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Abstraction and the Everyday

initiated a transition toward completely abstracted, geometric
shapes which replaced body parts in a similar metonymic
mode. This paper argues that once on the way to forming an
actual empire, nomadic patrons readily embraced
abstraction to make their zoomorphic designs more
intelligible to outsiders and thus transmittable to newer

3 ) markets and sedentary Eurasian powers. Driven by a
Although prevailing accounts of abstraction focus on Euro- political agenda, abstraction became a token of global
American art made since the early twentieth century, legibility.

abstraction is neither a modern nor Western invention. This
panel joins a growing body of scholarship that reconsiders the Haywood “Bill” Rivers and Quiltmaking’s Collaborative
social and political significance of abstraction, focusing on its Ethic

relationship to notions of the everyday. Papers in this panel Claire Ittner, University of California - Berkeley
discuss abstract experimentations in everyday ancient, early
modern, and twentieth century contexts, demonstrating their
emergence from embodied experience and local processes.
Rather than a set of purely formal concerns, works of
abstraction are posited as vehicles for spiritual contemplation,
community collaboration, social and environmental critique.
These everyday objects and spaces defy aesthetic hierarchies
by elevating the domestic, the spiritual, and the outcast,
reasserting the contributions of non-Western, pre-modern, and
marginalized artists to our historical narratives of abstraction.

Chairs: Sarah Louise Cowan, DePauw University; Lex
Morgan Lancaster

Espacio Escultorico (1979) and the Geometry of Urban

Development in Mexico City

lan Erickson-Kery
Espacio Escultérico is among the most enduring and visible
legacies of the vibrant experimental art scene of 1970s
Mexico City, one which has at the same time proven
enigmatic for stylistic classification and historicization. A
collectively authored work of monumental geometric
sculpture located on the rocky plateau surrounding the
Ciudad Universitaria to the south of the city, Espacio
Escultdrico both paralleled global developments in Land Art
and distilled a more localized genre referred to as “Urban
Art.” Drawing from the work’s extensive production files
recently donated to Mexico’s Instituto Nacional de Bellas
Artes, this paper argues that Espacio Escultérico deployed
geometric abstraction not in embrace of capitalist
modernization, but as an intended remedy for the mounting
crises of accelerated urban development, repressive city
administration, and environmental deterioration. In this
sense, the work addressed criticisms that geometric
abstraction in 1970s Mexico was merely derivative of prior
developments elsewhere in the region. Indeed, the

Toward Abstraction: Creating a Zoomorphic Sense of

Order in Ancient Nomadic Societies

Petya Andreeva, Parsons The New School for Design
The Iron-Age nomads of the Eurasian steppe produced
metalworks and textiles adorned with images of
counterintuitive composites. Known by the umbrella term
“animal style”, this imagery resided at the edge of cognitive
chaos: it defied taxonomical classifications and disrupted
one’s ideation of animal anatomy. The early nomad’s
zoomorphic fabrications were generated in a metonymic,
pars-pro-toto mode of expression, always bordering
abstraction but never completely committing to an adamant

rejection of ecological reality. Stylized antlers substitute deer,
horns allude to wild goats, a menacing jaw stands for a
feline, etc. These visual synecdoches were often fused in a
peculiar zoomorphic juncture, distinct from those exhibited
on Chinese bronzes or European “mischwesen”. In the
formative stages of nomadic art (8th -4th century BCE),
animals were dissected and reconfigured to create an
alternative biotic order in which fauna was at the mercy of
the human maker, and which reflected the nomad’s
psychology of structured mobility. Animal bodies were highly
stylized, often reduced to utter unrecognizability, but overall,
they remained a distant echo of steppe ecology. However,
the elite of later nomadic alliances (3rd ¢ BCE-1st ¢ CE)

“belatedness” of Mexican geometricism as manifested in
Espacio Escultérico enabled a synthesis of more critical
stances on the effects of modernization, particularly those
embedded in the form of the urban environment and its
everyday uses. In wresting geometry from the constraints of
functionalism, Espacio Escultérico sought to conserve a
space of social and environmental autonomy from the
capitalist city, while also evoking spatialities rooted in pre-
Hispanic cultures. As such, it conjured a future city less
reliant on consumption and speculation, putting forth a
counterproposal for urban planning rooted in emancipated
expressions of everyday life rather than capitalist
accumulation.
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Everyday Contemplative Objects: From Tantra to Non-

Objective Painting

Indrani Saha
When Hilla Rebay, director of the Museum of Non-Objective
Painting, sourced the term “non-objective,” she looked
beyond the definition provided by her friend (and alleged
“originator”) Wassily Kandinsky. Instead, she located it
across centuries and continents in a translated copy of The
Sutra of Wei Lang (638-713): “To free ourselves from
absorption in external objects is called Non-Objectivity."
Rebay’s acquaintance and Société Anonyme founder,
Katherine Sophie Dreier, made a similar observation in a
1926 reflection of her trip to China. Dreier praised “The East”
for its “contemplation—which demands an outer calm and an
inner activity” against American ignorance. In the halls of
their respective institutions, both women engaged "non-
objectivity" with consideration of its everyday purpose in
Eastern spiritual contexts: to trigger inner contemplation. By
re-thinking and re-fleshing the term “non-objective,” this
paper traces abstraction beyond the Euro-American canon.
Building on the scholarship of Laxmi Prasad Sihare and Ajit
Mookerjee, | trace non-objective painting back to 17th-18th
century Tantra drawings—spiritual works known as everyday
objects of contemplation. After seeking resonances between
Eastern esoteric philosophies and the aesthetic theories of
spiritually inclined 20th-century artists, this paper explores
how conceptual and lived engagements with non-objective
art stretch the temporal and national boundaries ascribed to
“Abstract Art.” By challenging the reductive Western
equivalency of “non-objective” as “non-representational,” this
study redefines radically abstract modern art just how Dreier
and Rebay introduced it to a skeptical American audience:
as everyday contemplative objects.

Chairs: Leili Adibfar; Kaveh Rafie, University of Illinois

In the introduction to the exhibition catalog Taking Shape:
Abstraction from the Arab World, 1950s-1980s, Suheyla
Takesh characterizes the historical period in question as “a
period shaped by decolonization, the rise and fall of Arab
nationalism(s), socialism, rapid industrialization, several wars
and subsequent mass migrations, the oil boom, and new state
formations in the Arab/Persian Gulf region” (Takesh 2020, 11).
This panel proposes a consideration of the ways in which
decolonization, the rise of new nation-states, and other events
of this period informed and transformed abstract art in and
around the Middle East and North Africa. Culminating in a
series of UN resolutions in 1960, when colonialism was
denounced “as a serious abuse of human rights,” the fierce
process of liberation ushered in an era of artistic
experimentation with abstraction as a response to the trauma
of colonialism. Whether figural or non-objective, abstraction
seems to become a dominating theme developed
simultaneously with the construction of national identities in the
newly emerged nation-states. What did artists aspire to
achieve by embracing abstraction with decolonization in mind?
How did the practice of abstraction in this context manifest the
tension between local specificities and global entanglements,
and how did the artists navigate between national identities
and cosmopolitan impulses? What, if anything, did any of these
navigations have to do with the universalizing aspirations of
abstraction in the early twentieth century? We welcome papers
that investigate the implications of abstraction in art and visual
culture within the context shaped by decolonization.

Jilali Gharbaoui and Decolonization
Holiday Powers
This paper proposes a new reading of Moroccan abstract
painter Jilali Gharbaoui through the lens of decolonization.
Gharbaoui fits uncomfortably into the narrative of modernism
in Morocco. Unlike other painters, interested in direct
connections between their shapes or abstractions and
traditional visual culture or Islamic art as a postcolonial claim
of local identity, Gharbaoui’s work is more elusive. Many
critics have framed his abstraction primarily through his
schizophrenia, as Gharbaoui died from suicide in 1971; this
continual recourse to biography over the actual art objects
puts Gharbaoui definitively at the margins of narratives of
modernism. Moreover, this analysis precludes close
attention to the ways in which Gharbaoui, like other painters
of his generation, was shaped by the discourses of
decolonization and the role that art could play in the new
nation. Within this paper, in contrast, staying close to the
work itself allows the possibility to understand the active
ways in which Gharbaoui was negotiating questions of what
postcolonial modernism could be. He sought to position
himself as an international artist that was continually trying to
bypass traditional aesthetics as a statement about
modernity, but equally saw himself as deeply marked by his
2 of 242
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homeland. Read in dialogue and confrontation with
cosmopolitanism, Gharbaoui’s oeuvre can be analyzed in
terms of the multiple ways in which Gharbaoui tried to
understand the materiality of the art itself, his relationship to
the space of production, and the political stakes of
abstraction.

Indelible Resistances and The Mark-Making of Aouchem
Sheyda Aisha Khaymaz, University of Texas at Austin
At independence, attempts to establish the art of the new
Algerian nation constituted a mass movement of sorts,
enlivened with the participation of artists both within the
national borders and elsewhere in the diaspora. In March
1967, art galleries at the Union Nationale des Arts
Plastiques (UNAP) on 7 Pasteur Avenue, Algiers witnessed
the emergence of an aesthetic revolution boldly set in motion
by the artist group Aouchem. This paper treats the
Indigenous thought and knowledge forms mobilised in the
work of Aouchem as integral to the development of artistic
modernism in Algeria. Signed by Choukri Mesli, Denis-
Manuel Martinez, Baya Mahieddine, Mustapha Adane, Rezki
Zerarti, Said Saidani, Hamid Abdoun, Mohamed Ben
Baghdad, and Mahfoud Dahmani, Manifesto of the Aouchem
Group (1967) comprised a provocative reclamation of the
indelibility of ancient Amazigh signs carved on the surfaces
of rocks across the Tassili n’Ajjer plateau in the Saharan
desert. Following suit, | seek to demonstrate that it was the
resistance to disappear generated by the indelible nature of
Amazigh signs that informed what can be identified as
Indigenous resurgence in the work of Aouchem. In engaging
the discursive and political histories of artistic modernism(s)
in independent Algeria, this paper draws on what artist and
art historian Chika Okeke-Agulu termed postcolonial
modernism. | similarly mobilise this notion to underscore
various artistic, cultural, and political demands and desires
shaped by broader colonial power relations. In so doing, |
intend to situate the work of Aouchem within the critical
intersections of indigeneity and modernism.

conceptualization of the world of appearances through
simplified imaginative forms—to create canvases that
embodied the budding of worldly life. Kazemi’s signature
work comprises two well-known series “rock and plant,” and
“flower and stone.” In these series, on his thickly layered
canvases, fragile forms cracked the picture plane like an
embryo, sprouting from within bold geometric shapes that
alluded to rocks. In his tactile abstract paintings, Kazemi
emboldened the material surface of the canvas as the site of
a phenomenological contemplation about creation of the
world, bringing worldly claims of his practice in dialogue with
the place-specific modes of creative thinking in Iran.

Bridging as an Art Historiographical instrument: Can

“Islamic Art" constitute the roots of Contemporary Art in

the Middle East?

Siamack Hajimohammad
In his contribution to the conference “Art History in the Wake
of Global Turn” (2011), David Roxburgh discussed that pre-
modern visual themes and subjects in Iran were transferred
to the early modern techniques of image making through
photography. Photograph in that sense was “remediating” a
“trace,” a “scent,” or a “material and visual” memory of its
subject to the future paintings, drawing, lithographs, etc.
Later, Paul Wood appreciated the “remediation” as a
possibility to “go beyond contrasts of ‘authenticity’ and
‘adulteration’ in “non-western modern practice[s].” Yet, he
posed two questions about the main agenda of “Art History
in the Wake of Global Turn”: “who is this speaking to?” and if
this is going to be another “academic self-advertisement?” At
stake for this article are questionable methods of bringing Art
History to a global stage. Roxburgh among many - Iftikhar
Dadi, Christiane Gruber, to name a few - is working at this
intersection to bridge between the “Islamic Art” and various
waves of modern and contemporary art. The toolbox of
these art histories includes a wide range of theories from
postcolonial, to poststructuralist/postmodern linguistics,
queer theory, affect theory, anthropology, etc. Yet at every
turn these theoretical/historical endeavors end up

Phenomenological Excursions: Hossein Kazemi’s
Worldly Aspirations
Maryam Athari, Northwestern University

reproducing a version of bridging. | ask: why the adulterated
contemporary/modern art needs to be authenticated by the

Focusing on the work of the Iranian artist Hossein Kazemi
(1924-1996), this paper investigates how he tackled the
tension between the place-bound and worldly aspirations of
his practice by laying emphasis on both materiality and
conceptual basis of his work. The dichotomous spirit of the
decolonization process—nationalism versus the
universalizing impulse of an empire—colored the intellectual
and artistic milieu of both Paris and Tehran as Kazemi
developed his artistic practice in these metropolises. While
in Kazemi’s earlier work the impetus for creating an Iranian
art against the hegemony of a universalizing modernism
emerged through insertion of revivalist references to
traditional Persian motifs, in his signature abstract paintings
he disavowed such identarian tropes. Instead, he tried to
create a simplified and abstracted visual idiom by
approaching the Persian miniature through its mode of
thinking. The paper demonstrates that what Kazemi
borrowed from Persian imaging tradition was an idea—the

pre-19th century “Islamic Art”? Who is this Art Historiography
speaking to? And is it an “academic self-advertisement?” Or
is it a “thick patina of expert-talk’ that grease the wheels of
capitalist globalization?”
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SOCIETY FOR THE STUDY OF EARLY MODERN WOMEN
AND GENDER

Chairs: Kristin M. O'Rourke, Dartmouth College; Jane
Carroll, Dartmouth College

Queen Elizabeth | would not hold an audience without her
ropes of pearls, nor would a 19th century dandy stroll the
boulevards without his top hat and cane. This session hopes to
go beyond the fabric of fashion to explore how carefully chosen
accessories of dress allow subjects to add successive layers of
signification to their costume. How accessories were worn or
handled also carried meaning, as we see reflected in art. We
seek papers that explore through case studies, theoretical, or
historical discussions how items such as lace, buttons, ribbons,
jewelry, umbrellas, gloves, fans, shoes, wigs, and so forth,
transformed basic costumes into successive, diverse self-
presentations. Did accessories retain stable meanings over
time and place? What forces influenced change and rupture?
Beyond the elite consumer, can we trace a history of
accessories, like aprons or caps? What is the gendered history
of particular objects and were those lines ever transgressed?
Additionally, we encourage work that explores how global trade
or colonialism impacted material and fashion history over time.
This panel sits at the intersection of art history, material culture,
fashion history, cultural anthropology, among other disciplines.
We hope to tease out the visual and iconic meanings of
accessories over the centuries.

human-centered approach to portraits, but the ubiquity of
dogs in paintings attests to their importance both to and for
their owners. Using methods derived from the
interdisciplinary field of animal studies, this paper explores
how dogs functioned as accessories in paintings by well-
known Late Medieval and Early Modern portraitists.

Devotion as Accessory: The Rosary and Religious
Identity in the Early Modern World
Margaret A. Morse

You Are Never Fully Dressed without a Child:
Fashionable Maternity in Ackermann’s Repository
Denise A. Baxter, University of North Texas

Dressed in His Wife’s Devices: Fashioning the Image of
Philip the Bold, Duke of Burgundy (1363-1404)
Olivia Weber, University of Texas at Austin

Canis lupus familiaris: Dogs as the Ultimate Early

Modern Accessory

Laura D. Gelfand
Much like the pets that populate the social media posts of
“influencers” today, Early Modern owners used their dogs as
accessories to telegraph specific messages to viewers. This
paper explores how dogs humanize the people they
accompany in portraits so effectively, and why they were
included so frequently. With elite sitters, breed matters, and
even before modern breeds were codified, a dog’s physical
appearance told viewers nuanced information about the
owner’s social status and intellectual sophistication. Further,
portraits that explore the relationship between an owner and
pet reveal otherwise invisible aspects of the sitter’s
personality. Dogs in paintings are not just accessories but
are also portraits of beloved pets, and the human-animal
interactions depicted in Early Modern paintings are imbued
with a level of authenticity that is unusual and appealing. In
addition, people who like dogs are attracted to images of
dogs more powerfully than the average viewer is to a portrait
of an unknown sitter. Including a dog in a portrait helped
ensure that it would be shown and admired not just during
the sitter’s lifetime, but in the future as well. Animals have
often been overlooked by art historians who generally take a

Intervention: Cochinilla

Laura Anderson Barbata, University of Wisconsin -

Madison
Intervention: Cochinilla (2017-ongoing) is an evolving
performance project that involves various collaborators such
as librarians, scientists, conservators, musicians, street
dancers and artisans to create works that operate both
inside and outside of the art world. The unfolding of
Intervention: Cochinilla in public space combines
performance, procession, dance, music, spoken word,
improvisation, textile arts, masking, wearable sculptures and
protest. The project takes as a point of departure the rich
color cochineal (cochinilla in Spanish) , it’s history, it's
dyeing process, symbolism and the dactylopius coccus: the
female insect that provides this color. Cochineal is one of the
oldest natural dyes and a tradition of the Aztec and Inca
people wherein handwoven cloths are dipped in warm dye
vats, imbuing them with a rich color that can range from
pink, purple, orange, deep red to almost black. Cochineal
was highly valued and popularly used in Mesoamerica
during pre-Columbian times and was part of the Aztec tribute
system. Cochineal was spread throughout the world via the
conquest and colonization of Mexico, and became one of the
main exports from Mexico to Europe. By 1523, the Spanish
had developed a cochineal extraction industry in Mexico that
accounted for a significant portion of the Spanish empire’s
economy. Through the act of the intervention, we reclaim
cochinilla’s history and its symbolism to shed light on the
violence that women and QTBIPOC people around the globe
face on a daily basis. It is a call to action to defend their lives
and their rights with love.

Bringing P.A.I.N. to the Sacklers: Nan Goldin’s

Campaign Against Pharmaceutical Blood Money

John Corso-Esquivel, Davidson College
When Nan Goldin received a prescription for oxycontin to
treat her chronic wrist pain, she had no idea that Purdue
Pharma carefully orchestrated one of the most devious drug
schemes in pharmaceutical history. Goldin, whose early
photography documented her struggles with addiction, had
achieved sobriety for many years. But shortly after receiving
her prescription, she found herself hooked on the highly
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addictive lab-created opioid. She and others founded
Prescription Addiction Intervention Now (P.A.l.N.), an artist
advocacy group that has staged global protests in prominent
museum spaces—underwritten by the Sackler family—to
demand accountability. This paper considers the
performative activism of P.A.l.N. and how it exposes Sacker
money, wrested through rampant Oxycontin addiction, has
inveigled itself into some of the world's most esteemed art
institutions. It traces the radical tactics that the group
deploys to chip at the bureaucratic institutional architecture
that has until recently shielded the Sacklers from critical and
legal attack. Comparing these tactics to earlier artists like
Abbie Hoffman and activism like the Occupy Movement, |
demonstrate that P.A.l.N. identifies the intertwined
bureaucracies of pharmaceutical money and museum
leadership as the mechanism that enables and prolongs the
consolidation of money and power within these two spheres.
Only by using guerrilla quasi-anarchic performance can
agents like P.A.I.N. dislodge institutional protections to
reveal their underlying abuses of power.

Blood on your hands? Teresa Margolles’ “Sobre la

sangre” and the Audience as Witness

Felicia F. Leu, Université du Québec a Montréal

(UQAM)
Moistening the museum wall with a bloody wet cloth.
Soaking devaluated 100 bolivar bills — the official
Venezuelan currency — in a mixture of water and blood.
Attaching the bills precisely onto the wall. In doing so,
several migrant women from Venezuela, living in Palma,
Spain, collaboratively performed “Sobre la sangre” at the Es
Baluard Museu (Palma) in 2020. During the performance,
the spectators were able to talk to them and hear about their
experiences firsthand. By working with the material from a
Colombian crime scene, the Mexican artist Teresa Margolles
(*1963, Culiacan) attempts to shed light on the humanitarian
migration crisis that becomes visible at the Simén Bolivar
International Bridge in the Venezuela-Colombia border zone.
Such socio-political issues of systematic injustices and
violence are the artist’s points of departure when producing
performative pieces geared at alerting her beholders of the
situation. This case study explores the implication of the
audience by theorizing the spectators as (responsible)
‘witnesses’ and investigates different notions of their
positions. Building on various perspectives regarding
spectatorship and relationality in, amongst others, art history
and performance studies, this research offers preliminary
insights into the conceptualization of the performance’s
reception modes. It is complemented by a critical reflection
on the artwork’s inherent transformative potential, on the
(‘Western’) audience as being confronted with their own
complicity in such scenarios by asking: To what extent might
you have blood on your hands?

Chair: Cindy Persinger, Pennsylvania Western
University

Discussant: Jennifer Kingsley, Johns Hopkins
University

This panel seeks to generate dialogue about art history's
continued and future relevance. As art historians, how can we
facilitate proactive and meaningful conversations about art
history’s place across academic and social spheres? In
response to this idea as well as to spark conversation and
future action, three interrelated presentations map art history’s
connections to individuals, institutions, and society. The first
paper focuses on the immediate challenges faced by
classroom faculty: how to make art history relevant to the
individual student and specifically to non-majors with no arts
background. The second paper addresses institutional
connections and argues that reframing art history’s core skills
as universal training (rather than discipline-specific) toward
shared competencies affords an opportunity to rethink our
discipline’s role on the liberal arts campus. The last paper
explores the social value of art history and the purposeful
engagement of community members in the processes of art
historical research, thus cultivating deeper empathy and
greater civic engagement. Art historians have the tools to
establish themselves as a unifying force both within and
outside the academy and must cultivate their will to do so.
What steps have you taken to bring art history “everywhere”
across and off your campus, and what opportunities do you
see on the horizon? Extended discussion time is planned for
our discussant and open dialogue. Participants will leave with
ideas to advocate for the relevance and value of art history.

Constructivism and Student-Centered Learning in the Art

History Classroom

Heather E. White
When art history classes are designed to be relevant,
students build confidence and enthusiasm and take
ownership of the material. The key philosophies of
constructivism and student-centered learning offer
straightforward frameworks for designing engaging and
relevant art history classes. This paper outlines the
foundational concepts of constructivist teaching — learning is
active, adaptive, contextual, constructed, builds on life
experiences, involves social interaction, and requires
problem solving — and illustrates practical applications of
each in the art history classroom. The paper goes on to
define Student Centered Learning (SCL) and offers concrete
examples of SCL- inspired teaching tools and assignments
which facilitate meaning-making in art history courses.
Blending constructivist and SCL pedagogical strategies with
traditional lecture creates an environment ripe for
knowledge-building and engagement. Regardless of major,
classification, or concentration, students who find personal
connections to course content retain information, understand
its value, and are inspired to be life-long learners beyond the
classroom.
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Leveraging Core Competencies to Embed Art History

Across University Curricula

Rose Trentinella, The University of Tampa
Art historians know well the value of the interdisciplinary
competencies we teach but how do we articulate this value
to colleagues unfamiliar with our discipline, especially those
who sit on curriculum committees? Repeated use of terms
like “visual literacy” or “object-based learning” risks their
becoming empty buzzwords rather than effective tools for
communicating what art history offers a liberal arts campus
under pressure to quantify learning for the job market.
Indeed, the future of art history may depend upon our ability
to convince colleagues and administration of our applicability
to offering essential competency training, such as critical
reading and thinking skills, scholarly research and note-
taking habits, effective communication, and global
engagement, which not only enhances student performance
across academic disciplines but is highly sought by
employers. This paper presents a forward-looking art history
program developed to complement a newly revised general
education curriculum and intended to provide all students,
regardless of their academic or career ambition, with skills to
become global citizens who can operate effortlessly between
fields and specialties, written from the perspective of an art
historian recently elected to a campus-wide general
education Humanities sub-committee.

Fostering Resilient and Sustainable Communities

through Socially Engaged Art History

Cindy Persinger, California University of Pennsylvania
What good is art history? Ask most anyone on the street,
and those without a vested interest may be hard-pressed to
provide an answer, let alone one that addresses the
discipline’s social relevance. This lack of clarity about art
history’s potential for social good, or even its useful
purposes, has the potential to negatively impact the
discipline’s place in both the academy and society. Taking
recent discussions regarding socially engaged art history as
my starting point, | consider several engaged projects that
demonstrate the ways in which art history has the potential
to participate productively in a more just future. When people
across various social groups have direct, personal, and
meaningful experiences with art history and collaborative
knowledge production, the discipline’s wider social
significance can be better felt and more broadly understood.
This paper seeks to prompt discussion and further
development of socially engaged projects that help foster
resilient and sustainable communities as they advocate for
art history and its relevance in society.

Chair: Jillian Hernandez, University of Florida

Discussant: Cherise Smith, University of Texas at
Austin

This panel joins scholars of contemporary art, race, and gender
to examine the aesthetic strategies and turns of artists who
engage racialized femininities. Through analysis of recent
projects by Black and Latina artists Kara Walker, Xandra
Ibarra, Kenya (Robinson), Yvette Mayorga, and Pamela
Council, the panel performs close study of questions
concerning historical memory and contemporary gender, race,
and sexual politics, and aesthetic approaches that center
affect, gesture, and relationality. In particular the panelists
explore how the works of these artists foreground different
forms of materiality in relation to their own femme
positionalities across performance, installation, painting, and
more. Ultimately, the panel closely examines how these myriad
engagements with matter and materials create new feminist
vocabularies at the intersection of the aesthetic and the
political.

Accumulating Taxonomies: Object lessons from Xandra

Ibarra and Doreen Garner

Leticia Alvarado
Across their bodies of work, Oakland-based artist Xandra
Ibarra and Brooklyn-based artist Doreen Garner, gather,
hoard, and circulate objects thick with discursive and
material resonance. Largely decorative and in deep relation
to their bodies, across their archives wigs and weaves, heels
and costume jewelry, prosthetic nails and synthetic breasts
are some of the objects that draw our attention to the artists’
use and engagement with the vibrancy of matter. Ibarra
gathers objects of “spictacular” racial limitation—compulsory
Latina femme performance as well as those of haunting
unachievable whiteness, architecting them into a practice
that explores, as she tells us in artists statements, “abjection
and joy and the borders between proper and improper
racialized, gendered, and queer subjects.” Garner gathers
objects of black femme adornment invoking both garish
sartorial excess and the tumescent, pustular, seeping and
crusting medically violated body. This haptically dense
materiality helps her work’s focus oscillate from sensual
desirable surface to violated, subjugated interiors. Both
engage in object play to tease out possibilities for racialized
positions within systems of capital that have made objects
out of individuals and enshrined as material fetishes their
aura within others. With Ibarra and Garner, this paper dwells
on their object play and the object lessons they reveal
across different sites of and relations to power as organized
in the realm of art under the influence of aesthetic
epistemes.

