actions 
addressing growing commercialization and policing still 
feel up-to-date. Their non-violent actions have been a great 
inspiration as a way to respond to the growing automation and 
dehumanization of public spaces. Sometimes the exchange 
of eye contact is just what we need. In the talk I will refer to 
different projects that I have worked on in Brazil, Europe, and 
in the USA. Among them are “Value Products,” concerned 
with the market and street vendors; “Call for Participants,” 
where public media are used for soliciting participation in 
local streets; and also projects by others, such as several 
performances that took place in the Red Light District of 
Amsterdam in 2015. 

Art in Odd Places: Body 2018—Agency. Self. Status. Other.
Katya Grokhovsky

How do we get heard? Art in Odd Places 2018: BODY NYC 
presented projects by women, female identifying and 
non-binary artists along 14th Street, NY accompanied by a 
coinciding group exhibition at Westbeth Gallery in October 
2018. Exploring agency, politics and status of the “other” body 
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“Silent Companions”: Staging Lubaina Himid’s “Fashionable 
Marriage” (1986) and “Naming the Money” (2004)
Mora Beauchamp-Byrd, Oklahoma State University

Lubaina Himid is best known for satirical, large-scale paintings 
and installations and for groundbreaking curatorial initiatives 
that heightened the visibility of women artists of African 
and Asian descent during the 1980s Black Arts Movement 
in Britain. Her work, marked by stylistic affinities with the 
paintings of David Hockney, also reflects a heightened 
theatricality shaped by the artist’s Theatre Design studies at 
the Wimbledon School of Art in London. Many of Himid’s earlier 
installations, comprised of life-size, painted wood and paper 
cut-outs, were modeled after Georgian dummy boards, also 
referred to as “silent companions.” Dummy boards, possibly 
of 17th-century Dutch origin, are flat, often life-size, trompe 
l’oeil, painted wood figures in the form of servants and other 
human and animal forms. They often functioned as amusing 
decorative elements at country estates, as theatrical props, 
and/or as product advertisements placed in front of commercial 
establishments. This lecture examines two works: Himid’s 
Fashionable Marriage (1986), a humorous yet biting installation 
produced during the Black Arts Movement in Britain that 
quotes from William Hogarth’s 18th-century satirical narrative 
series, Marriage-a-la-Mode; and her immersive Naming the 
Money (2004), featuring 100 life-size figures and an extensive 
soundtrack. It focuses on Himid’s strategic evocation of the 
dummy board and its function as a decorative marker of 
personal wealth and commercial enterprise to illuminate a 
lengthy Black presence in the British Isles and in Britain’s 
colonial enterprises. These installations pointedly merged 
the burgeoning urban spectacle of 18th-century London and 
the tremendous social transformations of post-World War II 
England. 

The Populist Logic of Marta Minujín’s Spectacular Environments: 
“La Menesunda” and “El Batacazo”
Michaela Mohrmann, Columbia University

During the mid-1960s in Buenos Aires, Argentine artist 
Marta Minujín collaborated in the creation of La Menesunda 
(“Mayhem,” 1964), and soon after singlehandedly realized 
El Batacazo (“The Longshot,” 1965). These immersive and 
labyrinthine environments with a Pop sensibility immediately 
triggered a media whirlwind and were widely characterized as 
jejune spectacles germane to lowbrow forms of entertainment, 
such as the funhouse or amusement park. Considering such an 
initial response as indicative of the potency of these works as 
social irritants, this paper examines how these environments 
are in dialogue with the phantasmagoric modernization of 
Buenos Aires—a hegemonic project in which urban space 
is dramatically restructured along class lines thanks to the 
stewardship of foreign capital and Argentine elites. I argue that 
the mimetic, even hyperbolic relationship between Minujín’s 
environments and the various manifestations of Argentina’s 
incipient spectacle culture allows these works to function 
as ambiguous counter-spectacular heterotopias, fusing 
incompatible sites (e.g. the streets with the institutions of high 
art; private and public space; the capital’s modern architecture 
with its impoverished neighborhoods). Through this de-
territorializing process, Minujín’s environments concurrently 
lure a diverse mass public to the rarefied art venue of the 
Instituto Torcuato Di Tella. Yet El Batacazo and La Menesunda 
do not frame the presence of this new, expanded public as 
a cohesive, egalitarian collectivity. Instead, they proffer a 

Sculptural Kinematics and Spectacular Sight in Antebellum 
America
Caitlin Beach, Columbia University

Sculpture was not always static for 19th-century audiences. 
From the rotating plinth Antonio Canova designed for his 
Three Graces to the hand crank on the pedestal of Hiram 
Powers’ Greek Slave, viewers engaged in the spectacle of 
seeing a sculpture from all sides as it mechanically turned on 
an axis. While mentions of these devices appear frequently 
in scholarship, much remains to be understood regarding 
their use and impact. What did it mean to make and see 
statues move in the 19th century? This paper interrogates the 
cultural and political stakes surrounding the use of kinematic 
technologies in displaying sculpture. It does so by focusing 
on the exhibition of Powers’ Greek Slave, which circulated 
widely before mass audiences an American tour in the 1840s 
and 1850s. The rotating pedestal was a key component 
of this installation. Period criticism suggests its effect to 
have been akin to that of more immersive spectacles of 
the day, including moving panoramas and waxwork shows. 
Powers’ correspondence and sketches likewise reveal 
how his display anticipated the sculpture’s circulation in a 
commercial landscape of attractions that foregrounded the 
body as a subject to be seen, scrutinized, and managed. Yet 
in antebellum America, such ways of seeing also intersected 
modes of bodily surveillance formed under the institution 
of slavery. In locating the Greek Slave’s exhibition at the 
intersection of these two overlapping spheres, this paper seeks 
to confront and question the regimes of race and power to 
shape cultures of spectacular looking in the 19th century. 

The Musical Century: Hanne Darboven’s Sonorous Writing and 
Orchestral Installations
Kate Doyle, Case Western Reserve University

The sublime expansiveness of Conceptual artist Hanne 
Darboven’s writing installations—rooms filled with inscribed 
pages of calendar dates in fulfillment of her number 
Konstruction system—took on a new degree of spectacle 
when the artist began to translate her work to musical scores 
in the 1980s. To accommodate the length of each writing 
project, which often represents the dates of an entire century, 
Darboven’s musical works take on monumental durations 
in time and/or utilize the symphony orchestra’s large-scale 
proportions. The resultant spectacle is one of sonic magnitude 
and laborious performance through which the transfer of visual 
writing to sonorous material extends the immersive experience 
of her installations to the collective listening space. At the same 
time, the translation of visual to sonic also offers complications 
to the idea of spectacle—namely, the vastness of the exhibition 
space is juxtaposed with the intimacy of the listening ear, 
and the distance between the eye and Darboven’s writing is 
collapsed by the physical performance of her realized musical 
scores. Does this sonorous translation, then, enact a recovery 
of the human dimension in the sense that Debord understands 
it, thus reflecting a greater communion between artist and 
spectator/listener and a more accurate portrayal of Darboven’s 
own intimate and private production process? In examining 
the multimodal space that Darboven creates, I comment 
upon the artist’s negotiation of visual extravagance and sonic 
minimalism, the politics of public performance and private 
labor, and the thorny complications of spectacle by Darboven 
and Conceptual art as a whole. 
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approach, it discusses various food rituals at the studio, from 
the lens of studio assistants, buyers, patrons, the press, and 
academic visitors. It reveals how the kitchen has become a 
doppelgänger of the artist, a crucial body of thinking, and a 
symbolic site for the artist’s strategic transactions with the 
aesthetic, the social and the economic capitals. Ultimately the 
figure of studio lunch sheds new light on the “positionality” 
of contemporary Chinese artists in the West, while also 
contributing a crucial piece to the broader mosaic of artist 
studios’ global history. 

Francis Bacon’s London Studios—Before and After 1930
Andrew Stephenson, Independent Scholar

In my paper I consider the different approaches to and status 
of Francis Bacon’s studios before and after 1930. From 1929, 
Bacon’s South Kensington studio was a commercially-driven 
exhibition space in which decorative rugs, furniture and 
screens were displayed for sale and to engage buyers. Bacon’s 
studio actively marketed his public identity as a fashionable 
interior designer, and it was photographed by and reproduced 
in an article in the influential periodical the Studio in August 
1930 applauded as embodying “the 1930 Look in British 
Decoration.” In 1931, Bacon (1909–1992) abandoned interior 
decoration and destroyed the studio contents, although a few 
decorative objects survived bought by friends. Bacon’s new 
Chelsea studio, occupied from 1931, was depicted bare and 
stacked with canvases; an avowedly anti-commercial space 
that reinforced Bacon’s claims to being a professional painter. 
Consequently, Bacon rewrote his autobiography erasing 
his interior design past despite evidence to the contrary. In 
all subsequent narratives and interviews, the interior and 
contents of Bacon’s 7 Reece Mews studio, occupied from 1961 
until his death in 1992, and reconstructed in the Hugh Lane 
Gallery, Dublin in 2001, have become central evidence. The 
studio contents supported Bacon’s claims to being the leading 
postwar painter of violent and sadomasochist themes and 
Bacon’s studio has assumed an almost mythic status as an 
exhibitionary site of creative and homosexual activity lauded 
in biographies and reproduced in photographs and films of 
Bacon’s life, factual or fictional, ever since. 

Designed to Impress: Chaim Gross and the Studio at 526 
LaGuardia Place
Sasha Davis, The Renee and Chaim Gross Foundation

In 1962, after almost a decade of peripatetic wandering from 
studio to studio, American sculptor Chaim Gross (1904–91) set 
himself to renovating an industrial-use building in Greenwich 
Village, turning the ground floor into a studio and adjacent 
gallery. Rent hikes and buildings slated for demolition led him 
to the conclusion that ownership was the only option to protect 
his work from further interruptions. Gross worked with two 
Modernist architects on the renovation, but strongly influenced 
design decisions. The first floor was designed to promote, 
with a long gallery devoted to Gross’s work punctuated by a 
light-filled, sunken studio space at the rear of the building. 
The studio at LaGuardia Place was a site for interviews, 
photoshoots, and visits from collectors and friends. The gallery 
of finished works advertised Gross’s skill and style, and he sold 
works directly from this studio. In contrast, Gross maintained 
another studio just a few blocks away where he completed 
his monumental plasters for casting. This second studio was 
not altered after purchase, and thus was not designed for 
visitation. Instead, it was a place to work. The finished home 

populist outlook in which the dichotomization of both space 
and the sociopolitical body are emphasized as a reality with 
which to contend. 

Monumental Art Against Concentrated Spectacle: Soviet Murals 
as Catalysts for Collectivist Politics, 1928–1968
Angelina Lucento, Central European University Institute of Advanced 
Study

This paper addresses the spectacularity of Soviet mural 
painting, an influential form of “monumental” art that was 
conceived and implemented during Stalinism. It demonstrates 
that the members of the avant-garde “October” Association 
developed the concept of Soviet monumental painting, and 
describes how their theory of murals as catalysts to collectivist 
politics became part of official arts policy in the 1930s. I argue 
that while certain aspects of Soviet culture can indeed be 
understood as instruments of what Guy Debord describes 
as “bureaucratic capitalism,” the forms and site-specific 
applications of mural art from 1930–1968 at best instigated new 
forms of collective politics that worked to rupture the Spectacle, 
and at worst created smaller-scale sites of resistance to its tools. 
My aim is to broaden the emerging art historical dialogue about 
the relationship between socialism and Spectacle, as well as to 
contribute to the ongoing debate about public, avant-garde art 
as a potential catalyst to collectivity. 

The Studio as Market
International Art Market Studies
Chair: Julie Codell, Arizona State University

Artists’ studios have been the site of workshops, collaboration, 
promotion, mystery, and myth, at times considered a hallowed 
space, at other times a disreputable one. They have also been the 
places of social, political, and economic transactions that shape 
aesthetic values. In the studio artists self-fashioned their social 
status and promoted their works. They invited critics, dealers, and 
patrons into their studios turning studios into sites that combined 
a presumed mysterious creative energy with economic exchange 
while purposely misapprehending economic considerations. This 
session will explore how artists from the 18th century on under 
dwindling church and aristocratic patronage strategically entered 
the “free” market by using their studios to promote and sell works 
in conjunction with creating marketable public identities to engage 
buyers and generate symbolic capital for their name and their work. 
Panelists consider the nature and function of the studio in the free 
market, artists’ strategies to both engage in economic activities 
and misrecognize economics in the studio, the studio as a site 
of conflicts over agency in overlapping aesthetic and economic 
transactions or as an exhibitionary site to display the creative 
process itself, constituting the studio’s combined production and 
reception functions.

Lunch at the Artist’s Studio
Di Wang, University of Oxford

The kitchen has no chicken: this is the one hard rule at the 
lunches at Cai Studio. For the world-renowned artist Cai Guo-
Qiang, who is best known for his gunpowder drawings, media 
coverage in recent years frequently focused on its delicious 
and mysterious studio lunch. It proves to be so attractive that 
art critics and many others return to the studio time after time. 
In this paper I investigate the superstar artist’s studio from 
the particular site of its kitchen. Taking an anthropological 
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of visual practices enables students to see digital technology 
as a continuation of art-making technology that began with 
the hand application of the first pigments. Coupled with the 
principals of design thinking, design becomes less a pre-
professional discipline and more a system of creative problem 
solving. 

Does the Digital Medium Discourage Student Ideation and 
Refinement of Projects?
David Smith, Auburn University

The creative process can be broken down into different steps. 
One common breakdown would be as follows: Research > Idea 
Generation > Refinement > Final Product. As educators, we try 
to teach our students to make the most of each step so that a 
project’s full potential is realized. For the visual arts student, 
one very important method for generating and refining ideas 
is sketching. When working in a traditional medium, one that 
is executed by hand, sketching by hand seems to be a natural 
extension. In contrast, when working in a digital medium, 
one where the computer assists in the execution of the work, 
sketching may seem out of place. Students already reluctant to 
give proper time to exploring through sketching with a “hand” 
medium, are even more so when working in a digital medium. 
Elements generated on a computer are usually more easily 
edited than traditionally created work, and this may contribute 
to this problem. Part of the tension between hand and digital 
is the tendency of students to skip developmental steps in 
the creative process when using digital tools. The reality is 
that digital tools are not necessarily easier or faster, and they 
certainly won’t generate ideas on their own. My argument is that 
the digital tools are just that—tools. The head directs the hand, 
and the hand directs the tool. Part of the tension between hand 
and digital is the tendency of students to skip developmental 
steps in the creative process when using digital tools. 

Hand vs. Machine
Raymond Yeager, University of Charleston

This workshop session will discuss and reflect on how we 
as visual art educators can effectively employ technology in 
our curricula without sacrificing craft/skill and the fostering 
of critical and creative thought. As fabrication and digital 
technologies become more ubiquitous, programs are 
struggling with the tension between “slow art” and “quick 
art.” Technology offers immense flexibility and speed and 
tools but are we losing the sense of the touch of the hand? 
Are we substituting ease and expediency in place of a more 
indirect, serpentine creative journey which can allow ideas to 
evolve and mature? Some would argue that as artists explore 
and push the limits of current technology, something precious 
about the human connection to a work and the duration of 
time spent in the creation of it is being left adrift in the wake 
of technological progress. While others would defend the use 
of technology as the natural result of the evolution of art-
making. No different than acrylic paint in tubes or arc welding. 
Some questions to be addressed: When should technology be 
introduced in the curriculum? What role do educators play in 
creating a balance between the handcrafted and fabricated? 
What modifications to curricula need to be made to create a 
curriculum that is responsive to the needs of our current and 
future students? It is hoped that the outcome of this workshop 
will generate ideas and solutions that each participant can take 
back to his or her institution. 

and studio located on LaGuardia Place has been preserved 
as the Renee & Chaim Gross Foundation. Recent emergency 
restoration work on the sculpture studio skylight has revealed 
additional insight into Gross’s work on the building and his 
methods in creating a workspace designed to awe and entice 
the visitor. 

The Studio as Market: Victorian Artists’ Studios as Public Spaces
Julie Codell, Arizona State University

By way of introducing this session, in this presentation I 
explore how Victorian artists used their studios as marketing 
tools in two ways: one was the vast number of photographs 
of artists in their large, richly furnished studios, a wing of their 
expensive studio houses in plush neighborhoods like London’s 
Kensington and Holland Park areas. In these photos, produced 
in periodicals and in books on artists’ studios, artists were not 
dressed in smocks and did not hold palettes, but were instead 
depicted in dress suits, reading while surrounded by classical 
sculptures, books, and their own finished, and often well-
known, paintings. The second way they used studios to market 
their works, while also misrecognizing the commercial aspect, 
was the ritual of Show Sunday, when well-to-do patrons would 
park their carriages at artists’ grand studios to view artworks 
in the studio. Show Sunday combined exhibitionary and social 
rituals that reflected artists’ rising social status during and after 
the 1860s as it also disguised the business of art buying and 
patronage. 

The Technology Divide: Tensions between the Hand, 
New Media, and Studio Art Pedagogy
Chair: Jason Swift, University of West Georgia

This session is organized by Integrative Teaching International 
(ITI) to gather participants in a platform for collaborative research, 
discussion, and investigation of practices and philosophies 
identifying innovative approaches that address the impact of 
technology and new media upon higher education in the arts, 
creative practices and the tensions between slow art, the digital 
generation and studio art pedagogy. The session panel is modeled 
after the breakout sessions of ITI’s ThinkCatalyst and ThinkTank 
events. Each panelist will give a brief introduction on a topic, 
concept or philosophy applicable to current trends and tensions 
between slow art and the growing reliance upon emerging 
technologies that negate or challenge the hand (slow art) in studio 
art pedagogy and practice. Then, a collaborative discussion to 
generate ideas, content, challenges and new approaches will take 
place with the session attendees. The session chair will organize 
the documentation of these discussions with the end goal to 
produce new content (both theoretical and applied) that results 
from the collaborative discussions between panelists, facilitators 
and the session attendees.

Eliminating Command Z: Analog Techniques in a Digital 
Discipline
Nina Bellisio, St. Thomas Aquinas College

When design students are confronted with “outmoded” 
technology such as lettraset and cut-paper collaging, or move 
from the digital to the physical by generating polymer plates 
for printing or 3D printing drawing tools, they are challenged 
to rely less on technology and more on creativity. These skills 
overlap and inform each other, providing students an education 
with more breadth and plasticity. Exposure to a wider range 
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a diversification of his expertise. Created around the time 
when the Royal Circle had lost much of its appeal to initial 
audiences, the profile relief portrait of Louis XIV departed 
from the three-dimensional, full-figure format of Benoist’s 
earlier work. To further articulate the transition, I examine two 
additional objects that Benoist created shortly after the wax 
portrait: a group of grisaille miniature portraits in elaborate 
gilt bronze frames, as well as a hitherto unstudied manuscript 
biography of Louis XIV, decorated with similar miniature 
portraits in polychrome gouache. The use of painterly media 
and the consistency of the profile format indicate Benoist’s 
attempt to reposition himself as a chronicler of royal likeness 
and to link his expertise to the elevated domain of medals. 
The reframing in turn suggests the failure of polychrome wax 
portraits—despite their unparalleled verisimilitude—to gain 
artistic validation at the turn of the 18th century. 

Drawing within and without Rules
Tracy Ehrlich, New School

Born in Rome in 1702, Carlo Marchionni was the consummate 
versatile artist. Trained as a sculptor and architect, his talents 
were displayed in prize-winning entries to the Concorso 
Clementino of 1728 and 1732, the preeminent academic 
competition of his day, prizes that marked the beginning 
of a promising Roman career in each sphere. Nonetheless, 
Marchionni is remembered best not for his built structures, 
which were few, but for his prodigious output of ephemera. 
Recognized in his own time as a virtuoso draftsman, he was an 
accomplished festival designer and scenographer, a designer 
of furnishings, silver ware and visiting cards, a caricaturist, 
and perhaps even a painter. He made his living wage as a 
hydraulic engineer to the papacy, but he left his mark as a 
draftsman, employing all the tools of his trade—graphite, pen, 
ink, and wash—to stretch the limits of academic draftsmanship. 
In the suite of architectural drawings he submitted to the 
competition of 1732, for example, Marchionni complied with 
the programmatic requirements while transforming an ordinary 
geometric exercise into landscape art. Marchionni’s pictorial 
approach collapses typological boundaries, and engages 
the viewer in spatial, optical, even emotional experience. 
The interior elevations Marchionni produced for the Villa 
Albani in the 1750s are indistinguishable from contemporary 
conversation pieces and profoundly challenge the norms 
of architectural drawing. Artistic versatility lies at the very 
core of Marchionni’s creativity. His drawings are not simply 
technical solutions or design proposals but cultural agents—
fundamentally generative, experiential, and transformative for 
viewers. 

Managing the Market: Greuze, Artist and Art Dealer
Yuriko Jackall, Wallace Collection

The 18th-century French artist Jean-Baptiste Greuze deftly 
courted the art market for the entirety of his career, fulfilling 
the numerous private commissions across multiple genres 
that came to constitute the major source of his revenue, 
and constructing solid, longstanding relationships with 
the Parisian engravers responsible for the diffusion of his 
oeuvre outside of Paris. In later life—particularly after his 
separation from his wife in 1786—Greuze involved himself 
with the market more aggressively, this time as a go-between 
or intermediary, by helping his favorite collectors to acquire 
paintings from Parisian artists in his circle. Of particular interest 
is Greuze’s longstanding relationship with Prince Yusupov, the 

Fusion Foundations: Design, Technology, Time, and Space
Christopher Olszewski, Savannah College of Art and Design

In recent years higher education, administrators, professors, 
artists and designers have progressively expanded the 
boundaries of foundation studies where the understanding 
of art, design, creativity and visual culture are no longer 
grounded solely in traditional aesthetics. Students of today 
are living in an increasingly pluralistic environment. Incoming 
freshmen are exposed to: motion graphics, film, video, 
performance art, social practice, sound art, installation, 
internet art, game design, and animation, and it’s all on their 
smartphone. My instruction is building the foundation of visual 
language through the elements/principles of design, expand 
an understanding of the organizational methods as well as 
integrating ideas, imagination, aesthetics, technology and 
intellectual content. Through years of dedicated collaborative 
research, discussions with peers, and investigation of practices 
and philosophies, I will present innovative approaches that 
address the impact of technology and new media upon 
foundation studies. I will share with the audience three 
projects from my 4-D class which support building content 
for my 2-D design students. The shared course content will 
include: development of projects, readings and installations 
about shape, color, repetition and space. The classroom is a 
laboratory where students identify elements and principles 
of design as well as implementing the six elements of Time: 
chronology, intensity, duration, tempo, setting and scope. 
How students creatively responding to design solutions along 
with the evaluation of images as well as course outcomes that 
indicate competencies and measurable design skills. 

The Versatile Artist
Historians of 18th-Century Art and Architecture
Chairs: Daniella Berman, Institute of Fine Arts, New York University; 
Jessica Fripp, Texas Christian University

From Pier Leone Ghezzi’s exploration of caricature, to Angelica 
Kauffman’s and John Flaxman’s collaborations with the Wedgwood 
manufactory, to Jacques-Louis David’s stylistic reactions to the 
uncertain politics of the French Revolution, artists throughout the 
long 18th century worked in a variety of media and across genres, 
regardless of established or perceived hierarchies. This panel 
proposes to explore the conditions—social, political, historical, 
economic—that inspired, rewarded, or demanded artistic versatility. It 
aims to focus on individual artists and broader cultural movements in 
a way that brings to light the myriad forms of artistic versatility across 
the global 18th century (1680–1830) and interrogate the expectations 
surrounding artistic productivity and creativity.

A Chronicler of Royal Likenesses: Benoist and Portraits of Louis XIV
Changduk (Charles) Kang, Columbia University

My paper addresses the profile wax relief portrait of Louis XIV 
by Antoine Benoist from around 1705. While scholars have 
begun to pay renewed attention to the object since its recent 
conservation treatment, they have contextualized it only 
through Benoist’s famed waxwork show known as the Royal 
Circle, which featured full-figure wax portraits of members 
of Louis XIV’s court. By framing Benoist’s career through a 
singular medium, recent studies have highlighted the artist’s 
exceptional skills in naturalistic depictions but ultimately 
relegated him to a position of historical curiosity.  
I instead present the portrait as a transitional work that marks 
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gained when the visual culture of art reproduction and illustration 
makes a substantial shift to new tools? What, if anything, is lost or 
lessened? What new or different questions and forms of interaction 
with art are enabled? How do available visual resources connect 
to “real” experiences of seeing art in person? The presentations in 
this session consider how a variety of particular visual resources 
impacted the study of art history within specific historical contexts.

Making a Meaningful Online Field Trip
Veronica Davies, The Open University

A recent policy development at The Open University, the 
distance-learning higher education establishment where I 
work, requires that every optional face-to-face tutorial offered 
to our students should now have an online equivalent. These 
are delivered via a bought-in program that offers a virtual 
“classroom” environment with the facility to make use of 
various kinds of visual material (PowerPoint slides, video clips, 
etc.) in the same way as in the physical classroom. So far, so 
good: this means that students living in remote areas or with 
disabilities have the chance to participate as fully as possible. 
However, our art history courses also include an actual visit to 
a relevant museum, gallery or other historic site, specifically 
tailored to the syllabus the students are studying. The 
challenge is how to create a meaningful online version of this 
significant and generally popular part of the course experience 
for students who cannot attend the physical visit. My paper 
draws on my recent experience of devising and delivering the 
online equivalent of a gallery visit, to evaluate its strengths 
and weaknesses as a pedagogical resource, and to invite 
discussion of how it could be developed further. 

Art for Schools in Victorian England
Andrea Korda, University of Alberta

In 1899, London’s Art for Schools Association published The 
Plough, a six-by-five-foot original woodcut by artist William 
Strang. The Association was established in 1883 to provide 
high-quality, low-cost art reproductions to schools, and The 
Plough was a first attempt at offering an original artwork. 
But the print did not sell well and the Association withered 
away shortly afterwards. A 20th-century educational brochure 
suggests that this failure was due to confusion between two 
types of school pictures: those used as teaching aids and 
those serving as decoration. However, The Plough does not 
fit neatly into either category. Rather, it reveals an alternative 
vision for the school picture that was shaped by the social 
and technological realities of a particular historical moment, 
before reproductions were rendered commonplace within 
schools. In this paper, I discuss this alternative model for 
teaching art, which emphasized materials and ways of looking 
rather than canonical artworks, and I outline three intertwining 
factors that shaped this model. First, I discuss print and 
photographic technologies available in the late 19th century. 
The Association’s catalogues carefully identify each picture’s 
medium, suggesting that each picture’s presence as a material 
object was valued alongside its content. Second, I situate 
the initiatives of the Association within their Arts and Crafts 
context, and show that this ethos undercut any straightforward 
division between instruction and decoration. Third, I return to 
the educational context and explain how The Plough, and the 
Association’s activities more generally, were aligned with the 
English school curriculum of the time. 

phenomenally wealthy Russian aristocrat whose purchase of 
Élisabeth Vigée Le Brun’s portrait of her daughter as a bather 
Greuze helped to broker. Why did Greuze—who was in his 
heyday easily France’s most expensive living artist as well as 
one of its most versatile—choose to take on yet another role? 
Was it an act of friendship? Artists such as Vigée Le Brun never 
hid their regard for Greuze. Or cynicism? Or self-preservation at 
the transitional moment in his career, when the encroachment 
of neoclassicism meant that his style was increasingly viewed 
as dépassé? Or was it yet another way to shape taste? Drawing 
upon new archival research and understudied works of art, this 
paper attempts to unpick the complicated issues surrounding 
Greuze’s shifts from artist to dealer, and back. 

Changing Patrons: The Post-Napoleonic Politics of Canova’s 
“Three Graces”
Elyse Nelson, Institute of Fine Arts, New York University

For Antonio Canova, whose career began in the ancien régime 
and ended during the Restoration, navigating the shifting 
political patronage of the period was an art form in itself. When 
Napoleon’s abdication in 1814 ended his decade-long stream 
of patronage from members of the fashionable Bonaparte 
family, Canova swiftly pivoted his practice to accommodate 
the postwar prerogatives of the imperial superpower across 
the Channel. While many of the marbles Canova carved for 
British aristocrats are well-known, few studies have considered 
the sociopolitical dimensions of their patronage. This paper 
sheds light on the Whiggish politics of a core group of Canova’s 
postwar British patrons through an examination of his beloved 
late work, The Three Graces. Drawing on a multitude of period 
sources and focusing on the work’s installation across from 
the Temple of Liberty in the 6th Duke of Bedford’s sculpture 
hall at Woburn Abbey, I offer an original interpretation of the 
sculpture as a symbol of revived Whiggish idealism in post-
Napoleonic England. Existing literature on The Three Graces 
has focused on the familiar story of the work as a second 
version of the decorative group originally commissioned by 
the Empress Joséphine. But closer examination of Canova’s 
installation plans for the sculpture at the 6th Duke’s country 
estate poses a challenge to the common narrative of the work 
as mere facsimile. This study demonstrates Canova’s ability to 
reposition his works vis-à-vis the rapidly changing patronage 
and politics of the period and underlines the ideological 
elasticity that characterized his career. 

The Visual Culture of Art History Education
Chair: Jean Robertson, Herron School of Art and Design, Indiana 
University

Learning about art history has involved an evolving array of visual 
technologies and resources over centuries, including drawings 
by people who could travel to see art in person, engraved 
reproductions, black-and-white photographs, color photographs, 
slides, film and video documentation, and the variety of computer-
mediated formats available today. Learning and pedagogy are 
profoundly impacted by the ability (or inability) to see objects of 
art history in person, and by the particular kinds of illustrations, 
libraries, and databases that are available for study. This 
session considers some of the media and formats that represent 
art, analyzing how the visual means condition art historical 
understanding and interpretation. How has education adapted to 
changing resources for representing and illustrating art? What is 
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Theorizing Community-Based Art in Nonurban 
Locations
Chairs: Justin Jesty, University of Washington; Noni Brynjolson, 
University of California, San Diego

This panel explores the need for new theoretical approaches to 
socially engaged art in non-urban settings. The countryside has 
a long history as an object of romanticization and as a site that 
modernity’s “others” escape to, or are forcibly driven to. This panel 
rejects that vision to show how contemporary art practices reveal 
and address complex cultural and political dynamics that do not fit 
most existing frameworks for understanding art and politics. Many 
theories of spatial politics, for instance, assume intensive market 
and demographic pressure on space, making them less relevant to 
rural areas characterized by entropic dynamics such as population 
and economic decline. Non-urban areas tend to have less media 
exposure and fewer public spaces than urban areas; artists and 
activists must often build trust with locals, visitors, and with 
people in various media spheres over a long period of time as a 
prerequisite to doing meaningful work. These factors tend to make 
disruptive, spectacular forms of intervention less appropriate in non-
urban settings, while encouraging experiments that involve long time-
frames, complex negotiations, and participants and audiences who 
are unfamiliar with contemporary art. Growing numbers of people 
globally are seeking alternative lifestyles in communes and through 
low impact living and sustainable primary production that intersect 
with or are conceived as art. At a time when cities are becoming less 
diverse and inequality between city and country accelerates, we feel 
an urgent need to theorize non-urban practices as a source of new 
paradigms for understanding art’s role in social change.

Rural Mythologies: How Can Socially Engaged Curatorial Models 
Disrupt Dominant Narratives about the UK Countryside?
Rosemary Shirley, Manchester Metropolitan University

In The Country and the City (1973), Raymond Williams noted 
that the countryside is associated with nature, peace, 
innocence, and virtue, but also backwardness, ignorance, 
and limitation. Today these associations are powerfully 
communicated in mainstream media, branding, and tourism 
campaigns. In these widely circulated representations of 
the UK countryside, a further set of rural mythologies are 
perpetuated: that the countryside is empty, a place to visit 
rather than live, spectacular rather than mundane, farming is 
the only occupation, that it is beautiful, that it is disconnected 
from contemporary society. These representations negate the 
complexity of rural places and communities, and contribute to 
the disenfranchisement of rural residents. This paper examines 
how socially engaged curatorial models can work to disrupt 
these dominant rural narratives. It draws on three case studies 
of contemporary art projects situated in different UK rural 
geographies. Deveron Projects in Aberdeenshire, Scotland, 
works with the curatorial model “The Town is The Venue,” 
embedding their activities within the everyday life of a small rural 
community. New Geographies in East Anglia mobilized residents 
to create a new map of the area, creating a different, strange 
and complicated representation of this often-stereotyped 
location. Grizedale Arts in the Lake District challenges the 
conventional models of artist residency programs, asking how 
artists might work usefully in a given situation and why a rural 
community should care about contemporary art. Together 
these different curatorial strategies expand the possibilities for 
contemporary art in rural places and contribute to alternative 
understandings of the countryside. 

Crumbling Plaster: The Failure of Art History as a Social Science
Rachel Hooper, Savannah College of Art and Design

Recent scholarship on the use of plaster casts to teach art 
history has noted the extent to which the three-dimensional 
reproductions facilitated the transnational development of a 
canon of Ancient sculptures in the 19th century. In the United 
States, the physical heft of plaster casts and their presumed 
faithfulness to archaeological finds convinced a group of 
intellectuals and philanthropists that the sculptures could 
affect viewers’ lives and manifest social change. The American 
Social Science Association art committee, led by the arts patron 
Charles Callahan Perkins, funded the creation of cast collections 
at Yale, the MFA Boston, and Massachusetts Public Schools 
around 1870 with the idea that direct encounters with beauty 
of ancient sculptures would improve social conditions. Perkins 
believed that plaster casts would be “the lever with which to 
move the American world.” Based on extensive archival research 
into the construction of the ASSA collections, I argue that the 
materiality of the casts—their durability, fine detail, and pristine 
whiteness—were fundamental to their perceived power. I trace 
the importance of ASSA collections in the founding of art history 
professorships at Yale and Harvard and the subsequent disdain 
these art historians had for plaster casts. Where the ASSA 
envisioned a broad impact for their collections, art historians 
believed the casts diminished their students’ ability to discern 
beauty and distinguish truth from fiction. In the end, the art 
historians’ opinions would prove persuasive and the ASSA’s 
carefully curated collections were relegated to storage rooms or 
deaccessioned from museum collections. 

Art or Artifacts? Recreating the Collection of the Byrdcliffe Library
Erica Obey, Independent Scholar

Proponents of the Arts and Crafts movement, such as Ralph 
and Jane Whitehead who founded the Byrdcliffe Colony in 
Woodstock, New York, emphasized life as lived art, eschewing 
anything “that is not useful or beautiful.” In that spirit, 
they assembled a library that included practical items like 
catalogues of ceramic glazes side by side with volumes of 
rare aesthetic value, including several Kelmscott editions. This 
paper examines the multiple pedagogical functions of such a 
library, which at once serves as a compendium of intellectual 
and practical knowledge and a collection of beautiful objects 
as examples for their art students. This multiplicity of function 
persists when one moves from the notion of study as teaching 
and learning to that of study as scholarship. Byrdcliffe’s library 
no longer exists. However, its catalogue does, which means 
that, unlike conventional art collections, it can be reconstructed 
both in terms of its intellectual content, as well as by tracking 
down the actual volumes that were dispersed. In pursuing this 
project as both a private collector and a scholar interested 
in Byrdcliffe, I quickly discovered that the more mundane 
items, such as the glaze catalogues, are far more difficult to 
locate than the fine editions. This paradox suggests that the 
library can become a revolutionary medium that invites both 
students and scholars to reconsider how the academy routinely 
privileges certain kinds of knowledge in much the same way 
Gombrich’s frame privileges art over mere artifacts. 
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Trojan Horses in the Chinese Countryside: The Bishan Commune 
and the Practice of Socially Engaged Art in Rural China
Mai Corlin, University of Copenhagen

The vantage point of this paper is the Bishan Commune, a 
long-term socially engaged utopian art project initiated under 
the rural reconstruction umbrella in the Chinese countryside. 
In 2010, Chinese artist, editor, and curator Ou Ning drafted a 
notebook entitled How to Start Your Own Utopia. The notebook 
presents research into micro-nations around the world as 
well as drafts and ideas for an alternative community in rural 
China; a utopian ideal of another way of life based on the 
Russian anarchist Peter Kropotkin’s idea of mutual aid. In 2011 
the commune was established in Bishan Village in rural Anhui 
Province. This paper examines how artists and intellectuals 
brought utopian imaginaries of the future to a countryside 
perceived to be in crisis. What were the imaginaries that they 
carried with them, and what happened to these art projects 
when they left the confines of the art space and ventured into 
the fabric of rural society? I explore the Bishan Commune as a 
Trojan Horse in the sense evoked by Lucy Lippard, who called 
the Trojan Horse the first activist artwork. This concept creates 
a platform from which to understand the Bishan Commune 
and its subversive, dialectical power in the village. The arrival 
of urban artists was accompanied by conflicting visions of the 
future and of how Chinese society should best be organized, 
and I explore the Bishan Commune as an example of what 
happens when urban artists practice in the face of power and 
people in rural China. 

Thou Shalt Not Copy—or Should You? Copyright and 
Its Enemies in Contemporary Visual Arts
American Society for Aesthetics
Chair: Tiziana Andina, University of Turin

In mid-March 2018, the art world was taken by storm when H&M 
announced a legal dispute with artist Jason “REVOK” Williams. 
H&M’s legal action was a response to a cease-and-desist letter 
that REVOK’s lawyers had sent to the legal representative of the 
Swedish clothing company. REVOK filed a lawsuit against H&M for 
copyright infringement. The brand, in effect, appropriated in recent 
advertising campaign one of the most iconic of REVOK’s graffiti, 
illegally painted on a wall of the William Sheridan Playground 
handball court in Williamsburg, Brooklyn. H&M said that, as in their 
view the protection of intellectual property does not extend to the 
illegal, “Mr. Williams has no copyright rights to assert.” This claim in 
turn generated a vigorous reaction in public opinion. REVOK’s case 
is just the most recent high-profile case raising questions about the 
protection of an artist’s rights in today’s globalized world. This panel 
explores recent philosophical complications in intellectual property 
regulations with a focus on contemporary practices of visual art. 
Spontaneous practices of art in the public domain such as street art 
and graffiti as well as recent trends in conceptual and installation 
art call for a new reassessment of core notions at the core of 
copyright laws. The intricacies of the subject under consideration 
exceed disciplinary boundaries; this panel wants to stimulate an 
interdisciplinary dialogue and approach, which can bring together 
art historians, philosophers of art, and legal scholars interested in 
the intersection between art, aesthetics, and law.

The Politics of Attraction in Rural Art Projects in Japan
Justin Jesty, University of Washington

Using the Echigo Tsumari Art Triennale (ETAT) as a case study, 
this paper illustrates how rural location and depopulation 
create unique spatial politics. In Europe and the United States, 
critical discourse usually assumes intense competition over 
space, which demands agonistic modes of contestation. While 
Japan’s rural depopulation stems from similar market forces, 
it manifests as negative pressure in rural locales: people 
are pulled away and cultures are pulled apart. I argue that 
this is one reason why generating attraction becomes more 
important than establishing critical positionality for artists 
and organizers in rural Japan. Related to this, I investigate 
the concept and practice of hospitality (omotenashi). The 
mostly elderly locals who support the festival have adopted 
hospitality as a key term to structure their involvement. While 
omotenashi is well established in the hospitality industry 
and local tourism campaigns, I argue that its presence in 
ETAT is different because of the art festival itself: when 
locals welcome visitors, it is to a hybrid situation that they 
do not claim a privileged connection to. Further, hospitality 
preserves the idea of performance and staging. It foregrounds 
inequality and enables different modes of investment to 
mingle despite their differences. I argue that these features 
provide a counterweight to discourses that hang on notions 
of authentic interaction, spontaneity, and idealized equality 
to support their claims of aesthetic value. Finally, I raise the 
question of whether and how the affective labor that attraction 
and hospitality require is being adequately valued and 
compensated in the context of rural art initiatives. 

Strangers with Cameras: Mediating Difference, Division, and 
Distrust in Appalshop’s Rural Placemaking Projects
Noni Brynjolson, University of California, San Diego

In 1967, Canadian filmmaker Hugh O’Connor was shot and 
killed by a rural landowner in Letcher County, Kentucky, while 
filming a documentary about poverty in Appalachia. Angered 
by outsiders’ depictions of the region’s inhabitants as poor and 
helpless, Hobart Ison attacked O’Connor as he was leaving 
his property. The incident raised questions about exploitative 
representations of poverty and signaled the rural community’s 
growing distrust toward outsiders. The region was targeted by 
Johnson’s War on Poverty in the 1960s, and many artists and 
filmmakers traveled there seeking to support revitalization 
efforts. Looking back at the murder of O’Connor in 2000, 
filmmaker Elizabeth Barret sought to explore the incident in 
relation to depictions of rural poverty. Her film, Stranger With 
A Camera, was produced in collaboration with Appalshop, 
a rural media, arts, and education center founded in 1969 
as a way to push back against outsiders’ representations of 
the region. Appalshop, now celebrating its 50th anniversary, 
supports rural-urban cultural exchanges as a form of creative 
placemaking in Letcher County. This paper looks at Barret’s 
film and other community-based productions at Appalshop, at 
a moment characterized by stark divides between urban and 
rural places. Letcher County exemplifies many aspects of white 
rural poverty in the United States, and the majority of residents 
voted to elect Trump in 2016. This paper asks: how do rural 
placemaking projects deal with issues of representation? And 
given the distrust of so-called cultural elites, what alternatives 
can a media center like Appalshop offer to rural communities? 
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Aesthetic Judgment in Copyright Law
Brian Soucek

Aesthetic judgment pervades copyright law: from decisions 
about what counts as substantial similarly and its distinction 
between the aesthetic and the useful, to its moral rights 
protections for visual art “of recognized stature” and the 
four prongs of the fair use test. Yet almost no one thinks the 
government should decide what counts as art or what has 
aesthetic value. As Justice Holmes wrote in 1903, “It would 
be a dangerous undertaking for persons trained only to the 
law to constitute themselves final judges of the worth of 
pictorial illustrations.” After showing how aesthetic judgment 
in copyright is far more pervasive and unavoidable than most 
have recognized, this paper examines the reasons generally 
offered for why aesthetic judgment in law is problematic. 
Dismissing most of them, this paper instead roots worries 
about aesthetic judgment in the First Amendment’s prohibition 
of government-imposed aesthetic orthodoxy. This means that 
copyright law cannot prevent people from expressing their 
own aesthetic judgments, but it (largely) doesn’t mean that 
the government cannot subsidize its own favored aesthetics. 
The questions thus become: When does copyright shut down 
expression instead of incentivizing it?; and, insofar as it’s doing 
the latter, What substantive aesthetic judgments do we want 
copyright law to promote—and what role should artists and 
philosophers of art play in deciding this? 

Tracing Islam through Artistic and Cultural Practices

Intellectual Diversity and Acceptance of Thought in Premodern 
India: The Case of Akbar’s Atelier
Sadia Kamran, University of Punjab

The transculturation that happened in 16th-century India is 
best exemplified at the Mughal emperor Akbar’s atelier, which 
comprised one hundred artists, responsible for the highly 
praised miniature paintings from the illustrated manuscripts 
of Ḥamzanāma, Akbarnāma, Baburnāma and Razmnāma, 
etc. These paintings are admired for the stylization and 
abstraction of form, handling of space within the picture 
plane, iconography, color palette, or simply for giving new 
life and meaning to the stories that they illustrated. These 
very qualities make them exemplary; worthy of duplication in 
order to learn the technique as well as the sensibilities of the 
traditional Mughal miniature. Unfortunately, the popular art 
history narrative and pedagogy ignore the intellectual diversity 
and the acceptance of each others ideals of aesthetics that 
were rooted in various belief systems these artists belonged 
to, be it Islamic, Hindu or Jain. Today, these paintings are 
celebrated under the title of “Islamic art,” but the tolerance for 
various epistemological streams that they exhibit is profoundly 
disregarded. While using the premodern methodologies of 
research that allow the historical texts to be used as primary 
sources, the study revisits some of these paintings to identify 
the symbols that come from varied aesthetic traditions. It 
also considers the then prevailing mindset; the supremacy of 
knowledge and the respect for humanity as the crux of Akbar’s 
era that enabled him to lead the largest Islamic Empire of 
premodern India and links the lack of this ideology and tolerance 
with the mounting tension in the contemporary South Asia. 

Trespassing the Law: From Vandalism to Art
Gianmaria Ajani, University of Turin; Andrea Baldini

The H&M legal feud with graffiti artist REVOK comes after 
prominent street-art-related case involving 5Pointz. Originally 
a warehouse in Queens, since the 1970s this space has been 
a favorite of writers and street artists. Hundreds of them left 
their marks on 5Pointz’s wall. This in turn transformed the 
location into an “open air museum” of graffiti and street art. 
When the landlord finally painted over all the murals without 
permission from the artists, a federal judge ordered him to pay 
the 21 wronged artists $6.75 million in damages. Many have 
welcomed this new trend in legal disputes about street art 
and graffiti as a sign of an emerging recognition of the value 
of these practices. Until now largely dismissed as a juvenile 
form of vandalism, now they seem to have entered the domain 
of art. In line with this evolving sensibility, Enrico Bonadio 
(2017) has argued that, de jure, current norms of copyright are 
applicable to controversies of street art and graffiti, even when 
we are dealing with illegal works. In this paper, we review the 
legal aspects of the application of intellectual property law 
to street art and graffiti. Then we examine the philosophical 
foundation of the desire to extend copyright to the domain of 
street art and graffiti. We then pay particular attention to the 
implications of this legal trend by discussing the risks of this 
legal turn, which may very well reshape the core values that, 
so far, have animated these practices. 

Performative Law. The Function of Legal Rules in the Creation of 
the Artistic Object
Angela Condello; Maurizio Ferraris

REVOK v. H&M shows how legal language plays a crucial 
function in the definition of the artistic object. The case is 
particularly interesting because it concerns the infringement 
of a legal rule and the possibility of considering the object of 
the infringement as an artistic object. The case seems to be 
a conundrum of questions typical of criminal law, copyright 
law, philosophy of art and legal philosophy and deals with the 
performative function of law (and of similar and precedent 
cases) in the construction of the artwork. The paper consists 
of an analysis of these questions and of a philosophical inquiry 
into the function of the masterpiece in the definition of a new 
artistic genre—even if illegal. 

Risk and Mission
Darren Hick

In their 2014 Issues Report to CAA (forming the foundation 
of the CAA’s 2015 Code of Best Practices for Fair Use in the 
Visual Arts), Patricia Aufderheide and Peter Jaszi propose: (1) 
that visual art professionals overestimate the risk of employing 
fair use in their work; (2) that this reflects a widespread and 
unfortunate “permissions culture”; (3) that these can “sabotage 
mission,” putting unwarranted limits on artistic freedom; and 
(4) that the flexibility of the fair use doctrine is its strength. In 
this paper, I refute each of these claims, arguing (1) that artists 
and others looking to depend on a fair use defense should be 
very wary indeed; (2) that the notion of a “permissions culture” 
is at best hyperbole; (3) that there is nothing unwarranted 
about limits to artistic freedom; and (4) that the flexibility of the 
fair use doctrine makes it impossible to know whether some 
use is fair (and thus legal) without all the fun and expense of 
a trial—something that can hardly be called a strength of the 
doctrine. Happily, I note, the actual Code produced by CAA 
seems to ignore Aufderheide and Jaszi’s findings. 
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Netherlandish Print Images of Muslims That Made Their Way to 
New Spain: A Transcultural Tale
Carolyn Van Wingerden

Around 1698, a viceregal court artist in New Spain named 
Juan González completed a six-leaf folding screen, or biombo, 
that he made using oil paint and mother-of-pearl on canvas 
and panel. What sets this biombo apart from others made in 
New Spain around this time is the subject matter. It is evident 
that González based his imagery on a print series by the 
17th-century Dutch artist Romeyn de Hooghe that features a 
European defeat of the Ottoman Turks at the Battle of Vienna 
in September 1683. Johann van Ghelen published de Hooghe’s 
images in Brussels in 1684 in an account titled Relation 
succincte et véritable de tout ce qui s’est passé pendant 
le siège de Vienne, or Brief and true account of all that 
happened during the siege of Vienna. This paper considers 
how Netherlandish images of Muslims shift when reinterpreted 
by an artist working in colonial New Spain. It will further 
contemplate how the medium of the biombo reimagines de 
Hooghe’s original etched images and what can be learned 
about early modern transcultural circulation and appropriation 
of imagery. 

Trans Representations: Intersectional Gender Identities 
in Contemporary Art and Visual Culture
Chair: Ace Lehner, University of California, Santa Cruz

This session brings together work made by trans and gender-
nonconforming artists and visual culture producers across a 
variety of media and approaches. Mainstream representations of 
trans people may shift over time, but they primarily demonstrate 
which trans constituencies are impermissible, narrowly present 
acceptable ways of being trans, and sideline the majority of 
actual trans experiences. In North American and European 
contexts, for instance, mainstream culture regularly forward trans 
representations that reflect dominant cultural ideals embracing 
cis-normative, heteropatriarchal, and white-supremacist ideologies. 
Because of this reductive trend in mainstream culture trans, and 
gender-nonconforming self-representations play a vital role in the 
negotiation of identity formations. Trans representations as a field 
confound how we have come to think of gender binary and fixed), 
representations (fixed stand-ins for the person imaged) and identity 
constituencies (essentialized and static). When trans and gender-
nonconforming people self-represent new ways to conceptualize 
identity, gender and representation emerge. Drawing together 
a diversity of scholarly and artistic methods to explore in depth 
nuanced practices interrogating trans and gender-nonconforming 
experiences this panel considers the complexity of trans and 
gender-nonconforming representation today. This panel reveals 
that there are a plethora of ways of being trans and gender-
nonconforming, that gender is a malleable matrix, intersecting with 
racialization, class and various other identity categories. Bringing 
together a diversity of representations and approaches, this panel 
seeks to engage the shared commonalities and various specificities 
of trans and gender-nonconforming self-images and politics across 
media geography, gender, class, and racialization.

The Caliph and the Bathing Beauties of the Umayyad Palace of 
Qusayr ‘Amra: Power and the Feminine in Early Islam
Heba Mostafa, University of Toronto

The Umayyad palace/bathhouse of Qusayr ‘Amra (742–43 CE) 
is an enigmatic site with an idiosyncratic decorative program, 
one that has gripped the imagination of Islamic art historians 
since its discovery at the end of the 19th century. Interest was 
piqued by its frescoes of nude bathing women, which challenged 
conceptions of Islam as a culture averse to depictions of 
nudity. While some of these nudes are identifiable as classical 
goddesses/beings, others await secure identification. Arguably 
the most significant is the largest nude, depicted bathing in a 
palace setting, and often referred to as “the giantess” due to her 
scale. Taking up an entire third of the northwestern wall of the 
palace, she is set diagonally across from a fresco of a reclining 
figure, identified as the caliph al-Walid II, while flanking the 
famous Six Kings Fresco, which depicts the six kings of antiquity 
paying homage to the caliph. Aided by the recent cleaning of the 
frescoes, alongside epistemological shifts in the field of early 
Islamic history, and through an examination of Arabic literary 
traditions of enthronement at the Umayyad court, this paper 
reinterprets the bathing beauty within its pictorial, historical, 
and political contexts. It also questions how aesthetic scrutiny 
of the bathing nudes of Qusayr ‘Amra in scholarly literature, 
which focused upon an assumed reciprocity between femininity 
and sexuality in early Islam, obfuscated historical identities and 
hindered an understanding of the history of women within the 
Umayyad court. 

The Great al-Umari Mosque, Beirut: A Symbol of Urban 
Renovation
May Farhat, Holy Spirit University, Kaslik, Lebanon

The Great al-Umari mosque, a converted triple-aisled 12th-
century Crusader church, has served as Beirut’s primary 
religious locus of the Muslim community since the Mamluk 
reconquest of the city in the late 13th century. Located today in 
the center of Beirut, it is the only standing witness to the city’s 
medieval past, which has been systemically erased during 
the radical urban reshaping of the early 20th century, the 
destructive civil war (1975–90), and the postwar reconstruction 
campaigns. Starting with an analysis of the late Ottoman 
mosque, this study examines the structure’s urban reframing 
and architectural reinvention as a result of the reconstructions 
of Beirut’s downtown in the colonial, postcolonial and 
neoliberal periods. During the first major reshaping of Beirut’s 
historic center under the French Mandate (1920–24), wide 
gallery-lined avenues replaced the existing urban fabric, 
integrating the mosque to the new street pattern with a neo-
Mauresque style gate that defined the colonial style favored 
by the French. More recently, the postwar rehabilitation of the 
mosque by Solidere, the joint stock Lebanese Company for 
the Development and Reconstruction of Central Beirut District 
responsible for Beirut’s postwar reconstruction, refitted the 
mosque into the new urban scheme it devised, under the 
motto of “Beirut, an ancient city for the future.” This paper is 
an exploration of these radical interventions, and the process 
of contestation, opposition and negotiation they provoked, 
bringing to light the complex nexus of urban actors, religious 
authorities, architects, and investors that shaped religions 
space in modern and postmodern Beirut. 
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Trans Representations: Non-Binary Visual Theory in 
Contemporary Art
Ace Lehner, University of California, Santa Cruz

Over the last few years, there has been a proliferation of trans 
representations in art and visual culture. However, there has 
been very little in the way of visual studies and art historical 
research attending to trans and non-binary artists and their 
self-representations. Since becoming a scholarly field in 
the 1990s, trans studies has done much to theorize trans 
identities via sociological, psychological, anthropological and 
autobiographically methods. But, it too has yet to thoroughly 
attend to trans visual culture. Building on methods established 
by both visual studies and trans studies, this paper investigates 
contemporary self-representations of trans image producers. 
The assessment of trans visual culture facilitates rich and 
complex new methods for apprehending not only images of 
difference, but photography and contemporary art. This paper 
sketches a brief history of trans representations, delves into 
how matrices of gender and racialization are affixed to bodies 
via the visual encounter and probes shifts that are transpiring 
in contemporary art and photography due to the advent of 
trans selfies. Finally, this paper urges us to continuously 
develop new interdisciplinary methods for assessing 
representational art, reflective of the de-essentialist, non-
binary methods mobilized by trans self-image makers. 

Transnationalism and Sculpture in the Long 19th 
Century (ca. 1785–1915)
Association of Historians of 19th-Century Art
Chairs: Roberto Ferrari, Columbia University; Tomas Macsotay, 
Universitat Pompeu Fabra

The history of 19th-century art is frequently presented as the 
product of revolutions and sociopolitical changes. The Zeitgeist for 
nationalism and imperial expansion generated by these historic 
events inevitably fostered interest in national schools of art criticism 
and artistic practice. But rising interest in global studies has led to 
more and more evidence of the transnational as a major impact on 
artistic practice of the 19th century, specifically in association with 
the creation and dissemination of narratives of national identity, and 
the interests of economic and colonial expansion. The transnational 
is defined as crossing national boundaries, but for this session 
transnationalism also refers to culturally blended nexuses of artistic 
creativity and engagement during the century. Evidence of this 
artistic practice is arguably best evident in the creation and display 
of sculpture, particularly public sculpture because it requires large 
studios with teams of workers to create, and it occupies spaces 
that force an encounter with the viewer. This session explores 
transnationalism and sculpture in the long 19th century, with topics 
including: sculptors’ studios in Rome dominated by Americans 
and Europeans, and their practiciens and pupils from other 
nation-states; monuments incorporating multi-cultural imagery; 
public statues of monarchs made by local artists in the colonies, 
potentially inscribed by the politics and hierarchies thereof; and 
the commingling of sculpture made by native and foreign artists at 
academies and international exhibitions.

Intersectional Liminality in Raafat Hattab’s Ho(u)ria (2010)
Sascha Crasnow, University of Michigan

For LGBTQ individuals in Palestine, issues of gender and 
sexuality are inherently intertwined with their positions as 
individuals living under occupation. This is perhaps most 
notably visible through the eliding of Israel’s human rights 
abuses against Palestinians by Brand Israel (the primary pro-
Israel propaganda project) through a portrayal of Israel as the 
singular gay-friendly, culturally progressive Middle Eastern 
country—a practice that has been termed “pinkwashing.” 
Palestinians living within the state of Israel who identify as 
queer may feel caught between societies into which they do 
not fit: Israeli society, where they are an outcast because of 
their Palestiniannness, and Palestinian society, where they are 
an outcast because of their gender expression or sexuality. 
This leaves some individuals in a state of two-fold liminality. 
In this paper, I utilize this notion of liminality as relates 
to the trans* experience discussed by Diane Dentice and 
Michelle Dietert to examine Ho(u)ria (2010), a video work by 
genderqueer Palestinian artist Raafat Hattab. Haatab’s video 
alternates between three scenes: a mermaid (Hattab) on the 
beach, Hattab’s aunt telling the story of her family’s expulsion 
from their homes during the Nakba (Arabic for “catastrophe” 
referring to the formation of Israel and expulsion of hundreds 
of thousands of Palestinians), and Hattab getting a tattoo of 
Arabic calligraphy on his chest. While on the surface appearing 
disparate, these three scenes all speak to the intrinsically 
interwoven nature of liminality and the persistent struggle for 
liberation, as embodied by the work’s title—houria, meaning 
mermaid, and horia, meaning freedom. 

T4T: Adoration and Resistance in Photographs by and for the 
Trans Community
Jordan Reznick, University of California, Santa Cruz

This paper considers the role of contemporary trans 
photographers in representing the trans community. The 
photographic portrait, as a form that is often both aspirational 
and filial, reflects the hope that we might be seen for who we 
are and who we hope to become—reflections that are also 
central forming one’s gender identity and maintaining it against 
the standards of mainstream society. The trans-on-trans gaze 
of the camera thus has the potential to subvert the usual power 
relations between photographer and subject by acting as a 
gaze of adoration and liberation. However, as the mainstream 
media and art world become increasingly trans-curious, the 
role of the trans photographer becomes more complicated. 
On the one hand, they play a vital role in representing the 
complexity of trans experiences, but on the other hand they 
risk having their images consumed either as “freaks of nature” 
spectacles or as bids for heteronormative acceptance. Looking 
to traditions of flagging, revolt, and queer photography, I 
consider how trans photographers work to maintain radical 
anti-assimilationist politics. I consider the photographs by 
Shoog McDaniels, Zenele Muholi, Catherine Opie, Ren Hang, 
Hal Fisher, and Nan Goldin, as well as my own images in order 
to define the queer gaze and enumerate the many ways that 
we signal to each other our refusals to conform even as our 
images circulate widely. 
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Hébert’s Monument to Queen Victoria on Parliamentary Hill, 
Ottawa: Transnationalism and the Ideology of Empire-Building in 
Canadian Sculpture
Joan DelPlato, Bard College at Simons Rock

Despite its seemingly straightforward message honoring 
Queen Victoria, Louis-Philippe Hébert’s (1850–1917) bronze 
monument located on the grounds of the Canadian capital 
is complex—structurally, iconographically, and ideologically. 
Approved by the Canadian government in 1897 as a monument 
to the queen on her diamond jubilee, it was extravagant 
in material, size, and cost. Visually, the portrait of Victoria 
interacts with a figure personifying Canada and a lion, 
respectively symbolizing peace and power. Implications of 
the sculpture as transnational, though, can be seen in several 
ways: the conflicting political goals of England and its Canadian 
dominion are avoided, while on the monument her people 
are “free and grateful;” there were debates on the proximity 
of the monarch’s effigy near Parliament, symbol of their own 
self-rule. Entrenched with the sculpture’s history are also rifts 
in the ethnic identities of upper (British) and lower (French) 
Canada, including the process of granting the commission 
to a French-Canadian sculptor, and contemporaneous press 
responses to the work. The work’s transnationalism was further 
evident when the world-renowned Hébert made preparatory 
trips to Europe and had the sculpture forged in Belgium. Its 
unveiling in 1901, following the queen’s death, served as both 
a funerary commemoration and photojournalistic backdrop to 
a highly charged event honoring Canadian military veterans 
who had fought thousands of miles away serving Britain’s 
colonial agenda in the bloody Boer War. In comparison to 
other public sculptures of the queen, how was this sculpture 
used to suggest ideals for Canada’s unique place within the 
transnational British Empire? 

Sculpting beyond Borders: Andrew O’Connor’s Cosmopolitanism 
in the Age of Rodin
Clarisse Fava-Piz, University of Pittsburgh

In 1906, Irish-American sculptor Andrew O’Connor 
(1874–1941) transformed a monument to the revolutionary 
hero, Commodore John Barry, into an enormous, complex 
representation of the Irish diaspora. Designed in Paris, and 
destined for Washington, DC, the project was eventually 
rejected by its Irish-American sponsor. O’Connor’s failed 
monument demonstrates the tensions between the 
transnational artistic system of the French Salons and the 
enduring pull of national affiliation and patronage. While the 
Salons functioned as an artistic ecosystem in which sculptors 
from many nations appropriated, circulated, and transformed 
sculptural motifs, these same sculptors also depended on 
networks that reconnected them with their home countries. 
Sculptors from the United States and Latin America typically 
maintained these connections during their time in Paris. In 
contrast, O’Connor was a truly cosmopolitan figure who moved 
between France, the United States, England, and Ireland. 
The son of Irish immigrants, O’Connor did not identify as an 
American artist, but rather lived in a perpetual state of self-
imposed exile. His own mobility and refusal to conform to any 
national identity resonate with the themes of displacement 
and victimhood explored in his works. Through the lens of the 
Commodore Barry monument, this paper explores both the 
dynamic potential and the stresses of the transnational artistic 
system at the turn of the century. 

Figuring Union: Horatio Greenough, Luigi Persico, and Monumental 
Sculpture for the East Front of the United States Capitol
Julia Sienkewicz, Roanoke College

For a century, Horatio Greenough’s (1805–1852) monumental 
sculpture The Rescue Group (1837–1850) and Luigi Persico’s 
(1791–1860) The Discovery of America (1837–1844) dominated 
the East Front of the United States Capitol. From their positions 
on the staircase cheek blocks, these sculptures witnessed 
Abraham Lincoln’s inauguration and accompanied many other 
acts of statecraft, before their removal. Vivien Green Fryd’s 
research solidified the significant, if controversial, position 
of these works within the canon of American art. Yet, their 
transnational history, including the transatlantic resonance of 
the Native American figures, has received little exploration and 
less theorization. Though commissioned to celebrate federal 
ideals, the statues are international in context. Greenough—the 
self-proclaimed “Yankee stonecutter”—was a Massachusetts 
native. But, as a long-term resident of Florence, Italy, he 
produced a sculptural group with strong ties to contemporary 
Florentine art. Trained by Lorenzo Bartolini (1777–1850), relying 
on Italian craftsmen at Carrara and within his studio, and 
engaging with a multinational community of artists and critics, 
Greenough designed and theorized his sculptural group in a 
manifestly international context. Persico, meanwhile, was a 
native of Naples, who had been trained in Italy, before seeking 
to build his career in the United States. In this paper, I interpret 
these statues, and the racialized interactions they represent, 
at the juncture of growing American disunion (Greenough’s 
term) and the burgeoning Italian unification movement—
the Risorgimento. I ask: can we see these sculptures as 
Neapolitan, Florentine, Southern, and/or Northern—and, if so, 
what changes about their “Americanness”? 

Transnational Exchange from Münster to Austin: Elisabet Ney, 
Sculptor
Caterina Pierre, Kingsborough Community College, City University 
of New York 

While the transnational experience of many artists during the 
19th century was an exchange between New York and Paris, 
some extraordinary and successful artists could be found in 
very different cities. The German-born sculptor Elisabet Ney 
(1833–1907), after leaving her native Münster, spent much of 
her career in Austin, Texas, where she was commissioned to 
create portrait busts and full-scale figures of some of the era’s 
most prominent political figures. Ney was the first woman artist 
to attend the all-male Munich Academy of Art, and after her 
move to the United States, produced images of many important 
contemporaries, most famously Giuseppe Garibaldi, Otto von 
Bismarck, Sam Houston and Stephen F. Austin. In this paper, I 
discuss Ney’s transatlantic experience and the ways in which it 
both had affinities with, and differed from, that of other women 
artists working during the second half of the 19th century. Her 
final major work, a marble gisant tomb sculpture of Albert 
Sidney Johnston, located at the Texas State Cemetery in Austin, 
will serve as an example of a transnational sculptor working on 
a controversial political commission in their adopted country. 
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The Militant “Elsewhere”
Faye Gleisser, Indiana University

This paper argues that the construction of the “elsewhere” 
operates as an oppressive mythology central to US art and 
politics, and was—and continues to be—deployed to justify 
state-sanctioned violence, while delegitimizing counter-
resistance situated as outside threats contaminating the 
country. When, for example, a 1970 special issue of the Leftist 
magazine, Scanlan’s Monthly, titled “Guerrilla Warfare in the 
USA,” was suppressed, editor Warren Hinckle explained its 
censorship as the result of guerrilla war [being] psychologically 
in the “It can’t happen here” category for America. Flying 
in the face of all who deemed guerrilla action a foreign 
event, however, the issue tracked the emergent homegrown 
phenomenon of militancy that had been developing since 
the 1960s. At this same time, Black Americans rebelling in 
response to police brutality in Newark and Detroit were named 
participants in “open guerrilla warfare,” a rhetorical device that 
security personnel used to justify treating American citizens 
and cities as foreign war zones. I situate artists’ deployment 
of guerrilla tactics in the 1970s—Adrian Piper’s Mythic Being, 
Guerrilla Art Action Group’s MoMA Bloodbath, and Asco’s 
media hoaxes—within the larger domestication of militancy 
to analyze how their work, to varying ends, negotiates the 
weaponization of the elsewhere as a mechanism of control 
and containment in the US. In so doing, I contend that their 
work can be understood as a negotiation of symbolic spaces of 
“inside” and “outside” that codified boundaries of America and 
its “elsewheres.” 

Cultivated Failure: Martin Kersels and the Performative Politics 
of Falling
Joseph Salyer, University of Wisconsin-Madison

Everyone falls. In fact, everything might fall, depending on the 
temporal scale. But what does it mean for a white male artist 
to represent himself falling? This paper analyzes latent and 
manifest ideological meanings within a photographic archive of 
white male gestures of falling. I identify a pattern of what I call 
cultivated failure as a practice and a trope in contemporary art, 
and I argue that white male contemporary artist Martin Kersels 
performs a cultivated failure that interrogates masculinity and 
throws whiteness into relief. His work questions the need for 
a stable masculinity by rendering the artist tentatively falling, 
failing, or floating, and develops a visual counter-argument 
for how a gendered body should function. Actively resisting a 
hegemonic white masculinity, these disruptive gestures provide 
representational tactics to counter the visual mythologies of 
straight white male dominance in cultural production. However, 
while the individual gestures perform a collapse, suspension, 
or failure of straight white masculinity, patriarchal and white 
supremacist institutions remain standing. Still, I argue that 
these photographs attempt a visual rupture of masculine ideals 
of stability by exposing repetitive gendered acts in a moment 
of collapse, and challenge dominant notions of how men allow 
(or disallow) themselves to perform. Ultimately, I argue that 
Kersels uses his privilege to perform a self-reflexive exhaustion, 
emptiness, and failure in late 20th-century mythologies of white 
masculinity—but provide the possibility of ethical performative 
interventions in the form of what I call cultivated failures, the 
pause, and the reorientation drive. 

Troubling Inheritances: Reworking Cultural 
Mythologies
Chairs: Letha Ch’ien, Sonoma State University; Jennifer Shaw, 
Sonoma State University

We all find ourselves in possession of troubling inheritances. 
Conscious and unconscious thought structures, cultural stories, 
myth, religious beliefs, and history shape our understandings of 
the world. Mythic stories structure human experience, but myths 
themselves are not immutable or fixed. Embarking from Roland 
Barthes’ expansive definition of myth, this panel explores the ways 
artists and art historians trouble received ideas as they rework 
myth. Such reworking has taken on new urgency as mythologies 
about sexuality, gender, race and nation are troubled by #MeToo, 
LGBTQ movements, Black Lives Matter, Never Again, DACA, 
Refugees are Welcome Here, etc. are debated and visualized. 
Images potently receive and create cultural mythologies, but 
simultaneously provide a site for active engagement and reworking. 
We are interested in how imagery of oppressive mythologies are 
radically reworked in the realm of visual arts. Examples of such 
profound reworkings include early modern representations of Judith 
and Holofernes, William Blake’s transformations of biblical, eddic 
and mythological stories in the Prophetic Books, Claude Cahun and 
Marcel Moore’s queer reimaginings of classical Greece, or Carrie 
Mae Weems’s Framed by Modernism and Mandingo.

The Question of Karbala: Heroic Imagery and Shi’i Muslim 
Mythologies in Post-1963 Baghdad
Elizabeth Rauh, University of Michigan

Following the 1963 Ba‘ath Party coup d’état and overthrow 
of the Republic of Iraq’s Prime Minister Abd al-Karim 
Qasim, several prominent artists began producing works 
and exhibitions responding to the ensuing oppression and 
massacres of government supporters and Communist Party 
members. While drawing upon common motifs of the heroic 
worker, farmer, and soldier in Republican-era visual culture, 
these artists also began incorporating representations drawn 
from Shi’i Islamic artistic traditions. Particularly, paintings 
and prints by Kadhim Haidar, Rafa Nasiri, Dia Azzawi 
depicted scenes set on the 7th-century Battle of Karbala, a 
catastrophic event in Islamic history that witnessed the Prophet 
Muhammad’s grandson murdered along with his family and 
followers near the Euphrates riverbank in 680 AD. The Battle of 
Karbala is a historic tragedy that over time developed specific 
rituals and visual symbolics central to Shi’i Muslim identity and 
collective memorializing practices, which were suppressed 
by the Ba‘ath Party and eventually outright banned under 
Saddam Hussein. Aware of the powerful mobilizing forces and 
emotional resonances of Shi’i mourning ceremonies, artists 
sought to wield this religious mythology in works ranging from 
heroic martyrs to abstracted desert landscapes to express 
dissent and turmoil at contemporary injustices. With other 
leftist-driven activities, these contemporary images of the 
Battle of Karbala in post-1963 Baghdad took on liberationist 
mythological potential as religious traditions of Iraq’s majority 
Shi’i Muslims were transformed into politically effective and 
creative modes of protest against the new Ba‘ath Party regime. 
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Furniture Designs by Cornelis Zitman: A Forgotten Legacy of 
Venezuelan Mid-Century Modern Design
Jorge Rivas Perez, Denver Art Museum

Born in Leiden, the Netherlands, Cornelis Zitman (1926–2016) 
was perhaps the most influential and prolific Venezuelan 
furniture designer of the 1950s. However, perhaps because of 
his subsequent and very successful career as sculptor, his work 
as furniture designer and entrepreneur has been forgotten for 
more than half a century. Zitman’s designs, produced between 
1947 and 1957, furnished several of the most iconic modern 
buildings in Venezuelan. He belonged to a small but influential 
community of post-World War II European émigré designers, 
architects and visual artists that fled political or religious 
prosecution, wartime hardships, or simply moved to oil-rich 
Venezuela in search of better work and life opportunities. 
The group included individuals such as Gego (1912–1994) 
and Thekla and Sigfried Zielke (b. 1928/ 1929) from Germany; 
Eduardo Gregorio (1923–1974) from Spain; Juan Pedro Posani 
(b. 1931), Vittorio Garatti (b. 1927) and Tecla Tofano (1927–1995) 
from Italy; Gerd Leufert (1914–1998) from Lithuania; and Seka 
Severin de Tudja (1923–2007) from the former Yugoslavia, and 
they, along with local talent, all contributed to the creation and 
development of modern design in Venezuela. In the 1950s, 
the expanding market for domestic goods for the Venezuelan 
middle class offered designers such as Zitman the opportunity 
to test out their ideas about visual expression and modern 
living through a range of objects that very often combined local 
traditions and materials with new methods of manufacture. 