Errant Memory and Materiality
Tiffany Barber, University of California Los Angeles
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This paper analyzes the material and affective implications
of Kara Walker’s recent turn to public sculpture. In 2014,
Walker’s colossal, sugarcoated sphinx could be seen in the
defunct Domino Sugar Refinery in Brooklyn. The molasses-
caked walls emitted a scent so strong as to be nauseating,
and the various elements of the piece, like the factory itself,
was slowly yet actively disintegrating. The sphinx’s “sugar
babies,” a cadre of resin-cast servant boys with stereotypical
Black features positioned throughout the looming space,
were coated in molasses, melting and crumbling to pieces
like the refinery’s walls. The sphinx itself was monumental
and nude, a stark-white female figure with the head of a
mammy, a stereotype that originated in slavery. The piece
was destroyed after the run of the exhibition, and the factory
was demolished. Unlike slavery, A Subtlety was never meant
to have an afterlife. The same is true for Fons Americanus,
Walker’'s monumental fountain at the Tate Modern. With
Fons Americanus, the artist engaged with the memory of
slavery in the UK for the first time, thus connecting two
prominent locales within the Black Atlantic world. Once the
show was over, the fountain’s materials were dismantled and
recycled. It, too, was never meant to have an afterlife.
Departing from Walker’s drawings and cut-vinyl tableaux for
which she is most known, | argue that these works mark a
turning point in her practice, forcing a distinction between
Black women'’s creative labors (as artists and caregivers)
and art’s capacity to mitigate historical trauma.

Evoking Femme of Color Touch: The Manicured Hand as

Radical Icon in Pamela Council, Yvette Mayorga, and

Kenya (Robinson)

Jillian Hernandez
Symbols of labor, creative capacity, and political protest
(hands up, don't shoot)--hands are loaded cultural icons.
Part of a larger study on high maintenance as an aesthetic
and institutional practice that alchemizes dominant forms of
value to center femme of color relations and imaginaries,
this paper engages figurations of the manicured hand and
painted fingernails in recent works by artists Kenya
(Robinson), Yvette Mayorga, and Pamela Council. As an
aesthetic, high maintenance revels in the denaturalized and
fragmented feminine. It often appears in pink, as a
confectionary object, a fleshy invocation, and a voluptuous
figuration. The “high” in high maintenance also indexes
something of elevated importance. In this framework, the
process of creating artwork or getting a manicure is a
practice that transcends the mundane to take on healing and
metaphysical properties. In reading works such as Pamela
Council's monumental Fountain for Survivors (2021) and its
accompanying video work Talking Hands--Watch My Hands
Don't Watch Me (2021), both on view in New York’s Times
Square, Yvette Mayorga's Protest Fingers (2018) sculptures
and recent paintings, and Kenya (Robinson)'s Patriot
Games, No. 110220 video installation (2021), | explore how
the manicured hand evokes and arouses the sensorium to
underscore the radical power of touch, gesture, and femme

Breaking down, breaking together: Xandra Ibarra’s Nude
Laughing and the ethics of encounter
Ivan Ramos

of color flesh. In these projects, hands and elaborately
painted fingernails open an engagement with the history and

This paper considers the fragility of social relations through
an understudied action that reveals the limits of sociality:
laughter. Using Latina artist Xandra Ibarra’s ongoing
performance piece Nude Laughing, the essay suggests that
to face the body of another subject laughing is to face the
uneasy reality of encounter. In the piece, Ibarra emerges
mostly naked, wearing nothing but a plastic breast plate and
a pair of yellow high heels, while dragging a large nylon bag
containing various accoutrements of white femininity like
ballet slippers, pearls, and other objects. The piece consists
of Ibarra breaking onto a manic fit of laughter that goes on
for several minutes at the time. In order to analyze this
piece, | delve into long histories of laughter, focusing on the
unease that it produces when one witnesses a body
laughing, and especially on the ways in which women’s
laughter can result in violent retribution from men who fear
being laughed at. Analyzing three iterations of Nude
Laughing across geographic locales, this essay lingers in the
kinds of reactions the piece produces in its audiences. |
show how the uneasiness of bodies established through the
performance reveals the sense of discomfort when one
encounters a body contorted, made strange, culminating in
an act of male aggression during a performance in Mexico
City. Ultimately, | argue that to encounter an/other’s body
laughing, especially across difference, rather than an
impasse might provide a radical possibility to engage with a
feminist and queer ethics of encounter.

contemporary afterlives of racialized aesthetic and sexual
labor, femme materiality and relations, objecthood and
consumerism, and queer and feminist politics
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MUSEUM COMMITTEE
Chair: Daniel Tucker, Moore College of Art and Design

This panel organized by the CAA Museum Committee will
focus on the increasingly prominent practice of museums
convening Community Advisory Groups. In recent years, many
museums have revised their staffing structure, mission
statements, budget allocations and training practices to focus
more substantially on incorporating community/public/civic
/indigenous engagement work alongside historical areas of
practice surrounding collections and research. In 2015 the
report “Museums, Libraries and Comprehensive Initiatives” (1)
attributes of the new community engagement were identified
ranging from time commitment to embeddedness within
community networks to explore approaches that exceeded the
episodic and limited partnerships of previous eras. Following
many years of experiments in this direction, and increased
urgency in the field for relevance more generally, we believe
this is an important moment to take stock of these efforts
towards engagement. We want to know how these shifts are
occurring, how they are being assessed, and what the future
steps in their development might look like. A range of positions
and perspectives are encouraged - including the voices of
artists, university museums/gallery staff, museum educators,
curators, scholars and individuals who have served as
community advisory group members. Additionally, in cultural
contexts where such citizen participation has not been
encouraged or allowed, examples of what kinds of adaptations
of this model might have worked would be greatly encouraged.
In your proposal, please detail how your practices regarding
community advisory groups have been incorporated or
highlighted in a particular program or exhibition (links to
programs or exhibitions are welcome). 1) https://www.imls.gov
[sites/default/files/publications/documents
/museumslibrariesandcomprehensiveinitiatives.pdf

Local solidarities: building relationship between

university art galleries and regional communities

Abigail Satinsky
This presentation focuses on building advisory boards that
work towards non-extractive exchange and mutual benefit
between university art galleries and local communities. In
Spring 2022, Tufts University Art Galleries presented "Art for
the Future: Artists Call and Central American Solidarities"
which focused on the seminal 1980s activist campaign,
Artists Call Against US Intervention in Central America, with
over 100 artworks from the time-period and contemporary
artists in response, with a specific focus on intergenerational
solidarity. As part of our community engagement process,
student fellow Geovani Alberto Cruz Alfaro co-led a city-wide
interview process with community organizations serving the
Latinx community in Greater Boston on what solidarity
means to them, the power of community representation in
art, their hopes for the future and perspectives on Latinx

identities. These were presented throughout the exhibition
and within each section of the Galleries and led to
exchanges and artist visits both inside and outside of the
university spaces with Maverick Landing Community
Services in East Boston and City Life/Vida Urbana, a
housing justice organization for Greater Boston. This
relationship-building modeled a pathway for our current
community-building process, in which transparency,
resource-sharing and solidarity is central to trust and
building a shared longterm vision for engagement.

All Ears!? How Museums Use Community Advisory

Groups to Listen and Act Towards Local Relevance and

Engagement

Robert Blackson
Museum and Gallery Community Advisory Councils are
often institutionally performed by predominantly white
institutions as a kind of get out of jail free card. The
promotional purpose of such community councils co-exists
for such institutions in much the same way as the marketing
images that oversaturate their social media channels and
website with people of color attending their exhibits and
educational programs. Unlike the precedents of the Wing
Luke Museum of the Asian Pacific American Experience
(Seattle, WA) or the “Community First” program at the Santa
Cruz Museum of Art & History, sadly many community
advisory groups favor “community input” with none of the
follow-through or administrative/curatorial responsibility to
take explicit action on the advice that is offered in good faith
for free. Recognizing the limits of such councils, especially
when weighted against the reality of board oversight,
institutional racism, and reckoning with problematic
organizational histories, which Advisory Council models can
be studied that actively pronounce the limits of working in
service to the counsel offered by a community advisory
group? How do we balance these limits within the potentially
inflated expectations of what these councils signify both to
the public and to those who altruistically decide to join them?

Community Curation: Opening Process and Building

Programming Together

Martina Tanga
One of the main audience-centered goals for the exhibition
—"Touching Roots: Black Ancestral Legacies in the
Americas" (May 26, 2022—May 23, 2023), at the Museum of
Fine Arts, Boston—was to engage and speak directly to the
Black Boston community. Like many museums, the MFA
seeks to be a place of inclusion and belonging. How do we
bring these principles into the very heart of the museum's
operations? In the case of this exhibition, the curatorial
process was broken down and driven by a collaboration
between institutional staff and community-based individuals
—specifically, the art historian Chenoa Baker, scholar Kyrah
Malika Daniels, and artists Napoleon Jones-Henderson and
Stephen Hamilton—whose role was much more than an
advisory group. They were co-organizers of the show and,
therefore, had a genuine stake in its outcome. This
presentation provides details of this collaboration; how to
extend an invitation to work together and to make space for

the community-generated input, how to divide labor and
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leverage outside expertise, and ultimately, how the institution
needs to be accountable for the work done together and the
resulting programming, and how the broader community
receives it. Throughout the exhibition planning, the team met
three times to discuss the exhibition concept and audience
goals, consider the gallery space and the show's layout, and
the importance of language in interpretation. Values of care,
radical transparency, and careful listening drove this process
from start to finish. The outcome sets a precedent for
implementing community-led curatorial practice and
museum programming.

From the Barbershop to the Art Museum (and the

Operal): Community Engagement and Arts Institutions in

Toledo, Ohio

Alyssa Greenberg
Sixteen Black Barbers buzzed and bantered with emcee and
TV host Toi Creel, above a soundscape by DJ Big Lou Da
Mayor and a barbershop quartet, as over 450 majority Black
and Brown attendees sipped swirled blue and red slushie
cocktails resembling a barbershop pole and admired the
performances of live haircuts inspired by works in the
Museum'’s collection. This unique event was the Art of the
Cut, organized by the Toledo Museum of Art in February
2019. The Art of the Cut was conceived and driven by Circle,
an affinity group with a recently reseated Circle Board and a
mission to engage new audiences through inclusive and

around multi-form artistic practices over the course of ten
days, demonstrating the five categories of the institution’s
programming—Generating, Resourcing, Fundraising,
Commissioning, and Expanding. Director of Curatorial
Affairs, Laurel V. McLaughlin and Visual Culture Producer,
Gabriel Sacco will present a case study from the Open
Source 2022 Art Festival: In Common Spaces, in which the
Artspace team engaged a community advisory group of
“Neighborhood Leads” from seven neighborhoods across
the city, in an effort towards equitable participation for all
communities, including those that were continuously
underrepresented in previous iterations. Through institutional
archival research, experiences planning, and interviews with
Neighborhood Leads, this paper aims to demonstrate how
this the festival has transformed into a community-based
effort aligned with the New Haven Department of Arts,
Culture, and Tourism’s Cultural Equity Plan and expands
beyond the walls of Artspace New Haven in the downtown
sector to a truly city-wide festival embedded within extant
community networks. Rather than “bringing art or culture to
the city,” the Festival provides tools for artists and collectives
to self-organize using methodologies, research interests,
and community relationships that already exist. And finally, it
demonstrates decision-making as co-creation, rather than
single-author production on the part of institutional voices,
thereby fostering shared knowledge production.

innovative programming. Circle was designed to be a “low-
key” Advisory Board to deepen the Museum'’s cultural
competency through a “show don'’t tell” approach. This
presentation will examine the Art of the Cut as a case study

"Artspace’s Open Source Art Festival with the City of
New Haven: A Case Study in Neighborhood Advisory
Committees”

Gabriel Sacco, ArtSpace New Haven

of Advisory-Board-driven community engagement, and
frame its successes as a reflection of cohesion among
community stakeholders, funders, and institutional strategy.
With a second opportunity to launch an Advisory Board at
Toledo Opera, Dr. Greenberg shifted strategy in two key
ways: compensating committee members and emphasizing
thought leadership and guidance over work that displaced
the duties of Museum staff. While community engagement
positions have proliferated in the past 5-10 years and other
professionals have engaged in similarly iterative processes,
no publication, professional organization, or formal network
currently exists for community engagement workers in arts
and cultural institutions as there are for educators or
curators. This presentation is intended as a beacon for how
professionals in this role might exchange insights and
develop a shared understanding of best and innovative
practices.

"Artspace’s Open Source Art Festival with the City of

New Haven: A Case Study in Neighborhood Advisory

Committees"

Laurel Vera McLaughlin, ArtSpace New Haven and

Gabriel Sacco, ArtSpace New Haven
Artspace New Haven exhibits local, regional, national, and
international contemporary art, specifically serving artists
engaging in “experimentation and civic discourse,” according
to its mission. In dialogue with the exhibitions and
programming, Artspace New Haven hosts a “city- wide” arts
festival, entitled Open Source, intended to gather community

Artspace New Haven exhibits local, regional, national, and
international contemporary art, specifically serving artists
engaging in “experimentation and civic discourse,” according
to its mission. In dialogue with the exhibitions and
programming, Artspace New Haven hosts a “city- wide” arts
festival, entitled Open Source, intended to gather community
around multi-form artistic practices over the course of ten
days, demonstrating the five categories of the institution’s
programming—Generating, Resourcing, Fundraising,
Commissioning, and Expanding. Director of Curatorial
Affairs, Laurel V. McLaughlin and Visual Culture Producer,
Gabriel Sacco will present a case study from the Open
Source 2022 Art Festival: In Common Spaces, in which the
Artspace team engaged a community advisory group of
“Neighborhood Leads” from seven neighborhoods across
the city, in an effort towards equitable participation for all
communities, including those that were continuously
underrepresented in previous iterations. Through institutional
archival research, experiences planning, and interviews with
Neighborhood Leads, this paper aims to demonstrate how
this the festival has transformed into a community-based
effort aligned with the New Haven Department of Arts,
Culture, and Tourism’s Cultural Equity Plan and expands
beyond the walls of Artspace New Haven in the downtown
sector to a truly city-wide festival embedded within extant
community networks. Rather than “bringing art or culture to
the city,” the Festival provides tools for artists and collectives
to self-organize using methodologies, research interests,

and community relationships that already exist. And finally, it
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demonstrates decision-making as co-creation, rather than
single-author production on the part of institutional voices,
thereby fostering shared knowledge production.

Chair: Alex Lukas, University of California at Santa
Barbara

Artist-run project spaces, DIY exhibition venues, and apartment
galleries have a long history of championing the careers of
emerging, marginalized, and less-than-commercially viable
practices. Conscientiously rejecting the white cube, these
spaces occupy an integral if ever-precarious position in an arts
ecosystem. By choice and necessity, artist-run galleries insist
upon a confusion between public and private, inviting their
audience into living rooms, studios, cars, and garages. Within
these venues, viewers are presented with not only an
exhibition but an intimate (if occasionally awkward) window into
the organizer’s personal space. The global pandemic
temporarily removed this possibility, as pre-vaccinated indoor
cohabitation carried a substantial risk of contagion. In
response, exhibition spaces sprouted in front yards, on
flagpoles, within street-facing windows, and in miniature. These
innovative display methods presented possibilities for fresh
exhibition paradigms and a newly expansive, outward-facing
notion of audience. As we enter an endemic stage of infection,
this panel brings together the organizers of several such
spaces for a conversation examining the new and revised
platforms they developed for presenting artwork during a
pandemic. Often uniquely positioned to critique institutional
power, question structural inequities, address issues of social
justice, and propose solutions by and for their own
communities, this discussion asks organizers to reflect on what
succeeded and what failed, what was temporary, and what
methodologies will be maintained post-COVID-19.

Fresh As Fruit Gallery

Kathryn Baczeski and Madison Creech
Fresh As Fruit, Still Life with Fruit, Fried Fruit and Freight
Car Fruit galleries are alternative exhibition spaces in the
South run by Katie Baczeski, Madison Creech, Matthew
Creech, and Chad Serhal. Our gallery mission is to subvert
the white cube and give artists who are often overlooked in
traditional exhibition spaces, a platform to share their work.
The first iteration of these spaces temporarily closed after 5
months of operation due to COVID. We moved from a
private detached garage in suburbia into an empty storefront
of a working mechanic’s shop in downtown DelLand, Florida.
The exhibitions lived behind floor to ceiling windows that
allowed for social distance viewing at any time of day and
night from the street. The location had a unique way of
capturing the attention of locals with few barriers to viewing
the work. Exhibitions were enjoyed by folks commuting on
the road and sidewalk as well as patrons of the mechanic’s
shop. In lieu of traveling to the exhibitions, artists zoomed
into the openings on a mobile screen as gallery patrons and
passersby could listen and engage in conversation with the

artists. In 2021, Matt and Madison Creech moved to
Wilmington, North Carolina and started Fried Fruit Gallery in
the Cargo District later adding a second shipping container
gallery in the area. Chad and Katie continued in the Deland
location, changing the name to Still Life With Fruit. The “Fruit
Franchise” will continue to diversify with Freight Car Fruit
Gallery in downtown Hammond, Louisiana.

Co-Opt Research and Projects

Aaron Hegert and Cody Arnall, Texas Tech University -

School of Art
Throughout 2021 Co-Opt Research and Projects, and artists
run gallery and performance space in Lubbock Texas,
responded to the ongoing pandemic with an exhibition titled
Under Pressure. This exhibition took advantage of the
unique architecture and location of our space—a quarter
round shaped store front made almost entirely of large glass
windows-- to produce an exhibition that responded to the
many crisis of the moment, both political and pathogenic, in
a way that maintained social distance and did not increase
the danger of community spread. The exhibition was meant
to be viewed from outside the gallery, and included video,
site specific installation, sculpture, photography, and audio
art, which was broadcast into the areas immediately
surrounding the gallery from a small radio transmitter
(KOOPT 89.9). The methods we arrived at to continue
exhibiting that year became more than just functional
solution during the pandemic, the were also a metaphor. The
exhibition ran for 9 months, but it evolved on a frequent
basis; new works were added regularly, works already in the
show were moved and the installation changed slowly but
dramatically over the course of the project. Like the
pandemic itself, as well as the political turmoil that year, the
exhibition was not a single event, it did not have a single
identity or a defining moment; rather, it was process that
allowed for evolution, adjustment, and change.

What’s In The Yard?

Ben Kinsley, University of Colorado at Colorado

Springs and Jessica Langley
The Yard is a project space and site for public art run by
Jessica Langley and Ben Kinsley in their front yard in
Colorado Springs, CO. Installations are open to the public
24/7. Since October 2017 they have staged thirteen
exhibitions by artists from around the world who have come
to Colorado Springs to develop site-specific work in
response to their front yard. This simple shift of context from
the gallery or museum to a suburban front yard has opened
the door to a new audience, and to a new way of making
and experiencing art in the public space. Exhibitions have
ranged from large-scale sculptural installations to land art,
video projections, inflatables, and text-based interventions
and critiques. During the Covid-19 pandemic, they
developed special projects in response to quarantine
including a community engaged mail art exhibition and a
site-specific, augmented reality video experience. “The Yard”
has attracted attention not only in the neighborhood and the
region, but also from the international arts community and
has been featured in publications and programs such as The

Gazette, Colorado Springs Independent, Hyperallergic and
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Rocky Mountain PBS.

The Potential of a Cake Stand

Juliette Walker
In April 2021, | hosted The Cake Stand, which was an
art/project/exhibition/space based at my in-law’s home in
rural Farmingdale, Maine. During a pandemic-related
quarantine, | found the opportunity to curate my mother-in-
law’s cake stand as an art space. Initially through invitations
and then an open call, 26 artists held solo shows or
collaborative projects in The Cake Stand over the course of
a month and a half. Artists exhibited cakes, zines, bread,
sculptures, paintings, plants, and more. Some works were
recipes, some spilled over onto the table, and some ended
up as performances. Artworks were viewed on my
instagram, and local visitors could arrange a visit from
outside the window. Following this exhibition space, | met
Meredith Tinkle in Fayetteville, Arkansas, and | learned that
she had a large cake stand collection due to her aspirations
to open a bakery someday. We dreamed of having artworks
displayed in her cake stands dispersed throughout the city of
Fayetteville, hosted by local organizations, businesses and
landmarks. So, on April 1-2, 2022 we coordinated the first
DIY art event of its kind: the 2022 Cake Stand Biennale. 31
local businesses and Fayetteville landmarks across the city
hosted cake stand galleries featuring the artwork of the 58
participating artists. While many artists were Fayetteville
locals, the open call drew in artists from around the world to
exhibit their work. We distributed maps across the city and
watched as people found a new reason to explore the city
and support artists and local businesses.

Chairs: Naomi Hood Slipp, New Bedford Whaling
Museum; Ross Barrett, Boston University

The Atlantic coast has played several recurring roles in
historical narratives of American art: scholars have highlighted
the Eastern Seaboard’s identity as a hotbed of homegrown
forms of artistic expression, a conduit for transatlantic patterns
of aesthetic exchange, and an imperial periphery shaped by
the demands of distant metropoles. While yielding innumerable
insights, these approaches have done relatively little to explain
art’s place within the dynamic and localized ecologies of the
Atlantic coast. Drawing inspiration from recent work in eco-
criticism and the blue humanities, this panel will explore new
approaches to the analysis of coastal American art,
approaches that recognize the Atlantic Seaboard’s status as a
biological ecotone, a space where human and nonhuman lives
intertwine in complicated fashion, a setting for distinctively
marine modes of living, working, and cultural production, and
an arena of struggle, dispossession, and displacement.
Addressing colonial and contemporary representations of the
Delaware River, antebellum whaling prints, estuarial
landscapes by Fitz Henry Lane, works of fiction by Henry
James and other coastal authors, and paintings of seaweed
harvesting, the papers will shed light on the contributions that
engravers made to the workaday culture of early national port
towns, the insights and elisions that structure marine painters’
imaginings of traditional coastal labor, the quandaries and
deceptions that nineteenth-century American novelists
discovered in littoral environments, and the ways that twenty-
first century Indigenous artists have imaginatively reclaimed
the Atlantic coast.

Making Whaling Masculinity: Thomas Birch, Cornelius

Hulsart, and Printing Saleable Trauma

Marina Wells, Boston University
This paper argues that popular whaling art peddled fantasies
of violent masculinity, which were contrastingly unsupported
by the complex realities of whalemen’s gendered
experiences at sea. In the second quarter of the nineteenth
century, American artists Thomas Birch (1779-1851) and
Cornelius Hulsart (1795-1876) worked together to develop
the influential print A Shoal of Sperm Whale Off the Coast of
Hawaii (1838). In creating this piece for shoreside
audiences, they exploited aspirations of maritime glory and
reified masculinity’s connection to trauma. Because art
historical approaches to whaling images like Birch’s and
Hulsart’s often reinforce the visual impact of violence,
whaling art needs to be reexamined to uncover a fuller
understanding of gender formation. Whaling art is unique in
that it depicted violence explicitly, making central the
relationship between sailors and the violence they carried
out. Prints like A Shoal of Sperm Whale maintained
conceptions of whaling masculinity for their audiences in
coastal communities. However, a wide range of prints,
paintings, scrimshaw, and periodicals indicate contradictions
between whalemen'’s ideals and their realities, both at sea
and when back on shore. In this case, Hulsart lived in a
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mariner’s home on the wharves of New York City, and only
resorted to selling prints after losing his arm in a whaling
accident. Taken together, Hulsart’s disability and his prints’
evasion of it exemplify whaling masculinity’s contradictory
complexity. While maritime prints offered a legible heroism
as saleable spectacle, Hulsart’'s own circumstances attested
to more painful gendered realities than can be read on the
surface.

Done Fudging: Fitz Henry Lane and Gloucester’s

Laboring Past

Ross Barrett, Boston University
Few antebellum artists knew Massachusetts’ working
coastlines better than Fitz Henry Lane: over the course of
his career, the painter composed hundreds of paintings of
fishermen, stevedores, and farmers at work on the
shorelines around Gloucester. Though scholars have often
noted the artist’s interest in labor, relatively few efforts have
been made to assess how Lane’s pictures engaged the
environmental dynamics of marine toil, or to explore the
insights they offer about the human and nonhuman histories
of the coast. To begin to unpack the socio-ecological
implications of Lane’s coastal ouevre, this paper will
examine three paintings that the artist made of the
Annisquam River in the 1840s and 1850s. | focus on New
England Inlet (1848), which depicts Lane sketching in a
stretch of the estuary (known as “Done Fudging”) that had
been altered by several generations of infrastructural,
agricultural, and extractive labor. Composed for a local
audience of businessmen, | will argue, New England Inlet
shaped a complicated account of the Annisquam that
nostalgically evoked the waterway’s workaday past,
visualized the river’s industrial redevelopment, and reflected
on the relationship between painterly and marine labor. The
paper will conclude by reconsidering Lane’s landscapes as

unintentional artifacts of working and ecological histories that

left few marks in the official record. Despite their boosterish

dynamics, | will contend, Lane’s Annisquam paintings can be

read as allusive traces of the work that several marginalized

communities—including enslaved African-Americans and the

indigent residents of Gloucester’s poor farm—did to develop
the river and nearby coastlines.

The Deceptive Shore
Kimia Rose Shahi, University of Southern California

Henry James’s 1866 short story, “A Landscape Painter,” tells

of a young aspiring artist who, disaffected with city life,
retreats to a remote village on the New England coast.
Alongshore, he contemplates “the beauties of wave, rock,
and cloud,” and rhapsodizes about the “transparency” of the
air, declaring: “the horizon of my work grows perceptibly
wider.” But little is as it appears in this seaside idyll. The
protagonist is not a poor painter, but a wealthy heir
concealing his true identity. Eventually, he discovers that he,
too, has been deceived by his new lover, a local sea
captain’s daughter who’s not as guileless as she seems.
Instead of a refuge from the superficialities of moneyed
society, the rural coast is revealed to be a fundamentally
deceptive place, with the prototypically Romantic
perceptions—and pretensions—of the titular “landscape

painter” becoming grounds for ironic critique. This paper
foregrounds the centrality of deception in “A Landscape
Painter” and examines how it facilitates James’s critical
commentary on art and aesthetics of the Atlantic shore.
While the painter’s (mis)perceptions of the shoreline are
rooted in his self-deceiving habits of eye and mind, the story
also suggests that the shore’s very appearance warrants
skepticism, an idea James reprises elsewhere. Reading
James’s writings alongside contemporaneous accounts of
seacoasts as sites of false impressions and optical
illusions—from Melville’s loomings to Thoreau’s mirages—I
argue that these literary articulations of the seashore as
visually deceptive (rather than ambiguous or indistinct) can,
in turn, afford new perspectives on depictions of the shore in
nineteenth-century paintings.

Seaweed Gathering in American Art: Intertidal
Economies as Coastal Culture
Naomi Hood Slipp, New Bedford Whaling Museum

In 1878, Clement Nye Swift exhibited the monumental Une
charretée de goemon sur une plage de Bretagne (Seaweed
Gatherers) at the Paris Salon. This painting vividly
demonstrates the processes and pressures of extraction
forged within human maritime communities around the
environmental resources of the shoreline commons.
American artists were drawn to the subject of seaweed
gatherers, which highlighted a tradition that was rapidly
disappearing as modern life increasingly took hold. When
Swift returned home to Acushnet, Massachusetts in 1881,
Seaweed Gatherers came with him -- unstretched, rolled,
and stored in the hold of the ship for its transatlantic journey.
Like driftweed, it returned back out to sea and floated from
one Atlantic shore to the other. As in Brittany, seaweed was
an important coastal resource on the Massachusetts
Southcoast, used for fertilizer, home insulation, and bedding
for livestock. Scituate, Massachusetts had an active Irish
Mossing industry and New Bedford shippers used seaweed
to insulate whale oil casks. Swift and fellow Southcoast artist
Robert Swain Gifford pictured the local seaweed economy in
paint and photography. Using Swift's painting as a
touchstone, this paper explores the ways that visual and
material depictions of marine seaweed extraction by
Massachusetts artists contributed to transatlantic cultural
dialogues around the seaweed industry, registered the
ecological importance of the intertidal zone, engaged the
coastal cultures that arose around seagrass, rockweed, and
other forms of marine algae, and visualized the economic
benefits of the seaweed extraction for local communities.

Indigenous and Euro-American Representations of
Lenapewihittuk
Christopher J. Slaby

Lenapewihittuk—or the Delaware River, as it's most
commonly known today—was inhabited, used, and known by
Lenapes and other Indigenous peoples long before
Europeans made it to the Americas. But once the Dutch,
English, and other Europeans did arrive here, they produced
all sorts of visual representations of this body of water. Early
Euro-American maps and print culture began by

acknowledging the Indigenous nature of this place, but over
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time recognition was supplanted by erasure and, eventually,
especially in the case of painting, replacement. Of course
these are visual discourses. They certainly had their impact
on the world, but they do not negate the fact that Lenapes
and other Indigenous peoples have continued to exist, and
to exist in relationship to Lenapewihittuk. While this paper
will discuss Euro-American images of this littoral space, it
will foreground and contextualize them in the much longer
histories of Indigenous belonging, from pre-colonial
experiences to the various ways that more recent
Indigenous artists such as J. R. Norwood (Nanticoke-
Lenape), Alan Michelson (Mohawk), and Kent Monkman
(Cree) have reflected on this history and continued to
express a relationship to this aquatic environment. Words
and works of art by these contemporary Indigenous artists
(and other Indigenous activists, scholars, and leaders)
simultaneously recognize, challenge, and reject the
presumed dominance and forgone conclusions of U.S.
settler colonialism. They use modern and traditional forms of
representation to turn colonial images on their head,
reclaiming and reasserting ongoing histories of Lenape and
Indigenous belonging.

Chair: Amanda L. Lechner, Virginia Tech

Artists using ancient or traditional materials in contemporary art
practices are simultaneously upholding ancient wisdom and
remaking the associations between material, method and
maker. These artists are approaching century or millennia-old
processes from the shores of cultural tradition, conceptual art,
geologic interest, ritual space, material haptics and skilled craft.
They often undertake labor intensive training and operation to
maintain and/or reinvent lineages that cross time, culture, class
and signification. This session invites traditional and
experimental presentations on/from artists in the fields of
contemporary art who utilize or respond to traditional materials
and processes like fresco, tempera, tapestry, polychrome
sculpture and other “antiquated” media. How do artists find
new meaning in ancient methods? How are contemporary
materials being used as stand-ins or indices for traditional
materials? What's the difference between process-
anachronism and material-time-travel?

Meanderings in Metalpoint

Traci Tullius, Yeshiva University, Stern College for

Women
| became obsessed with metalpoint by accident. My work
has skewed towards the decidedlynon-anachronistic,
primarily working in time-based media - video, performance,
installation.Faced with instructing the technique as part of a
teaching appointment, | became fascinated withthe visual
and conceptual possibilities of drawing with metal. Though
ostensibly preparing forthe course, | began to follow my own
tangents, developing an awareness of the unique blend
ofinstability and permanence inherent to metalpoint; marks
may remain unchanged for millennia ordisappear in mere

weeks. | began to think of metalpoint as a media that could
be deployed inways analogous to how | exploit performance
documentation. Historically, gold and silver wereutilized for
their archival qualities and warm patina; but there is a wide
range of less preciousmetals, each with its own tone and
temperament. After experimenting with combinations
ofmetals, relinquishing control over what remained and what
disappeared, these trials evolved intodrawings whose
subject matter intentionally reflected the precarious stability
of the materials.Following the demolition of my great-
grandparents&#39; farmhouse, | created a suite of
drawingsdepicting its decay and topographical erasure. Just
as memory is both embellished and tarnishedby sentiment,
nostalgia and time, the traces of metal tarnish to a variety of
shades and legibility,altering the image and its meaning in
unpredictable ways. Drawing with metal is an innatelytime-
consuming technique; intentionally relinquishing those labors
by using non-stable metals,echoes the incomprehensibility
of the home’s disappearance from both the landscape
andrecollection.

Continuity in Clay: Mariana Castillo Deball’s

Transtemporal Ceramics

Chloé L Courtney, The Institute of Fine Arts, New York

University
In Mexican conceptual artist Mariana Castillo Deball’s
installation ¢ Quién medira elespacio, quién me dira el
momento? (2015) handmade ceramic forms of animals,
mask-likefaces, corncobs, gourd-shaped vessels, and tooled
gears tower in vertical columns. CastilloDeball (b. 1975)
developed this work in collaboration with Taller Coatlicue, a
Oaxacan ceramicsworkshop. Together, the collaborators
visited modernist painter Rufino Tamayo’s collection
ofancient art at the Museo de Arte Prehispanico and
selected certain objects to recreate within anew visual
repertoire, as part of an imagined cosmology they developed
together.This presentation contextualizes he installation
within the twentieth-century modernist ideologyof
indigenismo (indigenism) since its engagement with
Tamayo’s collection evokes the painter’'suse of ancient
objects as a vital source for Mexican modernity. Recreating
Tamayo’s ancientobjects through artisanal ceramic methods
collapses two major taxonomies of indigenismo: pre-
Hispanic art and artesania (traditional craft). While Castillo
Deball’s collaboration with TallerCoatlicue inverted traditional
cultural hierarchies by bringing ceramics into the space
ofcontemporary installation, it also created a fixed, yet
necessarily partial, archive of the Taller’spractice.In this
multilayered context, the material of clay creates a link
ofcontinuity between Tamayo’s ancient objects and the
Coatlicue ceramicists. To what extent doesthe installation
reinforce the colonial logic of the archive by collapsing
ancient objects,indigenous cosmologies, and present-day
ceramicists’ processes? These considerations revealhow
craft-based projects like Castillo Deball’'s can activate
modernist taxonomies of temporalityand value in ways that
perhaps controvert the artist’'s decolonial aims.
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Time to Spare: Cennini, Pastework, and the COVID-19

Pandemic

Scott Gleeson
As digital realities lure us away from corporal ones, we
confront a crisis of embodiment.Some of us become Crossfit
addicts while others upload their consciousnesses to
thecybersphere. In contemporary painting, we witness one
artist assert the medium’s materiality atthe same time their
peers transform pigments into pixels. A similar crisis
unfolded in the earlyyears of the 14th century when the rise
of humanism inspired Giotto and his followers to plucktheir
saints from gilded skies and set them firmly on the ground.
Amidst the emergence ofRenaissance naturalism, Gothic art
responded by doubling down on painting’s abstract,
materialpotential, resulting in diverse surface treatments
emphasizing optical and sculptural effects. Torepresent our
imperiled embodiment in the Information Age, | return to the
gold ground ofmedieval sacred painting and refashion this
ancient metaphor of the celestial into a symbol ofthe virtual.
The lost technique of gilded gesso pastiglia, or pastework
—shallow relief modeled inthin layers of chalk and glue—
animates the surface of my paintings, appearing as
shimmeringdroplets and cells proliferating across the
pictorial space. The reflective surface of each pieceaffirms
the physical presence of the viewer while inviting an intuitive
experience of color, space,line and texture. In this talk | will
survey the history of the medium through an examination
oftextual and objectival evidence. A review of my own
process will demonstrate the challenges ofreviving historical
art media and will illustrate how | have overcome these
obstacles throughsystematic testing.

Appreciating Technologies: technology, craft and

acquiring skill in contemporary studio practice

Tiffany Calvert
Artists learn, adopt, adapt and develop technologies. They
often break or misuse them. Thisis important work as
material misuse is a form of intervention. By using
establishedtechnologies in new and unintended ways, artists
disrupt their understood meanings andcreate new
languages. This presentation will address the ways in which
artists can evoke newmeaning in ancient technologies by
combining them with digital methods. This merging ofold and
new rediscovers the technological inventiveness of old
processes. This is achallenging endeavor at both ends of the
spectrum: in learning ancient technologies artistsmust often
seek out this knowledge from a dwindling number of experts
(as in fresco), and inlearning computer technologies such as
coding and Al from siloed experts.The potential of these
materially diverse combinations is in disruption; the viewer
recognizesthe signatures of digitally produced forms in
dissonance with antiquated historical materials.These
clashes require seeing the materials and their meanings
anew and invite areexamination of the historical and artistic
narratives which surround them.I will discuss my own studio
research in which | make traditional oil paintings on
imagescreated by artificial intelligence, and buon fresco
paintings on 3D modeled forms, as well asan April 2023
exhibition co-curated by the members of Tiger Strikes

Asteroid (Greenville) ofartists whose works combine fibers
(traditionally defined as craft forms in weaving, sewingand
thread) with new and scientific media (digital audio, DNA
code, etc).

Chair: Christina Kemp

Beginning in 1997, the Annual Artists’ Interviews were
established to provide the opportunity for esteemed artists to
have one-on-one conversations with colleagues at the Annual
Conference. Each year, the Services to Artists Committee
identifies two distinguished artists to participate. The
interviews, held as part of the ARTspace Program, provide a
unique opportunity for members to hear insights from artists in
dialogue with the interviewer. This event is accessible with
either paid or no-cost registration.

Architectural Knowledge in Early Modern India: The

World of the Mughal Muhandis

Zahra Shah
Despite the acknowledged centrality of architecture and its
patronage to the Mughal imperial project in India, relatively
little is known about the intellectual and social worlds of
Mughal architect. Indeed, the early modern architect is an
elusive figure, remaining a shadowy artistic presence even
while demonstrating skills that straddled multiple spheres of
knowledge - from mathematics and masonry to calligraphy
and theology. This paper studies the oeuvre of a prominent
family of architects who were involved in (and even led)
important imperial architectural projects. This paper focuses
on three generations of the family of Ahmad Mi'mar Lahori
(who is understood to have been involved in the building of
the Taj Mahal), all of whom identified themselves as
architects and engineers (muhandis) and produced a variety
of literary and scientific works in addition to architectural and
calligraphic programmes. Departing from approaches that
place architectural works and ideas within an abstract
framework of Islamic aesthetics, this paper will situate these
works in historical and social context, to show how they
responded to and shaped tensions and opportunities specific
to the Mughal world. Further, it is hoped that reading the
multiple media (architectural and textual forms) produced by
these individuals alongside each other will allow a fuller
understanding of what it meant to be an architect in Mughal
India.

Modularity in Yuan Architectural Painting: A Case Study
of Xia Yong’s Yellow (Crane) Pavilion
Leqi Yu, The Institute of Archaeology, Chinese Academy
of Social Sciences (CASS)
Chinese architectural painters usually rely on tools such as
rulers to depict buildings in a geometrically detailed and
complex manner. Such technical consideration and
mechanical perfection link this painting category with the
builder’s art, which led to Chinese elites’ belittlement. The
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limited scholarship that does exist concentrates on the Song
(960-1279) and Qing (1644-1912) dynasties. This article,
however, emphasizes the significance of the neglected Yuan
dynasty (1271-1368), the period of Mongol rule, in the
history of Chinese architectural painting. This article focuses
on the professional painter Xia Yong (14th c.) to show that
Yuan architectural painters made new efforts towards a
unique modular system. It looks in detail at a group of Xia
Yong's paintings that contain contradictory allusions, one
visual and one literary, to determine whether they depict the
Yellow Pavilion in Xuzhou or the Yellow Crane Tower in
Wuchang. The following questions are answered: To what
extent do Xia’'s two-dimensional architectural images
represent contemporary three-dimensional buildings? How
did Xia renew compositional modules, blend prefabricated
parts from a restricted set of stencils, and accomplish a
system of coordinated production in his workshop? How is
Xia’s modular system related to the transmission of
preexisting Song models? How does Xia’s case show a
complex mix of continuity and change present in
architectural paintings during the Song-Yuan-Ming
transition?

Stanley Tigerman, Homo Significans

Sarah Rogers Morris
In Stanley Tigerman'’s incisive 1978 photomontage, The
Titanic, a model of Mies van der Rohe’s iconic Crown Hall is
tipped and partially consumed by the placid waters of Lake
Michigan. Is Crown Hall sinking? Or is this the birth of
Venus, a specimen of beauty and perfection born of the
sea? One can’t be sure. On the one hand, the image can be
read as a critique of the outsize influence of Mies and his
descendants working in a modernist design idiom. On the
other, it is a testament to the buoyancy and endurance of a
modernist icon, the illustration of a mythic, time-honored
origin story. The Titanic is the result of a dialectical process
of theorization that mobilized an incongruous collection of
visual and textual linguistic units to negotiate between a set
of contradictory abstract ideas and seemingly fixed material
forms. This paper interrogates the defining features of the
photomontage to arrive at an understanding of the ways in
which text and image coalesce to produce and destabilize
meaning. The Titanic encourages a kind of rigorous mental
activity that Tigerman felt was lacking in the architectural
establishment of the 1970s. It is an invitation to think, and
this paper is an enthusiastic reply to that provocation.

Chairs: Elliott Sturtevant, Columbia University; Ultan
Byrne, Columbia University

Architectural historians tend either to write stories of individual
spaces and buildings, or to assemble and link multiple
architectures through the course of their narrative. This panel
asks participants to proceed from the plural instead: to tell
stories of franchise architectures, infrastructural systems, serial
architectures, or interconnected and networked buildings. We
aim to explore histories of architectures designed, produced,
experienced, or operated in plural. Looking beyond canonical
studies of mass-produced architecture and the architecture of
mass production, theories of typology, and more recent work
on mass customization, we hope to uncover additional and
alternative histories of plural architectures. We invite studies
from 1800 onward from any geographic area that explore
buildings or architectures that repeat, that connect, or that
operate in tandem. The contemporary built environment is
replete with such cases—whether post offices or border
stations, transmission towers or street lamps, supply chain
depots or military bases, fast-food restaurants or hotel
chains—what can be said of the history of these architecture in
terms of their plurality? What are the stakes of such work for
historicizing the concept of originality and historiographic
traditions focused on singularity? What kinds of new studies of
use and deterioration over time are made possible by studying
multiple instances of a single design, whether in a single city or
different countries, across regional hinterlands or global
imperial peripheries?

Contractor as Capitalist: Building the Erie Canal(s)
Michael Osman, University of California Los Angeles

Weighing Buildings and Goods: Architecture and
Concessionary Capitalism in the Late Ottoman Empire
Yara Saqfalhait, Columbia University

Consistency and Connection in the Catholic Churches of
Colonized Tunisia
Daniel E. Coslett, Drexel University

Manufacturing School Space: Infrastructures of Public
Education

Leslie McShane Lodwick, University of California
Santa Cruz

Singular Multiplicity, But Iteratively

Claire Zimmerman, University of Michigan
Industrial architecture generally depends on seriality as
much as multiplicity. New factories reproduce older versions
of themselves, with design modifications based on trial and
error. Innovations thus realized in buildings dedicated to
similar productive tasks suggest that when industrial
processes change, the buildings that house them change as
well. Operational improvements and changing logistics of
execution (material substitutions, work crew availability,
seasonal variation, and climate, etc.) can be factored into

15 of 242



111th CAA Annual Conference Session Abstracts

new design and production. Buildings produced in multiple,
at least in industrial contexts, rather tend to be iterations
than multiplications. The looping mechanism described
above belongs to an economic sphere that is specific to
productive environments. Such constructions are not
associated with sumptuary logics of capitalism; they are not
primarily meant to display signs of wealth, prestige, or
success, although they may be costly. They are generally
building-machines, part of the fixed capital costs of
competitive enterprises. They occupy a fundamentally
different position in the economy of industrial capitalism than
do large civic buildings, expensive houses, or state-
sponsored mass housing. Not luxury items that display the
wealth of an individual, a corporation, or a society, industrial
buildings rather produce wealth by increasing profitability.
They thus exercise downward pressure on labor, since the
iterative procedures that give rise to production buildings
also tend to yield efficient economic engines. This paper
probes the distinct economic status of iterative buildings,
asking whether multiplicity masks a singular aim, and
suggesting that this class of construction extends far beyond
the factory gates.

Chairs: Chanon Kenji Praepipatmongkol, McGill
University; Selene Yap, Singapore Art Museum

The histories and present prospects of museums in the Global
South are often haunted by a profound (colonial) anxiety
regarding the weather outside. In the tropics, it is seemingly too
hot, too humid, and too wet for artworks; things decay, rot, and
grow too quickly. Institutions are faced with the prospect of
spending exorbitant resources on climatizing storage and
exhibition spaces, lest they be deemed lacking in “proper”
conservation capabilities. Today, as professional associations
for conservation advocate for the modification of storage and
display standards in the face of climate crisis, such debates are
often framed in terms of balancing leniency and risk. Yet what
remains unarticulated is a philosophy of conservation that
takes as its starting point an open acceptance of non-
temperate climes—in other words, an attitude of care grounded
in the climactic conditions under which the global majority lives.
This line of inquiry carries urgent import for those who seek
new frameworks for the preservation, presentation, and
restitution of artworks in areas beyond the North Atlantic. The
panel looks to offer a cross-disciplinary dialogue concerning
past and present prospects of climate infrastructure in the arts.
We welcome research on histories of art, architecture, and
technologies associated with climatic un/discipline; case
studies in conservation and collection practices; and
contemporary artistic, curatorial, and ethnographic
engagements with the lifecycle of artworks and their ecologies
of care.

The political ecologies of modern art

Fernando Dominguez
In this talk, | will call for the urgent need to think about the
political ecologies organizing contemporary artworlds. | will

do so by exploring the unnatural ecologies that need to be
engineered and sustained to keep art objects alive and
“imaginable” as such. This exploration will take us into the
vast, and yet largely uncharted, geography of spaces that
the museum hides beyond the exhibition room—Iike
conservation lab, the storage facility, or the machine room—,
and follow some of the actors and forms of labor that
populate those spaces and who have been left out of the
main narratives of art because they have been considered to
be without political, aesthetic, or historical value. By delving
into these unnatural ecologies, the talk will reveal the
massive economic, environmental costs required to preserve
art objects alive. | will then show how the maintenance and
care of the infrastructures and forms of labor subtending
these unnatural ecologies cannot be merely analyzed as
purely “technical” issues, but must be understood as deeply
political issues at the heart of the extractivist and neo-
colonial logics that organize the uneven distribution and
circulation of artworks today. | will conclude by urging to
radically rethink the aesthetic premises of these unnatural
ecologies in the face of climate change and contemporary
calls for aesthetic justice.

Evaluating “appropriate” technologies of climate control

in the art museum

Nushelle de Silva, Massachusetts Institute of

Technology
Current museum climate standards (~20°C at 50% RH) were
established in the mid-twentieth century through the efforts
of new organizations for preservation, most notably
UNESCO. In this paper, | compare the work of two
conservation chemists disseminated in UNESCO’s Technical
Handbooks for Museums to elicit the colonialist and
developmentalist biases underpinning UNESCO'’s standard-
setting programs. Nathan Stolow, at the National Gallery of
Canada, developed methods for stabilizing climate inside
crates for transporting art using preconditioned silica gel.
Maintaining a constant RH, the beads buffered hygroscopic
art from fluctuating environments. Stolow uncritically
accepted climate conditions used by the National Gallery in
London (to preserve its specific collections of panel
paintings) and his work was published as a universally
applicable technique. Om Prakash Agrawal, at the National
Museum of India, shared methods for conservation utilizing
local materials, such as screens of Vetiveria zizanioides that
cooled and humidified National Museum collections in the
summer. These were framed as an “appropriate technology,”
a term from development economics describing cost-
effective techniques for low-income nations. Both were
material means of climate control but were disseminated
using very different language. Conservation standards are
deeply rooted in racist notions of climate's effects on
civilization, and even maintaining temperate climate
conditions for art preservation elides preconceptions about
what constitutes art. Despite urgent calls to rethink energy-
intensive museum conservation requirements that
undermine planetary preservation, change is painfully slow,
and the case studies in this paper offer historical insight into
the continued reluctance toward adopting conservation

methods originating from global majority nations.
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“If you take a hammer and hit the building, you will see

sparks fly”: Essayistic studies of the lifecycle of Phnom

Penh’s White Building

Roger Nelson, Nanyang Technological University
Among the failures of architectural high modernisms were
their inability to accommodate tropical climes and ways of
life. The Bassac Municipal Apartments in Phnom Penh,
known as the White Building, was designed by Lu Ban Hap
in 1963. Floorplans of individual apartments were
optimistically modeled on stilted wooden houses (phteah
puran) most Cambodians lived in at the time. Yet the
structure was immediately repurposed by its inhabitants,
who enclosed balconies, extended window-shades, and
otherwise yielded to climatic realities. These undisciplined
reclamations reflect a conspiracy against modernisms,
enacted by the White Building’s occupants and Phnom
Penh’s monsoonal climate. Half a century (as well as several
political regimes and a genocide) later, the White Building’s
originally austere, rectilinear fagade was overrun with ad-hoc
extensions, self-seeded vegetation, and other forms of
flamboyant decay. Decentralized attempts at conservation
were thwarted by governmental indifference. In its
dilapidated state, the White Building became an unlikely
nexus of post-conflict, postcolonial, post-contemporary
cultural renaissance in the 2010s. The Vann Molyvann
Project, a collective of artists and architects, produced a
“Typology of Built-Out Spaces” cataloguing the improvised
additions made by inhabitants to Lu Ban Hap’s 1963 design.
Concurrently, filmmaker Kavich Neang produced two award-
winning essay films centered on the structure that had been
his childhood home. These contemporary artistic
engagements with the lifecycle of the White Building
chronicle the failures of modernist architectures in the
tropics, while adopting a reflexively essayistic mode of
address that is strategically provisional, ambivalent, and
partial: slowly studying failures without quickly proposing
totalizing solutions.

Rubber Soap Tobacco: The environmental politics of

smell in Viethamese contemporary art

Brianne Cohen
Viewing an image of Nguyén Phuwong Linh’s Rubber Soap
Tobacco (2012), one might mistake it for a 1960s Minimalist
artwork. Its three cubes are composed of solid colors of
brown (rubber), white (soap), and black (tobacco), standing
at eye-level on slender iron pedestals. Yet it is the
installation’s intensely aromatic scents, not visual display,
that strikes viewers. Smell is tied physiologically to the limbic
system, a key neurological site of emotion and memory. As
cultural theorist Hsuan Hsu observes, a canon of Western
aesthetic philosophy has denigrated the subjective qualities
and dispersed form of olfaction, and this devaluation is
linked to a colonialist, modernist agenda of deodorizing
spaces (e.g. the white cube). In its installation at Galerie
Quynh, the artist purposefully kept the air conditioning off to
make the smell “real and strong,” highlighting the materials
through the seemingly immaterial medium of air. Alongside
the promise of modernization in Vietnam since the 1960s
has come the poisoning presence of invisible toxins. Her

piece suggests a forceful intermingling of environmental
concerns caused by the industrial agribusiness of rubber
and tobacco plantations and the cosmetics industry. The
socio-environmental violence of long histories of these
plantations, pesticide use, wartime dioxins, nicotine
consumption, and chemicals in cosmeceuticals—from the
colonial era to the present-day in Vietham—are
accumulative and compounding, and acutely felt, but also
diffuse and hard to evidence. The strong, overlapping smells
of Rubber Soap Tobacco evoke the climate of these
lingering memories and lived experience in an emotionally
visceral way.

Chair: Allie L. Terry-Fritsch, Bowling Green State
University

Discussant: Holly Flora, Tulane University

Engaging with critical theories and scholarship on the senses,
viewer embodiment, and performance studies, this session
examines the somaesthetic experience of art and religious
devotion in late Medieval and early Renaissance Italy. Papers
focus on the role of sentience and the mindful manipulation of
the body in the devotional encounter to explore the self-
conscious strategies by which late Medieval and early
Renaissance viewers approached and activated religious
spaces and works of art. While certain small-scale works
invited intimate sensory exploration, other large-scale works or
immersive spaces constructed scenarios for performative
viewer engagement. Papers reconstruct the set up and action
of these somaesthetic experiences to consider the ways in
which artistic works provided powerful modes of sensory
contact with the divine and how artists responded to and
shaped religious devotion through their artistic interventions.
Questions explored in the papers may include, but are not
limited to: What is the relationship between art and
somaesthetic devotion? How does a somaesthetic approach to
art history impact traditional consideration of form and style?
How did works of art and architecture signal their status as
sites for somaesthetic engagement? What material evidence
survives to support reconstructions of late Medieval and early
Renaissance sensory exploration of works? What constitutes
the archive for somaesthetic research and how does it foster
new modes of art history research and inquiry?