American by Design: Immigrant Cabinetmakers in the Colonial 
Revival, 1900-1940
Erica Lome, University of Delaware

This presentation explores immigrant cabinetmakers 
who operated during the Colonial Revival, a movement 
originating as an effort to enshrine and interpret America’s 
pre-revolutionary period that lasted from the late 19th to the 
early 20th century. Colonial Revival scholarship generally 
focuses on the activities of wealthy, white preservationists, 
curators and antiquarians, as well as the rise of antique 
collecting and connoisseurship. It almost entirely neglects the 
contemporaneous development of the high-end reproduction 
furniture trade, an arena disproportionately filled with skilled 
immigrant craftsmen from Eastern and Southern Europe. 
Following the trail of a handful of these makers active in 
Boston, Hartford, and Baltimore between 1900–1940, this 
presentation considers the ambivalent space they inhabited 
within the movement. These entrepreneurs used their skill 
to gain economic independence and elevate their social 
status, becoming highly regarded experts on America’s design 
heritage along the way. Some found success restoring antiques 
or making singular commissions for wealthy collectors. 
Others scaled up, manufacturing reproductions for the retail 
market and promoting reproductions to consumers of diverse 
social and economic backgrounds. However, the nativism 
that fueled the Colonial Revival’s veneration of Anglo-
American design raises questions about how complicit these 
cabinetmakers were in perpetuating those ideologies through 
their reproductions. Working at the height of anti-immigrant 
sentiment in America, how did these men think of themselves, 
their trade, and the exclusionary vision American heritage they 
reproduced? 

Mythicized Bodies: Interrogating Antiblack Racism through 
Critical Design
Lauren Williams, Art Center College of Design

Myth is a tool preserving power and, by extension, enabling 
or hindering social change. This is especially true with respect 
to anti-Black racism in the US, where racialized fictions shape 
everything from encounters with police to the amount of 
pain medicine delivered by a doctor. Acknowledging these 
expressions of racism requires a fissure in a believer’s faith 
in myth; a questioning of interpersonal or systemic racism’s 
underpinnings and a willingness to receive a different reality. I 
offer two projects that unsettle mythologies enabling anti-Black 
racism in different ways: “Mapping Myths” disputes legitimizing 
myths—many tied to fictitious corporeal qualities—employed 
to justify police killings of Black people in the US “The Social 
Body” questions the qualitative foundations of mythologies 
that govern social change. “Mapping Myths” draws parallels 
between the fabricated scaffolding of constellations and 
the fictions undergirding racialized police brutality. Modeled 
after a planisphere, each star on this map represents a death 
and each constellation represents a mythical justification for 
use of lethal force. “The Social Body,” by contrast, features a 
collection of media centered on a set of speculative medical 
instruments: What tools might a “caregiver” employ to treat 
a systemic “malady” ailing the “social body?” By reimagining 
the intangible, larger-than-life body politic as a human body—a 
living, dying, restorable, permeable form—its ailments, and the 
tools required to treat them, this project interrogates myths 
about the mutability of social systems steeped in racism. 
Together, both projects materially and conceptually challenge 
oppressive, racialized mythologies. 

Twentieth-Century Design and the Immigrant 
Professional in the Americas
Chair: Laura McGuire, University of Hawaii at Manoa

Although the significant American work of European designers 
who fled Nazi Europe for North and Latin America has been long 
recognized by historians, the broader situation of immigrant 
professionals in 20th-century design history remains an area ripe 
for scholarly examination. Histories of design have often focused 
on the heroic successes of émigré designers to the Americas, 
such as members of the Bauhaus, but this historiography has 
hindered a more nuanced understanding of the American immigrant 
experience. This session seeks to complicate and enrich our 
understanding of the roles of immigrant commercial, industrial, 
and decorative designers in the Americas. As newcomers either 
by choice or by force, immigrant professionals faced significant 
obstacles as they sought to adapt to their adopted lands. The 
economic, cultural, and professional challenges they encountered 
shaped the products of North and Latin American design, education, 
and design culture. These papers consider not only designers’ 
professional strategies and successes but also their difficulties 
and failures, and consider the extent to which the search for an 
“American” identity intersected with discrimination and other 
cultural politics in their professional labors. Presentations examine 
lesser-known practitioners, as well as interrogate the works of 
canonical designers from a perspective that highlights their status 
as immigrants.
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Using OERs for Teaching and Research
Chairs: Rebecca Easby, Trinity Washington University; Ian 
McDermott, LaGuardia Community College, City University of  
New York

Sponsored by CAA’s Education Committee, this session will look at 
current issues in the development, integration, and ongoing debate 
on the use of OERs (Open Education Resources) in the teaching of 
studio art, design, and art history. As more institutions consider 
the move toward OERs, Zero (or Reduced) Textbook Cost course 
policies, and funding initiatives that encourage faculty to develop 
open access content, instructors must ask new questions about how 
reliance on these materials might affect both their teaching practice 
and student learning in their classes. Presentations will provide a 
broad overview of this topic from diverse perspectives including 
administrators, content-providers, librarians, students, and faculty 
in art and art history who have experience with OERs. Questions 
might include: What are the advantages and concerns surrounding 
the use of OERs? What materials (online textbooks, MOOCs, archival 
resources) exist and are being used? How are they accessed 
or vetted for quality and academic rigour? How should faculty 
development of OERs be compensated and positioned alongside 
institutional expectations for scholarly activity and publication? 
What evidence exists about their effectiveness, and their promise 
of greater accessibility to meet students’ needs? How might their 
use require or suggest changes in pedagogies of art, art history, 
and other related subjects? How might changes in net neutrality 
impact use of OERs in higher education? Our goal for this session 
is to increase awareness, stimulate discussion, and explore the 
implications of the growing body of OERs available for teaching and 
research in visual arts education.

Terms of Production: Collaborative Frameworks for Open 
Creative Cultures
Suzanne Rackover, Cissie Fu, Emily Carr University of Art + Design

In Fall 2017 the presenters revamped and co-taught a Critical 
Studies course at Emily Carr University of Art + Design 
which aimed to equip third- and fourth-year students across 
art, design, and media practices with a broad conceptual 
foundation to guide their creative choices in relation to the law. 
By exploring the theoretical and legal context of contemporary 
issues related to cultural production and reception, the 
primary objective of this interactive seminar was to build a 
nuanced and sophisticated understanding of how 21st-century 
creative practices interleave with the law. Weekly themes were 
introduced through texts that range from academic journals 
and case law to newspaper articles and documentaries, 
followed by group presentations on relevant cases which 
guide class discussion, with a reassessment and recapitulation 
of operating definitions, principles, and epistemological 
approaches at the end of each seminar. The presenters 
subsequently applied for and received a BCcampus OER 
Creation grant to produce an open textbook for the course. 
Entitled Cultural Production and the Law to match the name of 
the course, this resource will be the first open textbook created 
exclusively by Emily Carr instructors. This presentation will 
outline the challenges and opportunities of transforming the 
content and structure of this course into an open textbook and 
translating the multivocality and multimediality of static and 
dynamic sources to a text-based, online environment. Since 
the author-presenters are both in administrative positions, 
observations of institutional perspectives and barriers to open 
resource adoption and production will close the presentation. 

Immigration and American Design Education: Walther Sobotka’s 
Design Pedagogy and Philosophy in 1940s Pittsburgh
Michelle Jackson-Beckett, Bard Graduate Center, Parsons School of 
Design

This paper discusses the pedagogical legacy of the architect 
and designer Walther Sobotka. Nearly absent from the canon, 
Sobotka contributed to a lesser-known current of immigrant 
influence on 1940s and postwar American design, one that 
supported a future-oriented understanding of industrial design, 
sustainability, and systems thinking that remains significant to 
design practice today. Sobotka fled Nazi Austria in 1938 and 
settled in the United States, where he worked in industrial 
design, architecture, and education for more than thirty 
years, and taught at both the University of Pittsburgh and the 
Carnegie Institute of Technology. Most of the physical evidence 
of Sobotka’s designs are lost, although he designed numerous 
RKO movie theaters, worked for notable figures like Russel 
Wright, and designed US showrooms for Thonet. In revisiting 
Sobotka’s career as a reformer and eventually a radical 
industrial design educator in America, this paper examines 
his concern not only for modern aesthetics in architecture and 
interiors, but also for ways to improve production systems and 
lower the cost of well-made domestic furnishings. An early 
proponent of supply chain mapping and sustainable systems 
thinking, Sobotka’s approach to teaching was to preach the 
“good design” ethos for the home as inherently bound with the 
systems by which it was produced. 

Ladislav Sutnar: A Master in Two Worlds
R. Remington, Rochester Institute of Technology

Ladislav Sutnar (1897–1976) was a recognized and 
accomplished avant-garde designer and teacher in his 
native Czechoslovakia in the 1920s and 1930s. He studied 
architecture, painting and mathematics at the Czech Technical 
University. His early professional creative career was included 
a wide range of design including graphic design, book design, 
toys, textiles and more. In 1939 Sutnar was sent to the United 
States to design the Czech exhibit at the New York World’s 
Fair. Due to the German invasion of his homeland, he was 
unable to return to Czechoslovakia. He remained in the United 
States for the rest of his career. The transition was not easy as 
he had many language and cultural adjustment to make. He 
persevered with a stubborn attitude toward his conservative 
American clients. His heavy accent accent was a challenge. 
However, the power of his unique, creative yet functional design 
results made the difference. In his practice, he became well-
known for his information design graphics for Sweet’s Catalog 
Service. He was also an early pioneer at designing corporate 
identity programs. This presentation will be composed of visual 
examples of how he excelled in many design forms during 
both his Czech years and subsequently bridged to his years in 
the United States. Integrated with this this will be commentary 
on how he met differing challenges in both countries and 
cultures. As was true of many design pioneers from Europe who 
immigrated to the United States, Sutnar contributed in a major 
way to the Modernist movement in America. 
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artists to quickly process and critique these social changes, and to 
intervene into these new realities as they unfolded. As this panel 
will show, video artists engaged crises of the environment and 
mass media (the US), public space (Japan), memory (Latin America), 
and surveillance (Germany). The art history of video has been 
preoccupied by the question of what video is, driven by modernist 
investments in “medium-specificity” or desires to distinguish video 
from other media like film. Such histories offer a geographically 
narrow and linear account of video practices. This panel advances 
a global, pluralist approach to consider how, in times of historical 
crisis, video operated as a flexible set of capacities and ideas that 
tactically adapted to different contexts. This panel thus proposes 
that video, given its widespread adoption, is an ideal lens through 
which to understand art since the 1970s not as a linear story, but 
as a constellation of diversely local, but globally interconnected, 
interventions.

German Video Art in the Age of Algorithms
Ying Sze Pek, Princeton University

This paper explores German artists Harun Farocki and Hito 
Steyerl’s reexamination of the thematic of surveillance that first 
arose in video art in the late 1970s and 80s. Video’s condition 
of “liveness” and its ability to more directly represent reality 
attracted West German artists to the medium in the 1970s and 
80s. However, artists became aware that these very qualities 
put video in the service of state and corporate surveillance. 
In the 2000s and 2010s, artists in Germany returned to these 
questions by considering how digital imaging technologies’ 
automated and predictive functions facilitated new techniques 
of control. Significantly, such artists worked under the 
paradox that algorithmic and computational operations 
are only perceptible to the human eye through simulated 
visual analogues. With his influential notion of “operative/
operational images” (“operative Bilder”), Farocki theorized 
that the instrumental characteristics of electronic images are 
more significant than their visual content. Exploring this idea 
in his installation work, Farocki’s video trilogy Eye/Machine I-III 
(2000–2003) featured footage from self-guided missiles used 
in the first Gulf War, metonymically summoning the symbolic 
world of algorithms through the palpable absence of human 
figures. Following Farocki’s signaling contributions, Steyerl 
drew relays between drone warfare and the Google Maps web 
application in How Not To Be Seen (2013), a droll instructional 
video in “becom[ing] invisible” which foregrounded digital 
postproduction effects. I argue that the artists’ play on the 
disappearance of human subjects and subjectivity constitutes 
a critical moving image vocabulary in the face of what Steyerl 
has termed a “post-representational” visual culture. 

The Ends of Video Utopianism: Crisis and Shock in T. R. Uthco 
and Ant Farm’s The Eternal Frame (1975–76)
Nicholas Croggon, Columbia University

The history of early US video is today dominated by 
conceptual and post-minimalist artists. Almost forgotten is a 
network of video practitioners who, closely connected to the 
counterculture, saw video as a means to adapt to the crises 
of the 1970s, to form a new self and a new global community: 
what Martha Rosler has called video’s “utopian moment.” 
This paper examines a key work in this network’s history: 
The Eternal Frame, a 1975–76 video work by San Francisco 
collectives T.R. Uthco and Ant Farm. This work, which arose 
from the intersection of Bay Area performance practice, 1970s 
experimental architecture, and the image practice of Canadian 

When a Textbook Is Not an Option: Developing and Managing 
OERs for Online Art History Courses
Josh Yavelberg, University of Maryland University College

Open Educational Resources (OERs) have found a surge in higher 
education amid their increasing availability and the pressures 
to reduce the cost of higher education for students. In 2014, 
University of Maryland University College (UMUC) instilled a 
new directive to rely solely on OERs to deliver course content 
throughout all undergraduate courses. As the course chair 
tasked with this transition for the art history courses and through 
independent research, I conducted a reflective case study 
highlighting the theories and expectations of such a transition 
and the trials and tribulations that are encountered through the 
reality of implementing OERs. While at the nexus of theory and 
practical application, many Lessons learned and suggestions for 
future implementation and research are discussed. 

Teaching Asian Art with OERs: From Survey to Seminar
Kristina Kleutghen, Washington University in St. Louis

The growing availability of quality open education resources for 
Asian art has profound implications for the future of teaching in 
the field. Although Asian art OERs still vary widely in reliability, 
innovation, and author expertise, there has been a growing 
commitment to global coverage on the part of museums, 
libraries, and other physical and digital cultural institutions. 
As a result, it is now increasingly possible to prepare and 
teach a range of dynamic Asian art courses with OERs. Using 
these resources in Asian art courses further enables students 
to participate more often in active learning assignments, and 
takes advantage of digital humanities projects to engage 
more deeply with works of art. Consequently, these resources 
promote higher levels of cognitive processing, and encourage 
students to pursue course topics outside the classroom. Based 
on experiences using OERs in a variety of courses on Asian art, 
this paper presents and evaluates several years of experiences 
teaching Asian art at all course levels with ever-growing 
incorporation of high-quality freely available resources. From 
a pan-Asian introductory survey, to multiple lecture courses, 
and even advanced seminars, this paper will present not only 
the instructor’s standpoint, but also the responses of students 
and teaching assistants to these resources as used in course 
preparation, reading assignments, and in-class active learning 
exercises. Ultimately, by utilizing open educational resources 
at least as much as—and often much more than—traditional 
resources, both teaching and learning about Asian art is 
dramatically improved at both the undergraduate and graduate 
levels. 

Video in Times of Global Crisis
Chairs: Carla Macchiavello, Borough of Manhattan Community 
College, City University of New York; Nicholas Croggon, Columbia 
University

In the 1970s and 1980s, artists in the Americas, Europe and 
Japan adopted a new medium: video. Video revolutionized the 
way artists created, exhibited and distributed their work—it was 
cheap, portable, easy to use and, unlike film, had the advantage 
of instant playback. This uptake coincided with a pivotal period in 
world history. In the wake of the revolutionary politics of the 1960s, 
citizens experienced a series of social, economic and political 
crises that cleared the way for a new transnational capitalism 
and new techniques of power. The flexibility of video allowed 
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social contexts, the video works of Oscar Muñoz (Colombia), 
Clemente Padín (Uruguay) and Ernesto Salmerón (Nicaragua) 
foreground the unique features of video to reflect on and 
incorporate such historical erasures by enacting diverse 
modes of aesthetic fragmentation. In this way, all three artists 
intervene in archival memory, positioning the medium of video 
as particularly well suited to exposing and documenting the 
social impact of political crises. 

Visionary Impulses in Utopian Art and Design
Chairs: Rory O’Dea, Parsons School of Design; Sarah Montross, 
Bowdoin College Museum of Art

Utopia envisions a better and often radically different world, 
while simultaneously presenting a powerful form of critique and 
resistance to the existing order of culture, politics and social life. 
Within the last decade, the contemporary art and design world 
has witnessed an intensely renewed interest in such ideas, with 
the emergence of practices that are themselves utopian and that 
take the history of utopia as their subject. While utopia is future-
oriented to the extent that it posits a world not yet realized, it is 
equally invested in the revelation and recreation of an idealized, 
prelapsarian and anti-modern vision of the past. Looking beyond 
the prevailing Marxist and modernist discourses that have largely 
dictated the critical framework of this topic, this panel aims to 
address the anti-modern, transcendental, visionary and apocalyptic 
imaginings of utopia, particularly within the United States since the 
1800s. While this panel focuses on historical and contemporary art 
and design topics, it aims to also filter the problems and promise 
of utopia through the lens of the current sociopolitical climate. 
Topics include: utopian literature, theory and pedagogy; collectivism 
and intentional communities; freed slave communes and social 
reform of the mid-1800s (i.e. Timbuktu, New York, and other 
landed experiments); utopia, psychedelia, and the counter-culture; 
apocalypse and millenarianism in contemporary art; visionary art 
and technology; mysticism and mesmerism; agrarian communes, 
animism and nature cults; mental utopias, consciousness and 
alternative realities; the spiritual and religious foundations to 
utopian practices, past and present.

“If Others Have Seen It as I Have Seen I”: Visuality, Memory, and 
the Domestic in News from Nowhere
Emily Cox, Yale University

In 1890, William Morris penned his final contribution to 
Commonweal, the most significant socialist newspaper in 
fin-de-siècle Britain. News from Nowhere, as his serialized 
novel was called, is distinctive in Morris’s oeuvre, written just 
as the artist was transitioning out of politics and back into 
creative production. The work is strange, as political as it is 
aesthetic, an unlikely marriage of the twin poles of Morris’s 
often contradictory career. In News from Nowhere, Morris 
proposes an alternative future for Britain: a socialist utopia 
whose visual nature is as decorative as the artist’s wallpaper 
designs. Set between the thinly-disguised structures of Morris’s 
Kelmscott and Hammersmith houses, News from Nowhere 
is a novel that presents a journey from home to home. This 
paper takes Morris’s novel as the type of ‘limit case’ described 
by Barthes: “a singular, almost disconcerting text which 
constitutes at once the secret […of a writer’s] creation.” I argue 
that the propagandistic success and political longevity of News 
from Nowhere lies in its deep commitment to the domestic. 
Borrowing from Bachelard’s Poetics of Space, I propose that 

collective Image Bank, comprised a “authentic re-enactment” 
of the 1963 assassination of President John F. Kennedy. The 
scandalous performance took place at a critical moment in 
US history, in which distrust of the government and the mass 
media, galvanized by the revelations of the Pentagon Papers, 
Watergate and domestic spying, had rendered the distinction 
between image and reality radically unclear. The Eternal 
Frame, by returning to the traumatic moment of President 
Kennedy’s assassination, links this moment to a broader 
historical transformation, in which postwar image technologies, 
exemplified by LIFE magazine and television, had elevated 
shock, the archetypal mode of urban experience, to a constant 
condition of domestic life. The Eternal Frame, nuancing our 
understanding of video’s “utopianism”, interrogates how this 
new condition, and the form of self that it produced, might be 
subject to new modes of governance, thus necessitating new 
techniques of resistance. 

Japanese Video and the Problem of Public Space: Video as a 
Discourse Formed in Translation
Nina Horisaki-Christens, Columbia University / Sophia University

In 1970, Osaka hosted Expo ‘70, a collaboration between 
corporations and artists that introduced Japan as a 
technological leader of the post-WWII world order. However, 
artists were dismayed to find crowds pacified not only by 
corporate and state regulation of the fair’s “public” spaces, but 
also by the spectacle of their interactive experimental pavilions. 
As I will show, this led the artists who formed the collective 
Video Hiroba in 1972 to adopt a new approach to space 
through the emerging discourse of “video.” While available 
in Japan from 1967, video was only articulated as a distinct 
medium from the early 1970s. Art historical research has 
attributed this time lag to problems of funding, accessibility, 
and institutional structure, yet the social conditions that shaped 
this term’s use remain unclear. I contend that Video Hiroba’s 
approach to video, and the discourse they helped form, can 
only be fully understood in context: arising in the wake of the 
dramatic development of mass media and media theory in 
1960s Japan, following a decade of public protests that led 
to greater restrictions on public space, and coinciding with 
Japanese architectural debates regarding the hiroba (public 
square). Video Hiroba’s approach imagined spaces addressing 
hyperlocal urban communities while circulating internationally. 
By comparing key members’ pre-collective works with the 
collective’s activities, and focusing on the treatment of 
space and site, I will show not only how but why, within the 
sociopolitical context of 1970s Japan, Video Hiroba chose that 
moment to import and re-articulate the term video. 

Toward Remembering: The Role of Memory in Video Art from 
Latin America
Elena Shtromberg, University of Utah

The emergence of video art throughout distinct periods 
and regions of Latin America during the latter half of the 
20th century often coincided with the installation of military 
regimes and attendant waves of authoritarian violence. Not 
surprisingly, for the past few decades a number of artists 
working with video in Latin America have been engaged with 
the memory and historical impact of military dictatorships and 
political violence. In this paper, I examine the works of three 
artists who address such conflicted histories by focusing on 
their erasures, signaling the instability of memory in the face 
of collective trauma. Originating in response to very different 
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ECOTOPIA: Digital Utopians in the Woods
Ruth Dusseault, Agnes Scott College

Ecotopia is a work of slow-form journalism that explores the 
contemporary back-to-the-land movement through the lens 
of digital utopianism. It is informed by a wave of scholarship 
about the history of the networked society and its ideological 
roots in the postwar countercultural movement, including 
the films of BBC journalist Adam Curtis (All Watched Over by 
Machines of Loving Grace, 2011) and architectural historian 
Felicity Scott (Outlaw Territories, 2017). Media theorist Fred 
Turner (From Counterculture to Cyberculture, 2006) appears in 
the first film The Active Observer (2017), which can be viewed 
through my project page. By circling back around to the same 
geographic and social territory as their 1960s predecessors, 
we find a similar demographic with similar anti-institutional 
leanings. But with the internet, today’s communes are sites 
for peer-to-peer studio-based learning. They use the global 
network to develop educational business models and attract 
students for workshops and residencies. Using small-scale 
technologies and open source design tools, they operate 
remote maker spaces and living laboratories for life after the 
fall. In the film, neo-hippies, preppers, urban activists and 
libertarians all speak about the internet in utopian terms. They 
are inspired by the dream of a truly distributed system that 
they believe will lead society to a new, more egalitarian, social 
order. Uniting them is a belief in global equity through self-
sustaining small-scale villages. 

Visions of Mexico and the Iberian Peninsula
American Society for Hispanic Art Historical Studies
Chair: Jeffrey Schrader, University of Colorado Denver

In the quincentennial of the meeting of Moctezuma II and Hernán 
Cortés in Tenochtitlan, this panel seeks to assess the entwined 
histories of Mexico and the Iberian Peninsula. From the outset, the 
encounter of the American and European civilizations unfolded 
around the experience of art and architecture. The initial Spanish 
amazement at the wonders of Mexico served as the foundation 
for endeavors on the spectrum of exchange and engagement. 
Ibero-Mexican relations accordingly developed through the early 
circulation of artworks, the development of a common visual 
culture, court art, artists who made the transatlantic journey, and 
the global reach of the network formed by representatives of 
peninsular Spain and of Mexico. The objective of the panel is to 
consider the distinctive art historical legacy of these civilizations 
at a time when globalization has led to increasing contact among 
far-flung lands.

‘If he is converted’: A Mexican Feather Work ‘Ecce Homo’ in 
Southeastern Africa.
Kate Holohan, Cantor Arts Center, Stanford University

In recent years, scholars have paid increasing attention to 
the material, spiritual, and collecting histories of both pre-
invasion and viceregal Mexican feather works. Rapidly and 
globally disseminated through religious and family networks, 
such objects traveled from Mexico to Spain and beyond before 
the end of the 16th century. Among Iberian elites, feather 
works featuring Christian imagery were not mere curiosities. 
Rather, they were employed as effective (if rare and materially 
rich) Counter-Reformatory devotional images. This paper will 
explore the little-known history of a devotional feather work 
Ecce Homo sent from Portugal to southeastern Africa in 1569. 

we interpret the novel as a home. A dwelling place for thought 
and emotion, the home functions as a site that warps time and 
space, allowing the reader to powerfully access Morris’s fictive 
land through past experience. Individual memory provides 
the means by which to craft communal future, and thus the 
domestic is revealed to be the unlikely architecture of utopian 
literary politics 

Whole Earth Systems
Sarah Sharp, University of Maryland, Baltimore County

The Whole Earth Catalog, published regularly by Stewart 
Brand between 1969 and 1972, emphasized “access to 
tools” that presented a wide range of information about 
things like sustainable farming, alternative economies, 
sexuality, technology and spirituality. It was both a document 
of privileged American individualism and an ever-evolving 
assemblage of practical, political and poetic speech; the Black 
Panthers guest edited one issue, the beat poet Anne Waldman 
published poems in another. Its information was organized 
in a non-hierarchical manner (texts on Tantra shared space 
with books about String Theory) and it was circulated widely 
outside of mainstream media channels. During the same era 
experiments with communal living, including feminist separatist 
spaces, stood in contrast to and confluence with NASA’s active 
space exploration. My ongoing project Whole Earth Systems 
looks at alternative American social movements from the 
1960’s and 1970’s and their representation in mass and self-
published media, as models for “another way of living” that 
bear re-evaluating as well as vectors through which dominant 
narratives around “nature,” land ownership, technology, 
gender, race and class were both challenged and reinforced. 
Through collage, embroidery, textiles, experimental video and 
print media Whole Earth Systems investigates imagery from the 
Whole Earth Catalog, Life Magazine, the Viking Mars Lander 
project and notes from the formation of separatist “wimmin’s” 
land and considers their relationship to contemporary modes 
of mass and self-published media, like Wikipedia, YouTube 
and Twitter, and current narratives surrounding communalism, 
representation, identity and utopian visions. 

Therapeutic Painting
Elizabeth Buhe, Fordham University

American artist Sam Francis (1923–1994) created his spectator-
oriented paintings with his eventual viewers in mind. In the 
1960s, Francis invited Los Angeles’s premier liquid-light-show 
artists to project their swirling imagery onto his edge paintings, 
the vast white expanses of which are framed by thin rainbow-
hued borders. Francis claimed that his edge paintings’ “white 
space opens up the possibility for viewers to use their own 
imagination; one can project whatever one wants into the 
white.” He thus put these works in dialogue with psychedelic 
discourses of self-actualization, a historical collaboration 
that this paper takes a privileged interpretative locus for 
understanding his endorsement of the symbiotic relationship 
between viewer and artwork, as well as the transformative 
potential of that encounter. Francis offered the edge paintings 
as therapeutic sites for the beholder, emphasizing the works’ 
curative capacity as staged through the primacy of individual 
perceptual experience. His attitude regarding art’s utopic 
potential to affect change, one spectator at a time, is best 
conveyed in his own words: “I want to change the world. I 
believe that all painting should change the world. Whether it 
does or does not I don’t know—but it should.” 
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Approach and Reaction in Artistic Relations between Spain and 
Viceregal Mexico.
Marcus Burke, Hispanic Society of America

From the late 16th through the early 18th centuries, Mexican 
Viceregal painters, both immigrant and native-born, maintained 
a dynamic relationship with contemporary Spanish painting. 
Thus, the era in which the 16th-century hybrid manner (formerly 
called the “Indo-Christian” style) was supplanted by the 
more purely European works of new immigrant artists such 
as Baltasar de Echave Orio, also saw the establishment of 
Mannerist stylistic values in the Mexican school at a time when 
Mannerism was diminishing as an aspect of Spanish painting. 
The next generation found more local routes to a Reformed 
style (with surprising parallels with Italian painting) before 
artists such as the Sevillian immigrant Sebastián López de 
Arteaga and the Mexican José Juárez brought Mexico again 
close to Spanish tenebrist naturalism. Recent research on 
mid-17th-century artists such as Luis Juárez (José’s father) and 
López de Arteaga shows remarkable stylistic development in 
the careers of both artists. López de Arteaga, José Juárez, and 
Baltasar de Echave Rioja used elements from the engraved 
works of Rubens to inspire high baroque compositions, while 
others were inspired by numerous imports of Flemish works on 
copper to create local variations on that school. The Mexican 
sense of “creole nationalism” was expressed artistically in the 
large-scale works of Cristóbal de Villalpando and Juan Correa, 
which combined Baroque design with neo-Mannerist elements 
that may be understood as affirming local artistic values. 
Nonetheless, other contemporary painters continued to follow 
European leads more directly, swinging the Mexican artistic 
pendulum back towards Europe into the 18th century. 

Visualizing Scientific Thinking and Religion in the Early 
Modern Iberian World
Chairs: Brendan McMahon; Emily Floyd, University College London

In recent years, the consideration of visual and material sources has 
greatly enriched the study of a wide range of scientific practices 
in the early modern period. As scholars have moved away from 
characterizing “art” and “science” as discrete categories, they have 
increasingly turned to paintings, prints, and other forms of artistic 
production as a means to explore how early modern actors came 
to understand their experiences of the natural world. While the vast 
majority of these studies focus on the visual and material culture of 
Protestant Northern Europe, a small but growing number investigate 
similar trends in Spain and the Spanish Americas. Yet, even as 
scholars have turned to instances where visual thinking formed a 
central component of scientific practices in this region, they have 
been more tentative to consider how religion, and particularly 
Catholicism, shaped such practices in this context. This session 
considers the intersections of visual production, scientific thinking, 
and religion in the early modern Iberian world, investigating such 
themes as: material culture, techne, and artisanal epistemologies; 
the mobilization of indigenous American and creole systems of 
natural knowledge; the Catholic Enlightenment; healing, disease, 
and visual production; visual and material culture, theology, and 
natural philosophical argument; and epistemic images in the early 
modern Iberian world.

Originally a gift to Sebastian I from the Spanish Indies, the 
Mexican “Ecce Homo” later entered the collection of Catherine 
of Austria, Sebastian’s grandmother. Catherine presented it to 
Jesuits accompanying the Portuguese evangelizing and gold-
seeking mission to Mutapa, a vast kingdom that encompassed 
parts of present-day Zambia, Zimbabwe, Mozambique, and 
South Africa. Its intended recipient was the Mutapa king. 
However, this was not a gift meant to grease the wheels of 
diplomacy, nor was it designated as a tool for conversion: it 
was, instead, meant for the Mutapa king “se se convertese”—if 
he is converted. That is, it was conceived as a gift from one 
Catholic monarch to another, for use in personal devotion. I 
will thus argue that the perceived spiritual efficacy of these 
images—themselves recently assimilated to the Iberian 
Catholic realm from the pagan American one—extended well 
beyond the Iberian peninsula. 

Earthly and Heavenly Hierarchies—The Seven Archangels of 
Palermo in the Cathedral of Mexico City.
Orlando Hernandez-Ying, Independent Scholar

Archangels were popular religious icons in New Spain between 
the 16th and 18th centuries. These figures appeared in the 
most prominent churches in important colonial centers such 
as Puebla, Tepotzotlán, and Oaxaca, demonstrating the 
acceptance, if not the predilection, of this devotion by the 
highest ecclesiastical and viceregal authorities. The Seven 
Archangels of Palermo—also known as the Seven Angel 
Princes—a 16th-century Neapolitan devotion embraced by 
Emperor Charles V, is among the most prominent subject 
matters in the decorative programs displayed in the Cathedral 
of Mexico City. This research traces the origin of this devotion, 
its consolidation and legitimization under Hapsburg rule, and 
the works of art and literature that served as inspiration in 
the construction and dissemination of this lavish iconography 
as a visually festive but powerful claim to regal and viceregal 
authority in the Spanish dominions on both sides of the 
Atlantic. 

Marian Devotions and Patronage in 18th-Century Mexico City: 
Between Italy, Spain and America.
Luis Cuesta, Universidad Iberoamericana

This paper will demonstrate the relationship between selected 
Marian devotions, including those of the Jesuits and of some 
of the most important patrons, in 18th-century Mexico City. 
In this century, Mary would become the center point not only 
of religious practices, but also of artistic images. Religious 
orders as well as wealthy families, as patrons of the arts, 
were instrumental in introducing specific Marian advocations 
into New Spain from different origins, e.g. the Salus Populi 
Romani and Loreto from Italy and the Virgin of Sorrows from 
Madrid. Case studies will demonstrate how these devotions 
and images were influenced by personal ideas, in the case of 
individual patrons, and also by religious corporations, mainly 
the Jesuit order. 
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The Monster and the Saint: Religion, science, and the printed 
image in colonial Peru
Emily Floyd, University College London

In 1694 in Lima, a monster was born. The young mother 
labored painfully for hours, until, at the last minute, the midwife 
applied a print of local Dominican holy man Juan Macías to her 
womb, allowing the creature to emerge. Soon after, the limeño 
Dominican friar-engraver Miguel Adame produced an engraved 
representation of this “monster,” in fact twin boys conjoined at 
the chest, sharing a single pair of legs but two heads and four 
arms. The engraving appeared in Don Pedro Peralta’s Desvios 
de la Naturaleza o Tratado de el Origen de los Monstros 
(Lima, 1695), a text that meditates on the explanations for 
and implications of the birth of the conjoined twins. Given the 
twins ultimately emerged dead, Peralta’s central concern is 
for their soul(s), both the existence or nonexistence thereof 
and its/their potential fate after death. At first glance, the two 
prints appear to represent distinct ways of understanding the 
world and the place of the “monstrous” and sacred within it. In 
channeling the power of the saint, the Juan Macías print shows 
the holy figure’s ability to intervene in the material world. But 
Adame’s representation of the twins also speaks to this power; 
it functions not only as a scientific illustration but also as a kind 
of ex-voto, exhibiting the results of the first print’s miraculous 
intervention. This paper studies these two prints as expressions 
of the united worlds of science and religion in the early modern 
Iberian world, particularly within the colonial context of Lima. 