Sensing the Body, Diagnosing Complexion, and Curing
the Soul: Somatic Viewer Experience and the Care of
Souls in the Arena Chapel, Padua
Theresa Flanigan, Texas Tech University
This paper considers how late medieval visitors to the Arena
Chapel in Padua engaged sensorially and subjectively with
the naturalistically painted bodies in Giotto’s frescoes
(1303-5) and how this sensory engagement relates practices
recommended for the medical diagnosis of physical bodies
to the metaphysical care of souls. One clue as to the viewer
experience of Giotto’s painted figures comes from the
Expositio Problematum Aristotelis (Commentary on the
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Problems of Aristotle, circa 1290-1310, part. 36, 1.3) by
Pietro d’Abano, a professor of medicine at the University of
Padua. Here, d’Abano praises Giotto’s ability to express
internal dispositions (i.e. inherent qualities of mind and
character) through the physical appearance of his painted
bodies. According to d’Abano’s medical writings, the state of
one’s body reflected the state of their soul. Moreover, a
person’s physical and psychological health could be
assessed via a sensory analysis of the body’s unique
physical complexion, defined as the proportional balance (or
imbalance) of the four elemental properties, namely: heat,
coldness, wetness, and dryness; and the four primary fluids,
called humors. He recommends that physicians subject
patients’ bodies to a visual and tactile analysis in order to
diagnose the proportional state of a patient’s particular
complexion and recommend a regimen to achieve a curative
balance. | show that, similarly, Giotto’s painted bodies were
meant to be sensorially engaged with so that the viewer
could, through subjective comparison of human and painted
bodies, diagnose their own complexional condition and seek
an appropriate spiritual cure for a more balanced ethical
state.

Somaesthetic Psalmody: A Study of the Divine Office,

Choral Books, and Altarpieces of Santa Maria degli

Angeli, Florence

Rebekah Compton
This paper examines the sensory aesthetics of the Opus Dei
or Divine Office, as practiced during the fifteenth century by
the Camaldolese Order at Santa Maria degli Angeli in
Florence. These white-clad monks lived under the Rule of
St. Benedict. They participated in the Opus Day or “Work of
God,” which consisted of gathering eight times per day to
chant the Psalms, with the goal being that 150 Psalms were
recited over the course of a week. This paper focuses on the
sacred art, sensory experiences, and performative rituals
that surrounded the Liturgy of the Hours at Santa Maria degli
Angeli. Artworks include the monastery’s nineteen
monumental choral books (“the largest that there are
perchance in ltaly,” according to Giorgio Vasari) as well as
altarpieces designed and painted by Lorenzo Monaco and
Fra Angelico. The paper also addresses feast days, the
seasonal use of sacred cloths, and other ritual materials,
including bells, frankincense, candles, bread, and wine.
Many of the materials associated with both the performative
rituals and the works of art were known to have
physiological, psychological, and spiritual benefits. For
example, frankincense could alleviate headaches; lapis
lazuli could cure melancholy; and gold could illuminate the
soul. Too much beauty, however, could be vain and
luxurious, particularly for an ascetic Order founded by St.
Romuald, an eleventh-century hermit who sang the Psalms
under the trees of the forest.

Fra Angelico and Secular Somaesthetics at San Marco

Allie L. Terry-Fritsch, Bowling Green State University
This paper examines one of Fra Angelico’s most stunning
frescoes in the Observant Dominican convent of San Marco
in Florence — Saint Dominic with the Crucifix, painted on the
northwest wall of the cloister ca. 1442—through the

somaesthetic experience of the lay humanists who gained
access to the site during Cosimo de’Medici’s lifetime.
Located at a key site along the route taken by the secular
users of the library, the painting was created, at least in part,
with these humanist viewers in mind. Tracing connections
between the compositional structure and affective prompts
of Angelico’s painting and popular lay devotional practices,
including the emotionally charged rituals of Holy Week and
confraternal penance, the paper analyzes the pictorial
strategies by which Angelico emplaced his secular viewers
within familiar somaesthetic scenarios. The paper highlights
the intersection of the optical effects of Angelico’s painting in
the cloister with the humanists’ lived experience of his and
others’ cut-out painted crucifixes in the city and argues that
the cloister fresco instigated an analogous form of seeing
that was emphatically with and through their bodies. The lay
viewer’s familiarity with the image represented within the
image—the painted crucifix—at the same time drew
attention to the craft of the artist and the viewer’s real-time
experience of viewing art. Ultimately, the paper frames the
self-referentiality of Angelico’s fresco as a strategy to
construct a critical space of body-mindfulness through
simultaneous instigation of ritual action and self-conscious
reflection.

Chair: Xtine Burrough

This roundtable brings together artists who recently contributed
to the anthology Art as Social Practice: Technologies for
Change. As an editor, my primary critical intervention is to
amplify the voices of artists in academic writing spaces. The
other form of field-meddling made by this book, and too this
panel, is its synthesis—through case studies, portfolios,
interviews, and artist reflections—of art as social practice that
meaningfully engage technology. Art historically, socially
engaged works have taken the form of in person gatherings,
performances, and exchanges, without an emphasis on
technological mediation. In a visual arts classroom, books like
Scholette et al.’s Art as Social Action: An Introduction to the
Principles and Practices of Teaching Social Practice Art and
Nato Thompson’s Living as Form are excellent sources of
inspiration—I assign readings from both in my classroom. But,
for students of art and technology, there is something important
missing: Where was the book that showcased works as
socially engaging as Paul Ramirez Jonas’ The Key to the City
while simultaneously discussing the technoculture we inhabit
and we, as media artists, employ in our work? These artists fill
that gap. Some of the artists-author contributors—panelists for
this session—are long-term CAA members who consider what
Harrell Fletcher terms the “three audiences” in works centered
on collaboration and conversation. They interrogate, rebuild,
reimagine, or transform interactions with science and
technologies as emergent as artificial intelligence (Cesar &
Lois), as common as the Hox Gene (Vesna), and as old as the
soil (Singer).

18 of 242



111th CAA Annual Conference Session Abstracts

Hox Zodiac: Spinning the Wheel of Interspecies

Collaboration

Victoria Vesna
In the Year of the Earth Ox (2021), the Hox Zodiac project
enters into the 13th year of mutation as described in this
presentation, a story told by the artist (Pig) and scientist
(Sheep). The project evolved from being completely
immersed in technology—introducing the function of the Hox
gene to the public with an interactive artwork using motion
and shadow capture, to being pared down to a social and
scientific discourse around the dinner table. With time, less
and less technology was used in the project, and the focus
was on the audience participation. As animals around the
table, they symbolically offered themselves as food to be
eaten, or food that is good for them to eat, with dishes they
prepared along with sharing stories, poems, songs. To
prompt the interaction, the collaborators started developing
playing cards, plates, recipe books, and an online platform
for archiving and sharing—organized according to the
animals. This all shifted as the pandemic took over all of our
lives—and overnight all communication was mediated
through technology. At first they thought it would not be
possible to host these gatherings online, but then the urge to
connect created a space that was helping those who were in
quarantine—many of whom turned to cooking and adopting
animals.

Modest in Nature: We are All Lichen and Other Lessons

Learned with Carbon Sponge

Brooke Singer, SUNY Purchase
Carbon Sponge is an interdisciplinary, art/science
collaboration that examines the potential of urban soils to
sequester carbon as a means to mitigate anthropogenic
climate change and proposes soil as central to reimagining
urban futures. In this presentation | will narrate the Carbon
Sponge project, including the design of pilot garden plots,
soil lab analysis, a generalist’s toolkit and public
programming. This project shares characteristics with other
art/science works that intervene in public space and
emphasize pedagogy, specifically learning together to make
science legible and democratic. Carbon Sponge is practical
in its approach (i.e., tool building and data collection) and
looks to microbial worlds as models for utopian dreams.

Borderland Collective: In Practice and Dialogue

Mark J Menjivar
Borderland Collective members Mark Menjivar and Jason
Reed present an interview they conducted with each other to
explore their entry points into social practice, their
collaborative practices, ideals, and histories. In particular,
they focus on the purpose of working collectively in the
Texas-Mexico borderlands, what social justice within art
making means, and how technology, particularly digital input
to physical output, has shaped their abilities to extend voices
and share stories that complicate traditional settler
colonialist narratives. The interview text is accompanied by
images from various projects, including artworks,
documentation of printed matter created, working pictures
that share their process, and exhibition documentation.

Can This Be A Community When You're Trying To Sell

Me A Luxury Watch?

Rebekah Modrak, University of Michigan Stamps

School
Online commerce is a terrain that exists somewhere
between reality and fiction, a virtual space understood by
many consumers as real, built by commercial fantasies,
made tangible with physical goods. Within these digital
spaces, consumer culture has undermined, deformed, and
superseded our notion of community, replacing social worlds
rooted in a sense of place, shared values, and social bonds
with a collective identification for a mass-produced thing and
a “community of consumption.” This presentation examines
corporate attempts to build “community” and Modrak's
strategies for “community-engaged art practices” that
confront and push back against unethical representations
and harmful stereotypes.

Pandemic Makeover: Reimagining Place and

Community in a Time of Collapse

Beverly E. Naidus
In this presentation, Beverly Naidus outlines her
collaborative project with 350 Tacoma, a community-based
series of eco-art workshops leading to a public projection
project. She shares the activist motivations for the
beginnings of the project to reimagine the Port of Tacoma
Free of Fossil Fuels and how this project evolved over time.
Most of the work of 350.0rg focuses on the dangers of fossil
fuels, how extensive the corruption and greed of petro-
capitalism is, as well the global challenges we face as part of
the climate emergency. She discusses how crucial this art
intervention can be in addressing environmental racism,
while offering an irresistible vision of what the community
shapes using permaculture design as part of remediation of
the Puyallup Estuary and multiple Superfund sites. She
reflects on the effects of the pandemic on this project, and
how the workshop process is shifting to an online storytelling
activity where participants make connections between the
virus, the climate crisis and the uprisings for racial justice.
The final project presented is SEEDS’ Story Hive, a
collaboration and an example of popular education.

Bio-Digital Pathways: Mushrooming Knowledge,

Expanding Community (Cesar & Lois)

Lucy HG Solomon
The hybrid bio-digital artworks by art collective Cesar & Lois
attempt to engage the public in novel ways with living
organisms and through a radical reenvisioning of networked
technology and community. Cesar & Lois includes artists
Lucy HG Solomon of California and Cesar Baio of Sao
Paulo. Their artworks incorporate the logic of living
organisms: Physarum polycephalum (slime mold)
redistributes resources across disparate communities;
microbiological organisms revise classical philosophical
treatises and tweet their revisions; and mushrooms reveal
new pathways for human thinking and other modes of
communicating. Each is a launching pad for reimagining
human systems as ecosystemic and for positing hybrid
intelligences. The artworks by Cesar & Lois, [ECO]nomic
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Revolution, Degenerative Cultures, Thinking Like a
Mushroom, and Mycorrhizal Insurrection, must be nurtured
over time and often defy expectations in the art-as-
experiment modality, with exhibitions morphing into public
actions and interactions. The hybrid living and digital
artworks are interfaces for public interactions. Cesar & Lois
incorporates socially engaged practices that question how
many societal systems organize knowledge, frame
community, and classify nature. Community, as those who
live with the land rather than on it can attest, extends beyond
human constituents to encompass nonhumans and
ecosystems. Nature, as Jason W. Moore suggests, is co-
produced by human societies and environments, rather than
one being outside the other, or one making the other. Within
their artworks, computer algorithms, digital networks, living
organisms, and human beings work together in a bio-digital
collaboration that reframes nature and community.

ART HISTORIANS OF SOUTHERN CALIFORNIA

Chair: Meggie Morris, Art Historians of Southern
California

The Art Historians of Southern California (AHSC) began an
exciting conversation around social justice practices in relation
to art history across the Southern California region in our panel
at last year’s CAA Conference, and we wish to continue
exploring the positive solutions and creative approaches
happening in today’s context. This panel invites conversations
and presentations on ways that creatives, curators, academics,
and anyone working in the field of the arts has actively pursued
efforts to improve the lives of their communities, to foster more
inclusive and equitable spaces and institutions, and to
encourage a more socially just experience of art and its
histories. Examples could include actions taken in classrooms
and curriculum revisions, in broader educational institutions
and communities, in local public spaces, through commercial
channels and private businesses, or through the production of
creative works, exhibitions, publications, and more. Our goal is
to shine light on the variety of actions taking place in the arts
across the diverse geographical space of Southern California
and to learn from each other in order to implement changes for
good.

How to Have Fun in Dystopia: Harry Gamboa, Jr's L.A.
Urbanscape
Liz Hirsch

Decolonizing Art History: FIG at Mesa College

Cara Smulevitz and Denise Rogers
This presentation will provide an overview of a collaborative
project undertaken at San Diego Mesa College in 2021. A
number of full time and part time art appreciation and art
history faculty members worked together individually and in
small groups to provide resources and educational tools for
fellow art history instructors to "decolonize" their art history
courses, with special attention paid to the Western surveys.
Our presentation will recap our efforts and results, while

offering a specific case study for attempting to make
revisions, add relevancy, and provide instructors with a
variety of tools and materials to employ in their courses
today.

ART HISTORY FUND FOR TRAVEL TO SPECIAL
EXHIBITIONS

Chair: Cali Buckley, College Art Association

The Art History Fund for Travel to Special Exhibitions is
designed to award instructors of qualifying undergraduate and
graduate art history classes funds to cover the costs (travel,
accommodations, and admission fees) associated with
students and instructors attending museum special exhibitions
throughout the United States and worldwide.

Undergraduate Student Travel and Research

Alison J. Miller
This presentation will address the challenges and rewards of
a CAA funded undergraduate student research trip.

Medieval Bologna: Art For a University City

Holly Flora, Tulane University
| will discuss the challenges and benefits of teaching a
course aligned with the exhibition Medieval Bologna, Art for
a University City, at the Frist Center for the Visual Arts in
Nashville, TN in the Fall of 2021.

Pilgrimage/Exhibition/Biennale

Christopher P. Heuer, University of Rochester
The medieval enterprise of pilgrimage — physical travel to,
and interaction with, numinous sites and communities — has
long underpinned our idea of the modern “art” trip. The trek
to Jerusalem or Compostela is now reconginzable as that to
Marfa or S&o Paolo. Alexander Nagel has been among the
most recent theorists here, articulating how older
displacements offer models for modern fetishes around
travel to and from art. Is this seemingly pseudomorphic
comparison useful? What is at stake in understanding an art
pilgrim (from ME French, pélerin, “stranger”) today, in
moment where landscapes themselves, under ecological
duress, are changing? From the Crusades to the Grand
Tour, there are countless precedents for institutionalized
sorties “to” seek out — indeed define - art, for study, pillage,
diplomacy, or worship. Across history, is this just a trajectory
of secularization? This graduate seminar, which involves its
own real-life journey to the 59th Annual Venice Biennale in
2022, will consider such comparisons dialectically, within
and without environments of art travel from different epochs.
Climate change and the pandemic would seem to force a
rethinking of the issues today, immobilizing as they have
been of much of the art world (in senses of both time and
space), we are all "strangers" now. It is a relation pilgrimage
has summoned for decades. Biennale curator Cecilia
Aleman puts it this way: "What differentiates animals, plants,
humans and non-humans? What are our responsibilities
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towards the planet, other people, and the different
organisms we live with?”

Chair: Virginia Maksymowicz, 3719 Lancaster Avenue

Since the onset of COVID-19, the media have been awash with
articles, radio and TV segments, and online discussions about
how the hard-hit arts sector might survive the post-pandemic
economic crisis. Almost all of these conversations have cited
the Works Progress Administration and its employment of
artists during the 1930s with the implication — and sometimes
outright declaration — that it was the one and only time the
federal government employed artists en masse. This notion
couldn’t be further from the truth. From 1974 to 1982, federal
funds provided 20,000 arts sector jobs under the
Comprehensive Employment and Training Act (CETA). Why
are the CETA artist programs less well known than the WPA
projects? The reasons are complicated. CETA was
decentralized and did not benefit from a massive and
coordinated propaganda campaign. In addition, it was
designed primarily for artists to provide public service (such as
teaching, project leadership, or administration) rather than to
produce individual artworks. Nonetheless, like the WPA, CETA
funding for the arts helped lay a foundation for the future
careers of individual artists. It connected artists to communities
and to each other. Some found continued employment with
their project sponsors while others moved into arts-related
jobs. Some became professors, museum administrators, arts
writers and therapists. Still others went on to artworld success
such as Ursula von Rydingsvard, Judy Baca, Dawoud Bey,
Suzanne Lacy, Fred Wilson and Senga Nengudi. It needs to be
studied now . . . while the primary sources are still alive!

The CETA Arts Legacy Project

Blaise Tobia
Four years ago, at the 2019 CAA NYC conference, we
organized special panels on CETA Arts: one “open to the
public” session during the lunchtime timeslot at the Hilton,
and an evening panel at Hunter College: “The Forgotten
Federal Artists” and “Artists, Institutions and Public Funding
of the Arts.” Since that time, a broad coalition of
administrators, museum professionals and retired
government officials who were involved with CETA or who
are champions of CETA, has come together to preserve its
legacy. This federal program funneled between $200 and
$300 million ($1 billion in 2021 dollars) into arts employment
(not grants) which was double the contribution of the
National Endowment for the Arts. Under CETA, 10,000
artists and an additional 10,000 arts support personnel were
supported. CETA particularly benefited African-American,
LatinX, Asian, Native American and women artists. In 2018
CAA's Art Journal Open published our article, “A Model for
Arts Funding.” This led to articles in Hyperallergic, The Art
Newspaper and the Philadelphia Inquirer. We have been
interviewed for podcasts and radio segments, have
conducted Zoom webinars, and are being asked to consult
with arts support initiatives across the country. City Lore

Gallery (which video-recorded the two 2019 CAA panels)
has received grants from the Doris Duke and Donald Rubin
foundations for our CETA initiative, and in conjunction with
the Delaware Art Museum and the Artists Alliance was
recently awarded a $75,000 NEH grant for further research
and for developing a traveling exhibition. The pilot exhibition
for this effort, “ART/WORK," just closed in NYC.

CETA Neglected by Art History

Andrea Kirsh
Although CETA funded the largest arts program since the
WPA, its impact on the arts has not been the subject of
academic study. To date, not one dissertation or book has
been published. CAA is the best (and, perhaps, the only)
available forum to bring attention to this neglected part of art
history. As part of our legacy work, we created the website
www.ceta-arts.com and have compiled an open-access
Google Drive folder, sponsored by Franklin & Marshall
College, which includes important sources and
documentation. We hope this can serve as a resource to
scholars. We hope to attract the largest possible audience
(most especially young art historians who might become
fascinated by the subject), but we face the very strict
guidelines that have been imposed (for both CAA
membership and conference registration). So we are
envisioning a panel that would include three members who
do meet the guidelines, but would want to present content by
people who played an important role in CETA or who
currently have keys roles in cultural sector recovery. (One
example is Sarah Calderon, Executive Director of Creatives
Rebuild New York — the largest artist employment project in
the country, with $125 in private funding — who used CETA
as a model.) This could be accomplished by having them be
invited guests or it could be via video clips.

Chairs: Elyse Longair, Queen's University, Department
of Film and Media; Miriam Schaer

ARTexchange provides an opportunity for artists to share their
work and build affinities with other artists, historians, curators,
and cultural producers. The ARTexchange Online program will
feature an in-person workshop of book making, with an
emphasis on accordion books, and other traditional forms of
book making. Session will include a Q and A session
afterwards.
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Chair: Niku Kashef

There is no time of day that an artist is off the clock; making
and ideas happen. Over the course of the past three years the
challenges to time and space for artist-parents have been
exponentially greater because of quarantine, environmental
uncertainty, loss of community; changes in economics and
family structures or caretaking dynamics. The panelists discuss
how their work and lives have shifted to a new normal while
nurturing tentative futures in a time of loss, and the survival
strategies and resources that have emerged. Panelists
consider the hard questions that multidisciplinary artists-
parents must answer to find balance in their social, studio,
spiritual and personal practice going forward. Panelists Include:
Carissa Carman, Indiana University, Bloomington; Jenny
Kendler, NRDC Artist-In-Residence; Rebecca Neiderlander,
Independent Artist; Teka Selman, Selman Contemporary; and
Helen Toomer, StonelLeaf Retreat, Art Mamas Alliance

Fine Art, Fine Print: Translating the Needs of Artists into

Technology Licenses

Jessica Fjeld and Karen Gover
Autonomous robots, large-scale image processing,
interactive audiovisual effects powered by Al: as these
technologies move out of the lab and into the gallery, there is
a quiet culture clash taking place. While some artists
working with emerging technologies build from scratch or
make use of open-source material, others find themselves
needing access to commercial hardware and software.
Whereas the art world famously operates on handshakes,
boilerplate agreements in the technology sector are formal,
complex, and tailored to business use cases. They are often
an extremely poor fit for the needs of artists. Numerous key
provisions, from the license term to the provision of ongoing
maintenance, need to be renegotiated to allow for artworks
to be exhibited, sold, collected, and preserved. Such
negotiations cannot be successful unless the parties learn to
speak a common language. Licenses stand in the way of
artmaking. Using a series of case studies, this presentation
articulates the current and future impacts of the integration
of licensed software into fine art. The presenters, legal
scholars with expertise in the arts, will translate key
considerations for artists using licensed software and the
institutions that support them. They consider ways in which
license agreements can address the needs of both
technology companies and artists, even when the aims and
values of business and leading-edge art may seem
irreconcilable.

African-inspired Eco-pedagogies

Nnenna Okore, North Park University
Drawing on the afro-centric animist practice, my paper
navigates eco-pedagogies that derive from African onto-

epistemological perspectives, and positions call-and-
response as a fundamental tool for learning. By situating
call-and-response as an eco-pedagogic approach, | position
African indigenous ways of knowing and being as an equal
part of education and knowledge. Agitating for richer
ecological learnings through connections to our natural and
social worlds, | spotlight the African-inspired eco-pedagogy
as a method that not only relies on the exchange between
human to human but humans to plants, spirits, animals, and
other entities. In Africa, the general belief that “| am because
we are, and because we are, therefore, | am,” as asserted
by John Mbiti, rejects the individualistic thinking and
promotes the intersection of agencies as an onto-epistemic
way of being. It means that call-and-response at its core is
about interdependency which supports and sustains
generative outcomes through exchanges between human
networks along with the natural and metaphysical worlds.
Through this paper, | will underscore how my artworks
stimulate learning from an Afro-eco-pedagogic context. | will
also examine the role online learning tools, like Padlet, play
in fostering eco-learnings driven by an African call-and-
response approach. | wrap up the essay by discussing the
provocative call-and-response learnings that occur during
my exhibition, ‘Making Kin’, and across different literature,
material practice, and bioplastic experiences that were
enabled throughout the research.

Shimmer Shimmer: Trans*Queer Glitter

Lorenzo Triburgo, Oregon State University (Online)
Shimmer Shimmer | propose to discuss my ongoing project
Shimmer Shimmer. In June 2019 | stopped taking
testosterone after 10 years of transgender “hormone
therapy” as an exploration of my body as a site of literal and
metaphorical gender abolition. My body and its
metamorphosis towards gender ambiguity became source
material Shimmer Shimmer, a series of figurative and
nonrepresentational photographs and videos created in
collaboration with my queer-femme partner Sarah Van Dyck.
The figurative images were photographed at the historically
gay section of the People’s Beach at Jacob Riis Park in New
York City, now a haven during the summer for our
community of NYC queers. The photographs feature my
glitter-adorned nude form in familiar, art historical poses,
while subtle shifts in gaze and posture play alongside the
gender ambiguity of my body to defamiliarize the viewer. We
employ a playful campiness to suggest a mythical presence
and anchor the project to the celestial bodies in our solar
system. When we visually reference art historical
representations of “Venus,” we signal a connection to
astrology, an important mode of spiritual connection among
our queer community. The glitter constellation still lifes that
accompany the figurative images work to reiterate this
connection. My body's metamorphosis and how my
behaviors and gestures are perceived in relation to the
sound of my voice and visual presentation is an ongoing
performance taking place on and off camera. This is rooted
in a rejection of the pathologization of queerness and a
desire to occupy new subjective space.
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Performing Eco-Public Art: Tseng Chi-ming and His

Environmental Artivism

Meigin Wang, California State University Northridge
This paper investigates the interrelations of public art,
performance art, and environmental activism in
contemporary Taiwan through a case study of Tseng Chi-
ming and his ecological-public art. Having worked in the
fields of fine arts and theater for several decades, Tseng
adopted performance art as his primary medium of
expression only a decade ago, very much prompted by his
concern of Taiwan’s continuous ecosystem deterioration
despite waves of environmental movement. Since then, he
has become a key figure of the island’s grassroots
environmental artivism with his consistent performance
works in the public space. Taking issues with environmental
problems and related social injustices, Tseng uses his very
own body as the ground, the material, and the vehicle to
carry out his artivism that seeks to promote ecological
consciousness of the public and call for collective actions.
Often performed on the street, in the public square, or next
to endangered ecological sites, his art becomes eco-public
art. Methodologically, Tseng tends to incorporate natural
materials, a choice very much inspired by his Hakka ethnic
background, particularly the deeply rooted Hakka agrarian

tradition of “worship of nature” and “reverence to heaven and

earth.” Aiming to inform, engage, and activate the public for
environmental and ecological protection, Tseng’s work is an
example of the eco-public art in the island that is part and
parcel of the ongoing environmental activism that strives to
advance the discourse of ecosystem diversity and foster

non-exploitative imaginations about the relationship between

human beings and the natural environment.

Landscape as Ways of Seeing — Exploring Polish

Culture with its Materials —

Nishiki Sugawara-Beda, Southern Methodist University
Can we feel and learn culture, even humanity, through
walking and interacting with its landscape? Perhaps, by
making and experimenting with art using the very terrain as
material? Through the act of walking and material-making in
Poland, communication with Polish people and Polish

culture have been attempted. This experience is informed by

the traditional Sumi making process. Sumi is made from the
residue oils—soot—captured on the clay surface from the
smoke of burning wood and oil. Of course, fire turns all living
things to smoke and ashes; however, it also produces soot.
Soot is the carbonized oil of a life which has been burned.
As Sumi offers a wide range of tones, depths, and
temperatures in black made from soot, it is therefore in each
case the evidence of a geographic location, its flora and its
fauna from before its national or political contexts of history
—before anger, before hatred, before language. Ash and
smoke will travel away, but oil is what remains. Using the
soot as pigment from the land—a representative of the very
land and its culture that flourished there—artwork is
produced, capturing the current culture whose roots are
imbedded deep in the traditions and the land. Through this

process, we can feel and learn humanity. This presentation
will discuss this artistic research project in Poland, focusing
on both the process of artmaking using the materials
embodying the land and the approach to observing and
learning culture and humanity.

Monuments, Ephemerality and Memories: An

Examination of the Unique Perspective of Lagos

Cityscape

Akinwale Onipede, N/A
Monuments, Ephemerality and Memories: An Examination of
the Unique Perspective of Lagos Cityscape Monuments are
enduring legacies of human civilization. They are markers
and testaments to great feats, periods and personalities in
history. They are cherished and preserved as uncommon
heritages of humans in the march into the future and further
developments. Monuments inspire and serve as
benchmarks for successive generations to self-evaluate and
aspire to push the frontiers of growth and greatness.
Monuments are made to last, ready examples like the
Pyramids, The Statue of Liberty, Eiffel Tower, The Great Wall
of China and Taj Mahal are found in different parts of the
world, keeping the history and values of such places alive.
Lagos, in Nigeria in West Africa however presents a
conflicting angle to the role of monuments as a repository of
history and memories, in the disdainful treatment and
neglect that monuments are subjected to. Monuments such
as architectural pieces and public sculptures have been
demolished, removed or neglected for reasons such as lack
of required knowledge of their roles, political differences
between government in power and the originators of such
landmarks, thereby resulting in gaps and the erasure of
memories, values and motivation for greatness. This study
therefore presents specific monuments in Lagos, their
history, forms, relevance, what has become of them, and the
reasons for their unenviable fate. The study is carried out
with the aim of highlighting this anomaly by comparing the
Lagos example with best practices in other parts of the
world.

The Sign in the Painting: Edward Hicks, Peaceable

Kingdoms, and Questions of Representation

Caroline Murray Culp, Vassar College
This paper offers a new understanding of the sixty-two
extant Peaceable Kingdom paintings by Quaker folk artist
Edward Hicks (1780-1849). Made by a man trained as an
ornamental carriage painter, these serialized biblical
menageries have been derided by critics as derivative
amateur paintings, significant only for their innocence of
vision, simplicity, and freshness of expression. But as this
project demonstrates, such dismissals mistake Hicks’s
imagination for error, formula for imprecision, and
appropriation for mechanical copying. By putting Hicks'’s
canonical Kingdoms in conversation with early nineteenth-
century signboard painting—the artist’'s primary profession—
this research reveals the intelligence and intentionality of the
Kingdoms’ seemingly naif aesthetic. In reclaiming Hicks’s
aesthetics—reframing of them as deliberate rather than
naive—this essay explores three key facets of the artist's

method: his use of systematic spatial divisions, comingled
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text and image, and hieratic scale to create diagrammatic
narratives easily understood by period viewers. These visual
tools, borrowed from the painter’s expertise in the signboard
trade, demonstrate how the visual logic of the Peaceable
Kingdom series was continuous with vernacular visual
communication employed in the Delaware River Valley of
Pennsylvania. Thus reconsidered, Hicks’s paintings offer
much more than a biblical paradigm of utopic harmony,
helping us to understand the connection between interiors
and exteriors, public and private, religion and daily life in
nineteenth-century America. Furthermore, by insisting upon
the site-specificity of Hicks'’s practice, this research brings
Bucks County and the landscape of the Delaware Valley into
focus as a generative force in the region’s artistic heritage.

Contrast Agents: JSG Boggs at the Border of Law

Monica Steinberg, University of Hong Kong
Much has been written on the intertwined histories of art and
money, from trompe-I'ceil depictions of banknotes to so-
called money art to the elements of trust undergirding these
arenas. Yet, what happens when an artwork representing
(but not "reproducing") paper money is inserted into the
financial system? In the 1980s and 1990s, artist JSG Boggs
realized so-called Boggs Bills: single-sided creative
representations of banknotes that the artist bartered (spent)
for goods and services. Boggs Bills vary from country to
country, with US versions of the $100 featuring Harriet
Tubman or Boggs's self-portrait, and English iterations
displaying variations of the Queen of England.
Unsurprisingly, the artist was arrested and tried for
counterfeiting in England and Australia; his work was
confiscated under justifications of “contraband” on three
occasions in the US; and he was the plaintiff in a nearly
decade-long lawsuit against the US Secret Service and US
Department of the Treasury, arguing that US counterfeiting
statutes unreasonably curtailed the freedom of expression
guaranteed by the First Amendment. Using new archival
materials, | argue that Boggs Bills functioned as a contrast
agent within the systems of art and law, making visible the
complex structures, boundaries, and webs of bureaucracy
underpinning both art and money. Boggs Bills were injected
into and circulated through different arenas of exchange,
pulling the financial system and the laws regulating money
into art, and likewise, art into the machinery of finance and
its governance.

"The Beauty of the Skeleton": Henry van de Velde and

Maria Séthe as Advocates of Artistic Dress

Rachel Sepielli
The dress designs of Henry van de Velde, the Belgian
painter turned designer and architect, are often viewed in
relation to his affinity for the Gesamtkunstwerk—the total
work of art. The dresses were worn by his wife, Maria Séthe,
in the couple’s home at Bloemenwerf, prompting critics to
suggest that he had incorporated his wife into the house’s
design. However, Van de Velde’s writings and lectures
suggest other motives. They also suggest that Séthe took a

substantial role in the clothing's creation, and in promoting
the styles among her contemporaries. In fact, Séthe herself
authored the introductory essay for the catalog of a dress
exhibition mounted at Germany's Kaiser Wilhelm Museum in
1900. This catalog is incredibly rare today. Late nineteenth-
century women'’s clothing featured the corset, a controversial
garment loathed by doctors and feminists, yet defended by
others as necessary support for the era’s extraordinarily
heavy skirts. Van de Velde found the concept ludicrous;
whether he objected to the corset on health-related grounds
is debatable, but he certainly considered Parisian styles as
the pinnacle of irrationality. He set out to design garments
based on the structural principles he applied to his
architecture: the human skeleton should not be stifled by
illogical clothing any more than a building’s frame should be
suppressed by an illogical fagcade. This paper will examine
the collaborative work of Van de Velde and Séthe as
exemplifying the anti-fashion reform movement known as
artistic dress, and as resulting from the pursuit of timeless
beauty and logical construction.

Chair: Ruo Jia, Princeton University
Discussant: Tani Barlow

Intervention and reflection have been made in the primarily
male-dominated architectural field with its phallogocentric
Western metaphysics foundation, particularly since the 1980s.
Yet much effort has been limited to the Euro-American context
with middle-class white women as the primary concern. This
panel aspires to direct our attention towards the
intersectionality between race and gender inequality,
specifically towards an under-examined group: Asian women.
Yellow women are stereotypically considered more transparent
and especially problematically objectified in the “Western”
milieu. On the other hand, in Asian countries, women face
different challenges that are not covered with the dominant
Euro-American feminist theorizations due to their particular
socio-cultural constructs, that many times result in deeper
patriarchal roots. Moreover, the dichotomy and characteristic
attribute to male-female along the lines of active-passive are
often mapped on to the West-East in the countries'
decolonization. These conditions aggravate the structural
inequality in the architectural discipline that historically
emphasizes a heroic masculinity and thus deserve completely
different sets of examinations. This panel invites papers that
engage with the topic of Asian Feminist Architecture from these
various perspectives, ranging from the intersectionality
between race and gender inequality in the Euro-American
context, taking special consideration of Asian women, to robust
reconsiderations, examinations and theorizations of feminist
architecture from Asian contexts that differ in the concerns,
challenges, timelines, and socio-historical constructs from the
dominant Euro-American one. With such effort, this panel
aspires to mobilize alternative envisioning for the fundamental
structure of the architectural practice, that can lead to a more
inclusive future.
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The Architecturing of Modern Love and the

Architecturing of Modern Architecture: Revisiting Huiyin

Lin

Ruo Jia, Harvard University Graduate School of Design
The “birth” of Chinese modern architecture is in conflation
with the beginning of the advocation for a “modern,” “free,”
“true love” in China, as the country moves out of its feudal
system early 20th century and people move out of the
regularly practiced arranged marriage. Meanwhile, the first
Chinese female architect, Huiyin Lin, is the paradigm “lover”
of this paradigm shift. She was constructed as the ultimate
lover supported by her stories with the poet Zhimo Xu, the
architect Sicheng Liang, as well as the philosopher Yuelin
Jin, further romanticized and popularized in TV dramas
among other forms of further story-telling. Meanwhile, she is
the first recorded Chinese female architect in the modern
period and has participated in founding modern architectural
discipline as well as pedagogy. Instead of applying reductive
labels pining a straightforward case of objectification and
fetishization of women, or the demeaning of their
professional value with the concentration on their personal
romantic life, this paper sees both sides as intricately
connected with no dichotomy between private and public,
romance and profession. By looking at the interweaving of
the construction of love and that of architecture with their
gender complications in China starting 1920s with the case
of Lin, a reformation of both love and architecture becomes
possible.

A Form of Care: Itsuko Hasegawa and a Rhetoric of the

Social

Nicholas Risteen, Penn State Univeristy School of

Architecture
A triumphalist focus on form and technology permeates the
discussion of post-1970 Japanese architecture: scale,
speed, and large-scale technocratic constructions dominate
the landscape in cities large and small. As one of very few
women working within the male-dominated field of
architecture in Japan, ltsuko Hasegawa'’s (b.1941)
experience and rise has made her a central feminist icon
within Japanese design, a position solidified with the
completion of the Shonandai Cultural Center in 1990. That
completion also marked a shift in rhetoric surrounding
Hasegawa’s work, from one in-line with her male peers—
and still focused on form—to a newer line of inquiry
surrounding care. As Kgji Taki notes in his writings about
Hasegawa, Shonandai was a moment for Hasegawa to “take
on problems of program that she couldn’t address in
houses...[she] ran up against the disjunction between
people’s varied lifestyles and the process of building within a
community.” An integral part in Taki’'s engagement with
Hasegawa'’s work here surrounds the “possibility of a latent
femininity in the city,” but he refrains from following this
possibility towards its revelatory potentials. This paper aims
to explore this shift in rhetoric and the underlying feminist
critique it entails, especially the union of “care” and “the
social.” While form doesn’t disappear in Hasegawa’s work,
this new focus on a possible “latent femininity” within the city
unveils a new architectural thread that shifts our reading of

Japan’s postwar urban landscape away from the masculine
triumphalism of technocratic formalism.

On Privacy and Prevention: Asian Feminist

Architecture’s Matriarchal Blueprints

CoCo Tin, Harvard University Graduate School of

Design
In contrast to her Pritzker Prize named partner Wang Su, Lu
Wenyu, one half of Amateur Architecture, has fiercely
defended her privacy, opting for more control over her life
(and image) while mastering the histories and technologies
of architecture. On the surface this may appear to reiterate
the objectifying trope of yellow women as timid and mute.
Rather, this paper seeks to articulate an alternative theory of
feminist architecture power as one predicated on matriarchal
mental blueprints — proliferating from the interior of the body.
Drawing from Francesca Bray’s Technology and Gender:
Fabrics of Power In Late Imperial China and Li Shi Qiao’s
‘Theory of Care’ in Understanding the Chinese City, how
does a Chinese Matriarchy, one concerned with protecting
and preventing the body from harm, help articulate a
framework to discuss Yellow Women’s Work? Inspired by
the Afrofuturism movement daring to imagine alternatives
where Blackness plays a central role in world building,
Matriarchal Blueprints osculates between mental and
corporeal worlds to imagine an incisive account of Asian
women architecture. Originating from the ‘mind’, how does
soft power solidify into an Asian feminist aesthetic? What
layers of skins, fabrics, and facades, does a yellow women’s
work penetrate? Simultaneously speculative and concrete,
Matriarchal Blueprints sits at the intersection of architectural
history and material cultures to counter the historically
masculine and heroic narratives of design at large.
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Chairs: SaeHim Park, Duke University; Gennifer S.
Weisenfeld

How do images of Asian girls carry feelings of affection,
intimacy, and pleasure? What racist and imperial legacies
condition such supposedly good feelings? The figures of Asian
girls have circulated as amicable objects of invitation and
advertisement, or as symbols of peace against wartime
violence. For example, “Miss Kagawa” was one of fifty-eight
Japanese friendship dolls given to American children in the late
1920s to facilitate international diplomacy, and a Japanese
bronze statue of Sadako Sasaki memorializes the U.S. atomic
bombings in Nagasaki and Hiroshima in Seattle’s Peace Park.
Both objects assume the ability of Asian girls to solidify
international alliances or to promote historical memory and
justice. This panel invites critical interventions related to the
aesthetic and affective associations of racialized images of
Asian girls and women with purportedly “good feelings.” We
join the scholarly inquiries of racist, imperial, and colonial affect
in the work of Anne Cheng’s Ornamentalism, Ann Stoler’s
Carnal Knowledge, Taylor Atkins’ Primitive Selves, and Leslie
Bow’s Racist Love. Papers from all periods are encouraged
that consider the hypervisibility, abstractions, and fascinations
surrounding women in the context of Asian-Euro/American
relations and the Asian Diaspora. We also welcome
contributions that examine circulating images of, or by, Asian
women in the contexts of social art activism; imperial and
military economies; kawaii culture and popular fandoms; and
feminist spectatorships. By examining images of Asian girls as
racist fantasies, this panel seeks to address their ongoing
ramifications for the continued violence against Asian women
in the United States and beyond.

Hypervisibility of Asian Girls in School Uniforms:

Exoticism and Fetish in Visual Culture

Kyunghee Pyun
This paper focuses visualization of girls in school uniforms
from the 1920s to the present. Girls in sailor suits became
visual symbols of Asian modernity and subsequently of
postwar popular culture. Female characters in sailor suit
school uniforms presented inviting access to popular culture
in the genres of anime, manga, J-pop, horror films, and
video games, beyond Japan. In the age of “New Korean
Cinema” around 2000s, school girls in fashionable uniforms
appeared in genre films such as Whispering Corridors and
its sequels. Analysis of Tateishi Harumi (1906-1994)’s
nihonga painting entitled Clover (1934) as an example from
the 1930s demonstrates transformation of sailor suits from a
military uniform to a symbol of innocent girlhood in print
culture. This process is discussed in the context of
voyeurism, exoticism, and fetish by different types of
viewers. Hypervisibility of Asian girls in school uniforms in
post-WWII cultural consumption emerged in a range of
categories: contemporary art for the cultural elite, Hollywood
films for mass consumption, and the low-brow subculture of
pornography. Also, viewers became global to include both

domestic and international consumption of cultural products.
Girls in sailor suits became an accessible icon of cultural
diplomacy emulating the image of “the girl next door” among
fans of Asian popular culture in the West. Then,
contemporary artists like Mariko Mori took on the critique of
exoticism of Asian women as an ornament or a fetish. The
paper argues that hypervisibility of hypersexualized, racially
discriminating physiques of Asian women is a form of
coerced exoticism.

Fantasies of Korean Girls: This Isn’t What It Appears

JooHee Kim, University of Maryland
A black-and-white 1950s photograph depicts a topless
Korean Camptown woman wearing a faint smile. She grasps
a sword in one hand, holding it above the shoulder as if
ready to plunge it into a prone American soldier. The
picture’s back reads, “This isn’t what it appears.” But, what
do we see in the image, and why does each side of the
photograph point to a different truth? Who has the authority
to declare the “truth” of this image? Half a century after this
strange performance, Heehyun Choi (b. 1994) took up this
picture and other never-before-seen photographs for her
2022 film, This Isn't What It Appears (2022). Choi uses a
camera, a mirror, language, and her voice to intervene in the
web of gazes and power relations produced by photographs
taken during the Korean War. Drawing on the concepts of
“reciprocal dialogue” and “Mirror-Writing Box” propounded
by Ariella Azoulay and Trinh T. Minh-Ha, respectively, this
paper presents an improved comprehension of the dialogic
potential of the photography vacillating between the
manifested image from the perspective of American
cameramen, the notes on the back, and the intervention
made by the artist a half-century later. These three elements
venture beyond the limited frame of the camera and disclose
the broad, reciprocal perspective that undercuts the
photographer’s authority. Choi’s work offers an example of
feminist spectatorship that undermines the Western male-
centered authority in Asian girls’ images. Ultimately,
itchallenges the context of the consumption of the fantasized
Asian girls’ images within the war.

The Aesthetics of Love in Small Girl Statues, “Comfort

Women” Miniatures

SaeHim Park, Duke University
The Statue of Peace (2011) is a life-size, bronze monument
that calls to remember and seek redress for the “comfort
women,” wartime military sexual slavery by the Japanese
Imperial Army from c¢.1931 to 1945. Created by the artists
duo Kim Seo-kyung and Kim Eun-sung, the Statue of Peace
stands in front of the site of the Japanese Embassy Building
in Seoul, South Korea. In 2016, the artists miniaturized the
Statue of Peace and called it Small Girl Statues. Anyone can
buy these miniatures. No longer meeting the intended gaze
of the original statue, the Small Girl Statues now occupy the
private spaces of people’s homes and have become part of
their everyday aesthetics. What makes the Small Girl
Statues so appealing, and what does it offer to the buyers
and collectors? Beyond the Small Girl Statue’s
monumentality in political aspirations and activist pursuits,

this paper examines the aesthetics of love and desire by
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examining the pleasures associated with the Small Girl
Statues. | investigate how the Small Girl Statues both
obscure and reflect the “period of silence” of “comfort
women” after their liberation in 1945 and before the televised
testimony in 1991. By analyzing the role of Small Girl
Statues in shaping the survivors as images of both anxiety
and desire, | unveil the distorted aesthetics of love in the
popular Small Girl Statues. In so doing, my paper tackles the
less attended moments in which the continued violence
against Asian women occurs in the forms of desire and love.

Between Girl Ornament and Dress-up: Girl-Shéjo

dances across gendering acts, which leave us

breathless and wild.

Katherine Marie Mezur, University of California

Berkeley Comparative Literature
roles), from kimono to evening gown, then into a wigless
butoh terrorist. These female-like roles both freeze and heat
the heart. Mikey of J-Pop Tokyo GEGEGay whips and rips
through shojo-girl dressy dresses and hot vinyl skirts and
close-up kisses with his lips drawn into tight tulip buds.
Across the spectrum of experimental to pop dance, bodies
and media gesture with lightning switches and drifts that
sometimes provoke, but gradually "shade" (in the sense of
the gay ball term of critical commentary) any sense of
girlboyboygirl-isms. In this short work, | play with the small,
the subtle, and the minor wild in Japan's dance cultures,
journeying along into East Asia with Jack Halberstam's wild
bewildering (foraging) in this area with quick breaks into
2.5D in a dance with Galbraith's otaku-girl. | propose a short
glimpse into the action (gestural dramaturgy-choreography)
with Ann Anlin Cheng's ornamentalist dress-up for the 21st
century, blending live/screen/animated bodies. This is a
fragment of a work "In girl-time," which questions and
performs, from a diverse feminist framework, a girl-shdjo
space-time imagination, working within and streaming out of
the Asia-Pacific.

ASSOCIATION OF HISTORIANS OF AMERICAN ART

Chairs: Caitlin Meehye Beach, Fordham University;
Katherine Fein, Columbia University

The Americas have long been traversed by circuits of cultural
and commercial exchange linking both ocean worlds, including
long-distance Indigenous trade routes in the pre- and extra-
colonial world, the Manilla Galleon Trade (1565-1815), the
transcontinental railroad (completed 1869), and the Panama
Canal (opened 1914). While studies frequently highlight the
interconnectedness of the Americas in relation to land, this
panel asks what happens when we orient the study of
“American art’—broadly conceived—around not continental
landmasses but bodies of water: namely, the Atlantic and
Pacific Oceans. As Paul Gilroy, Tiffany Lethabo King, Robbie
Shilliam, and others suggest, watery spaces—oceans, littorals,
shoals, archipelagos—can open onto innovative and essential
ways of thinking about cultural production and critique. This
panel invites contributions that foreground the role of visual
and material culture in forging, revealing, and/or problematizing
the interconnectedness of the Atlantic and Pacific worlds. How
were these spaces linked through the movement of people,
materials, objects, and ideas in the wake and apart from
slavery, colonialism, forced migration, and exclusion? How
might recent scholarship about the fraught connections across
these spaces reframe narratives of American art history? What
might the methods and objects of American art offer to broader
investigations of oceanic networks? And finally, how can we
find ways to think about trans- and inter-oceanic exchanges
that acknowledge their interrelation while also holding space
for local specificity? We welcome research-in-progress,
curatorial projects, and artistic interventions that engage these
and other questions as they position American art at the
confluence of ocean worlds.

Robert H. Vance’s Fortunes and/in Mining: A

Transpacific Photographer, 1846-1865

Monica C Bravo, University of Southern California
More than with other industries, photography followed
mineral strikes. Photographers were among those seeking
their fortunes in the gold or silver-fields, or else would-be
Argonauts found greater success in service, and a ready
market among miners eager to send proof of their new
experiences to distant relations. Robert H. Vance was one
such photographer, who, after leaving his home state of
Maine and operating a studio in Boston, circumnavigated the
Horn to Chile, where he opened two successful studios
serving mine administrators. After approximately three
years, he followed the silver miners to San Francisco (via
Bolivia, Peru, Panama, and Mexico), becoming the most
renowned photographer of the 1848-50 Gold Rush,
marketing his skills to the cosmopolitan society that gathered
in Northern California. His fame stretched as far away as
Hong Kong, where he opened another studio. Although none
of Vance’s Chilean plates have survived, my essay focuses
on the transpacific flow of ideas, laborers, materials, and
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practices among Pacific Rim nations in the mid-nineteenth
century through his example, drawing on evidence from
Vance’s Californian portrait and landscape photographs,
South American correspondence, and newspaper
announcements from both regions. My analysis complicates
notions of Latin America as an extractive zone, to use the
nomenclature of Macarena Gémez-Barris, and of the United
States as a site of comparative industrial might and
technological innovation. Instead, | demonstrate the
reciprocal relations—be they mutually beneficial or extractive
—among Greater American nations by tracing Vance’s
fortunes in and among the gold and silver mining industries.

the Pacific considers the continuing artistic impact of many
peoples’ migration across a particular body of water: the
Pacific Ocean. For thousands of years, people have made
treacherous journeys across bodies of water. Apart from
Indigenous and First Nations peoples, all inhabitants of
North America are the product of such transoceanic
movement. What would it mean to understand the United
States as being situated not just west of the Atlantic but east
of the Pacific? How would this understanding reorient our
perception of American art and its significant participants?
Drawing on the scholarship Paul Gilroy and Lisa Lowe, this
presentation offers a model for understanding a history of
Asian American art as one of intergenerational movement

A “Ship-building Wood”: The Oceanic Networks of The
Ahmedabad Wood Carving Company’s Teakwood
Furnishings

Katie Loney, University of Pittsburgh

and exchange—Ilocating the mythic place of Asian America
in an ocean that both unites and divides. The exhibition,

drawn almost entirely from the Cantor’s collection, begins in
the mid-nineteenth century and ends in the contemporary. It

In 1881, New York-based designer Lockwood de Forest
began commissioning replicas of the tracery windows of the
Sidi Saiyyed Mosque in Ahmedabad, India. He ordered
these works from the Ahmedabad Wood Carving Company
(AWCC), a company he established that same year with
Jain merchant Muggunbhai Hutheesing to export luxury
woodcarving to the United States. Over several weeks, the
craftsmen in Hutheesing and de Forest’'s employ translated
the intricate stone patterns of the sixteenth-century
mosque’s jalis into the oil-rich material of teakwood.
Anticipating the windows’ overseas journey across the
Indian and Atlantic Oceans, the AWCC’s wood carvers paid
special attention not to cut the wood too thin in any one spot
to avoid breakage in transit. On the other side of the world,
de Forest’s elite clientele understood these luxury goods as
products of “Eastern lands” made for use in Orientalist
interiors. While the AWCC's teakwood furnishings and
ornamental work was made of materials from India’s forests,
the company’s use of one of the nineteenth century’s leading
“ship-building woods” points to their position as products of
ocean worlds. In this paper, | examine the material
properties of teak, its extractive industries, and its use in
shipbuilding to show how and why the AWCC'’s carpenters
adapted their knowledge of a water-resistant material used
in South Asia’s wet and dry tropical climate to portable
objects meant to travers oceans. Accounting for the specific
materials the AWCC used in products made for western
consumers, | argue that Orientalist interiors in the United
States both required and produced oceanic networks that
defined the global extractive economies of established
(England) and emerging (United States) empires.

moves away from static and essentializing definitions of
what constitutes “Asian” and “American.”

The Process of "Imagining an Archipelago”
Jessamine Batario, Colby College Museum of Art

Scheduled to open at the Colby College Museum of Art in
summer 2026, Imagining an Archipelago (working title)
presents modern and contemporary works by artists with
cultural heritage ties to the islands of Cuba, Guam, the
Philippines, and Puerto Rico. The intertwined histories of
occupation and colonization by both Spain and the United
States link these islands, inflecting the cultural heritages of
their constituencies. This exhibition foregrounds the lived
experiences of those who resist U.S. interventions and those
who interrogate their inheritance of colonialist narratives.
The metaphorical framework of an archipelago—discrete
islands encompassed by the fluidity of water—wiill
emphasize these artists’ different strategies to critique and
defy the hegemony of a continental empire. Maintaining
these distinctions, Imagining an Archipelago opts not to
present a singular response to a monolithic interpretation of
empire, but to envision what solidarity might look like when
embracing difference. To inform the conceptual development
of this exhibition, a group of artists and curators gathered on
an island in Maine in summer 2022 to discuss the
intertwined issues of land, body, and food sovereignties;
place and displacement; military occupation; and storytelling
and archival memory. Key discussion points included the
potential pitfall of inadvertently reproducing the mechanisms
of imperialism and colonialism in executing this project, as
well as the conceptual relationship between inclusion and
expansion. By holding space and being in community, this

East of the Pacific: Making Histories of Asian American group enacted the core premise of the project: to move
Art towards solidarity while acknowledging the conflicts posed
Aleesa Pitchamarn Alexander, Stanford University by the heterogeneity of lived experiences.

This presentation is drawn from the research, development,

and execution of the exhibition East of the Pacific: Making

Histories of Asian American Art (Sept. 28, 2022—Jan. 29,

2023, Cantor Arts Center, Stanford University). East of the

Pacific is one of the three inaugural exhibitions of the Asian

American Art Initiative (AAAI), an ongoing project that seeks

to make Stanford and the Cantor the leading academic and

curatorial center for the study of Asian American Art. East of
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COMMUNITY COLLEGE PROFESSORS OF ART AND ART
HISTORY

Chairs: Susan M. Altman, Middlesex College; Monica
Anke Hahn

As professors, whether at 2 or 4-year institutions, we balance
numerous roles as we manage teaching, administrative and
committee work, our own research and practice, and our
personal lives. Our students similarly grapple with making time
for school, work, and family. Is it possible to support our
students and provide the foundations they need without
sacrificing rigor? Can we handle our competing responsibilities,
and those of our students, while taking innovative pedagogical
approaches in our classrooms? How do we provide a climate in
the classroom that supports student learning while allowing
students — and us - to effectively manage the many roles we
all juggle? What novel assignments have you created to help
students achieve this balance and create successful work?
Perhaps you have developed progressive grading practices or
devised a scaffolded assignment that was successful. Maybe
you have incorporated your own research practice into your
courses. Perhaps you have devised a methodology of teaching
research or studio skills that has helped your students be more
efficient and able to handle their course load in relation to their
lives. This panel invites presentations that address innovative
pedagogy and engaging ways to strike a balance in teaching
and learning in both art history and the studio.