The First Phoenix of New Spain: Natural Theology and 17th-
Century Mexican Feathered Microcarvings
Brendan McMahon

Recent scholarship on feather objects produced in New 
Spain has framed their reception by European audiences 
as part of a widespread and largely secular appetite for 
curiosities, on the one hand, and as esteemed examples of 
artistic prowess, on the other. This talk aims to complicate 
such dichotomies by reframing these objects in the context 
of natural theological readings of American nature. It does so 
by examining a related yet understudied group of feathered 
microcarvings produced by indigenous New Spanish artists. 
Despite formal diversity, these small pendants, triptychs, and 
rosaries all feature minute wooden scenes—often depicting 
the Crucifixion and Deposition—invariably set against a ground 
of hummingbird feathers. Considering the reception of these 
objects alongside period commentary related to this family 
of birds, which understood their morphology and behavior 
through an explicitly Christian lens, this paper sheds light on 
how audiences throughout the Spanish World might have 
activated their devotional potential. Through the juxtaposition 
of specific natural materials and certain iconographies, these 
objects invited natural theological readings while at the same 
time subtly validating information about New World nature 
that was disseminated broadly in printed texts. Not only does 
this reading suggest that production was in part guided by 
the principles of natural theology, but it also complicates 
longstanding arguments about the European reception of 
objects of New World origin, which imagine their consumption 
in isolation from knowledge that circulated simultaneously in 
the period. 

Antonio de Herrera y Tordesillas and the Picturing and Displaying 
of New World Sacrality in the Early Modern World
Kristi Peterson, Skidmore College

The European debate surrounding the nature of images and 
the goals of the Counter-Reformation all but guaranteed 
the pointed destruction of sacred imagery in Mesoamerica 
following Spanish Contact. These same objects, however, 
can be found subsequently re-inscribed within a European 
visual system that allowed them to be disseminated and 
consumed via prints. This presentation will explore how 
volumes such as Antonio de Herrera y Tordesillas’ Descripción 
de las Indias Ocidentales were part of an explosion of 
scholarship in the Early Modern period aimed at recording, 
categorizing, and displaying the known world. Driven by 
the voracious interests of European patrons, the Americas 
were avidly consumed via texts, maps, and visual artistic 
material. The sponsors of these works were avid collectors 
of the material cultural goods produced in the Americas prior 
to Spanish Contact, and prominent European families grew 
personal collections of Amerindian material. The peoples 
and visual and material cultures of the New World were thus 
intellectually circumscribed by a nascent scientific method as 
well as new impulses of display that canonized Amerindian 
objects as exotica. The methods by which the Americas were 
circumscribed by European visual and institutional mechanisms 
were the means that put in place, and later perpetuated, 
cultural narratives that continue to impact contemporary 
scholarly efforts. The depiction and visual collection of the 
Americas via prints was merely one strand in the Early Modern 
web of documenting and displaying the rapidly expanding 
known world that came to structure the modern global 
audience. 

The Miracle and the Sanctuary: Transformations of Matter and 
Light in the Spanish Retablo and Camarín (ca. 1700–1785)
Tomas Macsotay, Universitat Pompeu Fabra

For much of the 18th century, recently completed altarpieces 
and “alcove-style” sanctuaries across the Spanish peninsula 
were eligible to be advertised in a published account paying 
homage to the newly housed relic or miracle-working 
image. Such pamphlets offered accounts of miraculous 
foundational events. But they were also directed at the newly 
tangible infrastructure of devotion, as well as the ephemeral 
inauguration acts that marked the creation of a new abode for 
worship. Analysis and comparison of a number of these texts 
yields valuable information on circulating notions of matter and 
light. A rich metaphoric thinking on light and direct contact, 
derived from a late-baroque visual culture, inscribed the new 
architectural décor or abode with the presence of an original 
miraculous body. Carlos III’s Enlightened reformism brought 
on a secularization of the languages for the elucidation of the 
sanctuary as an aid to the faithful. In 1785 Gaspar de Molina y 
Zaldívar, tercer Marqués de Ureña, prescribed a regime where 
light, rather than bring out the splendor of materials, would 
create landscapes of lights and shadows that would work 
directly on the moods of the faithful. As one of the reformers, 
Ureña hoped to remake the tissue of material religious culture 
via a new, post-Newtonian formulation of relationships 
between matter and light, but also with a new ideal of beholder 
distance. As this paper sets out to demonstrate, the late 18th-
century transition amounted only to a partial secularization, 
shifting meanings without entirely evacuating the possibility of 
a religious contact and affect. 
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Walking the Talk
Beverly Naidus, University of Washington, Tacoma

For the past 15 years I’ve been teaching art for social change 
to interdisciplinary students, many without art background 
at UW Tacoma. What we’ve been practicing in and outside 
the classroom is truly a model of how to teach art “outside 
the box.” Whether we are doing walking meditation though 
a superfund landscape or visiting the NW Detention Center’s 
resistance camp, students in our classes are learning how 
their projects can interface with the world around them, how 
they can connect with each other and the community. In our 
eco-art class, students are asked to do twice weekly walking 
meditations in their neighborhoods. On the first day of class, 
I model the practice, taking them on a slow journey down 
the block from our building. Before leaving the building they 
learn about superfund sites, and why we are located in one, 
and what that means for their health and the health of the 
ecosystem. Journaling their observations, they do hands on 
and computer research to develop proposals for projects that 
look at local and global challenges to the air, the water, the soil 
and energy. Our students are not traditional ones: most hold 
jobs while going to school. Some are vets, some take care of 
family members, and many struggle with huge stresses and 
debts. Making art and meditating in and outside of class can 
offer a refuge, but these experiences can widen their view of 
the world and transform them into creative activists. 

Comportment, Commons, and Coproduction: Pedagogical 
Strategies for World Making
Matthew Friday, Iain Kerr, State University of New York at New Paltz, 
Montclair State University

SPURSE is a collective of ecosystem artists, designers, and 
consultants that work with those who are meeting complex 
environmental and social challenges. For the past several 
years SPURSE has been developing a catalytic strategy for 
deep placemaking that utilizes urban wayfinding and foraging 
to reweave communities back into place and place back into 
communities. This project, titled Eat Your Sidewalk, centers on 
expanding and challenging the standard models of disciplinary 
pedagogy by radically deploying methodologies from arts, 
humanities and sciences. This project recovers traditional 
sustainability practices of foraging food and materials from 
the landscape used by marginal, migrant and indigenous 
communities to reconnect people to place and foster ecological 
stewardship and public commons. In the Fall of 2013, SPURSE 
was invited to share this research as part of the Andrew W. 
Mellon Foundation funded Art + Environment Visiting Artist 
initiative at Pitzer College. Over the following two years 
SPURSE worked to co-develop a unique set of tools including: 
an innovative ecological pedagogy, a new collaborative and 
emergent transdisciplinary design methodology and unique 
consulting and research techniques that work across species. 
Our project, the MULTI-SPECIES COMMONS, is a far-reaching 
ecological initiative that engaged and transformed Pitzer 
College’s 34-acre campus. Critically, it develops a new way to 
sense, understand and interact with our urban ecosystems as a 
multispecies commons, and it creatively rethinks the capacities 
of landscape design, commons practices, subsistence practices, 
urbanism, public art, and the ecology of public space. 

Walking Out of Class: Putting the “Ped” in Pedagogy
Chair: Carol Padberg, University of Hartford
Discussant: Amanda Carlson, University of Hartford

Our world needs artists who can skillfully address the social, 
ecological, economic and cultural complexities of the 21st century. 
Considering that art provides effective conceptual tools for 
exploring and framing complex ideas, we’ll consider the impact and 
benefits of an expanded pedagogy. More and more, art educators 
are “walking out” to make space for radical creativity and teaching. 
This panel addresses educational strategies for interdisciplinary 
fieldwork, community engagement, collaboration, service learning, 
and more. These strategies thrive outside of the academic bubble, 
often in unconventional places. With new technologies that support 
distance learning, even the term “outside of the classroom” is 
being redefined. While best practices for teaching students in the 
studio and art history classrooms are well known, the emergent 
pedagogy of the “living classroom” is still developing. How can 
we provide students with more opportunities to better understand 
their own perceptions of the world and how they act within it? How 
do we foster critical thinking in the fast-moving environment of 
“real life” field work? What are the ethics of this new educational 
philosophy? By providing examples of pedagogy on the move, we 
will consider benefits—and challenges—for art students, teachers, 
and institutions, as we take another look at the practice of walking 
out. Each presenter will speak about their philosophy, followed by a 
specific example of their teaching. A conversation will follow.

A Gateway for Growing a Multiplicity of Identity
Andrew Oesch, Ghost and Robot

An important part of the transition from high school to an 
undergraduate education is unlearning the often-imposed 
identity of “passive student.” Inviting first year students to 
step outside the classroom offers wide ranging opportunities 
to grow beyond the limits they previously inhabited in 
“school.” Leaving the classroom does not necessarily mean 
leaving campus entirely, and in this talk I wish to speak about 
the transitional space of engaging in projects outside the 
predictable classroom environment while still on campus. 
By positioning projects in a wider framework of campus 
life, students consider their identities as artists beyond the 
framework of the classroom and within their broader social 
sphere. Starting with projects in one’s own community builds 
a foundation for being an outsider entering new communities. 
Projects which intervene in university life and potentially affect 
faculty and staff, opening up new possibilities for all involved. 
I will share several projects from the foundations curriculum at 
Alfred University, and explore ways that curriculum outside the 
studio invites unpredictability, validates and expands students 
personal concerns in the world, and offers a critical stepping 
stone in the process of moving from student to lifelong learner. 
Through sharing reflections from fellow faculty and specific 
assignments I will speak about the limitations and pitfalls of 
this approach, as well as strategies for promoting students to 
meaningfully engage as active creative practitioners in their 
surrounding communities. I hope to show that a short distance 
outside the classroom there are rich domains to explore. 
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What Can CAA Do for Designers?
Chair: Carma Gorman, University of Texas at Austin

What can CAA do to help design faculty and design students thrive 
in academe? What are some of the challenges that design faculty 
and students commonly face in their academic careers? What 
kinds of standards and guidelines, services, and/or opportunities 
could CAA provide to help designers in different fields navigate 
those challenges more successfully? In the first half of this session, 
participants will work in small groups to identify the most pressing 
challenges that design faculty and students face. In the second half, 
participants will work in groups to propose actions that CAA could 
take to help design faculty and students face these challenges 
successfully.

What Can CAA Do for Designers?
Carma Gorman, University of Texas at Austin

What can CAA do to help design faculty and design students 
thrive in academia? What are some of the challenges that 
design faculty and students commonly face in their academic 
careers? What kinds of standards and guidelines, services, 
and/or opportunities could CAA provide to help designers in 
different fields navigate those challenges more successfully? 
In the first half of this session, participants will work in small 
groups to identify the most pressing challenges that design 
faculty and students face. In the second half, participants will 
work in groups to propose actions that CAA could take to help 
design faculty and students face these challenges successfully.

What do you show when there’s nothing to show?: 
Social practice and the gallery
Chairs: Nancy Nowacek; Allison Rowe, Art Education
Discussant: Sanjit Sethi, Corcoran School of the Arts and Design

Socially-engaged art is no longer a new genre: it has become 
a codified form through granting mechanisms, graduate and 
undergraduate art programs, and taken up by the majority of arts 
institutions, if not championed by them over the past 10 years. 
However there is a mismatch between the standard modality of 
museums and the forms socially-engaged artworks take. There is 
a representational problem in the museological display of socially 
engaged art. The forms through which participatory projects are 
typically shared—wall text and photo, video documentation—often 
underrepresent the process, performance, context, and relational 
engagement of this form of practice. Exhibitions of socially-
based works are frequently relegated to hallways or educational 
centers instead of galleries or other main stage spaces in formal 
institutional contexts. In effect, this creates project representation 
in which the social aspects “social practice” are absent. We are 
two socially-based artist/curators working in participatory contexts 
and deeply committed to exhibition practices of the field. The goal 
of this panel is to gather and present strategies for disseminating 
this form of art that are not mere photo documentation, (excessive) 
wall text, or long-form video. Furthermore we aim to derive ways 
that institutions might better support and facilitate the exhibition of 
participatory practices.

Eco Materialism and the Reconfiguration of Creativity 
Linda Weintraub, Artnow Publications

Throughout history, the diverse accomplishments that testify to 
human creativity confirm the anthropocentric assumption that 
it is humanity’s right to tame the unruly forces of the planet 
and extract substances from its mineral core and atmospheric 
expanse. Anthropocentric creativity occurs whenever an 
outcome privileges the human species over other species. 
These conventions of domestication and extraction and have 
long been honored as evidence of progress, despite the 
distressing litany of environmental abuses they have produced. 
The proposed talk introduces the new frontier of human 
creativity that reverses humanity’s anthropocentric rampage 
of the planet. Known as “Eco Materialism,” it replaces human 
privilege with consideration of the interdependent feedback 
mechanisms affecting all species, often by enlisting non-human 
creative partners. Eco Materialism introduces radical deviations 
from current norms for all art professions: contemporary art 
history must forge new criteria of merit; critical studies must 
establish new theoretical foundations; museum studies must 
accommodate new forms of display; arts management must 
apply management to whole systems, and artists must model 
congenial forms of creativity. A comparable overhaul of current 
pedagogical practices is required. This presentation will 
offer examples of pedagogical interactions in which a non-
egocentric, and non-human entities serve as the “inspiration” 
for “creative” responses. By respecting the inherent dispositions 
and conditions introduced by these non-human collaborators, 
Eco Material pedagogy cultivates sensibilities that apply to 
creating art and an ecologically responsible life style. 

Site-Specific Learning: A New Pedagogical Approach to MFA 
Textile/Fashion Tutelage
Umana Nnochiri, Cross River University of Technology

Diverse discourses on developing, improving or integrating 
already existing pedagogies to Art tutelage for a more 
rewarding scholarship in Arts are ongoing. Site specific 
learning as a pedagogy for art tutelage enables theories to be 
clearly and practically understood by learners. It also inspires 
appropriation of old ideas in new ways, within new spaces, 
exploring new resources and materials within that environment 
to create an altogether new art using a new medium and 
promoting community engagement. Site specific learning is not 
altogether new to Africa as this was often used in the training 
of traditional artists who produced many of the arts that make 
up the subject of today’s art history. This pedagogy is however 
still under researched. Site-specific learning is applied by 
taking students to the historic sites to carry out primary research, 
adapt motifs, appropriate them to create contextual designs 
for contemporary textiles and fashion. This paper shall discuss 
the examples of art teaching in the streets of Calabar, and 
the Monolith sites where living spaces become teaching and 
learning spaces which offer a wider learning experience that is 
not possible in the classroom. This way, curricula is energized to 
create more inquisitive interest to uncover new realisms. 
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The Performance of Racial Identity in a Spanish Colonial Portrait 
from Louisiana
Wendy Castenell, Alabama State University

The portrait of Marianne Célèste Dragon (ca. 1796), attributed 
to an artist from the School of Jose de Salazar calls into 
question many preconceived assumptions about the role 
of people of African descent in Louisiana in particular, and 
early American history in general. Surviving records from the 
Spanish colonial era suggest that Dragon was a woman of 
mixed racial ancestry, however, descendants who claim she 
was white have contested her racial designation for almost 
two centuries. In this paper, I will use Dragon’s portrait to 
unpack the fluidity that defined racial identification in colonial 
Louisiana, and to explore how the caste of free people of color 
used this ambiguity to negotiate for increased social mobility, 
station, wealth, and power. Dragon’s mutable racial identity 
and the portrait that captures it underscore the hybridity 
that characterized colonial Louisiana, where race was never 
static or fixed. In fact, race was not based solely on physical 
appearance, but was determined through ancestry, carriage, 
and status. Indeed, blackness did not automatically carry 
the presumption of slavery or inferiority. This meant that 
free people of color could use their familial ties to the white 
community, their wealth, and their education as a means to 
transcend racial categories. 

Creole Houses and Spaces in Colonial Puerto Rico
Paul Niell, Florida State University

The 16th-century Spanish conquest of the island called 
Borinquen by its indigenous residents resulted in the 
establishment of the colony of Puerto Rico, one of Spain’s 
earliest Caribbean possessions. The colonial capital of the 
island at San Juan became a regular trading partner with 
Seville, the Canary Islands, Havana, Santo Domingo, and other 
Spanish ports in the Americas. The city’s domestic architecture 
evolved in a similar way to that of these other authorized 
ports of trade, incorporating the patio plan, second-story and 
window balconies, and houses with contiguous walls. Yet, 
while the capital’s architecture developed in the north, various 
towns outside of San Juan practiced unauthorized trade, 
contrabando, and as such, established different and unofficial 
networks of exchange with the rival empires of England, 
France, and Holland. In the process, a markedly different 
style of domestic architecture arose in these secondary cities 
and towns. These “contact zones” represented places where 
indigenous, African, and European cultures converged. As a 
result, a style of domestic architecture developed that scholars 
have named la casa criolla (the Creole house). Such houses, 
typically freestanding, incorporated grand first-floor balconies, 
symmetrical plans, and the martillo (a rectangular extension on 
the back of the house in place of a patio). This paper examines 
the material, social, imperial, and environmental factors 
contributing to the evolution of Creole domestic architecture 
in Puerto Rico, from within the island and from without, 
principally in the late 18th and 19th centuries. 

Identifying Social Practices in Education—and the reverse
Nisa Mackie

This presentation examines how and why socially engaged art 
is manifested in galleries and museums and argues against 
that presumption that this type of work should always result in 
an exhibition. This talk will consider how the aim to manifest 
change within participants, groups, or artists themselves, is 
often misaligned with market-driven pressures of symbolic or 
aesthetically representation 

Built to Last: Constructing a Commons for the MCA
January Arnall, Museum of Contemporary Art Chicago

In 2017 the Museum of Contemporary Art Chicago completed a 
renovation of its interior spaces to build a “Commons” with the 
promise of creating a space for art and civic exchange at the 
very core (metaphoric and literal) of the institution. The building 
of a site to exhibit and enact the promise of socially engaged 
artwork over the course of this first year has driven many new 
learnings. This presentation will include a frank discussion 
of the stumbles and successes in forming this new space to 
ground civic dialogue, support art practice, and exhibit publicly 
engaged artwork. We will consider how opening the doors of 
an institution to the great promise of a social practice requires 
deep and often unanticipated rethinking of the formats and 
expectations of institutional work itself. In order to forefront 
a social practice, we must ourselves develop the gumption to 
become a more socially engaged institution. 

What is American? Exploring Iberian Contact Zones in 
the “New World” 
Chairs: Naomi Slipp, Auburn University at Montgomery; Mark Castro

Increasing scholarship has focused attention on the ways in which 
Iberian colonization and trade in Latin America, South America, and 
Asia shaped works of art and material culture, thereby establishing 
a Spanish and Portuguese syncretic or hybridized aesthetic. In 
addition, the influence of Catholicism produced unique visual 
objects that were both indigenous and Iberian. In contrast, less 
work has been done to consider how Iberian exploration and 
colonization of North America—specifically the territories of present-
day Canada, the United States, and the Caribbean—effected the 
arts and culture of those regions. This panel identifies these spaces 
as “contact zones,” which Mary Louise Pratt defines as “Social 
Spaces where cultures meet, clash, and grapple with each other, 
often in contexts of highly asymmetrical relations of power, such 
as colonialism, slavery, or their aftermaths.” We feature papers on 
works of art, architecture, or material and visual culture, that will 
illuminate the histories of Spanish and Portuguese colonization 
in these territories, chart encounters between Iberian explorers, 
settlers, and indigenous residents, or consider trade networks with 
other colonial powers. We are particularly interested in projects 
that highlight a multiplicity of cultural viewpoints, such as those 
that consider encounters between indigenous communities and 
multiple colonial powers within one region, or address understudied 
regions: the Portuguese influence in Labrador and Newfoundland, 
the Spanish influence in Florida, Georgia, Alabama, and the Pacific 
Northwest, or contemporary work that grapples with these legacies.
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What Is Contemporary Art History Now? Ten Years of 
the Society of Contemporary Art Historians (SCAH)
Society of Contemporary Art Historians
Chair: Jacob Stewart-Halevy, Tufts University

2019 marks the 10th anniversary of the Society of Contemporary 
Art Historians’ first CAA panel: “What is Contemporary Art History?” 
SCAH was created in order to better define and recognize a 
branch of art history that had not been fully acknowledged by the 
discipline. Now, depending on one’s perspective, the contemporary 
either threatens to overwhelm art history altogether or simply 
designates the historical period between the 1960s and the 
present as a separate subfield from the modern. What are the 
accomplishments of contemporary art history in the past decade, 
and what are its enduring blind spots? What are the most promising 
directions currently pursued by its scholars, and what are its most 
urgent problems? Founding members of SCAH and participants 
from the 2009 panel join other leading figures in the field to discuss 
these questions and more. Panelists will contribute to an open-
ended discussion on the topics described in the panel abstract.
Suzanne Hudson, University of Southern California
Alexander Dumbadze, George Washington University
Pamela Lee, Yale University
Daniel Quiles, School of the Art Institute of Chicago
Tobias Wofford, Virginia Commonwealth University

What is Photography?
Chair: Andrés Zervigón, Rutgers University

What is photography? The question is deceptively simple. At the 
time of its origins, photography had no word. Instead, its makers 
and advocates devised awkward metaphors, such as “sun picture” 
and “pencil of nature,” before finally settling on the now familiar 
“photography.” But disagreement continued as to whether or not 
it was a technology, an image type, a practice, an enhancer of 
perception, time caught still or—in the words of Oliver Wendell 
Holmes—“form itself.” Today the identity of photography sizzles as 
a hot topic of debate, particularly as digital technologies render this 
thing both radically ubiquitous but strangely unfamiliar, and global 
inquiries reveal distinct conceptualizations. This session inquires 
broadly into evolving understandings of photography’s identity. It 
takes as a touchstone some of the most recent inquiries that have 
thought beyond “the index” as that catchall understanding of what 
this thing is. It calls, for instance, on Geoffrey Batchen’s proposal 
that photography is a conception derived from an economy 
of desires and ideologies, Ariella Azoulay’s suggestion that 
photography is the larger set of conditions and actions around the 
print itself (“the photographic situation”), and Stephen Sprague’s 
revelation that the photograph may often be a sacral object more 
than an image type, as in Nigeria’s Yorubaland. A panel of four short 
(ten-minute) papers by scholars from varied fields, will tease out 
the meanings of photography that have gathered the most currency 
around the world. The long discussion to follow, moderated by the 
convener, will then set these understandings into dialogue.

Furniture—A Touchstone for Understanding Cultural Exchange 
and Transmission of Style in Colonial North America
Alexandra Kirtley, Philadelphia Museum of Art

Furniture made in Britain’s North American colonies in the 
late 17th century and throughout the 18th century conformed 
to a visual language understood by consumers as outside 
the norms and expectations of London. They were living, 
after all, in a new, exotic land where its monuments were 
natural wonders, not manmade relics. The idea that style 
in British North America was affected by trade and contact 
with many cultures is one that is evolving exponentially 
as art historians progress in their own understanding of 
the breadth of the worlds that the mercantile class—the 
colonial aristocracy—inhabited through extensive trade and 
cultural exchange. Simply put, raw materials from the North 
American hinterlands provided trade currency for ports in 
the Caribbean, Mexico, Latin America, and Spain. Merchants 
in Philadelphia established agents throughout the Spanish 
colonies and engaged in extensive trade with them. The 
emergence of interest in the chairs with X-shaped bases and 
comfortable slung leather seats known as butaca chairs or 
Campeche chairs owing to their production in the busy port of 
Campeche, are a touchstone for understanding the breadth 
and sophistication of not only the furnishings of settlers in 
British North America, but also the extent of their trade. This 
talk will consider the art history of butaca chairs that showed 
up in cities like Philadelphia, the market for furniture that 
spoke to trade with the Caribbean and Spanish colonies, how it 
influenced colonial American furniture making design, and the 
impact of the transatlantic mahogany trade on the transmission 
of style. 

The Caribbean as Nexus: Crafting an Art History of the Americas
Mark Castro, Independent Art Historian

North American curators have increasingly become concerned 
with the construction of an art history of the Americas, a 
hemispheric narrative that attempts to bridge the broader 
fields of North American and Latin American art within the 
confines of museum galleries. The creation of this new 
narrative is a complex task, as it requires the balancing of 
regional and cultural distinctiveness with the generation 
of broader hemispheric connections. This paper argues for 
focusing future scholarly research on the Caribbean basin 
as a foundational region for understanding the arts of the 
Americas in the 18th and 19th centuries by examining several 
painters whose works connected disparate Spanish and British 
territories. José Campeche y Jordán, the leading painter of 
viceregal Puerto Rico, exported works throughout the region, 
dominating the market for religious painting along the Spanish-
Caribbean coast. The Mexican painter Josef Francisco Xavier 
de Salazar y Mendoza painted formal portraits in the city of 
New Orleans, including images of New England merchants 
who returned home with his canvases, introducing Spanish 
viceregal portraiture to new audiences. The Caribbean 
contact zone, to use Mary Louise Pratt’s terminology, offers 
opportunities for drawing connections across the continent 
and for beginning to consider the artistic trends that are more 
universally shared throughout our hemisphere. 
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The Idea of Photography
Jae Emerling, University of North Carolina

Perhaps it is not from a question of essence (what is 
photography?) that we should begin, but from an encounter 
with an idea: the idea of photography. Neither an essence nor 
mere possibility, an idea actualizes itself within the production 
of the actual historical world. Formed through events and 
singularities it refutes any positing of an essence. The idea of 
photography that affects and disrupts the given state of things 
is the subject Jacques Derrida grappled with in his late work. 
The idea developed in these texts—Right of Inspection, Athens, 
Still Remains, and Copy, Signature, Archive: A Conversation 
on Photography—sharpens the aesthetic and historiographic 
force of Derrida’s concepts of ethical promise, memory-work, 
artistic invention, and an event. Such an idea of photography 
deserves the serious attention of those of us committed to 
understanding the continued ontological and historiographic 
power of photography in the 21st century. A photographic 
image intensifies our relation to what it cannot retrieve: it 
allows us to recollect as a way of forcing us to think beyond the 
past itself. Beyond the past itself, as it has been represented 
and framed, is nothing other than the future (l’avenir ) and its 
radical, open alterity. The idea of photography is this temporal 
passage. It forces us to think about what Derrida wrote of 
artistic creation: “Invention is an event…it’s a matter of finding, 
of bringing out, of making what is not yet there come to be.” 
The idea of photography: an impossible ellipsis. 

Out of Bounds: Tracing the Political Potential of 19th-Century 
Photography Within Indian Discourses of Vision
Sushma Griffin, University of Queensland

In this paper, I look outside the bounds of Western notions 
and conventions of representation to reconsider the crucial 
question of photography’s identity. The paper challenges 
the traditional idea of photography as universal medium 
that suppresses local aesthetic modes. The emergence of 
a distinctly Indian concept of photography is explored as 
it relates to indigenous discourses of darśan (“seeing” in 
Sanskrit). Darśan corresponds to photography’s mimetic 
capture of the icon, replicated in the image and formalized in 
the causality between the depicted object and its embodied 
appearance. I argue that, rather than delimit the possibilities 
for indigeneity in the 1857 Indian insurgency aftermath, the 
new aesthetic of photorealism expanded the adaptability and 
portability of the experiences of darśan in the “darshanic” 
transfer of the murti or deity, the sacred temple and secular 
monumental spaces, into the material form of the modern 
photograph. Exploring the phenomenology of space in the 
focalized representation of early photographs of the sacred 
built environment of the Banaras Ghats by relatively unknown 
photographers Brajo Gopal Bromochary (1869) and Jageswar 
Prasad (1883), as well as rock-cut carvings of the Elephanta 
caves by renowned photographer Lala Deen Dayal (1882), this 
paper gives a critical account of how photography of rivers, 
temples and rock-cut caves functioned as a special field of 
vision for the Indian viewer. Significantly, I consider how Indian 
photographers, faced with the 1857 crisis, embedded the new 
medium into broader narratives and histories of place to give 
form, agency and autonomy to indigenous philosophies of vision. 

The Reality of Photography
Douglas Nickel, Brown University

“What is photography?” appears to be a question of 
definition—specifically, how language and formal logic suggest 
the meaning of something. Where the question “what is a 
photograph?” might get answered by a list of examples of 
a certain class of image or object, “what is photography?” 
requires an intentional definition, one that lays out necessary 
attributes shared by all members of that class and provides 
them with an essence. “Photography” designates an 
abstraction, in other words, like the terms “work” or “food,” 
but what it denotes is no less real to us than those things. The 
formal task thus implied by the question would evidently lie in 
distinguishing what properties are requisite to allow something 
to belong to the concept, and identifying differentia (eg. the 
use of digital technologies) that might challenge the concept. 
But that enterprise points to a second problem. In the early 
1980s, a theorist like John Tagg could argue that “photography 
as such has no identity”--that it has no essence, nothing to be 
defined “as such.” His position was polemical, characteristic 
of a postmodern, materialist stance that, in keeping with its 
historiographic moment, denied “essence” altogether in order 
to shift attention to an analysis of ideology. One legacy of that 
early moment has been confusion and neglect: subsequent 
photo theory has largely failed to return to the problem and 
debate it properly. This paper seeks to understand both how 
the issue was framed for us historically and how we might 
deliberate it now. 

Photography as Experience, or, The Conditions of Possibility
Sarah Miller, Mills College

Contemporary art photography is awash in materiality, 
characterized by working the physical and chemical 
substances, properties, and processes associated with 
analog photography, and frequently eschewing the camera 
altogether. After several decades of critical insistence that 
photography should interrogate the construction of truth while 
avoiding the indulgence of craft, many critics worry this recent 
development is nostalgic—making a fetish of process while 
evading the political. My interviews with artists suggest a 
different possibility: that such work shifts our understanding of 
photography from depictive to experiential, thereby pointing 
to a changed basis for photography’s engagement in cultural 
politics. My talk focuses on the work of Meghann Riepenhoff, 
who makes cameraless cyanotypes at ocean’s edge, and 
John Chiara, who makes unique dye-destruction positives in 
a homemade walk-in camera. Both invoke Western landscape 
tradition, while asking how a photograph can literally “be 
experience” amidst a situation where it seems that digital 
photographic images often substitute for experience. When 
digital devices are pre-programmed to deliver memories 
according to clichéd models (sublime landscape prime among 
them) and circulation of those images is valued above what 
they depict, the photograph’s representation of subject matter 
is superseded by its ratification of presence. Under such 
conditions, how can photography be used to investigate and 
embed embodied knowledge? Analyzing how both artists 
deploy their bodies as mediating forces between place and 
picture-making, performing the accretion of pictorial memory 
through gesture and material manipulation, I explore how each 
approaches the question, “what does making a photograph 
mean now?” 
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Richard Mosse’s Thermal Imaging and the Precarious Spectator 
of Migration 
Sarah Bassnett, The University of Western Ontario

In recent years, as waves of displaced people have fled 
conflict in the Middle East and Africa, European countries have 
responded by devising strategies to keep migrants out. Austria, 
Bulgaria, Hungary, and Macedonia have fortified their borders, 
the United Kingdom has spent millions on security in northern 
France in order to prevent refugees from reaching England’s 
shores, and Italy provides funding to Libyan authorities, 
who intercept boats attempting to cross the Mediterranean. 
A new body of work by Richard Mosse responds to the 
current condition of mass migration and the corresponding 
militarization of borders by repurposing surveillance 
technology to map the migration routes and makeshift camps 
of Europe’s refugee crisis. Shot with a modified thermal 
camera designed by a multinational defense contractor, his 
video installation Incoming (2016) destabilizes spatial and 
temporal relationships to produce a new visual language for 
describing 21st-century migration. The installation is comprised 
of three parallel image tracks and three discrete soundtracks 
by composer Ben Frost, one for each image stream. The 
image and sound tracks converge to create harmony and 
diverge to create points of tension, immersing viewers in an 
atmosphere of crisis. Drawing on the theories of Judith Butler 
and Hito Steyerl and an in-depth discussion with the artist, 
this paper analyzes how the aesthetic and narrative strategies 
of the work complicate conventional divisions between self 
and other. It explores how Incoming enlists spectators in the 
creation of interdependencies between oppressor, saviour, 
and persecuted and thus unravels tropes used to represent 
contemporary migration. 

Learning from Tania El Khoury’s ear-whispered at Bryn Mawr 
College
Carrie Robbins, Bryn Mawr College; Laurel McLaughlin, Bryn Mawr 
College

A PEW-backed residency, ear-whispered: works by Tania El 
Khoury, premiered at Bryn Mawr College and the FringeArts 
festival (Philadelphia) in fall 2018. This collaborative, multi-
sited project existed ephemerally, as if whispered from ear to 
ear by the artist, her hosts, and most essentially, its “live art” 
participants. Working between Beirut and London, El Khoury 
uses the mode of audience encounter to relate individual 
experiences of Palestinian and Syrian refugees, exploring its 
ethical and political potential. The tenuous liminality of voiced 
personal narration from one subject to another constitutes 
the “migratory aesthetics” of El Khoury’s video installation 
and performative works, such as Camp Pause, As Far As My 
Fingertips Take Me, Ask Me What I Can Do, Stories of Refuge, 
and When Gardens Speak. This paper, co-authored by a curator 
at a liberal arts college and a graduate student curatorial 
fellow, reflects on the particular and temporary siting of this 
residency in its immediate aftermath. We expect to relate 
the controversies that arise from student concerns about 
aestheticizing displaced people’s experiences, as well as our 
own negotiation of institutional power, among many other 
possibilities. But, we also hope to share the interdisciplinary 
perspectives gained through our weekly programming series 
with experts in human rights law, political science, poetry, 
archives, archaeology, art history, etc. Beyond such reflection, 
we will relate our intellectual investments in “migratory 
aesthetics” to interpret El Khoury’s series, particularly her 

“When Home Won’t Let You Stay”: Art and Migration 
in the 21st Century
Chairs: Ruth Erickson, Institute of Contemporary Art; Ellen Tani, 
Bowdoin College Museum of Art, Institute of Contemporary Art, 
Boston, Stanford University
Discussant: Anooradha Siddiqi, Barnard College, Columbia University

This session considers how contemporary artists and curators 
have responded to the migration, immigration, and displacement 
of peoples, and how they have uniquely envisioned the sites and 
experiences of transit. Throughout history, people have moved 
around the globe for a variety of reasons—fleeing war, religious 
persecution, and environmental disaster, or seeking better social 
and economic circumstances. The 21st century continues to witness 
mass migrations of people from the Middle East, North Africa, and 
Central America within those regions and to Europe and the United 
States, which has precipitated several “refugee crises.” This session 
features papers that address the varied and complicating roles 
that artists, curators, and artworks play in negotiating space and 
identity in migration. Convened during a moment of intense focus 
on migration—as Tania Bruguera notes, “Immigrants are the subject 
of the 21st century”—it seeks to address a series of questions: 
What is the nature of representation in artwork about migration? 
(Does it tell stories? Does it document experiences? Does it imagine 
futures?) What work can aesthetic practices truly carry out in solving 
the plight of migrants? How have institutions negotiated their own 
power in concert with exhibitions about migration? And how have 
art historians and theorists chronicled this phenomenon, from what 
T.J. Demos sees as the documentary possibilities of “the migrant 
image” to Ranajit Guha’s understanding of “the migrant’s time?” 
By bringing together differing perspectives and case studies from 
throughout the world, this session interrogates the concept of 
globalized, 21st century transience.