The Struggle is Real: Practicing Compassion and Play in

the Classroom

Rebecca Siefert, Governors State University
Zoom fatigue. Mask fatigue. Just general fatigue. After
adapting suddenly to a fully-online course delivery (and then
cautiously returning to the classroom a year later), the
pandemic forced us to rethink our priorities in and out of the
classroom, and for me it resulted in practicing greater
compassion for myself and for my students. In my
presentation, | would like to discuss some of the ways that
the challenges of the past few years have encouraged me to
cultivate a culture of compassion and transparency, to not
only empower my students but also lighten my own mental
load. The biggest shift has involved addressing mental
health struggles, from being transparent about the ways in
which therapy has helped me maintain a better work-life
balance, to holding midterm meetings that double as mental
wellness check-ins (and include a playful PDF for those who
are particularly struggling), to including a hyperlink in my
email signature to on-campus student support services that
assist students facing personal difficulties, such as
food/housing insecurity. Taking the lead from current trends
in higher education, | practice a pedagogy of kindness, play,
and collaboration (for example, Wikipedia Edit-a-Thons,
Movie & Pizza Days during finals week, peer reviews, and
art history-inspired art-making sessions). By adopting these
changes, as well as several “Ungrading” techniques to re-
focus on the joy of learning and offering alternatives for
assignment delivery, | have been able to maintain a high

level of rigor while greatly reducing anxiety for my students
and myself.

pawn-tificating

Dianne Pappas, Northern Essex Community College
The advent of The Queen’s Gambit (IMDb, 2020) and my
love for Marcel Duchamp spawned a new assignment for my
Three-Dimensional Foundations class in the Spring of 2021.
Originally called The Cardboard Chess Project, this
assignment provided a respite from students’ hectic lives
highlighting how dynamic play and chance can support
pedagogy and build community. Each student was assigned
a pawn and one other piece, so we covered all 32 pieces in
a class of 16. The assignment criteria were loose and a
research component about the history of chess led students
down a broader and less literal path. It turned out one of my
students in that first semester had played chess
competitively for years. Her participation in and stories about
the game set the stage for student experimentation and risk-
taking. The second semester we were able to create a game
in process in our gallery with the completed pieces. The third
semester we focused on maquettes, making full-scale and
re-making. Creating the players, not necessarily being
experts at chess brought a refreshing accessibility to the
project and shifted the balance of power amongst the
pieces. It's all about the pawns!

A Cross-Disciplinary and Cross-Institutional Approach to

Teaching Art History

Maya Jimenez, Borough of Manhattan Community

College, CUNY and Cheryl Hogue Smith
Building on the model of interdisciplinary learning
communities, whereby colleagues across departments
collaborate on curriculum and pedagogy, and by crossing
institutional boundaries, we were able to create a sense of
community and balance in the art history classroom. This
cross-disciplinary and cross-institutional approach to
teaching allowed teachers and students alike to benefit from
the advantages of specialized instruction. That is, as an
English instructor, Cheryl focused on the “process” of writing,
while I, as an art history instructor, focused on the “content.”
(Other specialists also contributed to our community, like a
college librarian, who taught the students how to research,
and a museum educator, who provided students with a
guided tour.) Together, Cheryl and | formed a professional
learning community that afforded us the opportunity to work
through the challenges and isolation of teaching, which, in
turn, helped us mitigate the stress and anxiety our
community college students typically feel when they are
confronted with difficult writing assignments in an unfamiliar
field. Thus, our professional collaboration ultimately provided
our students the opportunity to research and write more
effectively about art history. By mainly relying on each other
through visits to each other’s classes that are housed at
different institutions and by including visits to the library and
museum, we modeled to our students the importance of
taking advantage of college-, city-, and, in our case, CUNY-
wide resources. In the end, our professional collaboration
helped us help our students transform what was typically a

passive and static learning experience into an active and
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dynamic one—a sharp contrast from their online learning
experience of the previous years. Thus, our students
benefited academically and emotionally from this greater
support network, while also learning the important life skill of
seeking help and reaching out.

Chair: Michelle Yee, Diasporic Asian Art Network

Discussant: Jave Yoshimoto, University of Nebraska
Omaha

Food is endlessly evocative. It conjures up memories and
aspirations as it raises the specters of every sense. It brings
forth memories of cooking, serving, and dining, the business
and engagement of restaurants, and raises the dining table as
a site of exchange, community, and negotiation. In the recent
history of Asian art and visual culture, it has played a pivotal
role in pioneering works from Rirkrit Tiravanija’s pad Thai to
Lee Mingwei’'s The Dining Project. Food functions as both a
site of difference and a space of communion. It can provoke
distaste and distrust as much as desire and longing. Food and
the many ways that it has been integrated into paintings,
sculptures, performances, installations, photography, and film
reveal its significance in negotiating the complex dynamics of
movement and migration, social relations and frictions, societal
hierarchies, and the building of lives and worlds in, out, and
between familiar and strange spaces. This panel invites
submissions that offer a critical approach to food and its role in
the contemporary art and visual culture of Asia, its diasporas,
and its transnational circuits.

‘I like your food!’” The colonial leftover of Asian cultures

to Finland in the contemporary era

Shuchen Wang
Asian immigrants as a cultural phenomenon began in
Finland with the first arrival of the ‘boat refugees’ from
Vietnam in the 1980s. Over the past few decades, especially
after the country joined EU, the ‘taste’ of Asian cuisine has
become more diversified than just sushi, tom yum and the
quasi-Chinese wok. In this country of which the people travel
abroad the most in the world, very often an Asian would hear
‘| like your food!” from a native who tries to be friendly. Yet
unlike in UK, France or Germany where museums and
galleries are loaded with colonial collections from the ancient
civilizations in the Asian continent, here the Finnish tongue
remains the bravest pioneer to explore the exotic and the
sensual of the strange Other. It is worth noting that not only
museums do not hold any exhibitions of high art or high
culture from those ‘holidaydestinations’ in the tropical or
subtropical areas, but also there is never any tour exhibitions
of the archaeological art and historical artefacts from Asian
countries being organized in this wealthy Nordic society —
which is now suffering the severest problem of racism,
xenophobia and intolerance in Europe. This paper suggests
that the taste in food as a living tradition has a spiritual
dimension as in fine art, and that it is institutionally easier to
generate deep appreciation and respect in the modern

temple of museum than the alien kitchen of restaurant.

Word of Mouth: Asian American Artists Sharing Recipes

Laura L. Kina
Word of Mouth: Asian American Artists Sharing Recipes is a
special exhibition for the Virtual Asian American Art
Museum. It features original recipes and stories from 23
Asian American and Asian diaspora artists from across the
United States. Conceived during the twin pressures of spring
2020 COVID-19 lockdown and in response to the rise in anti-
Asian bigotry, this cookbook features original recipe
illustrations by Laura Kina and Jave Yoshimoto. Each recipe
comes with a backstory from the artist reflecting how their
Asian American cuisine has been impacted by histories of
war, migration, relocation, labor, and mixing and how we
have used food to care, connect, build, and sustain diverse
communities in our personal lives and artistic practices.
Along with each recipe, is a featured artwork and the artist’s
bio. The artists included in this book represent a diverse
range of emerging, mid-career, and established artists.
Taking inspiration from community cookbooks many of us
grew up with, this artists’ cookbook archives a specific
moment of uncertainty during the pandemic when some of
us, with the luxury of working remotely, found ourselves
finding solace in food and spending inordinate amounts of
time in the kitchen to keep our hands and minds busy.
Others faced economic and food insecurity and yet still
found the capacity to use their creativity to feed others in
need and provide mutual aid. This pandemic cookbook
project was a way to stay in touch, meet new artists, and
build community during a time of isolation, grief, and loss.
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Chair: Carey Clements Rote, Texas A & M University-
Corpus Christi

Dylan Miner, in his article entitled "Straddling la otra frontera”
(2008) argues the need for the expansion of research into
Latinx art of the United States to regions outside of the
normative areas of the Southwest, including California and
Texas. He extrapolates an aesthetic specific to this region that
dominates research into Latinx art. Miner’s research focuses
on the art of Latinx artists in Mexicantown in Detroit which he
argues contains distinctive characteristics from the layering of
Diego Rivera and Frida Kahlo with local resonances,
generating a unique expression on the northern border of the
United States and Canada. Other regions of the United States
also contain Hispanic populations, many of whom have a
vibrant artistic aesthetic that deviates from the traditional
characterization of Latinx art. This session encourages
submission of presentations about Latinx artists in other
regions of the United States, such as the Northeast, the
Southeast, the Midwest, and the Far West. The goal of this
session will be to provide a reexamination of Latinx art to see if
shifting parameters of style and iconography impact upon an
expanded view of Latinx art. Can other regions of the United
States redefine our understanding of the multivalent aspects of
Latinx art?

Opening Remarks
Carey Clements Rote, Texas A&M University-Corpus
Christi

Diasporic Waterscapes: Romulo Lachatafieré’s New

York & Puerto Rico Photographs (1947-1952)

Cathryn Jijon, Graduate Center, City University of New

York
In 1939, Afro-Cuban writer and photographer Romulo
Lachatafieré departed Cuba from New York and settled in El
Barrio, a predominantly Latinx working class community in
East Harlem. Though best known for his writings on Afro-
diasporic religions, Lachatafieré also developed a
photographic practice. From 1947 until his untimely death in
1952, he documented the lives of Black and Latinx New
Yorkers and frequently flew to Puerto Rico to photograph life
and labor on the island. His photographs, which represent
communities from within, are a testament not only to the
city’s longstanding Latinx community, but also to the city as
what José Esteban Mufioz calls the brown commons.
Lachatafieré’s photographs enact, visually, layered
solidarities—particularly Black, Latinx, and pan-Caribbean—
and in doing so, evoke an understanding of territorial
connectedness between New York, the Caribbean, and the
African diaspora at large. My research explores how these
overlapping Atlantic histories manifest through
Lachatafieré’s photographs by tracing the ways people
engage with water—city beaches, puddles, and reservoirs in
New York and creeks, rivers, and oceans in Puerto Rico. |
argue that Lachatafieré’s New York waterscapes are so

geographically ambiguous that they both recall the
waterscapes of Puerto Rico and evoke histories of
movement and migration within the broader Atlantic world.
These photographs point to the vibrancy of life in Harlem as
well as the ways that people in diaspora continue to imagine
and enact territorial connections to seemingly distant places.

How to Build a Neighborhood from the Arts Up: The

Nuyorican Visual Arts Movement in Loisaida

Emily Merrill
The paper is focused on the decade long work of Adopt-
A-Building (AAB): a grassroots urban homesteading agency
emerging in 1974 in the Puerto Rican neighborhood of
Loisaida, located in New York’s Lower East Side. During this
time, the area was experiencing an almost three-decade
long period of economic decline as well as an affordable
housing crisis. The community maintaining a keen
understanding of the inadequacy of state, federal, and city
anti-poverty programs sought to resolve issues by
developing initiatives focused on grassroots and self-help
efforts. Among organizations was AAB, which employed a
multitiered approach to grassroots activism, placing at the
center of their campaign robust arts and cultural initiatives.
Situating AAB’s agenda within the Nuyorican arts
movement, | argue that the agency’s support for local arts
and cultural projects, including: their partnership with local
publications centered on education and representation; the
development of community centers supporting art
workshops and galleries; and public spaces hosting
festivals, theater productions and mural projects, laid the
foundations for a thriving arts movement to emerge. The
styles and themes emerging employed highly symbolic and
multilayered forms of expression with the objective of
representing the community’s identity and bringing voice to
members’ struggles and experiences. As | demonstrate,
AAB'’s work not only empowered citizens to rebuild the
neighborhood from the grassroots up, but also built a
community from the arts up.

NEw Frontiers for Latinx Art: A Nebraskan Model for

Community Building

Adrian Duran, University of Nebraska Omaha
This presentation will survey the present state of Latinx art
within the State of Nebraska, with special attention to the city
of Omaha. Because of its histories of migration, most
recently due to its large meatpacking industry, Nebraska has
a small (10%) but increasingly visible Latinx population.
Omaha'’s El Museo Latino was established in 1993 and the
University of Nebraska at Omaha’s (UNO) Office of
Latino/Latin American Studies was established in 2003. In
the last decade, UNO has created its ArteLatinx exhibition
and programming to amplify this momentum.[1] Employing a
collaborative community engagement method, ArteLatinx
has proven to transcend many of the limitations of
Nebraska’s arts and educational ecosystems. The first goal
of this presentation is to show how our models of
collaboration and participation can be adapted to other
locations and employed to build structure and visibility for
Latinx art and artists. Interwoven with this will be attention to

specific practitioners, institutions, and groups that currently
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stand as Nebraska'’s representation within the broader
movements of Latinx art. Both facets will be historicized
within the deeper history of Chicanx/Latinx cultural work and
linked to networks of Latinx art and activism active across
the nation. [1] https://www.unomaha.edu/college-of-arts-and-
sciences/ollas/community-engagement/activities-
conferences-events/arte-latinx.php [1]
https://www.unomaha.edu/college-of-arts-and-sciences/ollas
/community-engagement/activities-conferences-events/arte-
latinx.php

DIGITAL ART HISTORY SOCIETY

Chairs: Lindsay Dupertuis; Kelly Davis, Yale
University

Beyond Tidy Data: Critical Use of Museum Collections
Information Digital art historians frequently use collections
information as data to inform their studies. Many cultural
institutions, such as the British Museum and the J. Paul Getty
Museum, allow scholars to easily access and download their
collections data through Application Programming Interfaces
(APIs). It is necessary to “tidy” or “clean” this data, i.e.
standardizing the format and terminology, before performing
computational analysis or creating visualizations. However,
proponents of critical museology increasingly acknowledge that
“museums are not neutral,” to borrow a motto from La Tanya S.
Autry and Mike Murawski. What does this exhortation mean for
digital art historians? This session, sponsored by the Digital Art
History Society, seeks participants from across academia,
museums, libraries, and archives to interrogate the implications
of institutional history for collections data and its usage. Topics
may include collecting practices and provenance; curatorial
bias; institutional neglect; selective or asymmetrical digitization;
misidentification; and solutions for counteracting
tendentiousness within museum data. We welcome
contributions that address marginalized communities, regions,
and media.

Artist Unknown: Hierarchy, Bias, and the Museum
Database
Yael R. Rice, Amherst College

Mapping Senufo: Embracing Uncertain Details

Susan Elizabeth Gagliardi, Emory

University,Constantine J. Petridis, Art Institute of

Chicago and Joanna Mundy
The information provided in museum label “tombstones”—
the brief non-narrative sections that list maker, date of
creation, media, and other particulars—often mirror the
details found in museum databases. The details usually
appear certain rather than the result of ongoing research
and thus subject to further scrutiny. Such methods of
knowledge capture, analysis, and dissemination reinforce
the idea that there exists a single authoritative, all-knowing
position from which objective truths may be discerned. As
digital humanists and data theorists Catherine D’lgnazio and

Lauren F. Klein explain in their recent book Data Feminism,
“identifying information as data, rather than as [evidence or
fact], served a rhetorical purpose. It converted otherwise
debatable information into the solid basis for subsequent
claims.” D’lgnazio and Klein exhaustively demonstrate that
data and their representations are actually subjective and
selective. Through our co-authored presentation, we discuss
considerations informing the design of Mapping Senufo: Art,
Evidence, and the Production of Knowledge—our in-
progress, collaborative, born-digital, multimodal publication
focusing on one of the most celebrated corpora of so-called
historical or traditional arts from West Africa and available
information about the works. Construction of a relational
database earlier in the project’s development combined with
efforts to visualize and otherwise analyze data about Senufo
arts have led us to challenge the apparent fixity or authority
of data. We urge museums to embrace the debatable and
situated character of knowledge, and we offer alternate
possibilities for the management of uncertain information
about art.

Introducing Mrs. John Doe: Towards Feminist Agency in

Provenance Data

Lynn Rother, Leuphana University Lineburg
As museums begin to share their provenance records at
scale via APIs and database dumps, the application of digital
methods to uncover previously hidden trends and networks
of art circulation seems to be drawing closer. However,
transforming text-only provenance data into fully machine-
readable, structured, and linked open data resources is a
complex problem fraught with challenges. When provenance
data is transformed from an object-centric format that
captures periods of ownership with a start and end date into
an event-centric structure that links individuals or
organizations to acquisition and deaccession events,
questions of agency—who was doing what and when—
come to the foreground. As our current research project
—"Modern Migrants: Paintings from Europe in US
Museums”—is beginning to demonstrate, Al techniques can
help tremendously with the laborious transformation of large
unstructured provenance datasets into Linked Open Data.
But the historical or institutional bias and neglect we
encounter with this data require a human-in-the-loop
approach if we are to avoid misidentification and
misrepresentation of the people involved. Looking at the
particular case of gender discrimination, our paper will
address the statistically significant absence of women and
consider their erasure under their husbands’ names (i.e.,
“Mrs. John Doe”) in large provenance datasets of US
museums. Secondly, we will introduce ways to overcome
challenges by leveraging repositories such as ULAN and
techniques such as NLP. Thirdly, we present our preliminary
data analysis with regard to provenance, agency, and
gender in the Modern Migrants dataset.

32 of 242



111th CAA Annual Conference Session Abstracts

Chair: Lara M. Evans, Institute of American Indian Arts

Discussant: Amber-Dawn Bear Robe, Institute of
American Indian Arts; Daina Warren, Institute of
American Indian Arts

This session examines ways of making space, physically and
intellectually, for BIPOC arts, especially by BIPOC
organizations. We will look at art infrastructure that has been
built specifically to serve BIPOC artists and their communities,
such as artist-run centers and artist-in-residence programs. We
will look at the ways fellowship programs, archives, exhibitions,
and curatorial practices carve out new intellectual territory.
What do these entities do differently that works for their
communities? What can art organizations seeking to improve
DEIA learn from the practices of BIPOC organizations and
programs? How can mainstream art organizations help BIPOC
organizations? And what do equitable partnerships look like?

The Reciprocity Model: Indigo Arts Alliance
Jordia Benjamin, Indigo Arts Alliance

“Con colores resistimos” : Queer Latinx Art and Activism

Alexis Salas
Puerto Rican artist Ruben Rolando’s assertion that “with
colors we resist,” unfolds a dialogue about what/ how queer
art and activism, especially Latinx queer activism, manifests
itself now. Might Latinx queer tools for resistance be as
conceptual as color and, if so, what does that mean about
the resisting they might enable? Historically grounding the
query with the specific art and activism’s relationships to
political movements such as the US Civil Rights movement,
the international AIDS crisis, and marriage equality, this talk
asks how Latinx contributions to art and activism uses, if not
reinvents, art forms, as part of the larger queer BIPOC
movement. These art forms used, if not reinvented, by queer
BIPOC movements include dance turned to vogue,
performance converted ball culture, and craft unfolded into
the AIDS quilt. While the paper inventories the visual or
artistic strategies employed by social and political
movements, it also touches upon how these social
movements were also linked to the movement of bodies and
the circulation of ideas, considering the diasporic
experiences of queer Latinx people in tandem with the
networks and layers of queer theory in the Americas at the
time.

Chair: Wanda Yvette Raimundi-Ortiz, University of
Central Florida

Discussant: Everlena Zoé Charlton, George Mason
University; Pepon Osorio, Tyler School of Art; Elia Alba

Description What are the implications of positioning Blackness
within the framework of complexion, geography, and nationality
within the art world? Within the African Diaspora, what
determines the definitions of who and what is Black? Afro-
Caribbean and Afro-Latinx artist are often left out of the
conversations, scholarship, and curatorial endeavors because
Blackness is quantified by complexion, language, and culture.
This roundtable session invites artists and scholars working
across the arts ecosystem to discuss the impact of quantifying
blackness and how Anti-blackness permeates throughout the
Diaspora, as a legacy of colonization, impacting social,
educational, and cultural spaces. This nuanced conversation
addresses Blackness, colorism, and how access is imparted to
people depending on where one lands on the color and culture
scale. For some artists, this translates into who'’s invited to
certain exhibitions, documented in books, and who is stymied.
This panel seeks to span and reinforce relationships across
these tenuous divides.

Black Like Me: Blackness Quantified

Wanda Yvette Raimundi-Ortiz, George Mason

University and Everlena Zoé Charlton, George Mason

University
Description What are the implications of positioning
Blackness within the framework of complexion, geography,
and nationality within the art world? Within the African
Diaspora, what determines the definitions of who and what is
Black? Afro-Caribbean and Afro-Latinx are often left out of
the conversations, scholarship, and curatorial endeavors
because Blackness is quantified by complexion, language,
and culture. This roundtable session invites artists and
scholars working across the arts ecosystem to discuss the
impact of quantifying blackness and how Anti-blackness
permeates throughout the Diaspora, as a legacy of
colonization, impacting social, educational, and cultural
spaces. This nuanced conversation addresses Blackness,
colorism, and how access is imparted to people depending
on where one lands on the color and culture scale. For some
artists, this translates into who'’s invited to certain
exhibitions, documented in books, and who is stymied. This
panel seeks to span and reinforce relationships across these
tenuous divides.
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Chair: Indira Bailey, Claflin University

Black visuality engages race, identity, history, and memories
that offer a different gaze and spectatorship than the western
art canon. The white spectatorship has provided an unrealistic
gaze in the black arts. Visuality is associated with visual
perspectives and cultural structures that began with the
experience of seeing and the representation of images. Tina
Campt seeks a different definition of visuality and describes
black visuality as multiple frequencies of looking at Black
culture through the practice of refusal (2021, 2019). Therefore,
black visuality confronts the mainstream art world’s constructed
biases not always acknowledged in many art museums,
educational institutions, and art resources through anti-racist
theoretical practices.Contemporary black artists, such as
Kehinde Wiley, Kara Walker, and Mickalene Thomas, create
new outlets to produce artwork that invokes memories, reveals
historical accounts, communicates lived experiences, and
promotes the discussion of the blackness. They redirect ways
of seeing blackness and deconstruct the white gaze into a
teachable moment. This session analyzes the following
questions: How have black artists (re)direct spectatorship,
(re)shift the black gaze, and (re)see social differences that
construct their agency, power, race, and gender. By critically
examining black art, we challenge the effect and structure of
visual images to visualize social differences and differentiate
visual culture. The organizer seeks contributions related to how
contemporary black artists construct their agency through black
visuality opening the critical discussion to incorporate the black
gaze and black spectatorship that includes racial oppression,
suppressed history, and cultural identities of black people.

Gullah Geechee Visuality as Protest Art, Contemplative
Practice, and Anti-Racist Pedagogy
Dr. Kathy Brown, University of North Texas

Reverberations of a Black (Queer Woman’s) Gaze in the
Art of Mickalene Thomas and Deana Lawson
Glynnis J Reed, The Pennsylvania State University

Image, Agency, & Issues of Identity: A Critique of Works

by Four American Artists of African Descent: Sheila

Pree-Bright, Fahamu Pecou, Michaela Pilar Brown, &

Colin Quashie

Dr. Frank Martin
This discussion will address four differing approaches to
representations of black identity by contemporary American
artists of African descent living and working in the Southern
United States. Among the media investigated are included a
photographer, a painter, a performance/ conceptual artist
who may or may not include photography, and one artist
provocateur who uses diverse media including photo-
montage, painting, and assemblage to communicate
concepts pertaining to black identity. A shared concentration
upon the centrality of the “black gaze” is a unifying
consideration between and among the works included in this

discussion. The four artists include: photographer, Sheila
Pree Bright , painter Fahamu Pecou, performance and
conceptual artist, Michaela Pilar Brown, and the polemical
and often highly charged political works of artist, Colin
Quashie. Employing diverse visual tools, each artist
respectively, challenges concepts of collective public
memory, history and the cultural prioritization of shared,
public, contrasted with individual, private narratives.
Considerations of the logical extensions of an ideology of
sustained political oppression, pervasive within the official
narrative of American constructions of black identity, will be
assessed. The role of personal agency, cultural context, and
narrative complexity in the presentation and interpretation of
works by the selected artists will be discussed.

Chair: Kathryn Bunn-Marcuse, Art History, University
of Washington

We are brought into and out of this world wrapped in blankets.
These and other textiles are the foundation for both historical
and contemporary regalia and contemporary couture fashion
that wrap the body and communicate critical information about
individual and collective identities. Considering Marie Watt's
use of blankets in her community-based arts practice, Sho Sho
Esquiro’s clothing adorned with biting political commentary,
Diné hanoolchaadi value in shifting cultural contexts, and
Kwakwaka’wakw button blankets embellished with territorial
iconography, can reveal the ways in which textiles clothe
individual human bodies while honoring the relations between
people, history, and land. Materials and symbols in these
artistic creations reflect collective knowledge and individual
creativity. The visual impact of these stunning artworks stems
both from the materials used and their ability to convey
metaphorical, symbolic, and literal histories. Each presentation
digs into variations on perspectives, understandings, and
differences in value for both artist and audience. Presenters in
this session attend carefully to the material aspects of artistic
creation while revealing how the artworks address colonial
legacies, gendered histories, resistance to discriminatory
practices, and the power of womens’ collective aesthetic
practices.

Companion Species: Blankets, Community, and

Intersectionality in the work of Marie Watt

John Lukavic, Denver Art Museum
Marie Watt draws inspiration from sources ranging from her
Seneca culture to intertribal activism to the songs of Marvin
Gaye in her community-based practice of artmaking. Her
use of blankets as a medium has symbolic meaning drawing
connections to exchange networks, memory marking, and
universal ideas of nurturing and love. Well-worn blankets,
with frayed edges and stains, hold stories and are relatable
across cultures and communities as visible signs of our
connections to others. For Watt, blankets are also
metaphors for our collective connection to each other and
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the natural world including the land and animals: as she
notes, we are companion species. Using blankets as a
medium, Watt wonders what the world would look like if we
acknowledge these connections. This paper will explore
Watt's use of blankets in physical and metaphoric ways to
tell individual stories while also blending diverse stories into
new grand narratives of humanity, interconnectedness, and
interdependence.