Making Migration Visible: Traces, Tracks & Pathways
Julie Poitras Santos, Maine College of Art

Millions of people are currently on the move, seeking refuge 
and setting up lives in entirely new locations. The exhibition 
Making Migration Visible: Traces, Tracks & Pathways co-curated 
by Julie Poitras Santos and Catherine Besteman in the ICA at 
Maine College of Art, autumn 2018, challenges the idea that 
migration is an exception, showing viewers that migration is 
now the norm, inscribed in our landscapes, memories, bodies, 
and imaginings. The exhibition affirms the power of art to tell 
stories about who we are as human beings, and urges us to 
engage challenging issues. Throughout the ten-week exhibition 
period, over seventy other organizations and institutions have 
planned parallel programming. Events include exhibitions, 
artist talks, films, panel discussions, community dinners, 
book releases, music, poetry—all regard experiences and 
stories surrounding migration and immigration; many create 
pathways for engagement and activism. We feel this model 
can expand audiences, provide a better understanding of the 
work being done in our communities, and reveal how we might 
support each other. In addition to the exhibition and parallel 
programming, an all-day symposium, Art+Politics, will be held 
in the ICA at MECA. Leaders in the art community will speak 
about the role of art in cultivating spaces for civic engagement 
on controversial topics and sparking social change. We aim 
to engage questions regarding the potential of art to provide 
platforms for dialogue and learning about others’ experience, 
and to challenge stereotypes regarding refugee status and 
experience, immigrant lives, and migrants. 
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interdisciplinary aspect of the design research process. What are the 
various collaborations that exist in the design disciplines? We will end 
this discussion looking at the academic design research record and 
design history. How extensive and methodical has design research 
been in ensuring the design record exists?

A Multi-Modal Approach to Design Research
Heather Quinn

If a purpose for research “is the contribution of new knowledge 
to the field,” we find evidence that both industry and academia 
have made an impact on design. Industry projects are driven 
by time to market as well as business and consumer needs and 
desires, and of course, profit. Money provides the ammunition 
to make things happen rapidly whereas often the academy is 
strapped with red tape. Industry primarily makes an impact 
through influencing the marketplace—resulting in products that 
can change the very fabric of our lives (for better or worse)—if 
consumers are willing to adopt them. However, speed can 
also be a problem, and this has become more obvious in the 
21st century, with the development, release and rapid influx of 
designed products without any future speculation—creating a 
slew of current and future ethical issues including, accessibility, 
privacy, corporate power, addiction, and privilege, among 
others. These issues are becoming further complicated by 
new technologies like invisible UX (sound and gesture), the 
blockchain, AR, AI, and 3-D fabrication. These technologies 
exist due to efforts and investment by both industry and 
academia; however, it is primarily the academy that seeks to 
understand, reflect on, and question the underlying benefits 
and drawbacks to society. The design field continues to rapidly 
evolve from the industrial age into the knowledge economy 
and even further into the human economy. The question 
becomes what kind of impact do we ultimately want to achieve 
this with a multi-modal approach? 

Feedback Loop: From the Classroom to Industry to the Classroom
Lilian Crum, Lawrence Technological University

The knowledge economy paradigm shift is creating rich 
territory for new design research. Several sessions of AIGA’s 
2017 annual conference focused on “AIGA Designer 2025,” 
which examined the ways in which design educators can 
more effectively prepare students for a shifting professional 
landscape. Prompted by similar questions about the future 
of design, I initiated an applied research project, Woodward 
& Willis, in early 2017. W&W is a student-run, faculty-directed 
design firm that operates as a real-world studio outside of the 
classroom. Located in a city that is undergoing its own period 
of dramatic transformation, the studio provides local socially-
conscious businesses and organizations in the Detroit region 
with professional design services. This interdisciplinary team of 
students provides support for non-profits and local businesses 
in their infancy, presenting coalesced business and designed 
collateral. Building on Lawrence Technological University’s 
motto of “Theory and Practice,” students develop deeper 
conceptual understanding of providing real-world professional 
services while operating the studio and practicing their design 
skills. Questions of human-centered design, team dynamics, 
entrepreneurship, technology, ethics, and social, cultural and 
economic impact underlie our project work. Ultimately, W&W 
generates a feedback loop about such competencies between 
the classroom and the professional world. Contributions to 
the conference session will include findings, challenges, and 
inquiry about how such initiatives might continue to develop. 

four-channel video installation, Camp Pause, and its mode 
of diasporic storytelling as archival documentation and 
imaginative work of art. 

The Migrant Sound: Albanian Iso-Polyphony, Contemporary 
Auditory Culture, and the Mediation of Transit
James Thomas

Produced by an interdisciplinary team of designers and 
ethnomusicologists, the Albanian Pavilion of the 2016 Venice 
Architecture Biennale featured a soundtrack of kënge kurbeti 
(“migration songs”)—a folk tradition unique to rural Albania, 
where villagers process the emigration of loved ones through 
performance and lamentation. The project, entitled I Have 
Left You the Mountain, comprised ten newly-commissioned 
compositions of Albanian iso-polyphonic singing: songs that 
allude specifically to the country’s extensive depopulation, and 
broadly to what the pavilion’s curators termed “an architecture 
of displacement.” Contrasting recent documentarian 
approaches to aestheticizing the “plight” of migrants (forced or 
otherwise), these migration songs challenge notions of identity 
and authorship: the singers remained invisible; their songs not 
their own but a series of texts penned by contemporary artists 
and theorists, including Etel Adnan and Michael Taussig. By 
obliquely mediating and narrating the phenomenon of loss, 
I Have Left You the Mountain figures into the contemporary 
theorization of the ethics and aesthetics of representing 
transit—a “migrant sound” to match the “migrant image.” 
This paper offers a close reading of the pavilion and shifts 
from considering the unique history of Albanian migration of 
the 1990s (a moment that both prefigures and complicates a 
series of more recent migratory “crises” unfolding throughout 
Europe), in order to reflect on the broader ontological and 
representational stakes of musicology and auditory culture, 
and of media and mediation: what role does sound play in 
the contemporary field of artistic and curatorial strategies 
that seek to portray migration through sensuous multimedia 
installations? 

Where Industry Meets Academia: Who Is Leading the 
Pack in Design Research and Why?
Committee on Design
Chair: Daniel Wong, Design Incubation

Incredible expansion and growth in technology has led to the rapid 
changes and adoption of new design products. From the general 
public’s perspective, it appears that commercial industry has been 
leading this charge. In academia, design research processes seem 
to be slower to adapt, and there is the perception that academic 
design research has followed professional practices, rather than been 
leaders of development. Is industry making the greatest contribution 
and impact to design? Is there significant design research in the 
academy? A panel discussion will look at various aspects of design 
research and how the commercial industry and academic research 
is each providing value to the advancement of design. Design 
research comes in various forms and methods. We will explore 
what are some of the existing methods, and why there may be an 
imbalance between the forces of commerce and study. It is clear that 
industry is largely the realm of applied design research. Companies 
are secretive in their exploratory research and processes. Is the 
academy only about education or should it be fully engaged in design 
research in these and other areas? What advantages do academic 
designer researchers have over industry research? We will look at the 
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An Investigative Inquiry into Graphic Design Industry Research 
Practices
Rebecca Tegtmeyer, Michigan State University

“Research” in its essence is the active process of gaining 
knowledge in order to understand. How research is practiced 
to gain this understanding differs across the field of visual 
communication, or more specifically in the area of graphic 
design. Past research practices in the field merely focused 
on the design of products or communications but needs 
of new complex problems have brought about the use of 
research methods focused on people first. Are these research 
methods adapted from other disciplines or unique to each 
scenario? How is academia influencing or not influencing this 
shift in methods in industry? By observing and interviewing 
four unique workplaces I seek to identify the ways in which 
research methods align, connect, or cross industry practices 
and academic inquiry. The workplaces selected practice 
design from a variety of perspectives: Redhead Design Studio, 
a multi-disciplinary boutique studio; The Work Department, 
design for social impact; Hallmark Cards Inc. the internal 
trends department; and Barkley, an integrated marketing 
agency. I seek to answer questions such as: What practices 
are borrowed from other fields? How does the end goal and 
outcome direct the research methods practiced? In what 
ways are industry practices similar or different than academic 
practices? How is research valued by those that conduct it and 
by the intended audience? With the changing landscape of the 
field, what might possible future research practices become? 

Why Art Matters: Art History’s Response to the 
Changing Art World
Chairs: Gwen Robertson, Colburn School; Aandrea Stang

Art and artists matter in this world now more than ever. But 
have you ever been asked to explain why this is true and found 
yourself at a loss for words, falling back on clichés or academic 
truisms to assert value (cultural or other)? At a time when the 
separation between artists and curator, art historian and art activist 
is blurred (consider staffing and programming crises at MOCA, 
Los Angeles, the Whitney, the Contemporary Museum St. Louis, 
and most recently the Brooklyn Museum), why is it so difficult to 
offer a convincing argument for why the visual arts matter? As 
the contemporary art world evolves, recognizing diverse cultures, 
genres and media, art museums as the public faces of the art world 
are increasingly the flash point for culture clash. How does the field 
hold on to an accepted cultural history, define excellence and move 
the canon forward when art history is no longer one agreed upon 
trajectory? As our overall culture begins to recognize a tectonic 
shift in music (rap/hip hop artist Kendrick Lamar recognized for his 
work with a Pulitzer Prize), the cultural conversation about visual art 
remains in stasis, poised to change but not quite knowing how to do 
so. This panel asks for artists, art historians and curators to assert 
the meaning and cultural impact they see, practice, and experience 
in their work.

Our “Zone of Occlusion” and the Role of Design History in Design 
Research: New Discoveries about Bell Telephone Laboratories
Russell Flinchum

The phrase “Zone of Occlusion” is taken from astronomy, in 
which it denotes that part of the universe we cannot observe 
through conventional means due to the interference of our 
own Milky Way galaxy. This is a metaphor for the “danger 
zone” of 25 to 50 years when much of past design, perhaps 
because of its familiarity, fails to be properly documented or 
brought into collections with the result that items that once 
numbered in the tens of thousands may not exist at all today. 
In the same fashion, much of the information design history 
operates with was originally written from press releases, and 
instructors should be encouraging students in fields like design 
studies to undertake assignments to verify and report on the 
veracity of what we have considered up to this point to be 
solid facts. Flinchum and Ralph Meyer began corresponding on 
the topic of Henry Dreyfuss’s involvement with Bell Telephone 
Laboratories, the research arm of AT&T, some 25 years ago. 
Their collaboration has resulted in a collection of 30 Dreyfuss-
designed phones for the Gregg Museum of Art & Design at 
NC State University, a paper on the history of the Dreyfuss/
Bell collaboration that debunks Dreyfuss as designer of the 
302 desk set telephone in Winterthur Portfolio, and now the 
universal availability of Meyer’s definitive 3rd edition of his 
book, Old Time Telephones: History, Design, Technology, 
Restoration (at lib.ncsu.edu/resolver/1840.20/35318) thanks to 
the NC State Library system. 

Cultivating Empathetic Engagement through Participatory Design
Heidi Boisvert, New York City College of Technology, City University 
of New York

My creative practice lives at the intersection of pop culture, 
emerging technology and social change, and involves a four-
part “design as inquiry” approach, which brings together an 
interdisciplinary group of 15–20 stakeholders—a meshwork 
of influencers—to participate in a co-design session across 
a range of different issues (i.e. immigration, women’s rights, 
climate change and homelessness) with NGOs, cultural and 
educational organizations. Participants learn how to think 
about complex social issues as a design challenge through 
a multi-modal process, where they work in small groups to 
1) identify and deconstruct the core values, 2) determine the 
constraints and challenges inherent in building empathetic 
engagement, 3) map, diagram and catalogue causal macro 
system(s), and 4) conceptualize and build a rapid prototype 
to transform hearts and minds around an issue. This process 
outlined stages build upon each other, moving participants 
from rational and emotional towards a complex science 
approach to problem-solving and social change. In the final 
stage, participants combine all of the accrued knowledge and 
documentation into a concrete analogue mock up, which is 
used as a starting point for concept design. This approach 
enables me to map social issues to interactive mechanics 
to increase authentic engagement, behavior change and 
learning outcomes. Deeply informed by neuroscience, behavior 
psychology and speculative fiction, a strategy Madison Avenue 
has drawn upon since the 1950s, but which academia neglects 
due to the persistence of disciplinary silos. This presentation 
will be structured around case studies and empirical impact 
analyses, as well as adaptations into classroom curriculum. 
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How Do We Prepare Graduates for the Lack of Sustainable 
Job Opportunities and Professional Placement in Arts-Related 
Careers?
Michelle Corvette, Belmont University

How Do Those of Us Entrenched in Academia Best Prepare 
Our Students for Careers Outside of the Relatively Narrow 
Professorial World that We Know?
Amanda Wangwright, University of South Carolina

How Do We Create an Educational Pipeline that Will Introduce 
and Encourage More Diverse Populations to Pursue Arts-Based 
Careers?
Dahlia Elsayed

Wish You Were Here: The Souvenir as Emblem of 
Regional Identity
Chairs: Christopher Moore, Concordia University; Isabel Prochner, 
Syracuse University

Souvenirs invoke powerful representations of regional identity, 
propagated when tourists purchase and experience these 
evocative artifacts. They commemorate and confirm encounters 
with unfamiliar landscapes, cultural rituals, and distinctive artistic 
practices—but they also have regional impact. When local citizens 
confront these same souvenirs from their own perspectives, they 
are provoked to assess whether the representations resonate with 
their lived experience. Further, having a narrow understanding 
of regional identity can prevent certain communities from feeling 
welcome—a contentious situation in a world with rising nationalistic 
tensions. This session aims to interrogate cultural and geographic 
depictions masquerading as “authentic” exemplars of regional 
cultures. This may involve investigating from the outsider’s 
perspective (assumptions and expectations), as well as observing 
how regions choose to portray themselves to cater to visitors’ 
perceptions. As sociologist Zygmunt Bauman asserts, “[Tourists] 
pay for their freedom; the right to disregard native concerns and 
feelings, the right to spin their own web of meanings.” (Bauman, 
Postmodern Ethics, 241). How can we envisage contemporary forms 
of souvenirs that move beyond the grand narratives of regional 
and national identity? Can we speculate on new forms of souvenirs 
and representations that challenge the typical souvenir genre? 
This session highlights papers that investigate representations 
of Canadian identity, but all topics related to regional tourist 
economies and souvenir culture.

Airport Artworks and the Souvenir: Shopping, Luxury, and 
Regional Identity
Menno Hubregtse, University of Victoria

The international airport is a chief location where souvenirs 
are sold. The terminal’s gift shops offer the passenger one last 
opportunity to purchase a memento before heading home. In 
my paper, I examine why international airports in Vancouver, 
Amsterdam, and Bangkok have installed monumental artworks 
that resemble the souvenirs sold within the terminal. Often, 
these place-themed sculptures are situated near consumption 
spaces since planners expect that these artworks will entice 
passengers to spend. Souvenirs, however, are not the only 
goods that passengers are encouraged to buy. The terminal’s 
shops sell an array of items including liquor, perfume, clothing, 
watches, and electronics. I consider why these artworks 
might stimulate the passenger’s desire to spend and how this 

From Advocacy to Reconciliation; Theater in Post-conflict Colombia
J. Wren Supak, University of Minnesota

As a part of this roundtable discussion, J. Wren Supak will 
contribute insight from her work as an artist and scholar 
based in Bogotá, Colombia that explores the intersection of 
art in social and post-conflict justice in Colombia. Particularly 
relevant to the discussion will be work that especially focuses 
on two theater groups (started in the 1960s) that have survived 
war, and assassination attempts to continue advocating for 
peace, social justice and Human Rights. Peace is a process, 
not a switch, and women and artists are explicitly part of 
this progression. Women have taken on a greater role than 
ever during the 2012–2016 Peace negotiations between 
The FARC and the Colombia government (military and 
paramilitary), women facilitated talks to a higher degree than 
previously known in similar negotiation talks. J. Wren Supak’s 
contributions will explore the ways that art is an ongoing 
necessity in the dialog of peace and social integration in 
Colombia. 

Why Art Matters for Religious Feminism? 
David Sperber, Yale University

As a part of this roundtable discussion, David Sperber will 
bring experience from his curation of the 2012 international 
exhibition Matronita: Jewish Feminist Art, at the Ein-Harod 
Museum of Art in Israel and his research examining the Jewish 
religious feminist art movement as a case study. His interest is 
in the importance of art that is created within religious cultures, 
for the feminist art world at large and for their impact on the 
communities within which they are created. His contribution to 
the discussion will explore how women’s artwork in the Jewish 
Orthodox community facilitates the visibility of feminist ideas 
that are barely voiced outside of the world of art. 

“Wicked Problems” in Visual Arts Education
Education Committee
Chair: Virginia Spivey 

CAA’s Education Committee invites members across disciplines 
and institutional boundaries to take part in this interactive 
discussion-based session. Originating in the fields of urban 
planning and design, the concept of a “wicked problem” refers to 
the overwhelming social or cultural challenges that are difficult 
to describe and impossible to solve through conventional means. 
Indeed, such problems reveal themselves as “wicked” through 
their relentlessness to reach into overlapping areas of concern to 
affect a range of stakeholders, who see the issue from different 
perspectives and propose varied solutions. Designed as a face-to-
face forum where educators, students, and emerging professionals 
can discuss “Wicked Problems” in visual arts and humanities 
education, this session aims to foster creative thinking and 
collaboration among diverse participants invested in addressing 
pressing concerns in the field. Each speaker will introduce a 
specific wicked problem through brief remarks that frame the issue 
for discussion. Session attendees will then form small break-out 
groups based on their area of interest. Group discussions will be 
facilitated by members of the Education and Student and Emerging 
Professionals Committees. Additionally, a Wicked Problems website 
(wickedproblems2019.caa.hcommons.org) will serve to archive 
ideas, allow for ongoing exchange, and provide access to those 
unable to attend the session.
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guides not only instruct tourists on choosing their smartphones’ 
settings for best color saturation of the spectacular slot 
canyon, they actually take photos for the tourists in several 
preselected, uniquely attractive spots. It has been said that 
travel is a performed art. I will argue that present day tourists 
fully direct their own performed and documented narratives, 
are stage and costume designers and choreographers. They 
carefully create memories and personalized, glamorized 
digital souvenirs that are Instagrammable, eternal, and 
accessible. Remoteness is made public in real time. Travelers 
are “doubling” and quickly gauging the level of online critical 
response, thus are able to rate their travel experience. In turn, 
this activity drives global tourism, as what is popular on social 
media, posted with exact coordinates, becomes an ever more 
visited destination. 

You Are (the) Here: Jewelry at the Intersection of Cultural 
Geography, Personal Identity, and the Souvenir
Ana Lopez, University of North Texas

The format of jewelry has an extensive history as a social 
symbol. It is defined in its presumed relationship to human 
anatomy and is at once both personal and public. It is 
dependent on the body for context and interpretation but 
at the same time brings meanings of its own to bear on 
the understanding of that body. My current series, You Are 
(the) Here, addresses issues of cultural geography, the 
relationship of jewelry to identity and the idea of the souvenir. 
The “places” of cultural geography are the embodiment of 
location, locale and sense of place (Tim Cresswell, Place: A 
Short Introduction. Blackwell: Malden, MA, 2004). “Place” in 
this context is a material space understood through the lens of 
our relationship to it. Historic examples of jewelry about place 
include pilgrimage badges of the middle ages, cameos in the 
court of Napoleon Bonaparte, and 19th-century micro-mosaic 
jewelry, among others. Contemporarily, we build relationships 
with everyday objects within increasingly homogenized urban 
surroundings. I construct meaning where the particular and 
special may be parsed from the general based on experiential 
relationships over time. In this body of work, selections of 
such objects have been transformed into silver miniatures 
to become adornment. The effect is to render tangible the 
personal experience and significance of another place which 
then may be used by others to take on the constructed 
identities of those personal/public spaces through the process 
of consumption. 

Women Artists in Germany, Scandinavia, and Central 
Europe, 1880–1960
Historians of German, Scandinavian, and Central European Art and 
Architecture
Chair: Kerry Greaves

This session seeks to address the aesthetic innovations, cultural-
political context, and critical reception of progressive women 
artists active in Scandinavia, Germany, and Central Europe from 
the emergence of modernism until the feminist movement took 
shape in the 1960s—a period that remains ripe for new scholarly 
contributions. For Scandinavian artists such as Franciska Clausen 
and Rita Kernn-Larsen, their relationship to art movements 
was not straightforward and they employed a wide range of 
styles and practices. They and their work often transgressed 
neat categorizations, and they undertook complex negotiations 

pertains to the regional identities conveyed by these works. 
Furthermore, I discuss why planners choose to celebrate 
only some of the region’s cultural groups and elide other 
groups living in the area. My paper also examines the broader 
historical context of souvenir production, particularly with 
respect to the monumental Northwest Coast First Nations 
artworks installed at Vancouver’s airport. These sculptures 
recall the types of Indigenous carvings created for tourist 
markets since the 19th century. These souvenirs helped 
preserve British Columbia’s coastal First Nations’ artistic 
traditions, especially during the early 20th century when the 
Canadian government tried to eradicate Indigenous cultural 
production. I draw upon this historical context to consider 
why Vancouver’s airport highlights traditional First Nations’ 
artworks and why these works do not overtly address 
contemporary Indigenous political concerns. 

The Album as Archive: Margaret Corry’s Souvenir Photographs 
through the Lens of Canadian Citizenship (1946–63)
Gabrielle Moser, Maya Wilson-Sanchez, OCAD University, University 
of Toronto

Photographic albums have been popular and common site for 
visual souvenirs since the early 19th century, but art historians 
have largely understood them as intensely personal, subjective 
and idealized accounts of travel and exploration. This paper 
proposes to analyze the souvenir photographic album as a 
public, as well as personal, archive by investigating a collection 
of 20 albums put together by Canadian resident Margaret 
Corry and recently acquired by the Royal Ontario Museum. An 
archive of more than 6,000 photographs, Corry assembled the 
albums while accompanying her husband—a representative of 
the United Nations Relief and Rehabilitation Administration—
on his international travels for more than a decade. While 
many of the images are snapshots taken by Corry, the albums 
also include a great number of touristic, architectural and 
ethnographic photographs produced by commercial firms 
and sold as souvenirs in Europe, Asia and the Middle East. 
This blending of private and public images—alongside Corry’s 
copious typewritten captions addressed to family members 
back home in Ontario—trouble the status of the albums as 
purely private and raises questions about their intended 
audience. By putting the Corry albums into conversation with 
political events happening worldwide, this paper questions 
how the souvenir album allowed a white, middle-class woman 
to articulate her position as a Canadian citizen in the postwar 
period. 

Self-Gazing Tourist, Contemporary Sublime and Timeless 
Memories
Maja Godlewska, University of North Carolina at Charlotte

My paper examines the ways today’s self-gazing tourists 
consume the natural wonders and historic heritage, while they 
engage with their electronic devices. Selfies taken on location 
become tourist-made digital souvenirs to be both broadcast 
in real time and kept indefinitely. I am interested in the 
contemporary notions of the sublime, identity enhancement, 
and the colonizing tourist gaze. I have been studying, photo-
documenting, and painting tourists taking selfies in the 
most desirable destinations, from “the tropical paradise” of 
Mauritius, to Greenland, Iceland, Sicily, Key West, and—this 
summer—the National Parks of the United States during a 
two-month research trip. Some destinations, as for example 
Antelope Canyon, are case studies in themselves. Here, Navajo 
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gender politics. Both within the French and the Scandinavian 
group, a string of artists and theorists—Vilhelm Bjerke-Petersen 
in Denmark, Roger Caillois in Paris, to only mention two—
experimented with a kind of surrealist biology to dismantle 
regressive bio-politics and growing fascism. In line with 
these experiments, but bending them towards gender issues, 
Kernn-Larsen aesthetically fractured regressive bio- and 
gender-politics from within through a re-appropriation of a 
quasi-organicist vernacular. That is, the critique of conformist, 
naturalized gender went through the biological. 

The Women Members of the Young Yiddish Group
Nora Butkovich, Virginia Commonwealth University

The Young Yiddish group, established in 1919 in Łódź, crafted 
a dialogue with Jewish culture, literature and arts, redefining 
Polish-Jewish identity by relating it to Yiddish tradition, society 
and modernism. Their art periodical, Yung-Yidish, was a 
platform directed towards a minority who survived World War 
I, pogroms, and oppression. Containing manifestos, poetry 
and illustrations, the periodical became an important voice 
for the Jewish community. Aware of the international art 
scene, the group remained dedicated to expressing itself in 
an Expressionist avant-garde language, thus enhancing their 
position in both Jewish and non-Jewish circles. Remarkably, 
the Young Yiddish expanded their radicality by giving the 
women contributors and founders equal opportunities. Pola 
Lindenfeld, Ida Brauner, Dita Matus and Zofia Gutentag 
were pioneer female artists in their mediums—ranging from 
woodcuts, theater design, to sculpture—and they contributed 
significantly to the group’s definition of its artistic identity. 
Their artwork actively disrupted traditional stereotypes of 
Polish-Jewish women as they refused to exoticize the Jewish 
women’s body. This research investigates the complex 
sociocultural negotiations undertaken by these four women 
in a society dominated by nationalism, a Polish Catholic 
majority and governmental oppression of ethnic minorities. 
Lindenfeld’s, Brauner’s, Matus’ and Gutentag’s creation of art 
allowed them to move beyond the boundaries of traditional 
feminine roles, ensuring their interaction with the international 
art scene and establishing close connections with various 
German art groups. In giving full autonomy to women 
contributors, the Young Yiddish forged a radical reputation 
unheard of in comparison to other European interwar art 
groups. 

Redefining Mary Bauermeister’s ‘Maternal’ and Material 
Practices
Lauren Hanson, The University of Texas at Austin

In 1960 artist Mary Bauermeister transformed her Wohnatelier 
(live-in studio) in Cologne into an experimental space. Her 
home/studio/gallery became a communal site in which 
she hosted practices in performance, chance, and the 
participatory—“proto-Fluxus” events featuring artists such 
as John Cage, Merce Cunningham, and Nam June Paik. 
Art historians have diminished Bauermeister’s significance 
based on two problematic perspectives. The first limits her 
contributions according to a gendered reading as the “mother 
of Fluxus”—a maternal figure valued only for nurturing others’ 
artistic work. The second situates her own creative practice 
only in proximity to her “canonical” male counterparts: wife 
to experimental musician Karlheinz Stockhausen or close 
friend to Cage, Robert Rauschenberg, and Jasper Johns. I 
do not discount these key relationships but instead aim to 

with sociocultural norms. The term “woman artist” itself as a 
homogenous category is a misnomer that obscures a range of 
differences; the idea of the feminine, too, is now considered fluid. 
Papers address the following questions: How did women formulate 
artistic subjectivity, identity, and autonomy within art movements, 
especially those most closely associated with masculinity? How did 
their work advance or disrupt the criteria of the movements with 
which they were involved? What strategies did women develop in 
order to navigate environments that restricted their professional 
access? What was the critical reception of their work, how did this 
impact their careers, and what were the conditions surrounding 
their later art historical treatment?

White Shadows: The Photograms of Anneliese Hager
Lynette Roth, Harvard Art Museums

In 1964, German artist Anneliese Hager (1904–1997) published 
a book of poetry and art entitled Weiße Schatten (White 
Shadows). The title refers to the camera-less technique of the 
photogram, whereby the absence of light on undeveloped 
photographic paper creates in the resulting print not darkness, 
but rather areas of bright white. In a self-portrait from 1947 that 
combines straight and camera-less photography, the artist’s 
own features blur into the background, gauzy white shadows 
veiling any direct sense of self. Opacity and fluidity are key 
tropes for Hager, exemplified in her innovative exploitation 
of paper cut outs, fabric and flowers, but also soap bubbles, 
glass and glue. Trained in photography in the early 1920s and 
inspired by illustrations of the work of Man Ray and László 
Moholy-Nagy, Hager began her experimental practice the 
following decade—early work lost in the bombing of Dresden. 
Although an active participant in the fledgling postwar 
art scene, by the 1950s, Hager (like many of her female 
contemporaries) became overshadowed by an increasingly 
masculinist culture. She stopped making art in 1972. “White 
shadows” is thus also an apt metaphor for an artistic project 
which began under Nazi censure and ended in a different 
kind of isolation in postwar Germany. This paper will examine 
pivotal intersections between Hager’s photograms and the 
cultural-political context of their making. 

Organismic Womanhood: Rita Kernn-Larsen and the Gender 
Politics of Surrealist Biology
Emil Meilvang, University of Oslo

Danish painter Rita Kernn-Larsen had a productive, though 
somewhat strained relationship to Surrealism. Reflecting 
back upon her artistic practice in 1967, she proclaimed her 
Surrealist period to be her most fruitful one as a painter, yet 
she also frequently felt trapped within the inflexible dogma 
of a strongly male-dominated art-movement (in both France 
and Scandinavia). In the last four decades, the gender 
politics of the boy school of Surrealism has—in spite of their 
emancipatory, strongly anti-colonial politics—faced severe 
criticism as the founder of the movement, André Breton, often 
propounded conservative views on gender roles. There was, 
however, a range of women artists in Surrealism—Claude 
Cahun, Toyen, Germaine Dulac, Leonora Carrington—who 
developed strategies for an expansive politics of gender within 
the aesthetical idiom of the movement. I will discuss how 
Kernn-Larsen negotiated the gender-category of “the feminine” 
through an artistic expansion of organic categories. Through 
her use of the notion of the “femme-arbre,” Kernn-Larsen 
meticulously placed womanhood under the rubric of nature 
in order to upended the conformism of the naturalization of 
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de Austria and Isabel Clara Eugenia, in order to reflect on 
the motivations behind their creation and possible common 
models. The analysis of this concrete example of the prints of 
Margarita de la Cruz will allow us to understand the convent of 
the Descalzas Reales as a religious and courtly space: one as 
hybrid as the infanta-nun at its center. 

Conventual and Courtly Devotion in the Descalzas Reales: 
Polychrome Sculptures of the Child Christ
Tanya Tiffany, University of Wisconsin-Milwaukee

The association between sacred and courtly space in early 
modern Madrid was perhaps nowhere more manifest than 
in the Descalzas Reales: a convent whose nuns included the 
infanta Margarita de la Cruz and whose royal apartments 
housed generations of Habsburg women and children. In 
discussing the visual culture of the Descalzas, scholars have 
highlighted Margarita’s collections of sacred images—foremost 
among them polychrome sculptures of the Child Christ—
which served as expressions of piety and diplomatic gifts. 
Yet the interrelation between her images of the Child and the 
locations they occupied inside the Descalzas remains to be 
understood. This paper explores how Margarita’s sculptures of 
the Child shifted in function as they traversed the boundaries, 
however porous, between the enclosure and the semi-
public spaces of the Descalzas. More specifically, I examine 
the ways in which the main written sources on Margarita’s 
life—the hagiography by her confessor and her own spiritual 
exercises—textually mapped the relationship between cloister 
and court. Epitomizing private devotion and proclaiming 
Habsburg religiosity, Margarita carried a sculpture of the Child 
inside her habit, and she brought others to her private dining 
quarters and displayed them in her sumptuous oratory. The 
images assumed dynastic significance when taken to the royal 
apartments, where they were displayed together with portraits 
in which Habsburg children bore the attributes of the holy 
Infant. In turn, Margarita used the sculptures in appropriating 
courtly rituals that compared the Nativity to Habsburg births, 
bringing royal ceremonial culture inside the convent. 

Processions at the Celestial Palace: A Ritual and Spatial 
Approximation of Las Descalzas Reales
Katherine Mills, Harvard University

As the home to many illustrious Habsburg women, the 
Monastery of Las Descalzas Reales has often been studied 
in accordance with its court practices, either through the 
examination of its royal inhabitants and their political 
connections or its artistic patronage and collection. Drawing 
upon the conclusions of a joint study with María José del Río 
Barredo, this paper proposes to examine the convent’s locus 
of ritual activity: the cloister. Although the physical confines 
of this architectonic space never changed, incense, perfume, 
flowers, candles, and the placement of religious objects all 
radically altered the space and made what was once mundane 
acceptable for religious devotion. The ephemeral decoration 
was further animated by the nuns’ bodies and songs in the 
frequent processions that weaved through the convent’s 
corridors. Following the rubrics established by the convent, 
this paper attempts to reconstruct this ritual space in order to 
suggest that the nuns constantly recreated a Celestial Palace in 
order best to enact their religious vows. 

relocate them within her role as facilitator for a community 
of artists working locally and internationally. Simultaneous to 
these intimate, participatory events, Bauermeister challenged 
expectations of the art object, creating experiential work for 
viewers to question “the illusion of beauty [and] the instabilities 
of form.” I investigate the relationship between Bauermeister’s 
Wohnatelier events and individual material processes of her 
“lens boxes:” assemblages of layered drawings, wooden orbs, 
and optical lenses. Eschewing sharply delineated categories 
in favor of relativism and the indeterminate, Bauermeister 
continually underscored the ways in which process, research, 
and intimacy expand art’s ontological and phenomenological 
boundaries. I consider the complex nature of Bauermeister’s 
investigations into the art object via mediation, chance, and 
time, and her status as a woman artist, collaborator, and 
impromptu gallerist. 

Women’s Devotion and Visual Culture in Early Modern 
Spain: The Convent of the Descalzas Reales
Society for the Study of Early Modern Women
Chairs: Maria Cruz De Carlos, Universidad Autónoma Madrid;  
Tanya Tiffany, University of Wisconsin–Milwaukee

This session explores a site of fundamental importance to the 
history of early modern Spanish art: the Madrid convent of the 
Descalzas Reales, which was founded in 1559 by the infanta Juana 
de Austria. Throughout the 16th and 17th centuries, the Descalzas 
remained almost exclusively the province of women from the royal 
family and upper nobility. Consistent with their exalted status, 
the Descalzas’s nuns presided over one of Spain’s largest and 
costliest collections of paintings, sculptures, tapestries, and relics 
and reliquaries. The convent’s treasures included paintings by 
Luca Giordano, tapestries designed by Rubens, and other works 
that brought courtly splendor to the cloister. Also displayed on 
the convent walls were images of Habsburg rulers in the guise of 
saints and portraits of royal children dressed as the infant Christ: 
objects that gave form to the inseparability of the Spanish monarchy 
from the Catholic faith. In turn, several of the Descalzas’s nuns 
became themselves the subjects of paintings and engravings 
proclaiming their saintly virtue. Despite the Descalzas’s art-historical 
significance, specialists have often neglected the convent in favor 
of spaces—from El Escorial to Madrid’s Palace of the Buen Retiro—
whose patronage was dominated by kings and their male courtiers. 
In concert with a growing body of research, we aim to correct this 
imbalance by considering the Descalzas as a space of both devotion 
and artistic agency. Our papers explore how nuns performed rituals 
in the cloister, used polychrome sculptures in sacred practice, and 
were memorialized in visual images.