Blankets and Borders, Aprons and Aurality

—Kwakwaka'wakw Regalia in Context

Kathryn Bunn-Marcuse, Art History, University of

Washington
Using buttons and beads sewn on wool and calico,
Northwest Coast First Nations women fashion the robes and
aprons essential to ongoing expressions of inherited
prerogatives and rights. Each piece of regalia is carefully
crafted to include signifying materials and motifs, telling of
the origins or relations of their owners. They are a part of a
holistic system that integrates material artworks with the
performative setting, including song, dance, and oratory.
Shifting scholarly focus from Northwest Coast carving
traditions, this talk recenters textile arts within a holistic
culturally-focused context while addressing issues of gender,
the effects of colonial practices, and the damage wrought by
salvage anthropology as it fragmented cultural information
across archives. Women'’s artistic productions embody long-
held technical and aesthetic knowledge connected to oral
histories and cultural practices. Restoring Indigenous
perspectives connecting tangible and intangible culture
heritage counterbalances the aesthetic emphasis that has
dominated Northwest Coast art history.

Uncovering Colonialism: The Textiles of Sho Sho

Esquiro

Miranda Belarde-Lewis
Sho Sho Esquiro (Kaska Dene/Cree/Scottish) explores
cultural strength and vitality through her couture fashion and
textile creations. Esquiro draws from deep connections to
the land surrounding her Native community in Ross River,
Yukon and exhibits her work on runways in Native art
markets, in New York City and on the Eiffel Tower in Paris.
Esquiro uses her medium to confront colonial legacies of
state-sponsored violence inflicted upon Native communities
through forced residential school attendance, the role of the
Church in the residential schools, the murdered and missing
Indigenous women (MMIW) epidemic, and the ongoing
activism bringing local, national and international attention to
the various humanitarian crises faced by Native peoples in
Canada. This talk focuses on the unexpected pairing of
couture Indigenous fashion with a biting critique of
colonialism, through a medium that expertly celebrates
intergenerational knowledge that embodies respect and
relationality to the physical landscape of Esquiro’s relatives
and ancestors.

Blanketing Truths
Roshii Montano, Heard Museum and Jill Ahlberg
Yohe

Building upon our previous scholarship on the historical

significance of hanoolchaadi, Diné (Navajo) Chief Blankets
in Native communities, we turn our attention to the
valuations of these blankets in contemporary economic and
social dynamics. Pervading assumptions of rarity, quality,
and "authenticity" of historic Native art and their impact on
contemporary Native art, makers, and communities' have
deep consequences for constituencies, and little reference to
local notions of value(s). Why, for instance, are historic First
Phase hanoolchaadi the most expensive and prized works of
Native art? How do these aesthetic and economic valuations
impact Diné weavers who continue to make these blankets
today? What other values - creative, social, philosophical -
are at play? How might these be incorporated into both the
marketplace and in art historical scholarship more broadly?
In this presentation, we examine current systems of value
and how those relate to the material artworks themselves.

Chairs: Jamie DiSarno, University at Buffalo; Conor
Moynihan

The recent wars and subsequent refugee crises in Ukraine and
Syria laid bare the racism and inequity of which bodies are
accepted across borders with open arms. And though not a
new development, the surge of nationalist sentiments around
the world, debates over the US/Mexico border, the “Remain in
Mexico” program, and separation of refugee children from their
families have brought the issues of migration and forced
displacement to the fore. We seek papers that examine global
artistic practices that invoke, reframe, and challenge our
understandings of migration, forced displacement, refugee and
border crises, and their representations by state bodies, the
media, and public discourse. Of particular interest are papers
that historicize these issues in the larger frame of
dispossession through colonialism, racial, gendered, and
economic inequities, globalization, imperialism, war,
extractivism, and/or climate change. We invite authors to
examine how various artists across the globe have attempted
to bring to light such issues as racism in immigration policy,
illegality, criminalization, statelessness, labor,
environmentalism, and human rights through their practices.

Afrapix and the Struggle Against Apartheid in South

Africa: A reconsideration

Vered Maimon, Tel Aviv University
My paper examines the works of two photo collectives:
Afrapix that was active throughout the 1980s in South-Africa
and exposed dispossession (of land and resources) as a
primary strategy of Apartheid; and Activestills, an
Israeli/Palestinian collective operative today whose work
exposes human rights violations and displacement as
primary strategies of Israel’s settler-colonialism. My main
focus will be on the joint creation of images in these
collectives (both the colonizer and the colonized take part in
production), their mode of circulation and display within
specific communities and spaces that are meant to
challenge both censorship and media coverage (or lack of
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it). My focus is on two books and exhibitions created by
Afrapix as a way to create “practical knowledge”: The
Cordoned Heart (1986) prepared to accompany the report of
The Second Carnegie Inquiry into Poverty and Development
in South Africa, and Beyond the Barricades (1989) that
documents the widespread resistance to Apartheid. | intend
to offer a comparative historical framework for investigating
photographic activistic practices that visualize dispossession
as a primary strategy of settler-colonialism. Yet by
comparing these projects, and in light of current discussions
on the shift from representation to performativity (there are
no longer “iconic” images of struggle), | also wish to point to
the limits of visual activism in implementing change. In
particular, to the way these images that register difference
also trigger certain kinds of libidinal pleasures and affective
economies that form the contours of bodies and their
capacities for action and agency.

documentation created as a result of the project and the
subsequent exhibition (Not) War: Understanding oneself and
the borders that separate us from others in the dialogue
“Dairies of Donbas.” The project created an understanding
between young people from Ukraine and Russia whose lives
were affected by the military conflict in Donbas. The aim was
to convey their experience and feelings as they were
rethinking war through mutual discovery and art creation.
The resulting artwork exhibited in Kyiv, Nantes, and Berlin
demonstrates the methodology of reconciliation among the
youth (18-30 years old) located on the different sides of
political divides. This presentation will offer this as a
potential case study to examine how art can provide a way
for mutual understanding and reconciliation.

Chairs: Rachel Wise; Kendra Grimmett, University of

Aar-Paar: Collaborations from across the Border Pennsylvania

Khushmi Mehta, The Graduate Center City University

of New York Images of human suffering regularly populate Western

The 1947 partition of India and Pakistan, marked by the
death and displacement of millions, left behind a fissure
within the subcontinent, presenting today in the form of an
impenetrable border, severe bureaucratic structures and a
social feeling of animosity between the two nations. It was
against this background that Aar-Paar, a public art exchange
project, was initiated by the contemporary artists Shilpa
Gupta and Huma Mulji, in three iterations from 2000 to 2004,
in the cities of Mumbai and Karachi. The phrase aar-paar,
used in both Hindi and Urdu, could translate to “this side and
that side,” but also conjures an image of osmosis, a
traversing of space, and a piercing of barriers. Artworks
which were mailed across both countries, directly addressed
escalating border conflicts between the nations and
proposed emotions of empathy towards the perceived
“enemy.” Circumventing the exclusive spaces of art
institutions, the artists chose to scatter their works across
public sites in both cities— inserted between newspapers,
handed out to commuters on local trains or plastered on
walls of paan shops. As a result, they allowed their imagery
to camouflage into an already saturated public visual sphere,
where their politics could go unmediated, their subjectivity
was protected, and their vulnerability mobilized. Using Aar-
Paar as a case study, this paper will examine the ability of
contemporary art to evoke histories shared across national
borders, transcend institutional and political constraints and
amplify subaltern voices in the face of state suppression.

(Not) War: Diaries of Donbas-Reconciliation through Art
Alla Myzelev

While the world became aware that Ukraine was in a state of
war on February 24, 2022, the aggression against the
Ukrainian people and its territories started in 2014 when
separatist forces supported by Russia created an armed
conflict in the eastern regions of Ukraine. By April 2015, at
least 1.7 million people were displaced within Ukraine.
Additionally, about 800,000 sought refuge in neighbouring
countries, including 650,000 in Russia and 80,000 in
Belarus. At the centre of this presentation will be visual

screens, most recently following the attacks on civilians in
Ukraine, Afghanistan, and Syria. News media outlets and
witnesses on the ground circulate graphic pictures in real time:
fleeing families torn apart; injured civilian “soldiers”; and the
bodies of the dead lying in the streets as their homes burn
around them. Recognizing the age-old siege techniques
employed in Ukraine, and considering the centuries of warfare
that destroyed so many lives in the early modern period (e.g.,
wars of religion, Spanish Furies, Sack of Rome, etc.), this
panel examines how and why artists depicted bodies at war
between 1350 and 1800. For example, artistic representations
commemorate lives lost, report atrocities against humanity,
stake claims for victors and/or victims, inspire others to join the
fight, and depict the consequences of war on human bodies.
Papers in this session could examine a variety of media:
paintings, prints, drawings, sculpture, metalwork, tapestries, or
monuments, to name a few. We encourage papers to consider
how artworks also engage the viewer's body through scale,
color, relationships between words and images, materials, and
the activation of the senses. How do depictions of bodies
engaged in war mediate our understanding of those historic
traumas? —collective military bodies —soldiers, militia
members, peasants, commanders, rulers —sieged cities from
afar and from inside the walls —women at war (heroines,
victims, camp followers, personifications) —consequences of
war (tormented or deceased figures, famine and destruction,
disfigured or disabled soldiers) —ekphrastic writing
(eyewitness reports, news reports, inscriptions)

llluminating Medieval Gunpowder: European Artists and

Visual Discourses of Imperialism

Jess Bailey, University College London
As the sun failed to set on the British Empire a 14th century
manuscript on display at Christ Church College in Oxford
sparked debate over the origin and weaponisation of
gunpowder. Non-Western scholars insisted (rightfully so)
that innovation around the unpredictable chemical substance
originated in premodern Asia. However, the first British
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governor of Hong Kong believed instead that medieval art
history evidenced Western military superiority, reifying his
own 19th century imperialism. The Milemete Treatise, an
illuminated manuscript replete with images of bodies at war
and technologies of military violence, connects art histories
of imperialism between its production for an adolescent
English King and its reception at the height of the British
Empire. The manuscript contains the first known Western
image of a canon, illuminated to accompany an imperialist
text written during the Late Roman Empire. This image of a
soldier operating the West's first canon concludes the
manuscript’s unusual visual history of military change. The
canon was poised to bring new and devastating bodily
ramifications to the battlefield. Accompanying this visual
history of war are remarks on how men must be exposed to
the horrors of violence least they flee when faced with
conflict. The text does not explain how such conditioning
might be accomplished. However, alongside imaging new
technologies of war the artist added a monumental
battlefield composition visualising bodily suffering and
abjection. The illuminations teach viewers about changing
technologies of violence while providing visual exposure to
war’s bodily traumas and encouraging an English King’s
appetite for conquest.

Picturing War and the Problem of Exemplarity

Ashley West, Temple University
The failed pincer-move that Putin’s generals attempted
against Kyiv last spring has a long history, dating to its
successful use by the Carthaginian Hannibal for what would
be Rome’s most humiliating defeat on the battlefield, at the
Battle of Cannae in 216 BCE. In his painting of the Battle at
Cannae for the Munich court in 1529, Hans Burgkmair
rejected the distanced world landscape of rival Albrecht
Altdorfer in his Battle of Issus, made for the same history
cycle, offering instead a very different picture of warfare.
Burgkmair’s low vantage point and muddy palette highlight
the chaos and unglamorous realities of warfare, soldiers
fallen crumpled in the foreground, the numbers of the dead

inscribed on the panel taken from Livy’s account of the battle

in Ab urbe condita. Munich court historian Johannes
Aventinus frequently wrote about how the condition of the
military was a gauge of the internal soundness of a land and
its leadership. This was a basic tenet of his Bavarian
Chronicle and two cautionary tracts on current policies, The
Causes of the Turkish Wars and The Roman War Regiment,
written between 1526 and 1529, contemporaneous with
Burgkmair and Altdorfer’s paintings. These texts and
paintings provide a sense of urgency about what is at stake
in reading history 'correctly' and conducting warfare
effectively. In his Cannae Burgkmair raises questions about
the appropriateness of extrapolating from an increasingly
distant past, exposing the moral ambiguity of uncontainable
violence, and highlighting the difficulty of selecting a model
in the first place.

Sixteenth-Century Women in Warfare during Spanish
Aggression in Mexico and Tuscany
Susan Wegner, Bowdoin College

Women opposed Spanish armies in both Tuscany during the

first half of the sixteenth century and in the Aztec world
starting in the year of 1 Reed (1519 Julian calendar).
Women in Mexico fought the Spanish aggressors as
combatants and lookouts, suffered starvation, injury and
death, but also served as allies and translators. They were
given as gifts and used in diplomatic marriages. In images,
victims of the brutal Sack of Prato in 1512 were portrayed in
a classicizing frieze for the border of one of Medici Pope Leo
X’s Sistine Chapel tapestries (1519- 1520). Raphael’s studio
spun the story to emphasize the magnanimity of the Medici
in giving sanctuary to the fleeing women, children and
elderly, rather than picture the actual horror of the Sack
(4000 killed out of 6000). Sanctified women did not escape
the atrocities meted out by the Spanish. Nuns and lay
people who had taken refuge in the churches of Prato in
1512 were raped and murdered, left in pools of blood on the
church pavements. In Mexico, consecrated Mexica women,
charged with making the image of Huitzilopochtli (principal
deity of the Aztecs) from amaranth dough were harassed by
Spanish ruffians. Cortés’ young female indigenous
translator, Malinche, essential to Spanish victory, appears
often as tall, well-dressed and prominent in manuscripts
created by indigenous artists. In contrast, in Prato, just one
legend of salvation is credited to the miraculous terracotta
Madonna dei Papalini. Yet thousands of women killed in
these Spanish campaigns remain invisible.

Iraqi Bodies at War: The Ethics of Representing “Others”
Amin Alsaden

At the exhibition Theater of Operations: The Gulf Wars
1991-2011, presented recently at MoMA PS1, New York,
viewers were confronted by a work that featured a liberal
use of images that depicted mutilated, predominantly brown,
bodies. The only work with an emphatic trigger warning
—visitors were even cautioned at the reception desk—
Thomas Hirschhorn’s contribution ostensibly aimed to shock
viewers with the savage reality of contemporary warfare, and
how dominant powers make a concerted effort to suppress
images that might sway public opinion against their military
adventures. As an Iraqi who grew up in what has been
described as a war zone, | was repelled by the gratuitous
imagery that showed people just like me—obviously without
consent by those depicted, or any regard to the traumatic
impact of such images on the community—but
simultaneously drawn to the reactions of viewers, most of
whom would instantly leave the space upon glimpsing one of
those scenes of carnage. Other artists have famously
depicted the atrocities that took place in Iraq, including Marc
Quinn, Richard Serra, Fernando Botero, and Jean-Jacques
Lebel, often motivated by outrage at the aftermath of those
presumably well-intentioned “democratizing” or “peace-
keeping” missions: torture, murdering sprees, dispossession,
displacement, and collapse of entire political and social
structures. In this paper, | explore the complexities and
contradictions inherent in representing “other” bodies,
especially when such depictions presumably stem from an
ethical stance against war.
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Chairs: Khristin Montes, Regis University; Jeanette
Nicewinter, Northern Virginia Community College

What is it to be as a body in the worlds we inhabit? How do we
materialize understandings of presence? Furthermore, in the
absence of an organic body, how do we insist we are still here?
This session considers the ontological relationships people of
the Indigenous Americas had with their environments—
including social, geographic, ceremonial, burial, aquatic, and
terrestrial spheres—prior to the European incursion in the 15th
century. Specifically, the session explores how elements of
human presence related to place and things—both seen and
unseen— within the varied cultural traditions of the Americas,
including those of Mesoamerica, South America, and North
America. Body and Being in Precolumbian Art and
Environment investigates these relationships by considering
the deeply complex beliefs about being, death, and
transformation ancestral Indigenous people had with their
sacred environments and the animate visual culture that
populated these spaces. Session participants are invited to
discuss a broad range of topics and methods related to these
themes as well as decolonizing perspectives and
methodological practices in art history. Specifically, we invite
papers that challenge Western notions of the static
relationships between material culture, environment, and the
body and support scholars engaging with Indigenous American
methods and perspectives.

Metals and the Body in Ancient Moche Cosmology

Alicia Boswell, University of California Santa Barbara
Bodily adornments and ritual objects made of metals
throughout the Ancient Americas connected individuals to
celestial bodies. While highly valued throughout the
Americas, each respective community had its own
relationship with metals and its role in society. In the arts of
ancient South America, spectacular finds over the last thirty
years in Moche communities, who thrived on Peru’s north
coast in the first millennium, indicate that metals took on
exceptional importance in Moche society and worldview.
Metals, such as copper, became accessible to much of
society, while gold and silver were limited to elite use. Moche
metal craftspeople developed new techniques for combining
gold, silver, and gilding, to create metal regalia,
headdresses, nose rings, and earflares (earrings)
unprecedented elsewhere in the Americas. Metal regalia
was an essential component of elites’ display of authority,
alloys and designs connecting them to Moche ideology.
Worn with adornments made of other highly valued
materials, such as shells, feathers, and textiles in public
rituals, elites were also interred with these ornaments in
death. In this paper | explore how metals were conceived in
relation to the human body in Moche cosmology. | examine
the performance of metals in life and death, considering the
production, design, and aesthetics of metal regalia and its
active role in public rituals and burial practices, both elite

and non-elite. These contexts highlight both the intrinsic
value of metals and the ability of metals to mediate
transformative processes related to life and death in the
Moche world.

Between the Sea and the Sky: Coastal Tides as Sacred

Space on the North Coast of Ancient Peru

Andrea Vazquez de Arthur, Fashion Institute of

Technology
Ancient art from the north coast of Peru abounds with
images of the sea and its inhabitants, bothreal and
mythological. Recognizing the significance of the sea and its
resources is paramount tounderstanding how the makers
and users of these works viewed their relationship to
anddependance on this aquatic environment. Central to this
narrative is apersonage sometimes referred to as the Moon
Goddess. She is seen in Moche finelineillustrations sailing
on a crescent-shaped boat, as well as modeled on double-
chambered Chimuvessels, typically with a crescent- or
v-shaped head. The iconography surrounding this figure
isrich with references to ocean waves and sea creatures,
suggesting that the people of the northcoast recognized an
important link between the moon and the sea. In fact, the
moon controls theocean tides and having an understanding
of tide schedules is critical to the success of fishermenwho
rely on gathering the ocean’s resources for their livelihood.
This paper explores therelationship between the fishermen,
the sea, and the moon as expressed cross-culturally
inimages of the Moon Goddess produced by Moche,
Lambayeque, and Chimu artists. Coastal tidesare the site at
which celestial and aquatic realms meet and interact,
offering fishermen varyingaccess to certain types of ocean
life that become more or less exposed at differing sea levels.
Byinvestigating where and how the human fisherman is
situated in this celestial-aquatic partnership,this paper seeks
to shed light on Indigenous ontologies concerning oceanic
resources.

Predator and Prey: A New Look at Wari Bodies

Katie Elizabeth Ligmond, University of California Santa

Cruz
The Wari Empire (500-900 CE) was the first empire to
expand through the Andes, extendingsome influence over
the majority of the modern day country of Peru. While
significantarchaeological attention has been paid to the
violence of Wari expansion, Wari iconography hasproven
more opaque to contemporary scholars, particularly textile
iconography. However, whenwe apply Amazonian
ontologies, articulated through the work of Eduardo Viveiros
de Castro,Wari textiles become more transparent. | argue
that Wari elite men’s tunics are earthlyrenderings of
cosmological space. When comparing tunics to cityscapes, |
noticed thaticonography construction on textiles mirrors that
of cities: agglutinated rectangles, with a largerrectangle
surrounded by smaller ones. Further, elite Wari graves
maintain this pattern, suggestinga continuity between the
micro and macro experiences of life, as well as the living and
after life.In addition, the tunics that best exemplify this
relationship between textile and architecture arecalled

“attendant tunics” that feature the “attendants” of the “Staff
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Deity,” a figure bearing twostaffs who is commonly known as

a deity, but may be a visual representation of the life-giver
andlife-taker. In donning the tunic, a Wari elite may have

become the Staff Deity, his attendantscovering his body, and

thus he took on the role of life-giver and life-taker, or in
Viveiros deCastro’s terms: he became both “predator” and
“prey.” In wearing an attendant tunic, a Warielite embodied
an idealized cosmology in which he occupied a central role.

Bodies in Flesh, Bodies in Stone: Classic Maya

Depictions of Captives and the Fluidity of Presence

Caitlin Earley
While the animate visual culture of ancient Maya centers is
well documented, many studies continue to interpret Maya
sculptures—usually images of kings—from a static
Eurocentric perspective. In this paper, | consider how
representations of captives can help us reconsider links
between bodies, objects, and environment in Classic Maya
ontology. Usually prisoners of war, captives appear in low-
relief and three-dimensional sculpture with particular
frequency in the Late Classic period (c. 600-900 CE).
Depictions of captives are the ideal place to examine
conceptions of bodily presence because they act in the
world in ways that other Maya works do not. Sculptures of
captives were buried in tombs, beheaded in ballcourts, and
trod upon on stairways. In this paper, | consider three case
studies of sculptures that interacted with their communities,
from Tonina, where three-dimensional stone captives were
decapitated on the acropolis; to the burial of a sculpted
captive in a tomb at Tenam Puente; and finally, to the
scaffolded bodies of captives on the hieroglyphic stairway at
Dzibanché. | argue that through their engagement with
humans and the environment, such sculptures materialized
the fluidity between stone and flesh and enacted ontological
transformations that were key to Indigenous concepts of
being. Combined, sculpted captives offer the opportunity to
engage with the vitality of Maya sculpture, the dynamic
continuum of personhood, and the possibility of being in the
world in flesh and also in stone.

Counting the Days: Reconsidering Ek’ Balam’s Mural of

the 96 Glyphs

Victoria | Lyall
As readers, we rely on formal and rhetorical clues to guide
our understanding of a text. Syntax, punctuation, and
phrasing provide rhythm and engage the reader’s emotions.
Maya texts are no exception. Notable advancements in the
study of Maya poetics make clear the latent performative
nature of many public inscriptions. In this analysis of EK’
Balam’s Mural of the 96 glyphs, a painted horizontal text
measuring nine feet in length, which disrupts established
structural, syntactic and grammatical patterns associated
with Maya writing, | consider the physical impact of these
disruptions for the act of the reading. From the northeastern

corner of the Yucatan peninsula, Ek’ Balam commanded one

of the most powerful polities in the northern Maya lowlands.
While the site supported a stable population for nearly a
millennium, inscriptions indicate that in 770 CE the Talol
dynasty assumed control of the site. The Mural of the 96
Glyphs, located in the heart of the acropolis, narrates these

events: the migration of the Ek’ Balam’s founder, the
establishment of the dynasty, and his investiture as ruler.
The unusual format and presentation of the text compels a
kinetic understanding of the content engaging the reader’s
whole body to remember, re-enact and commemorate the
events recounted in the text.

Visualizing Cosmic Travel Between the Center/Periphery
in Ancient Mesoamerica
Megan Leight, West Virginia Univ Coll of Creative Arts

Merchants and traders in the Pre-Columbian past occupy a
niche group with dynamic ontological connections between
themselves and the places of their travel. Conceptualized as
expertly moving between the center and the periphery, these
travelers navigated movement of themselves and their
goods between a central environment (house, town) into the
peripheral zones (the forest, untamed wilderness) to return
to their home environment once again. Following Gillespie
and Joyce’s Deity Relationships in Mesoamerican
Cosmologies: The Case of the Maya God L (1998:291), the
Mesoamerican center was the “locus for moral and physical
order, safety, and social and cosmic harmony,” while the
periphery represented “asocial or amoral behaviors...danger,
disharmony, filth, and ugliness.” Whereas community
members relied on the regular passages of time through day
cycles and ordered activities in the center, the periphery
transcended the standard boundaries of time and was
associated with timelessness. Travel into the periphery was
associated with primordial time and the place of mythic
beings. Navigating into these peripheral zones and adeptly
returning back to a social center allowed traders to acquire a
unique, sacred knowledge of place, space, and time. Since
this knowledge was inaccessible to most community
members, including rulers, travelers are identified as
dangerous and even threatening personages despite their
potential to accumulate significant wealth and even status.
This paper considers how cosmic travel and traders were
made manifest in the ancient Americas through exploring the
ontological considerations of self and environment in the
visual culture from ancient Mesoamerica.
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Chair: Alanna Austin, University of Texas at Tyler

Creating a community through the act of making is a vital part
of the modern art practice. Whether it's touching on developing
new conferences that are accessible to a larger and more
diverse group of students and professionals, or the act of
creating a collaborative piece, the act of creating community is
how art survives. Now more than ever, we are in an ever
dividing society that can be brought together again across the
globe through the education in artistic practice and why artists
make the work they do. In this session, a small group of artists
representing the greater communities from which they come
from will share their stories on how community building shaped
their practice. Each artist will share how they developed
exchanges of prints across the globe, how a student began a
conference during a pandemic that would bring together people
in over three continents, and how art in all types of
communities can bring about positive change for the world.
Join us and discuss how artists today can help strengthen the
community.

Building Community Through Collective Marks
Marilee Salvator, Western Kentucky University

Building Community Through the Collective Mark
Ericka Walker

Building Community Through the Collective Marks
Melanie Yazzie

Building Community Through the Collective Mark
Karen Oremus

Chairs: Alyce Haliday McQueen; Jevonne Peters,
University of Western Ontario

Discussant: Lynne D. Allen; Scherezade Garcia-
Vazquez, Parsons School of Design; Mora J.
Beauchamp-Byrd; Katy Rogers, Dedalus Foundation
Inc

This panel gives information on the benefits of a CAA
membership that are specific to artists at all levels. Come hear
from leaders within the CAA on how the CAA can benefit you.

Chairs: Elyse Longair, Queen's University, Department
of Film and Media; Jevonne Peters, University of
Western Ontario

Discussant: Julia Morrisroe; Wanda Yvette
Raimundi-Ortiz, George Mason University; Laura
Anderson Barbata, University of Wisconsin - Madison;
Roma Madan-Soni; O. Gustavo Plascencia, University
of North Texas

This panel/workshop offers advice to artists regarding art-
focused submissions to the main CAA conference. Come hear
from members of the Annual Conference Committee, Council
of Readers, and artists who have presented.