Pedro Perete’s Engravings of the Life of Margaret of the Cross 
(1636)
Maria Cruz De Carlos, Universidad Autónoma Madrid

This paper analyzes the prints of the Life of Margarita de 
Habsburgo (Vienna 1567–1633 Madrid), who took the name of 
Sor Margarita de la Cruz after her profession in the convent of 
the Descalzas Reales in January 1584. Made by the printmaker 
Pedro Perete, these images were included in the biography of 
the infanta-nun written by her confessor, Fray Juan de Palma, 
and focus on the subject herself (six prints) and the Habsburg 
dynasty into which she was born (three prints). These images 
will be discussed in the context of other Lives and print 
series devoted to women of the dynasty, such as Margarita 
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Image or Performance? Benvenuta Boiani’s Altar Frontal and the 
Perception of the Liturgical Ritual
Zuleika Murat, University of Padua

In the last few years, scholars have paid increasing attention 
to the roles that images played in the context of the nonverbal 
aspects of Medieval church rituals. Rather than being 
understood as mere visual representations of concepts, 
artworks now tend to be considered in terms of performance, 
thus linked to the roles they fulfilled in liturgical rituals and 
enactments. This paper explores a little-known, yet significant, 
case study: the altar frontal attributed to the Dominican tertiary 
Benvenuta Boiani, embroidered in silk and gold, presently 
housed in the Museo Archeologico Nazionale in Cividale del 
Friuli, northeast Italy. Likely executed between the 13th and the 
14th century, the garment was originally destined to the main 
altar of the local Dominican church. I examine how the precious 
materials and complex iconographies were perceived in their 
original context. I argue that the engaging work was used 
to direct, instruct and impress the diverse lay and religious 
congregations, captivating the viewers emotionally and 
providing them with specific patterns to experience a precisely 
orientated piety. In order to do that, I consider both the spatial 
and temporal aspects of the rituals, addressing where and 
when the garment was used in the liturgical performance. I 
finally approach the artwork from the point of view of identity, 
by considering it as part of complex mechanisms of self-
representation. In this respect, I will explore the position of 
Benvenuta Boiani as patroness, producer, and user of the 
object. 

Women and Sacred Space in Renaissance Florence
Joanne Allen, American University

In Renaissance Italy, sacred space reflected and reinforced 
societal regulation of gendered divides. Focusing on 
ecclesiastical architecture in Florence, this paper analyzes 
the effectiveness of spatial methods used to implement 
gendered exclusion, revealing evidence which suggests a 
less rigid functional usage of the church interior. Architectural 
screens, wooden barriers, and curtains were certainly utilized 
in the church to divide laymen from laywomen. In San Marco, 
a partition wall in the nave was used, as stated in archival 
sources, “to separate men from women.” In Santa Croce, 
meanwhile, a testament requested burial by the central door 
of the rood screen (known as the tramezzo) “which divides the 
place of the men from the place of the women.” Orsanmichele, 
the guild oratory and former granary, gained a reputation as a 
meeting place for the city’s prostitutes until a wooden barrier 
was erected in the church “to prevent illicit conversations” 
between men and women. However, sacred space was 
not always conceived as an instrument of control. Archival 
sources demonstrate that laywomen could have access to 
areas beyond the screen, even entering the church choir for 
nonreligious purposes such as the signing of notarial acts. 
Moreover, sometimes spatial zones were specifically dedicated 
to female spirituality, such as chapels celebrating the pregnant 
Virgin, known as the Madonna del Parto. Analysis of these 
challenges to a rigorous conception of gendered space—in 
particular its temporal aspects—will allow a more nuanced 
approach to the subtleties of sacred space in the churches of 
Renaissance Florence. 

Women’s Identity, Liturgy, and Sacred Space in 
Medieval and Renaissance Italy
Chair: Joanne Allen, American University

Scholars increasingly understand Medieval and Renaissance sacred 
spaces as complex arenas for interactions between different 
genders and social classes in which there is a powerful interplay 
between liturgy, identity and art. While the spatial arrangements 
and the configuration of liturgical furniture expressed social and 
gender hierarchies, religious and lay actors could manipulate or 
circumvent their terms of participation. Our panel aims at exploring 
the ways in which lay and religious women negotiated their role 
and developed both independent and intersecting identities in 
this context. Our panel focuses on some revealing examples in 
architecture, decorative arts, and illuminated books in Medieval and 
Renaissance Italy to explore the relation between women’s identity, 
sacred environments, and liturgy. We discuss female spirituality 
on the one hand and private and public devotion in ecclesiastical 
architecture on the other, examining also the liturgical rituals taking 
place in churches and monasteries. We thus consider the role of 
women as patrons, makers and users of art, reflecting also on the 
ways in which images were used as means of self-representation 
or to impress, instruct, and engage the viewers. Drawing on Alfred 
Gell’s anthropological model of art, our approach considers both 
rituals and art as agents, markers and patterns of identity. We will 
thus combine analytical methods drawn from several disciplines 
including art history, sociology, and anthropology to add texture 
to the more traditional stylistic and iconographic analysis of the 
artifacts considered.

Two Women and One Psalter (Padua, Seminary Library, MS 353)
Sabina Zonno, EMSI

The story of the little-known lavishly illuminated Book of 
Psalms now in the Seminary Library in Padua (MS 353) involves 
two women of high status: the patroness who commissioned 
the book in Paris probably at the end of the 1260s and was 
possibly related to the French Capetian court, and Bartholomea 
da Carrara, the abbess of the Benedictine monastery of Saint 
Peter in Padua (ca. 1393–1413) who owned the book between 
the end of the 14th and the beginning of the 15th century. The 
patroness is portrayed in a full-page miniature (on fol. 133v) at 
the beginning of the Sunday Vespers and is shown as a veiled 
woman kneeling in supplication before the enthroned Virgin 
and the Child. The abbess is mentioned three times in an obit, 
in a note of ownership and in a long prayer possibly in her 
own handwriting. My paper focuses on the one hand on the 
sacred space of the book where the identity of lay women can 
be proudly exhibited in front of the biblical characters, and on 
the other, on the sacred space of the monastery in which the 
liturgical rituals can put in the shadow the identity of women at 
the head of any powerful religious community. We will consider 
the use of books in female private devotion and meditation and 
the role of images in this practice and most of all, we will also 
examine the intriguing interplay between identity and liturgy in 
Medieval and Early Modern Europe. 
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of ICAN—Center for Arts in Nursing at Texas A&M University-
Corpus Christi, a collaboration between the College of Nursing 
and Health Services, the Department of Art and Design, 
Christus Spohn Health System, and the Art Museum of South 
Texas. Its mission is to explore and implement the arts into 
healthcare and wellness creating initiatives to enhance vital 
skills for practitioners. In arts administration, we strive to 
create and nurture opportunities for faculty and students to 
realize and practice aesthetics outside of the normal academic 
construct. In the adoption of community-based projects 
and cross-disciplinary activities, artists create modules in 
cognizance, reception, transmission, team building and 
introduce fundamental elements of the creative process. 
Integrating these practices strengthens observational skills 
and advances innovation in problem solving. Class practicums 
in studio art experiences are designed to engage students 
and practitioners in the active practice of observation, 
communication and critical thinking. Research has been 
proven to show that integrating the arts in healthcare training 
improves visual awareness. One sees more, one sees 
more accurately, and practitioners make more and better 
observations in healthcare contexts. 

The Skilled Observer in Art and Science
Paul Solomon, Western Michigan University

It’s difficult for students in the sciences, business, engineering, 
and many disciplines outside the arts, to understand that 
creativity is at the heart of problem solving in every field. It’s 
the opportunity to do creative problem solving that entices the 
best students to become entrepreneurs, research scientists, 
and teachers, for example. I will demonstrate how I help 
students knit together knowledge with perceptual abilities 
as well as a capacity to detect narrative information, and to 
communicate with precision and empathy. In this presentation 
I’ll demonstrate how I empower students to learn from the 
ways of the artist and the scientist. I’ll share how I use drawing 
assignments to expand the student’s ability to observe. When 
a student experiences a conceptual change in how she makes 
sense of what her eyes see, it enables her to know there 
are untapped answers to intractable problems. To increase 
a student’s comfort with attempting to see what is beneath 
the surface, I share the work of a geoscientist who is excited 
by her understanding of embodied cognition, and how it 
enables her to rotate an object in her mind. To underline the 
interconnectedness of disciplinary areas, I address symmetry 
and chirality on a molecular level, how it is evidenced at 
a macro scale in nature, and how it has shaped art and 
architecture. This kind of transdisciplinary teaching is more 
important than ever. Complicated issues in every field mirror 
the complexity of the great issues we face, including poverty, 
disease, immigration, and globalization. 

Kinetic Art, BioArt, and Artbotics: Navigating the Sciences in 
Academia as an Artist
Ellen Wetmore, University of Massachusetts Lowell

As an art instructor at a predominantly engineering technical 
university, it has been my pleasure to raid the expertise of 
science and engineering colleagues in order to develop cross 
disciplinary courses. The scientists have more expensive high 
tech tools to work with, and I’m always on a mission to get 
access. For example, in the video art course, we discovered 
that the highest speed camera on campus was being used 
to test baseballs and bats for impact strength through slow 

Working Together on the Frontier: Art Collaborations 
with STEAM across Campus
Chair: Barbara Westman, Slippery Rock University

In the undergraduate level, within one semester, the studio 
art course curriculum provides students with a set of required 
competencies, as well as a developed confidence in creating art. 
The development of technical skills and conceptual growth does 
not seem to develop in a parallel manner. As a consequence, 
students lack confidence in their work which often leads to loosing 
interest. Their frustration is often expressed by decisions resulting 
in premature closures. Introducing an interdisciplinary collaborative 
project to the curriculum can provide an undiscovered source of 
inspiration, a diverse thinking and a new way of communicating 
with non-art partners. Engaging other disciplines with art results 
in discovery of new territories for all involved. How does this 
intersection impact the art students, campus and community? 
While art and science collaborations have been discussed and 
successfully applied in academia before, the intention of opening 
students to finding inspiration through collaboration with science 
can at first be seen as mission impossible. The unexpected 
realization of availability of ideas resulting in a collaboration is 
a rewarding experience. This panel seeks to examine the ways 
collaborative projects intersect between the arts and other 
disciplines, fostering intellectual growth and creativity.

Rewards and Reworkings of STEAM Collaboration
Martha Carothers, University of Delaware

The initial success of an art and science collaborative 
undergraduate course is greatly enriched by the opportunity 
to review, renew, and introduce new objectives prior to 
teaching it the second time. The unforeseen awareness of 
learning from each other (faculty colleagues), along with 
observing interdisciplinary development among students, 
has many significant rewards. In the course, art and design, 
marine science, and elementary education majors engage 
their studied and unique perspectives with a specific semester 
project that integrates key components relevant to the three 
majors. The creation of children’s storybooks in this STEAM 
collaboration increased intellectual and creative growth 
by means of the timely topic of environmental change in 
ocean and aquatic life. Students, organized in three-member 
groups (one of each major), learned to read a scientific paper, 
understand research data, and interpreted information with 
concept maps. From this, students developed storylines, 
generated storyboards, and wrote narratives. The next phase 
was illustration, design, and production of storybooks. The final 
stage implemented in elementary classrooms, coordinated 
science lesson plans with the storybooks. This presentation 
explains details of what worked, what was overlooked, and 
what to restructure for greater realization of interdisciplinary 
interaction that advances both visual inspiration and 
communicates scientific methods to undergraduate students, 
and subsequently to elementary students. 

ICAN—Center for Arts in Nursing
Rich Gere, Texas A&M University–Corpus Christi

Many universities around the country are implementing the 
arts into medical training for students, establishing exciting 
and innovative partnerships. Programs and workshops are 
researching and addressing new strategies in pedagogy 
for integrating the arts, music and theater into medical and 
nursing education. This presentation presents the development 
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an invisible barrier: “art” versus “non-art.” They experience a 
different world, they gain new knowledge, learn new “language” 
(vocabulary) and widely broaden their inspiration source. 
Through the experience of collaboration, the science courses, 
often disregarded by the art students, can become a new source 
of inspiration for them, inspiration needed to be a creative 
artist. Importantly, these interdisciplinary collaborations teach 
students to navigate among a variety of professions, skills and 
interests. This experience gained in the university prepares 
young people for a professional career as their expanded 
knowledge, improved communication skills, and openness are 
necessary traits for success. What also needs to be taken into 
consideration is the impact the interdisciplinary collaborations 
have on all involved at the university campus: students, faculty, 
departments, community. Art is a part of society, but we, the 
educators, can have a huge impact on awareness, cognition and 
reception of art in the community. 

Writing about Art: Women Authors and Art Critics in 
the Late 19th Century
Chair: Leanne Zalewski, Central Connecticut State University

When reading art criticism in journals and books from the late-19th 
century, one is struck by the large number of women writers who 
informed and shaped public opinion on the arts. Many of these 
women wrote for leading publications. Some examples include 
Lucy Hooper’s Paris Salon reviews for the popular Art Journal, 
and Marie-Amélie Chartroule de Montifaud, who wrote under the 
nom de plume of Marc de Montifaud for the influential French 
journal, l’Artiste. Some women, such as Clara Erskine Clement 
and Clara Stranahan attempted to shape new art canons through 
publishing art histories. How do we interpret these criticisms and 
art histories today? Have they been overlooked as less important 
or less intelligent than their male counterparts? Does Paul Mantz’s 
writing carry more intellectual weight than Marc de Montifaud’s? Or 
is William C. Brownell’s French Art more reliable than Stranahan’s 
History of French Painting? This panel seeks to continue the work 
of Wendelin Guentner, Véronique Chagnon-Burke, and Heather 
Belnap Jensen in Women Art Critics in Nineteenth-Century France 
(2013) and extend the borders beyond France to the United States, 
England, and any other part of the world where women’s voices 
played a crucial role in interpreting art.

Women Critics and Impressionism in the Midwest: A Case Study 
of Lucy Monroe
Claire Hendren, Université Paris Nanterre

French Impressionist paintings were met with skepticism 
from most critics at the Loan Collection of Foreign Paintings 
at Chicago’s World Columbian Exposition, held in 1893. While 
the importance of American women collectors and curators 
in introducing Impressionism to the Midwest has largely been 
studied, as we have seen in publications on Bertha Honoré 
Palmer and Sarah Tyson Hallowell, female critics have rarely 
been credited for their influence on the nation’s critical 
reception of French Impressionism. As I demonstrate in this 
paper through the case study of Lucy Monroe, women were 
crucial in shaping the American perception of Impressionism 
for the better through the last decades of the 19th century. 
From her early writings in the 1890s, she commented on and 
praised the controversial art form. Notable interpretations 
that I highlight do not refer to the softness often associated 
with women’s take on Impressionism. Rather, I emphasize 

motion imaging. In the photography course, we found that 
the cameras used to track carbon gathering in trees and the 
microscopes for studying organisms offered diverse options 
for image making. I have taught several cross over courses 
at the university: Kinetic Art, developed with the Mechanical 
Engineering faculty, and BioArt, developed with the Life 
Sciences Faculty. It happened that experiments we were doing 
for visual outcomes in the wet lab in BioArt are very similar to 
the Life Sciences Lab problems, including pulling DNA from 
saliva and culturing bacteria in agar. This involves Portuguese 
colleague Marta Menezes, so the program is also a study 
abroad opportunity. Kinetic Art was developed as an option for 
mechanical engineering students and artists who might wish 
to explore the fundamentals by solving art problems rather 
than doing traditional labs. The students who always followed 
build instructions were the engineers, while the artists never 
did, breaking the kit before even building it but yielding more 
interesting results. 

Print Media in the Ecosystem of Fermentation Sciences and 
Sustainability
Johnny Plastini, Colorado State University

Engaging scientific research with subjective aesthetics often 
falls short of a true collaborative experience for students. 
In order to collaborate on neutral ground, students must 
investigate a topic that is previously foreign to both the 
scientist and the artist. Through the “Africa and Ale” project, 
students at Colorado State University embark on a journey of 
engaged scholarship that unites various different fields for a 
culminating event at the Gregory Allicar Museum. The focus 
of the public event revolves around issues of sustainability 
and specifically the examination and homage of beer-brewing 
across the African continent in relation to contemporary 
northern Colorado contextualization of such processes. Studio 
art students are required to produce handmade recycled paper 
posters printed through non-toxic methods for the event using 
ingredients that express sustainability from the African region, 
while art history students present poster-based information 
about a variety of African art related topics. Traditional African 
ceramic brewing vessels are displayed and discussed as well 
as contemporary examples of African artists working today. 
The fermentation sciences department collaborates with the 
department of art and art history to formulate recipes for beers 
inspired by the African continent to be brewed and served at 
the event by local craft breweries. Past collaborations have 
resulted in a historical focus on the grain, specifically millet and 
sorghum as an African tradition in contrast to the westernized 
barley and wheat for beer production. Other collaborations 
have focused on contemporary issues of environmental 
sustainability with regards to hop farming and production in 
Southern Africa. 

Interdisciplinary Projects in Art Curriculum: An Important Part of 
Higher Education
Barbara Westman, Slippery Rock University

For many art majors it is the art courses, art department, 
art studios, art clubs, and art events that they focus on. This 
almost hermetic life, even if exciting and fruitful, is limiting. The 
only goal of a studio course shouldn’t be focused on successful 
teaching of creative thinking and technical steps (such as 
in printmaking). The focus should also incorporate broad 
interdisciplinary experiences and the intellectual challenges 
they provide. Through these collaborations, art students break 
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Italian art, they confidently negotiated networks among male 
critics and museum professionals both at home and abroad 
in order to further their research and publicize their work. 
Though obscured in subsequent histories of the discipline, this 
paper examines a range of these women’s contributions and 
highlights their role as significant, yet still unacknowledged 
influences on art history during its fledgling years. 

Degas’ Ballet Dancers between Marc de Montifaud’s ‘Goddesses 
of the Opera’ and Paul Mantz’s Naked Vice
Vasile-Ovidiu Prejmerean, The Institute for Archaeology and Art 
History of the Romanian Academy Cluj-Napoca and University of 
Fribourg, Switzerland

Degas’ ballerinas were a constant cause of bewilderment and 
furious debate during the 1870s—Paul Mantz and Marc de 
Montifaud making no exception in trying to understand how 
the viewer is supposed to perceive femininity when it is put 
on display in such a controversial fashion. If the latter tries to 
convince the spectator that Degas’s repetitiveness should be 
seen through the lens of coherence—not only by referring to 
them as a seraglio (L’Artiste, 1874), but also by revealing how 
the “Goddess” and the modern woman actively exchange 
places through the act of (un)dressing, thus avoiding realism in 
favor of the erotic pagan beauty crossdressing as modernity—
Mantz calls Degas cruel and having an eye for the pain and 
vice (even in Baudelairian terms) hidden underneath the 
surface (Le Temps, 1877), his “objectivity” being just a pretext 
for exposing the hypocrisy of the men “protecting” the filles, 
who are reduced to mere objects to be either fragmented—
by picturing seemingly disjointed limbs or “cutting” them 
using the image-as-photograph’s edges—or multiplied at 
will. Montifaud sides with Degas in protesting the sacrosanct 
institutions dictating the rules of the day, while Mantz 
considers the artist’s paradoxes “irritating.” It becomes obvious 
that the “duel” between the two art critics translates—through 
the intercession of Degas’ ballerinas—into one between the 
former’s temporally unifying gaze and the latter’s spatially 
cleaving one, contrariness which is precisely what our paper 
aims to analyze. 

Monroe’s appreciation for the movement’s goals, motivations 
and technique. Her column entitled “Chicago Letter” printed 
in The Critic marks a turning point in shaping Americans’ 
interaction with Impressionism in the Midwest, encouraging 
readers to consider the art form in an unbiased way. This in 
turn set the tone for Americans’ notable and persistent praise 
of the school. To recognize women art critics’ role in the rise of 
Impressionism in the United States, it is necessary to shed light 
specifically on Monroe’s importance in the development of a 
distinctly American relationship to the movement. 

Debating the American Woman Artist’s Presence in Paris
Julia Dabbs, Associate Professor of Art History, University of 
Minnesota, Morris

As numerous books and exhibition catalogues have 
demonstrated, Paris was an international mecca for artists 
in the latter 19th century, including American women artists 
such as Elizabeth Gardner and Mary Cassatt. The opportunities 
to learn from distinguished painting masters, to copy from 
masterpieces in the Louvre, and to potentially have work 
accepted into the Paris Salon were some of the professional 
reasons that led these women to study art abroad. However, 
it was also an era when unchaperoned travel abroad could 
be looked upon as socially transgressive and fraught with 
potential risks for the woman artist, whether within or outside 
of the studio. This paper focuses on a debate that played 
out in various forms of publications between 1877 and 1879 
concerning the presence of American women studying art 
in Paris, a debate that involved numerous female art critics, 
writers, and artists at a time when their voices were only 
starting to find an audience. From Lucy Hooper’s strident 
concerns as expressed in an 1877 newspaper article to May 
Alcott Nieriker’s no-nonsense rebuttal in her 1879 travel 
guidebook, Studying Art Abroad and How To Do It Cheaply, 
this episode allows us to not only witness the impact and 
contentiousness of the New Woman’s place in the art world, 
but also to examine the notion of art criticism from a broader, 
societal context. 

That many-sided and elevated spirit in criticism’: Women Art 
Writers and the Promotion of the ‘New Art Criticism’ in late-19th 
century Britain
Maria Alambritis, Birkbeck and National Gallery London

The interpretation, display and appreciation of art became a 
matter of intense public interest in 19th-century Britain. Yet in 
comparison to France, Italy and Germany, the development 
of critical methods by which to analyze and interpret art 
were seen to lag far behind the more institutionalized 
approaches to art history of the continent. Early in the 
century, women art writers such as Anna Jameson (1794–
1860), Maria Callcott (1785–1842), and Elizabeth Eastlake 
(1809–1893) were influential early proponents of scholarly 
and connoisseurial methods for examining art, producing 
seminal guides, monographs and important translations of 
key foreign scholarship for English-speaking readers. By the 
late century, the huge expansion of the art press combined 
with greater social and geographic mobility rendered art 
writing a legitimate and widespread profession for women. 
Drawing on and extending the work of their foremothers, 
women such as Lucy Baxter (1837–1902), Julia Cartwright 
(1851–1924), Maud Cruttwell (1860–1939), and Ethel Halsey 
(1866–1947) became key proponents of what was termed the 
“new art criticism.” Focusing their writing on Quattrocento 
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Ar[t]chaeology: Intersections of Contemporary Art and 
Archaeology 
Presenters: Elena Stylianou, Artemis Eleftheriadou, Yiannis 
Toumazis, European University Cyprus, Frederick University, 
Nicosia, Cyprus, Pierides Foundation

Ar[t]chaeology is a year long collaborative project between eighteen 
international artists, curators and academics who explore the 
complex relationship between archaeology and contemporary 
art by critically negotiating issues relevant to three main axes: 
(1) unpacking and deconstructing official narratives, processes 
of memorialisation, personal accounts, and witnessing, as a 
way of re-imagining history and the past; (2) tracing, collecting 
and appropriating fragments as a way of engaging with diverse 
temporalities, historical knowledge and discontinuity; and (3) 
engaging with existing archives and constructing new ones as 
sites for excavation and critical analysis. Various methodological 
approaches were adopted during the project, while an online 
platform was set up to support and maintain several “meetings” 
and the collaborative process. The often lonely artistic process 
and the curators’ authoritative voice were lessened, giving instead 
emphasis on interactive and dialogic exchange. This poster 
session aims to present the outcomes of Ar[t]chaeology (artworks, 
independently designed publication, and exhibition) and to 
discuss the challenges, questions, possible advantages, as well as 
educational implications of such process of collaboration between 
diverse agents in the field of art production. Finally, the poster 
session aims for further informal and more general discussion on 
how artists’ archaeological engagements, fabrications, and visual 
solutions may produce an alternative interpretive framework for 
material culture and the past. Also, how this could offer us with 
a new connection with the present that has social and political 
rationality, especially in relation to fluid notions of historicity, 
identity and memory in the world of global encounters and 
transcultural crossings.

Building a Scholarly Platform for Latin American and 
Latinx Visual Culture Research
Presenter: Emily Engel, University of California, Santa Barbara

In January 2019, University of California Press will launch a new 
scholarly journal entitled Latin American and Latinx Visual Culture. 
This poster explores the process of researching, pitching, building, 
and launching an academic journal dedicated to promoting 
international scholarship on Latin American and Latinx visual 
culture. The poster outlines how the journal project was the first 
of its kind in the field to overcome a range of obstacles in order to 
begin publishing the most current international research on Latin 
American and Latinx visual culture, that is, visual culture of Mexico, 
Central America, South America, and the Caribbean, as well as that 
created in diaspora. Before LALVC, there was not a single journal 
published in the United States dedicated to either subject. Given 
demographic changes in the U.S., where 19% of the population 
is now defined as “Latino” or “Hispanic” by the US census, 
the increasing visibility of Latin American culture on the world 
stage, and growing interest in the visual culture of the Americas 
throughout the academy and museum world, the need for such 
a journal is evident. By increasing the visibility of Latin American 
and Latinx visual production, its multi- dimensional history, and 
its contemporary cultural relevance, LALVC is an active forum for 
debating what Latin American and Latinx visual cultures have been 
and what they can be in the future.

POSTER SESSIONS

#IMPACT: Education for Design Innovators
Presenters: Chin-Juz Yeh, Christie Shin, Fashion Institute of 
Technology, State University of New York

Technology has fundamentally changed the creative workflows 
in the past two decades. The rapid development in artificial 
intelligence (AI) is now leading the revolution into the next phase, 
and it has begun to impact the design industry and redefining the 
role of the designer. In 2017, Alibaba’s AI system, LuGan, “designed” 
more than 1.7 billion customized banner ads for Singles Day, one of 
the most important retail holidays in China. The machine learning 
system enabled LuGan to create 8,000 personalized banner layouts 
in one second. These banner ads look identical to what graphic 
designers would do and effectively generated $25.3 billion dollars 
of sales on Singles Day for Alibaba. In the age of AI and generative 
design process, the role of a designer has to change. We must 
begin to take concrete steps toward transforming design from a 
service industry to an idea industry. Moreover, the for design to stay 
relevant, it has to be as close to the edge where technology meets 
society as possible. As Carlo Ratti said so eloquently, designers 
must become change agents for positive social change. This Poster 
Session, #IMPACT: Design Education for Future Innovators, focuses 
on the concept of design innovations for social impact. Prof. C.J. 
Yeh and Prof. Christie Shin will share case studies, pedagogies, 
and teaching methodologies from the newly developed Creative 
Technology & Design subject area at FIT. This exhibition will include 
infographics as well digital media content through AR, VR, and other 
portable displays such as iPads.

Art, Research and the World of Reborn Babies
Presenter: Emilie St-Hilaire, Concordia University

This poster presentation summarizes my doctoral research about 
the hyperrealistic dolls known as reborn babies. These expensive 
and uncanny dolls are collected by thousands of adult women 
around the world yet they have never been the subject of a major 
research project. Reborns are rising in popularity as more people 
become familiar with the therapeutic benefits of this hobby. I will 
address the reasons for this popularity through the presentation 
of results from a survey administered in July 2018 at the Rose Doll 
Expo, which is globally the biggest event centered around reborn 
babies. As an artist and interdisciplinary scholar, I have taken a 
hybrid approach to this project. I will show images of a large-scale 
artistic installation inspired by reborns which was made for one of 
my comprehensive exams. I will have a reborn doll on display during 
the public presentation times of the poster session that attendees 
can hold. Part of my visual presentation will address the relationship 
between art and research in the context of my Fine Arts PhD. Ethics 
and responsible research conduct are areas of particular interest to 
me, as well as the so-called “good research / bad art” dichotomy. 
My research extends into the fields of feminism and performance 
theory and I employ ethnographic research methods. I have also 
organized a photovoice project for which reborn enthusiasts are 
invited to submit their own images to me with text describing their 
life with reborns. I will share these results in my poster presentation 
as well.
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OpenArt: The Open-Access Platform for Cataloging 
Art
Presenter: Elizabeth Honig, University of California, Berkeley

OpenArt is a platform designed for cataloging works of art 
(paintings, sculptures, films, photographs) and organizing data 
about each object. Created by students and faculty from U.C. 
Berkeley’s Art History department, with the expertise of their 
technology and library staff, it operates using Drupal, a widely used, 
open-source content management framework, and requires little 
or no knowledge of coding. OpenArt can be used by anybody with 
a group of objects and basic information about each one, but its 
structure is intended to enable researchers to create a full online 
scholarly catalogue of some body of material. You will need some 
knowledge of Drupal or willingness to learn from the book Drupal 
for Humanists, written by one of OpenArt’s architects. Following 
the directions in OpenArt’s online documentation, you can then 
build a database-driven website, implement a basic theme to 
present your data to the end-user, and create custom data fields 
to suit the types of object and data that you have gathered. You 
can either build the site by adding information about one object 
at a time, or by importing material that you have organized in 
spreadsheets. The site has integrated fields to structure data of 
various types and levels of complexity: size, dating, provenance, 
bibliography, collaborators, location, etc. This structured data can 
then be navigated, sorted and displayed in various ways chosen by 
the end-user. OpenArt was constructed based on our catalogues 
janbrueghel.net and pieterbruegel.net, but greatly improved 
through interviews and testing by a diverse group of potential users. 

 

Preparing MFA Students to Teach College Art 
Presenter: Dahye Kim, Columbia University

According to the College Art Association (CAA) in the United States, 
the MFA is considered a terminal degree in visual art. Indeed, 
numerous students enter MFA programs around the country every 
year with the aim of becoming college art professors. Ironically, 
however, many of these students have little or no preparation 
to achieve their goal through their art programs. The particular 
problem I have identified for my research is that there is a lack of 
educational support from art schools for graduate art students, 
especially who practice interdisciplinary with various media, to help 
them prepare for teaching in the beginning of their courses as art 
teachers. As James Elkins mentioned in his book, “Art Cannot be 
Taught,” teaching art is complex and becomes more challenging in 
the age of postmodern. This is because that contemporary art often 
embraces the notion of “artistic pluralism” with a variety of “artistic 
intensions and styles.” But, should we just give up to learn/teach 
college art pedagogy? It is, in fact, necessary for graduate students 
to prepare for teaching art considering both the contemporary 
artistic process and pedagogy during the MFA years. Along with 
my doctoral research at Columbia University, I recently developed 
a new curriculum within the MFA program to think, question, and 
practice in terms of preparing for an effective college teaching in 
the 21st century. With my curriculum, I hope to expand discussion to 
find ways of improving teaching and learning environment for both 
undergraduate and graduate art programs. 

 

Decoding Dress: The Fashion History Timeline—a hub 
for fashion research
Presenter: Justine De Young, Fashion Institute of Technology, State 
University of New York

The Fashion History Timeline is an open-access source for fashion 
history knowledge, featuring well-researched, accessibly written 
entries on specific artworks, garments and films. Started as a pilot 
project by FIT art history faculty and students in fall 2015, the 
Timeline aims to be an important contribution to public knowledge 
of the history of fashion and to serve as a constantly growing and 
evolving resource. To date, 261 authors have written 462 essays 
for the Timeline; students hail from 39 different majors at FIT. 
More than 50 scholars outside of FIT have contributed or are in 
the process of contributing essays since the site’s public launch in 
February 2018. We envision the Timeline as a global hub for fashion 
research and eagerly welcome contributions from students and 
professors at other institutions and from independent scholars. 
The Fashion History Timeline is intended to demystify dress and 
fashion, offering the academic community and the public an easily 
accessible starting place for their research. Decade and century 
overview pages offer visual examples of period styles and a visually 
rich fashion dictionary defines key terms. In addition to all its 
original content, the Timeline also acts as online hub for fashion 
history research, aggregating and curating existing print and digital 
research sources. In the first six months since the launch, the 
Timeline has become the number four Google result for “fashion 
history” and is visited by more than 650 people a day. This poster 
describes the site’s growth and lessons learned and invites broader 
participation.

Digital Afterlife: A Practice-Based Research Initiative in 
the Post-Internet Arts and Humanities
Presenter: Laura Kim, Mark Amerika, University of Colorado 
Boulder, University of Colorado

Floating in the Ether, the artist’s imagination occasionally has no 
choice: it must ground itself in reality. But what is reality in a world 
where an individual’s perception, consciousness, awareness and 
overall sensibility is constantly being challenged by the “datafication” 
of experience? Once upon a time, artists may have had the luxury of 
intentionally isolating themselves from the revolution of everyday 
life. This is no longer possible. In fact, as aspirational and critical 
media artists, MALK (featuring Mark Amerika and Laura Hyunjhee 
Kim) aims to create artworks that embrace 21st-century media as 
transformational composition and distribution tools for their digital art 
work while simultaneously intervening in the technical environment 
of global capitalism and its analytically-driven, market-manipulated 
big data environment. The artists hail from two generations and 
two cultural backgrounds: Amerika is an internationally renown 
intermedia artist whose work has been exhibited in the Whitney 
Biennial of American Art, the Institute of Contemporary Arts in 
London, and the Norwegian Embassy in Havana, Cuba. Kim is a next-
generation Korean-American multimedia artist who was the inaugural 
recipient of the ArtSlant Award in New Media and has exhibited at 
the Internet Archive, Centro Cultural São Paulo (The Wrong-New 
Digital Art Biennale) and New York Anthology Film Archives. Together, 
they have produced Digital Afterlife, a maximalist remix of classic 
imagery from historic science fiction cinema and contemporary art. 
Foregrounding audio-visual spectacle as a network distributed form 
of aesthetic currency, the artists question what it means to live in the 
post-digital universe.
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User Experience along the St. James Way. 
Intervisibility testing with agent based modeling at the 
monastery of San Julián de Samos
Presenters: Augustus Wendell, Estefania Lopez-Salas, University of 
A Coruña

Since the Middle Ages, the way to Santiago de Compostela has 
been a journey undertaken by pilgrims from all over the world. 
Frequently, the way passed through monastic estates, where 
they found a place to rest. One of these historical sacred spaces 
crossed by the St. James Way is the monastery of San Julián de 
Samos, in northwestern Spain. Before the secularization of the 
Spanish religious orders in the early 19th century, the abbey was 
surrounded by a large monastic precinct. The latter was enclosed 
by a wall that defined the pilgrim route and separated the nearby 
village from the estate. In this poster, we focus on one question. 
How did the pilgrims experience their travel along the way when 
they approached the monastic site, walked next to the wall and 
passed through the village? To quantify the human perception 
along the way we implement a computational approach. An Agent 
Based Modeling system is used to create and analyze a high density 
of intervisibility measurements within 3D models of the walled 
monastic compound, the pilgrim’s path and the adjacent village. By 
using agents we are able to query a high number of autonomous 
agent-to-agent, agent-to-built-environment and agent-to-landscape 
visibility tests. In essence, we ask what each agent can see as they 
make their way along the pilgrims route. At Samos, the succession 
of places coming into sight or being left behind is a complex web of 
interactions that can be exposed through the adoption of an agent 
based computational approach. 

“Opening” Art History: Re-designing the Survey 
Course With Open Educational Resources
Presenter: Natascha Chtena, University of California, Los Angeles

There is a buzz in art history education about digital technology and 
the so-called computational turn in the humanities. There are also 
pressures by colleges to reduce the cost of books and supplies by 
substituting the traditional textbook with free and low-cost digital 
resources. As well, students’ expectations of the digital environment 
have increased drastically in the last decade, along with their desire 
for more affordable, flexible and personalized learning experiences. 
Open educational resources (OER) are seen by many as a means 
of providing more tailor-made education that is both efficient and 
economical. Yet, instructors are often concerned about the ability 
to find quality resources that rival—and even improve upon—the 
information available in the survey textbooks, as well as the ability 
to curate a coherent, compelling textbook-substitute experience. 
OER also reflect broader societal trends away from authority 
acceptance and away from singular sources of information to a 
plethora of information bits that can be curated—disassembled, 
remixed and placed together in new compositions. This bricolage 
of information pieced together leads to the materialization of 
new knowledge objects with underexplored epistemological and 
pedagogical implications/effects. Using participant observation, 
document analysis and in-depth interviews, this study investigates 
the use of OER and their implications to the art history curriculum, 
its future, and the role of the educator within the process. 

Printmaking, Pedagogy, and Public Service 
Presenter: Beauvais Lyons, University of Tennessee

This poster presents three class projects that offer examples of 
public service art projects as part of printmaking classes at the 
University of Tennessee, Knoxville. “Printmaking, Pedagogy, 
and Public Service” is well suited for the poster format because 
descriptive text about the projects will be limited, with an 
emphasis on visual documentation of the projects. For the live 
sessions on Thursday and Friday, examples of original prints from 
the three projects will also be presented. “The Owl Tree” was an 
eight-week assignment done by intermediate-level printmaking 
students to produce a large-scale printed/collaged mural in 
collaboration with students from New Hopewell Community 
Elementary School, a low-income elementary school. “A 
People’s Curriculum for the United States,” was a campus poster 
project that resulted in a series of 11 posters created through a 
collaborative process by advanced and graduate-level students 
in conjunction with visiting artist Kyle Schlesinger to address 
issues of civility and community in response to current political 
divisiveness. “Hike the Hill in Heels,” was an intermediate-level 
class project to produce a series of eight posters in support of a 
campus event launching Sexual Assault Awareness Month. Each 
of these projects used the printed multiple either as a repeated 
formal element or as a means to distribute the work free of 
charge to a campus audience. They also offer examples of ways 
of integrating printmaking and public service, giving students 
opportunities to apply their creative and design skills to address 
real world problems and issues.

The Power of Perception: Art, Climate Change, and the 
History of US Environmental Policy
Presenter: Melissa Fleming, Studio Melissa Fleming

More than 97% of climate scientists say that climate change is real, 
happening now, and is human-caused. In the United States, however, 
the issue has been muddled by partisan politics and was ranked 
a lowly 18th in the Pew Research Center’s poll on public policy 
priorities for 2018. For any meaningful action to take place at the 
government level, the issue has to rank in the top three. One way to 
raise awareness of the problem is through the emotional power of 
art. Building on my previous interdisciplinary art-science projects, 
this presentation will focus on the history of US environmental 
policy and the role art played in building the political will behind 
several landmark events. From the Yosemite Land Grant of 1864 
to the present, images have helped give the public, and the policy 
makers they elect, a new way to relate to and understand the issues 
of their time. In many cases, images mobilized public concern that 
helped drive legislation. Today, climate change is our most pressing 
environmental concern. However, given its various impacts, a single 
image will not likely resonate with all people. Furthermore, the way 
we relate to images has changed with technology. Social media 
saturates us with photos on a daily basis and the moving image—
films and videos—have become the dominant form of visual social 
commentary. As such, this presentation will also highlight the results 
of a poll that show which genre of climate change films resonate most 
with the general public. 
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Will Your Paintings Flake, Fade, or Fail? From Research 
to Reality.
Chair: Brian Holden Baade, University of Delaware; Participants: 
Rustin Levenson, ArtCareConservation NYC, Miami, LA, Sarah 
Sands, Golden Artist Colors, Michael R. Skalka, National Gallery of 
Art, Matthew Skopek, Whitney Museum of American Art

Recent research suggests that some of the materials used in 
painting are far less stable than once believed. Zinc white, a staple 
of color mixtures, is now considered problematic and is thought to 
lead to cracking and paint delamination. Water miscible oil paints 
allow freedom from the use of organic solvents but may create 
paint films that remain sensitive to water. Do the results obtaining 
in limited lab experiments equate to disaster in the real world? Do 
these pigments and paints pose a serious risk to the longevity of 
art made from them or do we need to proceed with caution before 
abandoning materials that have a history in art making? Finally, do 
we even have replacements for some of these materials if they are 
indeed deleterious? A panel of painting conservators, experts on art 
materials, and an art materials industry representative will discuss 
these topics and field questions from the audience.

EXHIBITOR SESSIONS

19th Century Art Revolution; through the eyes of the 
Sennelier store in Paris
Chair: Pierre Guidetti, Savoir-Faire

See how the 19th century changed the world of art making through 
the eyes of the Sennelier store in Paris. You will find some enjoyable 
historical facts and hear anecdotes of master painters from Cezanne 
to Picasso to Hockney. Pierre has had the opportunity to befriend 
the likes of Willem de Kooning, David Hockney, Wayne Thiebaud, 
Max Ginsburg, Daniel Greene, Wolf Kahn, Richard Serra and 
countless other American Artists. By listening to the desires and 
aspirations of artists, Pierre has interpreted their needs by sourcing, 
then importing the world’s finest creative materials. Pierre is driven 
by the idea that art can change lives, and perhaps change the 
world. His life’s work is to share the joys of creativity, and of course, 
Savoir-Faire.

Fulbright Arts Awards: Funding for expanding your 
practice in a global setting
Chair: Grant Stream-Gonzalez, Institute of International Education

This session will provide an overview of arts awards offered through 
the Fulbright program as well as practical information for those 
seeking to apply. As the flagship international exchange program 
sponsored by the Department of State, Bureau of Educational and 
Culture Affairs, the Fulbright Program is committed to providing 
opportunities for practicing and preforming artist to develop their 
craft and/or teaching while living abroad. Through self-directed 
projects, artists are given the freedom to explore their creative 
interests, expand their networks and develop their careers, in 
addition to enhancing mutual understanding both in-country and 
upon return to the US. Chaired by IIE staff, this panel will consist of 
Fulbright arts alumni from both the Student and Scholar Programs 
who will speak to the nature of their projects and experience.

How to Get Published and How to Get Read
Chair: Geraldine Richards, Routledge, Taylor & Francis

This panel discussion is designed for scholars and artists looking 
to submit an article or book proposal for academic publication. 
Whether you are a seasoned publishing veteran or new to the 
publishing landscape, this session offers practical advice on how 
to get published and how to get read, with helpful insight from 
journals editors, book authors, and visual arts Routledge staff.

Where are all the Students? Boosting Engagement and 
Enrollment in Art Courses
Chair: Fred Kleiner, Boston University; Participant: Jennifer S. Pride, 
Liberty University

Where are all the Students? Boosting Engagement and Enrollment 
in Art Courses—While driving enrollment in Art courses can be a 
challenge, supporting the growth of visual literacy can help students 
gain the knowledge to confidently continue their journey through 
Art History—at university and beyond. Discover how two instructors 
embrace this lifelong skill and engage students in their Art courses, 
increasing their desire to come back for more!
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Social Action, Censorship, and Campus Art 
Museums 
Chair: Hunter O’Hanian, CAA 
Discussant: Celka Straughn, Spencer Museum of Art, 
University of Kansas 

As college and university art museums continue to 
take more active and visible roles across the full range 
of campus life, in what ways are they participating (or 
not) in social action and decolonization efforts, as part 
of their internal practices and within collections, with 
the curriculum, and throughout their institutions? What 
sorts of allegiances and partnerships can be formed? 
Whose voices and ideas become centered? Further, 
how do campus museums address issues of controversy 
and censorship, including self-censorship by museum 
professionals, as well as censor by parts of the campus 
community, administration, and/or communities external 
to the institution? This CAA RAAMP (Resources for 
Academic Art Museum Professionals)-sponsored session 
invites case studies and discussion from museum 
professionals as well as faculty and students to share 
and examine some of the actions and consequences 
emerging as campus art museums integrate more 
deeply into all aspects of their institutions, including the 
challenges facing higher education today. 

Matthew Clay-Robison, York College of Pennsylvania 
Daniel Bejar 
Saralyn Reece Hardy, Spencer Museum of Art, University 
of Kansas 

Teaching Art Theory and Criticism in 
Undergraduate Studio Art Programs 
Chair: Ann Bangsil Kim 

While knowledge in contemporary art practices, 
criticism, and theory is highly stressed in graduate 
programs and the contemporary art world, many smaller 
and understaffed undergraduate programs struggle 
to find the most effective way to develop a studio art 
degree curriculum that is embedded with a rigorous dose 
of exposure to art theory and criticism. It is standard for 
studio art majors to be required to take art history survey 
courses and perhaps one course in contemporary art 
history, but that is rarely the norm in small and medium 
sized universities with smaller art departments. What 
are the best ways to incorporate theory and criticism 
in undergraduate studio art programs especially when 
the program does not have an art critic and the studio 
classes do not seem long enough to have it be embedded 
into the syllabus? Is it more difficult to do so in courses 
that focus on more traditional media such as painting 
and drawing compared to new genres or social practice? 
The session seeks to highlight papers from instructors, 
art critics, and graduate students who can share some of 
their most successful endeavors in this area.

SESSION ADDENDUM
Negotiating Change in Arts Professions: Emerging 
and Established Voices 
Student and Emerging Professionals Committee 
Chairs: Rachel Kreiter; Nathan Manuel, Dutchess & the 
Queen 

As emerging scholars, artists, and entrepreneurs, we 
perceive ourselves living through a dramatic shift in 
how the study, funding, and documentation of visual 
culture is undertaken in the United States. We presume 
that, formerly, there was more money and better public 
support, but this presumption is informed by received 
memory from the generations of arts professionals 
that immediately precede us. In considering how 
circumstances are shifting around us, we wonder: Are 
our assumptions about the resources and traditions we 
are leaving behind accurate? How did arts professionals 
negotiate change within and sustain the discipline 
during tumultuous periods of the recent past? How 
can institutional memory help guide us as we attempt 
to establish our careers and invest our youths in that 
pursuit? What role does policy play in this changing 
landscape? How do we uplift underrepresented groups 
within our profession as opportunities seemingly 
disappear? And, perhaps most importantly: What is the 
responsibility of institutions and their established faculty 
and staff to their would-be successors? To address 
these issues, the Student and Emerging Professionals 
Committee presents a dialogue between a distinguished 
scholar and a younger arts professional, moderated by 
the members of the committee.
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approach to Life Drawing offers, I argue, an alternative 
to the “old master” paradigm, as students discover 
that Life Drawing, at its best, constitutes a radical 
phenomenology. 

Learning (Art Criticism) by Example: The Exhibition 
Proposal Assignment 
Mary C Slavkin, Young Harris University 

Studio Art majors at Young Harris College are required 
to take a Contemporary Art Theories class in their junior 
year. The major assignment for this class exposes them 
to art criticism by requiring them to develop their own 
exhibition proposals. This presentation will address 
the successes and shortcomings of this assignment. 
Throughout the semester, students read and discuss art 
criticism, which they then bring into the final project. 
My assignment is scaffolded over the course of the 
semester, so they develop it in stages, ending with a final 
presentation where the studio faculty act as the gallery 
committee choosing among the proposed exhibits. At 
the same time, the students turn in a written project 
including: a one page exhibition proposal, a four page 
curatorial essay, and the wall texts for their 15 artworks. 
Students choose their own thematic subjects—often 
focusing on the same issues they later address in their 
senior shows. In previous years, students have chosen 
a wide range of topics related to mental health, others 
have focused on taxidermy, the male nude, pixel art, 
dystopian futures, and race relations. By focusing on a 
topic that often overlaps with their own work, students 
are much more highly motivated to undertake research. 
They have to read criticism and theory addressing their 
chosen artworks and topics for the curatorial essay. 
They also must compare their theoretical art exhibit to 
other shows, not only understanding the premise and 
theoretical grounding for other exhibits, but developing 
their own framework for their show. 

Gained in Translation 
Matt R Drissell, Dordt College 

Contemporary art theory and criticism can unfortunately 
seem far removed from the everyday experience 
of undergraduate art students. I teach in a small 
department at a small college in the upper Midwest 
where many students are skeptical when they hear 
terms such as post-structuralism or relational aesthetics, 
and the majority will not attend graduate school where 
these concepts are unpacked in depth. This doubt can 
be rooted in concerns over a perceived agenda or in a 
disbelief that these complex terms have any meaning. 
My job as studio art professor is to acknowledge their 
hesitations yet push beyond, translating art theory and 
criticism for meaningful use. The goal is to help students 
realize the significance theory and criticism can hold for 
art making, and the broader implications they hold for 
daily living. To aid in this translation, concepts such as 
critical theory and psychoanalysis could be distilled and 
adapted to real-world understandings. This synthesis is 
complemented by a thematic approach in the art studio, 
with projects that emphasize ideas such as power, 

Teaching the Theory and Practice of Erasure in the 
Undergrad Classroom 
Thomas Stubblefield, University of Massachusetts, 
Dartmouth; Thomas Spencer Ladd, University of 
Massachusetts Dartmouth 

While undergraduate art programs often foreground 
relationships between theory and studio practice in their 
mission statements these connections are frequently 
left implicit in the broader curriculum. Not surprisingly, 
students can struggle to forge meaningful relationships 
between the critical theory they encounter in their art 
history classes and their work in the studio. With this 
in mind, a new course was developed at the University 
of Massachusetts, Dartmouth which was co-taught by 
an art historian and a studio faculty member. Centering 
on the theory and practice of erasure, the class 
integrated the writings of Sigmund Freud, Friedrich 
Nietzsche, Bruno LaTour, Boris Groys and others into 
a wide spectrum of studio assignments. Along the 
way, students investigated theoretical tropes such 
as absence, concealment, obsolescence, and decay 
through video, graphic design, drawing, painting, 
performance, photography, and typo/graphic poetry. 
This presentation will share some of the strategies used 
in this class, focusing on the integration of reading and 
writing assignments in a studio environment; the viability 
of digital teaching tools in merging these two discourses; 
and, the use of visual mapping to elucidate theoretical 
arguments. It will also reflect upon the pedagogical 
aspirations of the class in relation to our particular 
college as well as art and design departments within the 
21st-century university more generally. 

Theory Embodied: Life Drawing Re-Imagined 
Christopher E. Lonegan, Loyola University 

Life Drawing once constituted the core of art instruction; 
now it is often perceived as an anachronistic vestige 
of an outmoded aesthetic. The challenge I faced when 
re-imaging a post modern version of Life Drawing for a 
small liberal arts university was: how is representational 
drawing of the human figure relevant to contemporary 
art and life? The solution I found to this problem 
directly addresses the topic of your panel; through the 
deployment of readings from philosophy and art theory, 
Life Drawing opens a broader conversation about what it 
means to be a human being, the ethics of representation, 
and an expanded notion of contemporary figure drawing. 
The strategies I would like to share with your panel are 
a product of my commitment to the intellectual probity 
of artistic practice and the practical need for meaningful 
“homework” assignments supplementing Life Drawing’s 
traditional emphasis upon anatomy and drawing from 
the nude. Finding time for conceptual discussions of 
assigned readings is a significant challenge in any 
studio class: as a solution to this problem, fostering 
more sophisticated critical thinking, topical readings 
in philosophy and art theory constitute prompts for a 
semester-long, life-sized “cyborg” drawing. As a result, 
reading discussions became a part of the critique 
process, as students must defend their interpretive 
“embodiment” of the class readings. An intertextual 
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animation was conceived as a structure for doing things 
differently, especially with respect to open-ended artistic 
collaboration within an output-oriented disciplinary 
structure. The paper concludes by drawing attention 
to the inefficiencies necessary within arts research and 
the related difficulty in truly creating an alternative to 
the fixed structures that the Institute for Inter-animation 
set out to disturb. Without shying away from tensions 
and complications, this paper describes an attempt at 
developing an institutional structure based on change 
rather than permanence. 

Innovative Methods of Arts and Medicine 
Collaborations in Higher Education 
Morgan E. Yacoe, University of Florida 

Creative collaboration in higher education between 
artist and medical professionals leads to more holistic, 
accessible and human-centered practice for both fields. 
My philosophy is two-fold: Medicine needs empathetic 
practitioners, creative innovation and patient centered 
care, while art needs broader application outside of the 
gallery, more first-hand exposure to outside fields, and 
greater impact to the general public. Interdisciplinary 
exchange between the two fields, especially within 
a learning environment, fills these needs and leads 
to creativity and innovation. My role as an artist is to 
work creativity with people and materials to facilitate 
greater opportunity and integrated learning through 
traversing these two worlds. My pedagogical approach 
sets up learning opportunities for people at all levels to 
engage in interdisciplinary exchange. I have investigated 
three pedagogical methods to this practice. The first 
approach is teaching sculpting and drawing workshops 
to medical professionals at all levels of training. The 
second is creating interdisciplinary studio classes 
where undergraduate art students and pre-medical 
students work directly with medical professionals 
to solve real world healthcare issues. The third is 
working collaboratively with medical educators to 
create innovative training workshops and models for 
complicated medical procedures. All these approaches 
have been implemented at Virginia Commonwealth 
University and the University of Florida with the goal 
of creating a more well-rounded education for medical 
professionals, more learning opportunities for artists, 
and better health outcomes for members of our 
community. 

gender, love, commodity, or more. This thematic focus 
can be accompanied with selected episodes from the 
PBS show Art:21 where student encounter artists whose 
practices are shaped by contemporary theory. By easing 
them into an understanding of art theory and criticism 
and reinforcing with thematic instruction, undergraduate 
art students can be prepared for a lifetime of self-
reflection and creative exploration. 

The Role and Impacts of the Arts in Research 
Universities: Learning from Interdisciplinary Teams 
Alliance for the Arts in Research Universities 
Chair: Gabriel Harp, The Alliance for the Arts in Research 
Universities 
Discussant: Natalie S. Loveless, University of Alberta 

This session aims to represent different ways that 
arts-driven interdisciplinary work takes place in 
research universities. It is for those faculty, students, 
staff, and academic leadership reflecting on how 
they collaborate at the intersections of disciplines. 
This includes researchers, scholars, teachers, and 
practitioners engaged in arts-driven collaborations 
that lie within and beyond the academy, but which at 
some point in their process depend on academic review 
in the establishment of rigor and impact. We want to 
surface the roles and impacts of the arts in the research 
university, and presenters will explore how working in 
interdisciplinary teams has transformed their practice, 
research or teaching; led to new audiences and provided 
breakthroughs. This session hopes to connect a robust, 
critical community of practice in support of such 
work, while sharing best practices for interdisciplinary 
collaboration to spheres of practice in and beyond higher 
education. 

Art in/as Institution: Making Play Play with the 
Academy 
Mona Kasra, University of Virginia 

This paper reflects on the process of developing the 
Institute of Inter-animation, an organization designed to 
support project based interdisciplinary arts research at 
the University of Virginia. The Institute’s work is focused 
on the unpredictable and continually shifting thresholds 
between “real” life and the “virtual” life exploring the 
way new digital technologies affect how we make and 
live. Outlining the logistical and practical framework 
for collaboration, the authors discuss the objectives 
of the Institute, its experimental and pedagogical 
framing, and the impact of this type of creative 
research project within a large research university. 
Thinking critically about the ways in which digital and 
networked technologies script individual, collective, and 
institutional experience, the authors discuss the potential 
for media arts collaboration to promote progressive 
labor practices, nonhierarchical power structures, and 
practical approaches to new media pedagogy that moves 
between the technical and the critical. By combining 
perspectives from the areas of performance, new media, 
visual art, sound, and design, the Institute for Inter-
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Arts and Research Praxis: Imagining the Future of 
Urban Food Systems in Malawi 
Zachary Kaiser, Michigan State University 

The arts can, as Chris Long suggests, cultivate in us 
an “ethical imagination” and the capacity for “critical 
discernment.” It is these qualities—and the modes of 
being and representation they enable—that position 
the arts as a cornerstone of praxis in the research 
university. This presentation will examine, in detail, my 
role as an artist/designer as part of an interdisciplinary 
team facilitating a workshop on the future of 
urban food systems in Lilongwe, Malawi. The team 
included researchers from across the globe: faculty in 
Anthropology and Animal Science from a Malawian 
university, a researcher from Zimbabwe, and faculty from 
Agriculture and Engineering at Michigan State University. 
I will try to illuminate the role of the arts in something 
that may seem completely unrelated to art and design—
namely, international development. In doing so, I will 
examine the process of planning the workshop itself, 
describe some of the key outcomes, and address the 
future of the team’s work. Artists are often highly attuned 
to the way in which asymmetries of power—politics—
are embedded within any solution that presents itself as 
“technical.” Indeed, international development has been 
dominated by failed technical fixes to problems that 
are far beyond technocratic control. Artists working on 
projects through and with the international development 
community may serve a crucial dual function: catalyzing 
the imagination of alternative futures that resist 
narratives of “modernization,” and, at the same time, 
surfacing the acknowledgement that no vision of future 
development is free of its own dynamic (and unintended) 
political implications. 

OpenLab Collaborative Research Center: ten years of 
interdisciplinary practice 
Jennifer Parker, University of California Santa Cruz 

The OpenLab Collaborative Research Center was 
founded and developed by Art Professor Jennifer Parker 
and Astrophysics Professor Enrico Ramirez-Ruiz to 
empower interdisciplinary research at the University 
of California Santa Cruz in 2008. The center supports 
creative research projects, workshops, exhibitions 
and events in collaboration with faculty, students, and 
visiting scholars whose ideas require cross-disciplinary 
research partners to identify, investigate and experiment 
with unique tools and hands-on research methods. The 
goal of OpenLab is to help change the current status 
of discipline specific research by providing shared 
research facilities and create a network for collaborative 
discourse fueled by academic communities, arts and 
science communities, and industry. The talk will examine 
successful innovative outcomes of mature projects for 
both the general public and the academic communities. 
This talk will identify campus barriers, discuss the pros 
and cons of interdisciplinary research, and explore a shift 
in arts research practice at UCSC. 

329



330New York City  2019



331New York City  2019

INDEX 

A 
Mark Abbe, 31  
Sarena Abdullah, 139  
Julie Abijanac, 236  
Eliana AbuHamdi Murchie, 142  
Damiano Acciarino, 34  
Gabriela Aceves-Sepulveda, 19  
Natasha Adamou, 133  
Amy Adler, 54, 55  
Dan Adler, 126  
William Agee, 188  
Mal Ahern, 168  
Gianmaria Ajani, 292  
Farah Aksoy, 268  
Dena Al-Adeeb, 82  
Johnny Alam, 35, 36  
Maria Alambritis, 319  
Francesca Albrezzi, 260  
Hammam Aldouri, 115  
Albert Alhadeff, 253  
Joanne Allen, 316  
Susan Altman, 74  
Maite Alvarez, 41  
Abhishek Amar, 27  
Alessandra Amin, 267, 268  
Natessa Amin, 48  
Cynthia Amnéus, 156  
Johanna Amos, 127  
Anastasia Amrhein, 25  
Nina Amstutz, 190  
Katie Anania, 147  
Angela Andersen, 79  
Benjamin Anderson, 187  
Eric Anderson, 101  
Jocelyn Anderson, 193  
Noel Anderson, 163  
Tiziana Andina, 292  
Petya Andreeva, 191  
Flora Anthony, 125  
R. Mark Antliff, 140
Anna Arabindan-Kesson, 194
Rocio Aranda-Alvarado, 85
Sampada Aranke, 60, 128
Natalia Arbelaez, 71
Nisa Ari, 267
Thomas Ariane, 23
Jeremiah Ariaz, 52
January Arnall, 306
Dana Arnold, 133
Lisa Aronson, 64
Carianna Arredondo, 49
Lisa Ashe, 205
Katerina Atanassova, 22
Michael Aurbach, 114
Victoria Austen-Perry, 210, 211
LaTanya Autry, 93
Nebahat Avcioglu, 34
Theresa Avila, 201
Lara Ayad, 227
Todd Ayoung, 255
Michael Azgour, 254

B  
Brian Baade, 325  
Amy Babinec, 69  
Francesca Bacci, 157  
Virginia Badgett, 216  
Zainab Bahrani, 277  
Matthew Baigell, 145  

Leticia Bajuyo, 169  
Mieke Bal, 130, 278  
Sanchita Balachandran, 278  
Francesca Balboni, 224  
Andrea Baldini, 292  
Horace Ballard, 81, 221  
Pearlie Rose Baluyut, 233  
Tiffany Barber, 222  
Clara Bargellini, 141  
MR Barnadas, 63  
S. Barnet, 281
Georgia Barnhill, 69
Elliott Barowitz, 115
Timothy Barringer, 285
Ben Barry, 283
Kathryn Barush, 234
Karni Barzilay, 244
Sasha Baskin, 65
Chloë Bass, 254, 255
Laura Bass, 229
Sarah Bassnett, 309
Jeffrey Baykal Rollins, 75
Caitlin Beach, 285
Jordan Bear, 265
Mora Beauchamp-Byrd, 286
Annette Becker, 221
Danielle Becker, 99
Mel Becker Solomon, 228
Raffaele Bedarida, 127
Sarah Beetham, 143
Antonia Behan, 263
Kurt Behrendt, 28
Daniel Bejar, 326
Kyra Belan, 217
Kris Belden-Adams, 266
Adrienne Bell, 271
Anonda Bell, 152
Nina Bellisio, 288
Matteo Bellucci, 236
Heather Belnap, 128
Keren Ben-Horin, 258
Erin Benay, 141
Audrey Bennett, 153
Christopher Bennett, 221
Hannah Bennett, 93
LeGrace Benson, 77
George Bent, 81
Bettina Bergmann, 210
Avis Berman, 243
Daniella Berman, 289
MaryGrace Bernard, 209
Margot Bernstein, 33
Anne Berry, 106
Anne Bertrand-Dewsnap, 16, 17
Stephen Best, 60
Francesca Bewer, 19
Sharif Bey, 71
Heather Bhandari, 66
Alessandro Bianchi, 33
Alexander Bigman, 56
Maria Binnie, 45
Yaëlle Biro, 63
Brian Bishop, 218
Meghan Bissonnette, 231
Becky Bivens, 238
Richard Blackwell, 82
John Blakinger, 110
Cynthia Bland, 88
Lisa Blas, 87
Sara Blaylock, 181
Suzanne Preston Blier, 26
Lisa Bloom, 43

Lauren Boasso, 41  
Kim Bobier, 227  
Amanda Boetzkes, 43, 73  
Cynthea Bogel, 239  
Barrymore Bogues, 67  
Babette Bohn, 48  
Heidi Boisvert, 311  
Alan Boldon, 29  
Oliver A. I. Botar, 110  
Silvia Bottinelli, 165  
William Bourland, 72  
Ra’anan Boustan, 251  
Emily Verla Bovino, 214, 215  
Deanna Bowen, 114  
Anthony Bowers, 48  
Eileen Boxer, 57  
Axelle Boyer, 128  
Alexis Boylan, 145  
Caroline Boyle-Turner, 252  
Victoria Bradbury, 232, 233  
Aoife Brady, 49  
Alyssa Bralower, 231  
Pia Brancaccio, 107  
Hannah Brancato, 152  
Inesa Brasiske, 278  
Monica Bravo, 177  
Lydia Brawner, 128  
Sally Brazil, 243  
Maria Bremer, 279  
Ross Brendle, 88  
Mariah Briel, 166  
Karen Britt, 252  
Ana Briz, 84  
Hovey Brock, 163  
Kelsey Brod, 109  
Judith Brodsky, 276  
Danielle Bronson, 58  
LeRonn Brooks, 59  
Jason Brown, 169  
M. Kathryn Brown, 188
Mary Brown, 188, 253
Ashley Bruckbauer, 135
Noni Brynjolson, 291, 292
Andrea Bubenik, 130
Elizabeth Buhe, 301
Rachel Buller, 246
Catherine Burdick, 230
Steven Burges, 32
Marcus Burke, 303
Paula Burleigh, 246
Emily Burns, 271
Charles Burroughs, 33
Sean Burrus, 251
Larry Busbea, 259
Martha Buskirk, 54, 55
Maria Elena Buszek, 208
Nora Butkovich, 314
Anne Marie Butler, 208
Emmelyn Butterfield-Rosen, 131
Dana Byrd, 265
Sarah Byrd, 259

C  
Ellen Caldwell, 256  
Claudia Calirman, 277  
Kimberly Callas, 244  
Susan Canning, 200  
Maggie Cao, 39  
Allison Caplan, 161  
Lindsay Caplan, 259  
Emily Capper, 69  
Taina Caragol-Barreto, 194, 216  

Baillie Card, 81  
Chanda Carey, 136  
Dwight Carey, 117  
Jean Marie Carey, 253  
Amanda Carlson, 304  
Squeak Carnwath, 270  
Michelle Carollo, 254  
Martha Carothers, 317  
Michael Carrasco, 66  
A. D. Carson, 219
Kristen Carter, 96
Derrick Cartwright, 195
Kristin Casaletto, 53
Robin Cass, 199
Anne Cassidy, 204
David Cast, 33
Carlos Castellanos, 174
Wendy Castenell, 306
Mark Castro, 306, 307
Mary Ann Caws, 283
Elizabeth Cecil, 107, 108
Leda Cempellin, 103, 175
Slavica Ceperkovic, 106
Einor Cervone, 95
Carla Cesare, 257
Letha Ch’ien, 296
Colby Chamberlain, 133
Chun Wa Chan, 213
Jeffrey Chan, 122
Boyoung Chang, 151
Chung-Fan Chang, 236
Alex Chavez, 170
Juan Chavez, 275
Paloma Checa-Gismero, 269
Fong Fong Chen, 96
Shuxia Chen, 45
Joyce Cheng, 115
Adrienne Childs, 264
Stephanie Chin, 254
Yong Cho, 191, 192
Jinkyoung Choi, 65
Kee IL Choi, 32
Wen-shing Chou, 266, 267
Zirwat Chowdhury, 121
Petra T. D. Chu, 61
Yeon Shim Chung, 136
Deborah Cibelli, 252
Alexis Clark, 22
Carolyn Click, 261
Benjamin Clifford, 189
Sarah Clunis, 221
Julie Codell, 287, 288
Kris Cohen, 240, 241
Rachel Cohn, 82
Sandrine Colard, 63
Cynthia Colburn, 255, 256
Alessandro Colizzi, 200
Lisa Gail Collins, 59
Elena Cologni, 245
Sonia Coman, 32
Angela Condello, 293
Katharine Conley, 283
Nicole Cook, 274
Edward Cooke, 67
Susan Cooke, 242
Shana Cooperstein, 39



332New York City  2019

Eliza Garrison, 126  
Mark Garrison, 24  
Mariachiara Gasparini, 248  
Marie Gasper-Hulvat, 176  
Andrew Gayed, 136  
Katie Geha, 231  
Emily Gephart, 271  
Rich Gere, 317  
Karen Gergely, 244  
Emily Gerhold, 215  
Thomas Germano, 261  
Jessica Gerschultz, 267  
Arnaud Gerspacher, 58  
David Getsy, 190  
Ralph Ghoche, 34, 35  
Douglas Giebel, 186  
Francine Giese, 204  
Gregory Gilbert, 145  
Zanna Gilbert, 44  
Alison Gilchrest, 278  
Caroline Gillaspie, 193  
Amanda Gilvin, 26  
Alison Gingeras-Uklanska, 222  
Catherine Girard, 37  
Parme Giuntini, 247  
Christine Giviskos, 69  
Philip Glahn, 258  
Faye Gleisser, 297  
Maggie Goddard, 229  
Maja Godlewska, 313  
Lisa Godson, 65  
Amelia Goerlitz, 194  
Jennie Goldstein, 222  
Elizabeth Gollnick, 231  
Gabriela Gomez, 100  
Ken Gonzales-Day, 194  
Cristina González, 141  
Ella Gonzalez, 255  
Maria Gonzalez Pendas, 34, 35  
Karen Gonzalez Rice, 202  
Thyrza Goodeve, 168  
Anne Goodyear, 80, 165  
Carma Gorman, 306  
Rachel Gotlieb, 68  
Nell Gottlieb, 53  
Anjali Goyal, 28  
Joanna Grabski, 200  
Joan Grandjean, 137  
Daniel Grant, 114  
Lela Graybill, 124  
Kerry Greaves, 314  
Anne Greeley, 185  
Joshua Green, 70  
Katherine Griefen, 277  
Dori Griffin, 98  
Sushma Griffin, 309  
Frans Grijzenhout, 273  
Katya Grokhovsky, 85, 251, 253,  
     285  
Wendy Grossman, 63  
Jaleen Grove, 260  
Tomasz Grusiecki, 235  
Antoniette Guglielmo, 121, 122  
Pierre Guidetti, 323  
Melinda Guillen, 245  
Krista Gulbransen, 203  

F  
Lucia Fabio, 275  
Marzia Faietti, 187  
Anat Falbel, 155  
Naomi Falk, 138  
Kjetil Fallan, 258  
Paul Farber, 146  
May Farhat, 294  
Sophia Farmer, 246  
Clarisse Fava-Piz, 296  
Jennifer Favorite, 219  
Nadiah Fellah, 84  
Bertie Ferdman, 85  
Brigit Ferguson, 134  
Roberto Ferrari, 295  
Maurizio Ferraris, 293  
Elizabeth Ferrell, 197  
Patricia Fidler, 165  
Amanda Figueroa, 92, 93  
Roksana Filipowska, 214  
Jonathan Fineberg, 92  
Francesca Fiorani, 38  
Sarah Fisher, 181  
Sabine Flach, 163  
Arne Flaten, 199  
Pamela Fletcher, 80  
Russell Flinchum, 311  
Kate Flint, 72  
Emily Floyd, 303, 304  
Kathryn Floyd, 96  
Laura Flusche, 103, 121  
Annalise Flynn, 201  
Michelle Foa, 42  
Amalia Foka, 36  
Stephen Adéyemí Folárànmí, 26  
Elizabeth Folk, 87  
Nicole Foran, 97  
Eva Forgacs, 109  
Kurt Forster, 93  
Rachel Foulk, 211  
Caroline Fowler, 148  
Judith Fox, 103  
Meg Fox, 144  
Peter Fox, 101  
Matthew Fox-Amato, 264  
Josh Franco, 20, 171  
Marie Frank, 154  
Alessia Frassani, 230  
Michele Frederick, 274  
Erin Freeman, 138  
Sherry Freyermuth, 106  
Matthew Friday, 305  
Alexandra Fried, 47  
Laura Fried, 274  
Mira Friedlaender, 275  
Jessica Fripp, 289  
Karen Frostig, 173  
Sabine Fruhstuck, 226  
Cissie Fu, 299  

G 
Colette Gaiter, 105  
Aleksandra Gajowy, 137  
Philip Galanter, 111  
Paul Galvez, 61  
Michele Gambetta, 17  
Antje Gamble, 127  
Sofia Gans, 18  
Amy Gansell, 25  
Laurel Garber, 70  
Arianna Garcia-Fialdini, 97, 98  

Leah DeVun, 222  
Terence Dewsnap, 17  
Marco Deyasi, 203  
Sonali Dhingra, 217  
Shawn Diamond, 223  
Esther Diaz Martin, 170  
R. Dibble, 265
Stephanie Dickey, 49
Michael Diers, 42
Lauren DiGiulio, 181
Sarah Dillon, 180
Roz Dimon, 111
Niharika Dinkar, 133
Jamie DiSarno, 201
Jessi DiTillio, 207
Susan Dixon, 150
Samuel Dodd, 105
Andre Dombrowski, 132
Monica Dominguez, 41
Kelly Donahue-Wallace, 31
Michelle Donnelly, 45
Christa Donner, 246
Mya Dosch, 247
Susan Douglas, 279, 280
Theresa Downing, 179
Morgan Dowty, 189
Allan Doyle, 266
Jennifer Doyle, 249
Kate Doyle, 286
Saena Dozier, 152
Daniel Drennan ElAwar, 97
Kristopher Driggers, 161
Megan Driscoll, 259
Matt Drissell, 257
Nikolas Drosos, 80
Nina Dubin, 39
Zach Duer, 31
Laura Dufresne, 243
Erina Duganne, 172
Ginger Duggan, 103
Alexander Dumbadze, 308
Elodie Dupey Garcia, 205
Ruth Dusseault, 302
Lia Dykstra, 34
Linda Dzhema, 59

E  
Elizabeth Eager, 193  
Caitlin Earley, 250  
Rebecca Easby, 299  
Carrie Edinger, 217  
Adrienne Edwards, 52  
David Ehrenpreis, 220  
Tracy Ehrlich, 289  
Thomas Elder, 90  
Ross Elfline, 51  
Amy Elias, 61  
Angela Ellsworth, 168  
Dahlia Elsayed, 312  
Felicia Else, 198  
Alexis Elton, 169  
Farshid Emami, 121  
Jae Emerling, 308  
Anne T. Englot, 94  
Ruth Erickson, 309  
Jesús Escobar, 186  
Lisandra Estevez, 229  
Lauren Evans, 181  
Emily Everhart, 248  
Daniel Expósito Sánchez, 230  

Roderick Coover, 44  
Mai Corlin, 292  
Constance Cortez, 100  
Michelle Corvette, 312  
Daniel Coslett, 34  
Gráinne Coughlan, 65  
Maura Coughlin, 117  
Alexandra Courtois de Viçose, 123  
Nicola Courtright, 186  
Jennifer Courts, 208  
Sarah Cowan, 249  
Kate Cowcher, 26  
Emily Cox, 301  
Patsy Cox, 70  
Alexander Coyle, 158  
Lauren Cramer, 60  
Sascha Crasnow, 294  
Nicholas Croggon, 300  
M. Elizabeth Cropper, 277
Lilian Crum, 311
Roger Crum, 198
Luis Cuesta, 302
Alexis Culotta, 248
Linda Cunningham, 17
Theresa Cunningham, 123
Ariana Curtis, 92
Carrie Cushman, 212
Katarzyna Cytlak, 139

D  
Eve D’Ambra, 149  
Julia Dabbs, 319  
Benjamin Dalton, 215  
Priyanka Dasgupta, 281  
Anna Dasovic, 264  
Elizabeth Dastin, 220  
Kimberly Datchuk, 248  
Karine Daufenbach, 155  
Karen Mary Davalos, 100  
Jackson Davidow, 19  
Veronica Davies, 290  
Emily Davis, 242  
Heather Davis, 119  
Sasha Davis, 287  
Whitney Davis, 131  
Victor Davson, 94  
Raquel de Anda, 251  
Nicole De Armendi, 125  
Maria Cruz De Carlos, 315  
Thierry de Duve, 115  
Celeste De Luna, 62  
Peter De Staebler, 31  
Samantha De Tillio, 201  
Aria Dean, 241  
Karl Debreczeny, 266  
Arden Decker, 201  
Natasha Degen, 65  
Marie-Stephanie Delamaire, 194  
Lauren DeLand, 160  
Annie Dell’Aria, 56  
Jen Delos Reyes, 129  
Joan DelPlato, 296  
Elizabeth DeLuna, 105  
Elizabeth Demaray, 30, 174  
Lara Demori, 164  
T. Demos, 74, 118
Rebecca DeRoo, 218
Andrew DeRosa, 122
Diane Derr, 82
Robert Derr, 209, 210
Cheryl Derricotte, 28
Allan deSouza, 21



333New York City  2019

Jaewook Lee, 151  
Jennifer Lee, 80  
JJ Lee, 50  
Jungsil Lee, 145  
Lisa Lee, 146  
Melissa Lee, 273  
Pamela Lee, 308  
SooJin Lee, 50, 51  
Grace Lees-Maffei, 103  
George Legrady, 35  
Ace Lehner, 294, 295  
Dana Leibsohn, 161  
Allison Leigh, 176, 215  
Ann Marie Leimer, 272  
Theresa Leininger-Miller, 143  
Massa Lemu, 209  
Anneka Lenssen, 113  
Heather Lenz, 50  
Marisa Lerer, 219  
Rustin Levenson, 323  
Gail Levin, 47  
Cary Levine, 258  
Aaron Levy, 273  
Ellen Levy, 174  
Chia-Ying Liao, 249  
Patrick Lichty, 182  
Shannon Lieberman, 38  
Kyveli Lignou-Tsamantani, 145  
Dana Liljegren, 66  
Álvaro Luís Lima, 20  
David Lindsay, 175  
Estelle Lingo, 116  
Rob Linrothe, 216, 217  
Astrid Lipka, 103  
Sarah Lippert, 206  
Yukio Lippit, 280  
Andrea Lipps, 103  
Sandy Litchfield, 179  
Carron Little, 284  
Chen Liu, 139  
Natasha Marie Llorens, 263  
Tracey Lock, 22  
Steve Locke, 219  
Erica Lome, 298  
Barbara London, 182  
Christopher Lonegan, 257  
Courtney Skipton Long, 40  
Ana Lopez, 313  
Carmen Lord, 22  
Chercy Lott, 138  
Sharon Louden, 270  
Francois Louis, 192  
Anna Lovatt, 184  
Natalie Loveless, 127  
Margaretta Lovell, 195  
David Lubin, 124  
Angelina Lucento, 286  
Roberto Lugo, 70  
Julia Lum, 193  
Ellen Lupton, 103  
Peter Lusch, 106  
Jodie Lyn-Kee-Chow, 252  
Robin Lynch, 101  
Meredith Lynn, 221  

Sonal Khullar, 158  
Miriam Kienle, 223  
Yuko Kikuchi, 280, 281  
Lauren Kilroy-Ewbank, 91  
Ann Kim, 256  
David Kim, 131  
Eunsong Kim, 129  
Jinah Kim, 27, 216, 217  
Jongwoo Kim, 71  
Patricia Kim, 25, 43  
Youn-mi Kim, 239  
Elliott King, 186  
Susan King, 173  
Leslie King Hammond, 222  
Chassica Kirchhoff, 213  
Alexandra Kirtley, 307  
Teresa Kittler, 164  
Eva Klein, 164  
Fred Kleiner, 323  
Kristina Kleutghen, 299  
Christina Knight, 222  
Elizabeth Knott, 26  
Gordon Knox, 29  
Eckart Koehne, 23  
Christopher Kojzar, 178  
Jacek Kolasinski, 253  
Hyoungee Kong, 157  
Rex Koontz, 203  
Karolyna Koppke, 279  
Andrea Korda, 290  
Adel Kormanik, 160  
Inessa Kouteinikova, 176  
Jodi Kovach, 249  
Jennifer Kowalski, 106  
Nazar Kozak, 138  
Jeannine Kraft, 237  
Sean Kramer, 213  
Heidi Kraus, 99  
Rachel Kreiter, 326  
Charlotta Krispinsson, 216  
Deborah Krohn, 179  
Michael Kubo, 212  
Sabena Kull, 230  
Divya Kumar-Dumas, 107, 108  
Namiko Kunimoto, 225  
Phoebe Kuo, 15  
Theresa Kutasz Christensen, 135  

L  
Melanie La Rosa, 95  
Thomas Ladd, 256  
Carolyn Laferrière, 88  
Kimberly Lamm, 129  
Michele Lamprakos, 140  
Lex Lancaster, 191  
Robin Landa, 105  
Barbara Lane, 207, 208  
Breton Langendorfer, 46  
Emily Lanza, 36  
David LaPalombara, 199  
Abigail Lapin Dardashti, 59  
Coe Lapossy, 281  
Katharine Larson, 133  
Pedro Lasch, 147  
Guisela Latorre, 272  
Charlene Lau, 86  
Sarah Lawrence, 103, 185  
Ashley Lazevnick, 202  
Shalini Le Gall, 249  
Deanna Ledezma, 84  
Ha Na Lee, 112  
Inmi Lee, 112  

Laura Huaracha, 138  
Stephanie Huber, 140  
Menno Hubregtse, 313  
Suzanne Hudson, 308  
Rachel Hunnicutt, 175  
Ashley Hunt, 41  
Patrick Hunt, 149  
Karen Hwang, 101  
Tae Hwang, 63  

I  
Louisa Iarocci, 56  
Laura Igoe, 117  
Giulia Ingarao, 284  
Ellie Irons, 44  

J  
Yuriko Jackall, 289  
Katherine Jackson, 134  
Michelle Jackson-Beckett, 298  
Hannah Jacobs, 24  
Pouya Jahanshahi, 98  
Susan Jahoda, 255  
Erica James, 66  
Julia Jamrozik, 102  
Michele Jaquis, 173  
Paul Jaskot, 24, 126, 140, 277  
Paul Jaskunas, 75  
Carolyn Jervis, 232  
Justin Jesty, 291  
Rasu Jilani, 254  
Maya Jimenez, 29  
Rattanamol Johal, 45  
Nicola John, 177  
Annika Johnson, 77  
Sarah Johnson, 227  
Ernest Jolicoeur, 221  
Etienne Jollet, 131  
Amelia Jones, 85  
Lynn Jones, 125  
Meghen Jones, 67  
Zoë Jones, 186  
Cara Jordan, 43, 268  
David Joselit, 82  

K  
Padma Kaimal, 216  
Peter Kalb, 132  
Sadia Kamran, 293  
Marina Kaneti, 233  
Changduk (Charles) Kang, 289  
Eunsu Kang, 112  
Sarah Kanouse, 177  
Charles Kanwischer, 199  
Farrah Karapetian, 85  
Peter Karol, 54  
Jeffrey Kasper, 254  
Alexander Kauffman, 132  
Katrin Kaufmann, 176  
Joan Kee, 54  
Carmen Keist, 156  
Hollyamber Kennedy, 183, 184  
Charlotte Kent, 182  
Timothy Kent, 182  
Monique Kerman, 143  
Iain Kerr, 305  
Kristopher Kersey, 124  
Christopher Ketcham, 184  
Kanwal Khalid, 79  
Nadhra Khan, 139  
Dipti Khera, 120  
Anna Khimasia, 176  

Huma Gupta, 183  
Anna Guseva, 167  
Suna Guven, 79  
Nanina Guyer, 64  
Andrea Gyorody, 274  
Dale Gyure, 154  

H 
Thomas Haakenson, 96  
David Haberstich, 78  
Robert Hacker, 253  
Andrea Haenggi, 71  
Cynthia Hahn, 234  
Sarah Hamill, 185  
James Hansen, 178  
Debra Hanson, 190  
Jenny Hanson, 243  
Lauren Hanson, 315  
Sarah Haq, 177  
Mari Hara, 187  
Felicity Harley-McGowan, 126  
Rachel Harmeyer, 157  
Katherine Harnish, 53  
Gabriel Harp, 328  
Beth Harris, 90  
Dianne Harris, 277  
Mark Harris, 108  
Imogen Hart, 226  
Margaret Hart, 246  
Freyja Hartzell, 104  
Melanee Harvey, 77  
Muriel Hasbun, 172  
Natasha Haugnes, 36, 37  
Clarity Haynes, 222  
Feng He, 68  
Ekaterina Heath, 176  
Sharon Hecker, 127  
Guy Hedreen, 179  
Valerie Hegarty, 194  
Sarah Hegenbart, 42, 269  
Dana Hemenway, 98  
Claire Hendren, 319  
Samia Henni, 183  
Janine Henri, 94  
Niels Henriksen, 238  
Robb Hernandez, 224  
Ray Hernandez-Duran, 28  
Orlando Hernandez-Ying, 302  
Keely Heuer, 149  
Darren Hick, 293  
Ted Hiebert, 50  
Hannah Higgins, 109  
Anne Higonnet, 32  
Robyn Hillman-Harrigan, 28  
Christine Ho, 281  
Cathleen Hoeniger, 198  
Kristopher Holland, 163  
Camara Holloway, 28, 227  
Michael Ann Holly, 277  
Hoag Holmgren  
Catherine Holochwost, 202  
Kate Holohan, 302  
Laura Holzman, 143  
Rachel Hooper, 290  
Polly Hoover, 74  
Candice Hopkins, 21  
Nina Horisaki-Christens, 300  
Heidi Hornik, 155  
Sylvia Houghteling, 262  
Rebecca Houze, 104  
Anne Hrychuk Kontokosta, 31  
Barbara Hryszko, 17  



334New York City  2019

Jane Pavitt, 101  
Merideth Paxton, 204  
Elizabeth Peña, 235  
Laura Perez, 273  
Elizabeth Perrill, 68  
Bice Peruzzi, 250  
Lauren Peters, 282  
Kristi Peterson, 303  
Scott Pfaffman, 17  
Jerry Philogene, 66  
Kathleen Pierce, 189  
Caterina Pierre, 296  
Francesca Pietropaolo, 199  
Joanne Pillsbury, 251  
Erika Piola, 69  
Andrzej Piotrowski, 34  
Thiago Piwowarczyk, 47  
Johnny Plastini, 318  
Christopher Platts, 236  
Véronique Plesch, 55  
Natacha Poggio, 107  
Julie Poitras Santos, 309  
Dominique Polanco, 150  
Rebecca Pollack, 221  
Jennifer Ponce de León, 243  
Jessica Poon, 29  
Andrei Pop, 61  
Catherine Popovici, 201  
Catherine Powell, 273  
Valerie Powell, 237  
Tara Prakash, 250  
Raphaèle Preisinger, 141  
Vasile-Ovidiu Prejmerean, 206,  
     319  
Kelly Presutti, 70  
Michael Price, 116  
Rachel Price, 113  
Jennifer Pride, 325  
Isabel Prochner, 312  
Jane Prophet, 68  
Risa Puleo, 40  
Anni Pullagura, 92  
Heather Pulliam, 125  
Jennifer Purtle, 150  
EL Putnam, 111  
Kyunghee Pyun, 65  

Q  
Daniel Quiles, 308  
Heather Quinn, 310  
Esmée Quodbach, 47  
Fatima Quraishi, 107  

R  
Einav Rabinovitch-Fox, 156  
Suzanne Rackover, 299  
Alanna Simone Radlo-Dzur, 161  
Mei Rado, 120  
Alessandra Raengo, 60  
Jared Ragland, 52  
Melissa Ragona, 241, 242  
David Raizman, 257  
Eric Ramírez-Weaver, 187  
Elisabetta Rattalino, 164  
Elizabeth Rauh, 296  
Katherine Raymer, 156  

Emily Newman, 86  
Orly Nezer, 15  
Sandy Ng, 102  
Jason Nguyen, 116  
Kim Nguyen, 129  
Vanessa Nicholas, 262  
Douglas Nickel, 308  
Fausto Nicolai, 243  
Paul Niell, 66, 307  
Umana Nnochiri, 305  
Samantha Noel, 194  
Ariane Noel de Tilly, 278  
Judith Noorman, 273  
Chon Noriega, 51  
David Norman, 73  
Zachary Norman, 44  
Cat Normoyle, 105  
Minou Norouzi, 38  
Debra Hess Norris, 278  
Tameka Norris, 177  
Danielle Norton, 237  
Nancy Nowacek, 306  
Christian Nyampeta, 240  

O  
Hunter O’Hanian, 326  
Rosemary O’Neill, 206  
Kathryn O’Rourke, 155  
Danielle O’Steen, 214  
Erica Obey, 291  
Andrew Oesch, 304  
Benjamin Ogrodnik, 241, 242  
Gyung Eun Oh, 151  
Takeshi Okada, 91  
Mary Okin, 196  
Ferris Olin, 276, 277  
Deborah Oliver, 210  
Mark Olson, 25  
Christopher Olszewski, 288  
Joel Ong, 112  
Louisa Onuoha, 128  
Kimberly Orcutt, 270  
Sheryl Oring, 255  
Márton Orosz, 110  
Joey Orr, 195  
Mariana Ortega, 272  
Patricia Ortega-Miranda, 175  
Ed Osborn, 162  
John Ott, 249  
Onur Ozturk, 78, 79  
Rory O’Dea, 301  

P  
Allyson Packer, 209  
Carol Padberg, 304  
Lakshmi Padmanabhan, 92  
Miriam Paeslack, 126  
Isabelle Pafford, 46  
Simon Palfrey, 130  
Giulia Paoletti, 63, 213  
Spyros Papapetros, 214  
Dianne Pappas, 74  
Vanessa Parent, 129  
Hannah Park, 102  
Jessie Park, 42  
Kelly (Guewon) Park, 153  
Jennifer Parsons, 65  
Victoria Pass, 226  
Elizabeth Pastan, 18  
Alpesh Patel, 20  
Mary Patten, 41  
Erin Pauwels, 203  

Hallie Meredith, 198  
Beth Merfish, 89  
Marsha Meskimmon, 21  
Olivier Meslay, 40  
Cyle Metzger, 191  
Martina Meyer, 279, 280  
Walter Meyer, 58  
Christina Michelon, 76  
Rachel Middleman, 275  
Susan Milbrath, 205  
Liliana Milkova, 249, 250  
Michelle Millar Fisher, 57  
Ashley Miller, 104  
Hillary Miller, 52  
Olivia Miller, 48  
Rachel Miller, 141  
Sarah Miller, 308  
Katherine Mills, 316  
Elizabeth Milroy, 48  
Kimberly Minor, 213  
Katherine Mintie, 196  
Kayce Mobley, 181  
Rebekah Modrak, 218  
D. Moerman, 240
Michaela Mohrmann, 286
Audrey Molloy, 169
Traci Molloy, 152
Richard Moninski, 138
Joseph Monteyne, 235
Anya Montiel, 169
Sarah Montross, 301
Christopher Moore, 312
Jo-Ann Morgan, 144
Mey-Yen Moriuchi, 28
Nicolas Morrissey, 27, 28
Mary Morton, 61
Patricia Morton, 206
Gabrielle Moser, 313
Dorothy Moss, 38
Heba Mostafa, 293
Conor Moynihan, 78, 87
Ellen Mueller, 244
Deepanjan Mukhopadhyay, 281
Kevin Mulhearn, 83
Silas Munro, 98
Zuleika Murat, 316
Marvella Muro, 273
Denise Murrell, 277
Marco Musillo, 187
Maggie Mustard, 86
Jeanne-Marie Musto, 149
Stary Mwaba, 84
Brittany Myburgh, 166
Andrea Myers, 237

N  
Yasmine Nachabe, 268  
Stephanie Nadalo, 234, 235  
Alexander Nagel, 23, 24  
Beverly Naidus, 255, 305  
Jacqueline Naismith, 104  
Nozomi Naoi, 280  
Cassini Nazir, 154  
Shervone Neckles-Ortiz, 270  
Andrew Nedd, 176  
Evan Neely, 211  
Rosina Neginsky, 252  
Elyse Nelson, 290  
Robert Nelson, 125  
Solveig Nelson, 224  
Steven Nelson, 277  
Erika Nelson Pazian, 29  

M  
Jonathan Macagba, 206  
Kelly MacArthur, 105  
Elizabeth Macaulay-Lewis, 91  
Carla Macchiavello, 300  
Margo Machida, 50, 51  
Stephen Mack, 48  
Pamela Mackenzie, 260  
Nisa Mackie, 306  
Tomas Macsotay, 295, 303  
Michael Madaio, 122  
Sarah Magnatta, 266, 267  
Alyce Mahon, 283  
Anna Majeski, 187  
Ariana Maki, 266, 267  
Sara Mameni, 118  
Anthony Mangieri, 221  
Nicola Mann, 228  
Jaleh Mansoor, 73  
Katherine Manthorne, 271  
Nathan Manuel, 326  
Stephanie Marchal, 62  
Nadja Marcin, 71, 86  
Claudia Marina, 258  
Camila Maroja, 279  
Alexis Marotta, 276  
Lois Martin, 188  
Meredith Martin, 120  
Sarah Martin, 122  
Jessica Martinez, 250  
Fernando Martinez Nespral, 142  
Isabelle Masse, 116  
Camille Mathieu, 124  
Kimiko Matsumura, 76  
J. Barrington Matthews, 190
Lindsay Mattock, 241
Claudia Mattos Avolese, 187
Joanna Matuszak, 284
Tamar Mayer, 131
Anna Mazzanti, 252
Emily Mazzola, 283
Katherine McAllen, 141
Damon McArthur, 247
Courtney McClellan, 281
Emma McClendon, 282
Leah McCurdy, 188
Ian McDermott, 299
Louisa McDonald, 91
Neville McFerrin, 46
Elizabeth McGowan, 32
Jack McGrath, 136
Laura McGuire, 297
Maurie McInnis, 264
C.C. McKee, 117
Alberto McKelligan Hernández,
       202  
Yelena McLane, 103, 153  
Laurel McLaughlin, 310  
Alick McLean, 174  
Brendan McMahon, 303, 304  
Darren McManus, 75  
Heather McPherson, 62  
John McQuillen, 171  
Michelle McVicker, 282  
Danyelle Means, 277  
Frank Mehring, 78  
Emil Meilvang, 314  
Jeremy Melius, 124  
Stephen Melville, 116  
Barbara Mendoza, 148  
Arathi Menon, 19  



335New York City  2019

Alison Stinely, 218  
Emily Stokes-Rees, 233  
Jovana Stokic, 85  
Elisabeth Stoney, 148  
Timothy Stott, 65  
Laura Stowell, 179  
Donna Strahan, 19  
Susannah Strang, 281  
Linda Stratford, 185  
Celka Straughn, 326  
Grant Stream-Gonzalez, 323  
Lisa Strickland, 245  
Christina Strunck, 187  
Thomas Stubblefield, 256  
Peter Stupak, 75  
Grazina Subelyte, 284  
Edward Sullivan, 66  
Mark Sullivan, 50  
Nicole Sully, 135  
Robert Summers, 223  
J. Wren Supak, 144, 312
Andrew Svedlow, 167
Claudia Swan, 117
Brandon Sward, 63
Kirsten Swenson, 184
Jason Swift, 288
Ginny Sykes, 284
Alison Syme, 172
Riva Symko,165
Victoria Szabo, 24, 25
Ying Sze Pek, 300
Angelique Szymanek, 84, 272

T
Samine Tabatabaei, 82  
Thea Tagle, 119  
John Tain, 44  
Kaja Tally-Schumacher, 211  
Pierre Taminiaux, 238  
Jeannine Tang, 228  
Martina Tanga, 220  
Ellen Tani, 92, 309  
Katherine Taronas, 262  
Maria Taroutina, 176  
Marc Tasman, 74  
Richard Taws, 40  
Chris Taylor, 170  
Christina Taylor, 69  
Jeff Taylor, 65  
Romuald Tchibozo, 64  
Martha Tedeschi, 278  
Rebecca Tegtmeyer, 311  
Catharine Telfair, 123, 124  
Orkan Telhan, 174  
Connie Tell, 152  
Charissa Terranova, 109, 110, 162  
Veerle Thielemans, 195  
James Thomas, 310  
Erin Thompson, 91  
Whitney Thompson, 247  
Tanya Tiffany, 315  
Salamishah Tillet, 147, 153  
Silvia Tita, 37  
Joyce Toh, 234  
Milena Tomic, 79  
Ambika Trasi, 28  

Fiona Siegenthaler, 27  
Julia Sienkewicz, 295  
Sarah Sik, 147  
Susan Silas, 86  
Rachel Silveri, 238  
Ruth Simbao, 83  
Samuli Simelius, 211  
William Simmons, 222  
Janice Simon, 270  
Lily Simonson, 162  
Michael Skalka, 323  
Henry Skerritt, 166  
Matthew Skopek, 323  
Sandra Skurvida, 178  
Karina Skvirsky, 177  
Elin O’Hara Slavick, 173  
Susanne Slavick, 57  
Mary Slavkin, 257  
Naomi Slipp, 52, 306  
Briana Smith, 197  
David Smith, 288  
Jeffrey Chipps Smith, 48  
Joanna Smith, 174  
Joshua Smith, 57  
Nicholas Smith, 87  
Sable Smith, 263  
Devon Smither, 265, 266  
Pamela Sneed, 223  
Daniella Snyder, 119  
Ksenia Soboleva, 265  
Sara Solaimani, 120  
Amara Solari, 161  
Federica Soletta, 212  
Deirdre Solin, 17  
Paul Solomon, 317  
Virginia Solomon, 269  
Delia Solomons, 214  
Lynn Somers, 203  
Jenni Sorkin, 15  
Brian Soucek, 293  
Fazilat Soukhakian, 176  
Catherine Soussloff, 132  
Catherine Speck, 22  
Justina Spencer, 235  
David Sperber, 312  
Christina Spiker, 76  
Raymond Spiteri, 283  
Virginia Spivey, 312  
Martin Springborg, 37  
Jonathan Square, 282  
Albert Stabler, 232  
Nicholas Stagliano, 33  
Maya Stanfield-Mazzi, 131  
Aandrea Stang, 312  
Jared Stanley, 119  
Cary Staples, 30  
Kaleena Stasiak, 231, 232  
Heather Stecklein, 88  
Davide Stefanacci, 157  
Zuzana Štefková, 153  
Monica Steinberg, 259  
Eliza Steinbock, 190, 191  
Barbara Steindl, 150  
Nancy Steinhardt, 191  
Emma Steinkraus, 158  
Mark Stemwedel, 138  
Rachel Stephens, 52  
Andrew Stephenson, 287  
John Stephenson, 46  
Jessica Stevenson Stewart, 42  
Jacob Stewart-Halevy, 307  
Blake Stimson, 115  

Angelica Rudenstine, 278  
Elizabeth Rudy, 69  
Martina Rugiadi, 23  
Hannah Rumball, 128  
Rebecca Rushfield, 171  
Rebekah Rutkoff, 167, 168  
Virginia Rutledge, 55  
Ingrid Ruudi, 269  
Meghan Ruyle, 75  

S 
Jordana Moore Saggese, 249  
Sallie Saiz, 261  
Alexis Salas, 147  
Rael Salley, 59  
Kathleen Salomon, 93  
Joseph Salyer, 297  
Susan Sanders, 103  
Bridget Sandhoff, 149  
Sarah Sands, 323  
Jennifer Saracino, 205  
Mary Savig, 171  
Nicole Scalissi, 58  
Carrie Scanga, 39  
George Scheper, 261  
Julia Scher, 182, 183  
Laura Scherling, 122  
Bryn Schockmel, 198  
Jeffrey Schrader, 302  
Abbe Schriber, 61  
Kimberly Schrimsher, 207  
Sue Schroeder, 39  
Vera-Simone Schulz, 262  
Sheila Schwartz, 243  
Anton Schweizer, 239  
Emily Scott, 118  
John Beldon Scott, 140  
Tom Scutt, 81  
Peter Sealy, 212  
Kristen Seaman, 46  
Jorge Sebastián Lozano, 81  
Maria Seda-Reeder, 109  
Kenneth Segal, 258  
Harriet Senie, 219  
Susana Sepulveda, 171  
Paul Sepuya, 222  
Sanjit Sethi, 306  
Gayle Seymour, 39  
Ann Shafer, 153  
Holly Shaffer, 77  
Jenny Shaffer, 18  
Robert Shane, 180  
Gwyneth Shanks, 51  
Joshua Shannon, 133  
Sarah Sharp, 301  
Gemma Sharpe, 147  
Jennifer Shaw, 296  
Andrew Shea, 154  
Greg Shelnutt, 218  
Andrew Shelton, 156  
Scott Sherer, 159, 160  
Aaris Sherin, 99  
Akira Shimada, 27  
Rosemary Shirley, 291  
Gregory Sholette, 254, 255  
Elena Shtromberg, 301  
Aliza Shvarts, 114  
Manuel Shvartzberg Carrió, 184  
Jennifer Sichel, 223  
Anooradha Siddiqi, 183, 309  
Yasmeen Siddiqui, 20  
Louise Siddons, 202  

Claire Raymond, 89  
Saralyn Reece Hardy, 278  
Christopher Reed, 167  
Marcia Reed, 94  
Ligorano Reese, 220  
Christopher Reeves, 108  
Cindy Rehm, 87  
Lisa Reilly, 18  
Gunther Reisinger, 97  
Renée Reizman, 16  
Lane Relyea, 65  
R. Remington, 298
Manda Remmen, 181  
Una Rey, 277  
Ann Reynolds, 172  
Craig Reynolds, 215  
Jennifer Reynolds-Kaye, 121, 203,  
       204  
Jordan Reznick, 295  
Jieun Rhee, 159  
Kimberly Rhodes, 72  
Juliana Ribeiro, 64  
Clarissa Ricci, 278  
John Paul Ricco, 223, 240  
Lyn Rice, 103  
Byron Rich, 232  
Geraldine Richards, 323  
Troy Richards, 200  
Jamie Richardson, 54  
Margaret Richardson, 23  
Sarah Richardson, 267  
Jolene Rickard, 193  
Ted Riederer, 276  
Caroline Riley, 195  
Joshua Rios, 170  
Jorge Rivas Perez, 298  
Mysoon Rizk, 159  
Carrie Robbins, 310  
Christa Robbins, 196  
Nicholas Robbins, 71  
Lisa Roberts-Seppi, 90  
Breanne Robertson, 89  
Bryan Robertson, 116  
Gwen Robertson, 312  
Jean Robertson, 290  
Jennifer Robertson, 225  
Macushla Robinson, 226  
Leslie Robison, 244  
Vanessa Rocco, 126  
Jules Rochielle, 94  
Judith Rodenbeck, 167, 168  
Elizabeth Rodini, 90  
Gretel Rodríguez, 88  
Oli Rodriguez, 224  
Xuxa Rodríguez, 172  
Raquel Rojas, 62  
Renee Roll, 15  
Yali Romagoza, 251, 252  
Anthony Romero, 171  
Marice Rose, 32  
Eric Rosenberg, 185  
Lydia Rosenberg, 48  
Jason Rosenfeld, 285  
Martha Rosler, 43  
Christine Ross, 73  
Camilla Rostvik, 228  
Lynette Roth, 314  
Adair Rounthwaite, 79, 119  
Nicoletta Rousseva, 109  
Allison Rowe, 232, 306  
M. Rowe, 219
Michael Royce, 251



336New York City  2019

Einav Zamir, 262  
Monica Zandi, 53  
John Zarobell, 137  
Katia Zavistovski, 274  
Andres Zervigon, 13, 308  
Zhenpeng Zhan, 95  
Fan Zhang, 192  
Hongtu Zhang, 92  
Lifang Zhang, 83  
Zhenru Zhou, 37  
Jessica Ziegenfuss, 229  
Ayelet Zohar, 225  
Sabina Zonno, 316  
Steven Zucker, 90  
Danijela Zutic, 55  

Kathleen Wentrack, 208  
Amy Werbel, 143  
Leah Werier, 178  
James Wescoat, 107  
Ruth West, 29, 30  
Jonah Westerman, 85  
Barbara Westman, 317, 318  
Frederick Weston, 223  
Ellen Wetmore, 254, 318  
Catherine Whalen, 179  
Amy Whitaker, 59  
Carolyn White, 132  
Veronica White, 38  
Hilary Whitham, 97  
Matt Whitman, 111  
Mechtild Widrich, 80  
Namita Wiggers, 15, 21  
Gail Wight, 162  
Lorraine Wild, 99  
Aaron Wile, 54  
Stephanie Wiles, 249  
Catherine Wilkins, 52  
Tom Wilkinson, 40  
Christopher Williams, 138  
Joseph Williams, 231  
Lauren Williams, 297  
Linda Williams, 161  
Lyneise Williams, 60  
Nicole Williams, 219  
Marisa Williamson, 146, 227  
Deborah Willis, 221  
Kristina Wilson, 226  
Martha Wilson, 210  
Maya Wilson-Sanchez, 313  
Emily Wing, 186  
Amber Winick, 282  
Bert Winther-Tamaki, 113  
Paula Wisotzki, 155  
Jacqueline Witkowski, 15  
Andrew Witt, 197  
Tobias Wofford, 308  
Reva Wolf, 221  
Tom Wolf, 51  
Lesley Wolff, 66, 67  
Maria Wolff de Carvalho, 100  
Phoebe Wolfskill, 60  
Nan Wolverton, 195  
Daniel Wong, 310  
Wendy Wong, 102  
Winnie Wong, 54  
Jung-Ah Woo, 135  
Ghislaine Wood, 101  
Kelli Wood, 30  
Ed Woodham, 210  
Edward Wouk, 49  
Chinghsin Wu, 225  
Jan Wurm, 270  

Y  
Midori Yamamura, 50  
Xiaoyi Yang, 95  
Marie Yasunaga, 78  
Josh Yavelberg, 31, 299  
Raymond Yeager, 288  
Soyoung Yoon, 184  
Shundana Yusaf, 142  

Z
Eli Zadeh, 160  
Liese Zahabi, 106  
Leanne Zalewski, 318  
Sandra Zalman, 76  

Ieke Trinks, 285  
Edward Triplett, 24  
Stephanie Triplett, 61  
Margrethe Troensegaard, 136  
Meredith Tromble, 162  
Raegan Truax, 144  
Hong-An Truong, 263  
Yasuko Tsuchikane, 67  
Rebecca Tucker, 89  
Toisha Tucker, 48  
Noa Turel, 134  
Alice Twemlow, 98  
Robert Twomey, 112  

U  
Joseph Underwood, 137  
Jennifer Ustick, 244  

V  
Gabrielle Vail, 205  
Minna Valjakka, 158, 159  
Lauren van Haaften-Schick, 58, 
172  
Brett Van Hoesen, 96  
Jennifer Van Horn, 264  
Susan Van Scoy, 180  
Carolyn Van Wingerden, 294  
Renee Vara, 275  
Ana Varas Ibarra, 206  
Ariane Varela Braga, 204  
Elena Varshavskaya, 166, 167  
Jason Vartikar, 196  
Naomi Vaughan, 127  
Laura Veneskey, 234  
Jonathan Ventura, 258  
Heather Vermeulen, 118  
Niko Vicario, 113, 114  
Anuradha Vikram, 121  
Fernanda Villarroel, 245  
Charlene Villaseñor Black, 41  
Naomi Vogt, 197  
Gretchen Von Koenig, 257  
Matt Von Vogt, 207  
Nader Vossoughian, 140  
Ivana Vranic, 49, 235  
Alla Vronskaya, 155  

W  
Mira Waits, 124  
Louis Alexander Waldman, 56  
Alice Walkiewicz, 123  
Taylor Walsh, 134  
Lois Walsh-Gallina, 16  
Naomi Waltham-Smith, 241  
Maggie Wander, 165  
Di Wang, 287  
Ruobing Wang, 159  
Yang Wang, 118  
Amanda Wangwright, 312  
Andrew Ward, 253  
Michele Washington, 154  
Mark Watson, 253  
Jennifer Way, 101  
Alan Weber, 20  
Chu-Chiun Wei, 73  
Ren Wei, 280, 281  
Andrew Weinstein, 135  
Linda Weintraub, 305  
Sean Weiss, 212  
Dawn Weleski, 275  
Lindsay Wells, 189  
Emma Welty, 16  


	Blank Page