PUBLICATIONS COMMITTEE
Chair: Julie Nelson Davis, University of Pennsylvania

In this panel we will discuss the formation, history, and futures
of the journal, caa.reviews, as a born-digital publication. In Part
I, Born Digital: Larry Silver, one of the founding members of the
journal, and Lara Fresko Madra, Emerging Professional on the
Editorial Board, will discuss the founding mission of the journal
twenty-five years ago. In Part Il, Editor-in-Chief Julie Nelson
Davis will present findings on the most journal's most often
read contributions and will discuss with essayist Nancy Um
what we can learn from the dissertation listings about the past
and present of Art History. Incoming Editor-in-Chief Allison
Morehead will discuss possible futures for the journal with past
EIC Juliet Bellow in Part I11.

Inventing caa.reviews
Larry A. Silver, University of Pennsylvania,Lara Fresko
Madra, Cornell University,Nancy A. Um, Getty
Research Inst,Allison Morehead, Queen's University
and Juliet Bellow
Speakers will reflect upon the founding, history, and future of
the journal.
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PROFESSIONAL PRACTICES COMMITTEE

Chairs: Denise A. Baxter, University of North Texas;
Michael Grillo, University of Maine; Charles
Kanwischer, Bowling Green State University

Discussant: James A. Thurman, University of North
Texas; Laura S Scherling, Ed.D.; Sarah Edmands
Martin, Indiana University

The College Art Association’s Professional Practices
Committee’s charge is to respond to specific concerns of our
growing diversity of CAA members in relation to areas such as
job placement and recruitment guidelines, tenure and
promotion procedures, scholarly standards and ethics, studio
health and safety, and artists’ practices. How has the changing
nature of our cultures and fields revealed new professional
needs? What do we now see differently due to any aspect of
our contemporary moment? How has the pandemic affected
what those concerns are? What do we want now to do
differently? What do we need for our evolving professions? We
invite proposals for brief presentations that open up those
questions and invite further conversation.

CAA: Professional Practices Committee asks: What are

best practices for a new era?

Denise A. Baxter, University of North Texas
The College Art Association’s Professional Practices
Committee’s charge is to respond to specific concerns of our
growing diversity of CAA members in relation to areas such
as job placement and recruitment guidelines, tenure and
promotion procedures, scholarly standards and ethics,
studio health and safety, and artists’ practices. How has the
changing nature of our cultures and fields revealed new
professional needs? What do we now see differently due to
any aspect of our contemporary moment? How has the
pandemic affected what those concerns are? What do we
want now to do differently? What do we need for our
evolving professions? We invite proposals for brief
presentations that open up those questions and invite further
conversation.

Chair: Alan Wallach, The College of William & Mary

Over the last three decades, scholars such as Charles Sellers,
Sven Beckert, Edward Baptist, and Walter Johnson have
turned their attention to the history of capitalism in the United
States. In 2013, the New York Times reported that Columbia
University Press had established a book series called “Studies
in the History of U.S. Capitalism,” and that five years earlier
Harvard had initiated a graduate program in the study of
capitalism. Despite its lvy League imprimatur, the history of
capitalism has yet to create much of a ripple among historians
of U.S. art. This omission might be attributed to taboos left over
from the Cold War. Still capitalism, with its overwhelming
ideological apparatus and its unending horrors—genocide,
chattel slavery, colonialism, imperialism, hyper-exploitation,
child labor, ecocide, racism, white privilege, climate
emergency, fascism, etc.—is inescapable. While historians of
U.S. art have since the 1980s focused on race, gender, and
occasionally class, they have only very rarely tackled this all-
encompassing economic, social, and cultural phenomenon.
This session considers the work of painters, print makers,
photographers, and other artists who have come to grips with,
or have in crucial ways responded to, the history of U.S.
capitalism from its beginnings in the early nineteenth century
and its spectacular growth during and after the Civil War to its
crisis-ridden global expansion in the twentieth and twenty-first
centuries. The five papers that constitute this session focus on
the often complicated relationship between capitalism and the
art under consideration.

“The Free Market’s Victims: Seamstresses,

Sentimentality, & 19th-Century U.S. Visual Culture”

Alice Walkiewicz
Wage-earning seamstresses emerged as a U.S. cause
célebre in the 1820s and 30s, as workingwomen organized
and labor reformers vocally decried their mistreatment. For
the next century, needlewomen’s employment was
synonymous with exploitative labor conditions and
sentimental depictions proliferated in U.S. popular culture.
These women workers were consistently marked in both text
and image as the primary victims of urban industrialization
and the free market economy. An impoverished, helpless
woman who, no matter how industriously she toils, cannot
succeed through wage labor, this workingwoman served to
address social, political, and economic anxieties over the
second half of the 19th century. Though never a persistent
theme in U.S. fine art, the sentimental seamstress held a
consistent place in the nation’s visual culture. Most
frequently she appeared in the guise of a pair of images
juxtaposing her destitution against the comfortable affluence
of the middle class. Drawing on examples from Godey’s
Ladies’ Book, the Harper’s publications, and sewing
machine advertisements, this paper explores the way the
seamstress foil pair was mobilized in 19th-century U.S.
visual culture to weave stories of loss, victory, and the white
middle class ideal. As industrial capitalism took hold and the
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fabric of the nation changed, so, too, did the seamstress’
message. The foil pair and her sentimental treatment,
however, remained consistent. Examining the relationship
between the seamstress foil pair, the U.S. economy, and the
politics of sentimentalism, this paper explores how, while the
seamstress was presented as a victim of the economy,
capitalism was not her villain.

Liquid Capital: Water in the King and Wheeler Survey

Photographs of the American West

Elizabeth Courtney Keto, Yale University
Between 1867 and 1874, Timothy H. O’Sullivan and William
Bell created canonical images of the American West:
photographs for the geographical surveys led by Clarence
King and George M. Wheeler. Scholars—Allan Sekula, Alan
Trachtenberg, and Robin Kelsey, among others—have
situated survey photographers between labor and capital, or
between corporations and entrepreneurship, pointing to
photographic practice’s enmeshment in late nineteenth-
century U.S. capitalism. In this paper, however, | return to
the survey photographs themselves. | suggest that these
images reflect an imaginary of capitalism both materially and
metaphorically grounded in a scarce, precious feature of the
Western landscape: water. Despite documenting a region
geographically defined by dryness, O’Sullivan and Bell’'s
survey photographs overwhelmingly show watery scenes:
light on the Colorado River, glassy pools in the Sierra
Blanca, mist above Idaho’s Shoshone Falls. This visual
prominence reflects the material demands of wet-plate
collodion photography, but also the survey’s economic
imperatives: to assess the land’s suitability for
transformation through agriculture, mining, and railroad
expansion, which required immense quantities of water.
These images thus conjure what Zygmunt Bauman,
following Marx, has called liquid modernity, a capitalism that
transforms what is given, making solid ground shift and flow.
O’Sullivan’s and Bell’'s photographs prompt us to consider
the landscapes, or waterscapes, of nineteenth-century
capitalism, its entanglement with photographic practices,
and its ecological costs. Water—as photographic material,
commodity, terrain, and life-giving element—enabled both
the making of art and the movement of capital in the
nineteenth-century American West.

Call and Response- Capitalism and the Carceral

Landscape

Siobhan Angus, Carleton University and Martabel

Wasserman, Stanford University
How do the carceral landscape and its representations
speak to the history and present of American capitalism? In
particular, how does landscape photography reveal the
complex imbrication of the extraction of profit from labor and
land? Drawing on the work of Jackie Wang who establishes
the relationship between carcerality and capitalism, this
paper turns to two case studies: Alcatraz Island and the
Louisiana State Penitentiary, or Angola, to develop a
dialectical analysis of capitalism and the carceral landscape.
The first will argue the picturesque and the carceral co-
constitute each other in the numerous photographs Carleton
Watkins took of Alcatraz. This section will ask: how does this

relate to how capitalism was developing on the heels of the
Gold Rush and the post-Civil War western landscape? The
second case study focuses on landscape photographs
around Louisiana State Penitentiary. The prison was built on
former plantation grounds, tracing a through line from
slavery to prison labor. Photographs of the region provide an
entry point into thinking through the longer historical
transformation of land and labor by capitalist forces. Taking
capitalism and prisons as entangled catastrophes, we ask
how does capitalism work to make these histories outside of
vision? How, in turn, does art bring histories of capitalism’s
exploitation of labor and land into view, however
ambivalently?

Norman Lewis: Materialist Abstraction, 1943-1973

Ellen C Feiss, University of California - Berkeley
Scholarly reception of the Abstract Expressionist painter
Norman Lewis (1909-1979) has emphasized either his
exclusion from the canon or the connection of his work to
Black American culture, such as jazz. Such accounts
overlook the painter’s significant participation on the
BlackLeft beginning in the 1930s through his late career in
the 1970s. Alongside such activists as W. E. B. Du Bois,
Harold Cruse, and Paul Robeson, Lewis participated in a
decades-long debate about the role of Black labor in the
formation of American capitalism. The questions this group
confronted still shape discussion of the intersection of racial
hierarchy and class stratification: how should Black labor,
frequently a hyper-exploited class (such as tenant farmers),
ally with the Communist party and trade union movement?
This paper argues that Lewis’ contribution to this milieu was
through his innovation of abstract methods in painting.
Lewis’ well-known development of non-gestural mark
making — in which he used a wide variety of tools (rags,
stencils, and later, spray paint) to remove the trace of his
hand - serves as a painterly manifestation, and engaged
critique, of Du Bois’ employment of historical materialism in
his book Black Reconstruction (1935). What | term Lewis’
“materialist abstraction” posits a formidable role for abstract
painting in the analysis and representation of U.S.
capitalism: as a historical process beginning with slavery,
involving not only the division of labor but subordination
based in racial hierarchy.

LaToya Ruby Frazier and the Problem of Class

Reductionism

David Markus, New York University
In an essay published in Radical History Review, Walter
Benn Michaels and Daniel Zamora helpfully position LaToya
Ruby Frazier’s intimate histories of capitalist exploitation as
a challenge and alternative to the political and aesthetic
paradigms of earlier social documentary practices. For Benn
Michaels and Zamora, Frazier’s photographs of her blighted
deindustrializing hometown of Braddock, Pennsylvania
eschew liberal moralizing and well-intentioned expressions
of solidarity, exemplifying instead what the authors term “the
promise of a class aesthetic.” In order, however, for Benn
Michaels and Zamora to discover at the core of Frazier’s
photography what they call “the impersonality of an art that

seeks to picture the political economy of a class society,” the
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two authors must ignore not only the racial dimension of
exploitation that Frazier foregrounds in her work but
decidedly personal aspects of the artist’s practice that are
essential to any rigorous account thereof. This paper
engages closely with Frazier’s work vis-a-vis Benn Michaels
and Zamora’s argument. It elucidates some of the
insufficiencies of “class reductionism”--the definition, and
very existence, of which has been fiercely debated among
contemporary left commentators. As | try to demonstrate,
Frazier’s poignant histories of deindustrialization are
remarkable for the ways in which they highlight the
insufficiencies of class reductionism, on the one hand, and
mainstream liberal identity politics on the other. Ultimately, |
argue, the promise of her art lies in its ability to not only
“picture” political economy but to implicate viewers within a
vision of collective world-building that must accompany any
anti-capitalist politics.

Chairs: Sasha B Goldman, Boston University;
Annalise C Flynn

Roundtable dealing with career planning outside of academia.
To include job searching for artists and art historians,
translating a cv to a resume, dos and dont's of career planning,
and other job documents in general.

HISTORIANS OF ISLAMIC ART ASSOCIATION

Chair: Kishwar Rizvi, Historians of Islamic Art
Association

Political sanctions, travel bans, and racial profiling often define
the experience of those working in and on the Middle East and
Islamic world. Compounded to that have been recent
restrictions in movement imposed by the global pandemic.

Under such severe conditions, how have scholars and students

negotiated doing fieldwork and getting access to archives?

What are the implications for the discipline, which has in recent

years attempted to expand its geographical borders beyond
West and South Asia, even as movement has been harshly
curtailed? And most importantly, in what ways have historians
of Islamic art and architecture found ways to not only produce
new scholarship, but to create a global community? The aim of
this roundtable is to share experiences and also strategies for
doing research, even as states and geopolitical realities
impose limitations on what is possible

Islamic art and architecture in conversation with
Indigenous, race, and gender studies
Gul Kale, Carleton University, Art and Architectural
History
This presentation aims to trigger new discussions on the
relation between the disciplines of Islamic art, Indigenous
studies, critical race studies, decolonial studies, and gender

studies. Indeed, political systems, borders, as well as
immigration and travel policies present challenges to
scholars of Islamic art and architecture. However, it is
important to realize that their struggles are not isolated from
the challenges faced by Indigenous and other racialized
scholars. What are the ways in which Islamic art and
architectural historians can get into dialogue with race,
decolonial, and gender studies in solidarity? What are the
obstacles that derive from its traditional roots and how can
we produce innovative research that engage with current
global issues without turning history into an instrumental and
anachronistic discourse?

Challenges and Opportunities for the Study of Islamic Art
Aparna Kumar, University College London

Borders have always been a critical impediment to the study
of Islamic art: in the restrictions they place on movement,
access, and dialogue; in their intimacies with state and
nation; in the political, climactic, and visual regimes they
instantiate; and in the demands they place on heritage and
the production of (cultural) knowledge. As such, finding ways
to refuse borders — in all their forms — and to account for
their fragilities has become a central challenge (and
aspiration) of my work on partition and Islamic visual culture
in South Asia. The pandemic, in many ways, has only
brought these problems of the border into sharper focus, by
curtailing global mobility on an unparalleled scale and fueling
national insulation. Moreover, it has raised the challenge of
radical emplacement in a digital age. This has left me with a
series of questions about the limits of cross-border research
in these conditions, and the possibility of new forms of
narrative, collaboration, and entanglement in and across
place. How has the pandemic pushed us to reimagine the
relationship between Islamic art and place? Can cross-
border research and collaboration exist without movement?
What could or should it look like? And, how might writing and
display respond? | will offer a few reflections on how these
questions have shaped my recent research on Islamic art,
partition, borders, and diaspora.

It’s Fine. I'm Fine. Everything is Fine: Islamic Art
Fieldwork in the 2020s
Jennifer Pruitt

43 of 242



111th CAA Annual Conference Session Abstracts

Chairs: Julie Nagam; lvana Dizdar, University of
Toronto

Charting new routes under the star lit sky has provided
opportunities for human exchange for the millennia. The space
between us allows for distinctive relationships between
Circumpolar, Pacific, and American territories. Each
geographic location is rife with localized knowledge as
Indigenous and racialized people unpack colonial narratives.
This round table discussion will build on intergenerational and
intercontinental knowledge, bridge scholarship across oceans,
and work toward a future that showcases global visual culture,
public art, and digital media centred on Indigenous and
racialized ontologies and methodologies. We will explore (a)
how islands—from the Arctic to Oceania to the Caribbean—
have been disrupted through artistic interventions through
history and (b) how historical island imagery has been critically
reactivated by artists in the present. How have contemporary
artists and scholars repurposed, remediated, and responded to
colonially inflected island imagery, particularly from Indigenous,
decolonial, and ecocritical perspectives? This round table
investigates art across periods and mediums, engaging with
intersections among visual, colonial, critical race, gender and
sexuality, environmental, and oceanic studies. This
international conversation will strengthen intellectual
relationships between nations with shared colonial histories.

Ngarino Ellis: Charting Constellations

Ngarino G Ellis, University of Auckland
Dr. Ngarino Ellis is a Ngapuhi and Ngati Porou writer,
academic, and Associate-Professor in the Art History
Department at the University of Auckland; she is the only
Maori to be employed at tertiary level in this field. She is
currently completing a book manuscript with Professor
Deidre Brown (Ngati Kahu) entitled ‘Toi Te Mana: A History
of Indigenous Art from Aotearoa New Zealand’ (Auckland
University Press) which was funded by the Royal Society
Marsden Fund. She transformed her PhD thesis (2012) into
a book, A Whakapapa of Tradition: One Hundred Years of
Ngati Porou Carving 1830-1930, (2016), with new
photography by Natalie Robertson (Ngati Porou). This won
multiple awards including Best First Book (Ockhams
National Book Awards) and Best Maori Art Book (Nga Kupu
Ora Maori Book Awards). In 2020 Ngarino began a new
3-year Royal Society Marsden Fund project ‘Nga Taonga o
Wharawhara: The World of Maori Body Adornment’ as the
sole Principal Investigator. Her teaching and supervision
includes Maori art and architecture, Art Crime, Gender, and
Indigenous Museology; she has been recognised with a
National Tertiary Teaching Award 2019 (Kaupapa Ma&ori
category) and the University of Auckland Sustained
Teaching Excellence Award (2018).

Heather Igloliorte: Charting Constellations
Heather Igloliorte, Concordia University
Dr. Heather Igloliorte, an Inuk from Nunatsiavut, holds the

Tier 1 University Research Chair in Circumpolar Indigenous
Arts and is an associate professor in the Department of Art
History at Concordia University in Montreal, QC. Her
research, which centres Inuit knowledge in the
understanding of circumpolar art and art history, has been
published by Duke University Press, TOPIA, Art Journal,and
McGill - Queen’s University Press, among others; she has
co-edited special issues of both PUBLIC 54: Indigenous Art:
New Media and the Digital (2016) and RACAR: Continuities
Between Eras:Indigenous Arts (2017). Her essay “Curating
Inuit Qaujimajatugangit: Inuit Knowledge in the Qallunaat Art
Museum,” was awarded the 2017 Distinguished Article of the
Year from Art Journal. Heather has been a curator for fifteen
years; her exhibition SakKijajuk: Art and Craft from
Nunatsiavut received an Award of Outstanding Achievement
from the Canadian Museums Association in 2017. Heather
also directs the SSHRC Partnership Grant, Inuit Futures in
Arts Leadership (2018-2025).

Serena Keshavjee: Charting Constellations

Serena Keshavjee
Dr. Serena Keshavjee coordinates the Curatorial Practices
stream of the Masters in Cultural Studies, while teaching
Modern Art and Architectural History at the University of
Winnipeg. Her academic publishing focuses on the
intersection of art and science in visual culture at the fin-de-
siécle. In 2015 she co-edited with Fae Brauer, Picturing
Evolution and Extinction: Regeneration and Degeneration in
Modern Visual Culture (Cambridge Scholars Press) for
which she was awarded an SSHRC grant. In 2009 she
edited a special issue of Canadian Art Review (RACAR)
entitled “Science, Symbolism and Fin-de-Siécle Visual
Culture”(no. 34, vol. 1, 2009). Keshavjee’s current SSHRC
funded research is a book and exhibition on a Canadian
medical doctor who studied and photographed ectoplasmic
materializations of ghosts for 15 years in order to prove life
existed beyond death.

Sanna Valkonen: Human-environment relationality in

Sami art

Sanna Valkonen
Dr. Sanna Valkonen is a Professor of Sami Research at the
University of Lapland. | am a Sami scholar from Northern
Finland. My academic background is in political science, but
| specialize in developing the field of social scientific Sami
research. The themes of my research cover politics of
indigeneity and belonging, political subjectivity and identity
and gender and religion the Sami context. My current
interests are Sami cultural heritage, particularly art and
human-environment relationality.

Noor Bhangu: Charting Constellations

Noor Bhangu
Noor Bhangu is a curator and scholar, whose practice
employs cross-cultural encounters to interrogate issues of
diaspora and indigeneity in post- and settler-colonial
contexts. Through curatorial intervention, she hopes to
involve politics of history, memory and materiality to
problematize dominant histories and strategies of

presentation. She completed her BA in the History of Art and
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her MA in Cultural Studies: Curatorial Practices at the
University of Winnipeg. In 2018, she began her PhD in
Communication and Culture at Toronto Metropolitan and
York University in Tkaronto, Toronto.

Chair: Denise Mullen, Consultant
Discussant: Kurt Steinberg

Closings and Mergers as Seen Through the Lens of Small,
Private, Free-standing Art and Design Colleges In the
precarious 2019 climate, small, private art and design colleges
with modest endowments were the “canaries in the coal mine.”
Nine art and design colleges with under 1,000 students closed
or merged before Covid-19. Their collective narratives may, in
2022, provide insight into post-Covid-19 solutions for other
institutions. Why we are where we are can be best explained
by the following data: In the four years prior to the pandemic,
90+ colleges and universities closed or merged; over half were
private; 42% were “small” (under 1,000 students); and 18%
were art and design colleges. The two major sources of
revenue for private, independent, non-profit institutions with
modest endowments — student tuition and philanthropy from
donors and foundations — have become increasingly
insufficient to support small colleges. The decision to merge or
close in each of the nine instances was based on the lack of
financial sustainability from these two funding sources. Among
the closed and merged scenarios are ideas other institutions
may find useful when aggressive admissions and philanthropic
strategies are insufficient to sustain a college. Time is quickly
passing on the Covid-19 moment to pro-actively break the old,
debilitating cycle of growing enrollments, raising tuition and
increasing student debt to support the existing system.
Considering new models for the future may aid in maintaining
higher education’s leadership position of providing students
with the diverse options they deserve at an affordable price.

Closings and Mergers as Seen Through the Lens of

Small, Private, Free-standing, Non-Profit Art and Design

Colleges

Denise Mullen, Oregon College of Art & Craft
Nine art and design colleges with under 1,000 students
closed or merged in the pre-pandemic environment. The
missions of art and design colleges focus on innovation
through creative problem solving — the skills most often
identified as essential in the post-Covid-19 world. Yet
several of these colleges have not survived. A granular look
at their collective closed/merged narrative as symptomatic of
an academia-wide problem may provide insight into the
reasons for their closing or merging, challenges that persist,
obstacles for student and institutional success, and models
for the future to aid in post-pandemic planning. Pre-
Covid-19, U.S. higher education was already in the midst of
change. Lamar Alexander, chair of the Senate Committee on

Health, Education, Labor & Pensions, cautioned in 2013:
“The American higher education system of today is like the
American automobile industry of the 1970s. First, it offers a
remarkable number of choices of the best products in the
world at a reasonable cost. Second, it is not doing much
about challenges that will require major adjustments if, 20
years from now, it wants to be able to make that same claim
of superior choices at a reasonable cost.” In marshaling our
collective efforts to make certain a college degree educates
students to think independently and creatively from an
informed perspective, we can identify models that will best
equip our students for the present and future worlds of work
and living -- providing diverse options at an affordable price
-- and not settle for what is left standing after the pandemic.

Remarks
Jennifer A. Rissler, San Francisco Art Institute

Remarks
Deborah Obalil

The reclaimed legacies and radical futures of Meta Vaux

Warrick Fuller’s Ethiopia

Emily Mangione, The Graduate Center, CUNY
The assignment awarded to pioneering Black sculptor Meta
Vaux Warrick Fuller—to envision an inherited past and future
offerings for “Americans of Negro lineage” at the 1921
America’s Making Exposition—was daunting. The result,
Ethiopia, takes this charge as an opportunity to reclaim an
African birthright rooted in a decolonial counter-history of
Ethiopia and Egypt. Transported in Fuller’s work beyond
present conditions of archaeological dispossession and
eugenicist anti-Blackness, these territories become the
grounds for reestablishing kinship across the Black Atlantic
in a symbolic act of repair toward the development of an
African American selfhood uniquely capable of imagining a
future beyond longstanding regimes of systemic racism.
Foreshadowing by several decades the full flourishing of
pan-Africanism, Ethiopia takes up the nascent Harlem
Renaissance quest for a “New Negro” identity and singles
out for particular concern the construction of Black
womanhood circa 1921 atop a racialized and gendered
foundation of “Egyptian” and “Ethiopian/Nubian” as
contested discursive formations. Considering the manifold
genealogies of Fuller’s sculpture and its politics of diasporic
relation, | aim to contextualize this polysemous signifier
within the immediate legacy of a tumultuous, preceding half
century. These decades saw the rise of a particular
fascination with ancient Egyptian “heritage” alongside and as
part of the development of racial pseudoscience in the
United States, the decisive anticolonial Battle of Adwa in
Ethiopia, and the momentary promise of decolonization at
the end of World War I.

Allan Kaprow’s Ambivalent Primitivism—The Case of
Night (1961)

Emily Ruth Capper, University of Minnesota
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Allan Kaprow developed his earliest happenings as a college
professor in the late 1950s and early 1960s, a time of
dramatic change in American student culture. In his
pedagogy and happenings alike, Kaprow sought to push
student participants towards greater self-consciousness,
often by defamiliarizing popular cultural forms and social
rituals. While art historians have examined Kaprow’s
relationship to the postwar avant-garde and consumer
culture writ large, his complex engagements with the social
tensions in student culture were no less central to his work.
A vivid case in point is the happening Night, which Kaprow
created at the University of Michigan in 1961. Drawing on
neglected archival materials, including yearbooks and
student newspapers, this paper reconstructs Kaprow’s
collaborative work with Michigan students. It shows how
Kaprow’s score fragmented, abstracted, and recombined
motifs from student rituals occurring on campus that same
month, and pays special attention to his allusions to white
fraternities’ blackface and redface performances in initiation
ceremonies and athletic competitions. A land-grant
university that was less than one percent Black, Michigan’s
overwhelmingly white student culture included numerous
traditions rooted in racialized primitivist fantasies. In Night,
Kaprow recasts these harmful fantasies as a formalist game
of color, shape, texture, and ontological uncertainty. By turns
exaggerated and emptied out in the happening, such
fantasies were reframed for the student participants’ self-
conscious reflection. But Night's engagement with race was
decidedly ambivalent: it stopped short of a critique of
whiteness, and in this way diverged from Michigan’s nascent
counterculture of Civil Rights activism.

Self-Fashioning in The Studio: Barkley Hendricks’

Portraits and African Studio Photography

Sahara Lyon, Florida State University
In the current discourse on Pop art, scholars have noted the
reconceptualization of the human body in the New Human
Era, with art historians such as Alan Solomon writing that the
contemporary man is no longer the god-like figure of the
Renaissance, but a grim figure full of despair. However,
these scholars are still centering Eurocentric narratives of
New Humanism. During the 1960s, U.S.-American
movements such as Black is Beautiful, in conjunction with
Negritude and Pan-Africanism on a global scale, were
positioning Black bodies as tied to notions of post-colonial
identity and cultural nationalism. Using formal and social
methodology, my paper looks at Barkley Hendricks’ portrait
works in relation to West and central African studio
photography, specifically thinking about how these works
use fashion to embellish the body, asserting the subject’s
autonomous power through self-fashioning. | will discuss
works such as Barkley Hendricks’ APB’s (Afro-Parisian
Brothers) (1978) and studio photographs by African artists
such as Malick Sidibé, Seydou Keita, and Samuel Fosso in
order to show that parallel modernisms were occurring
throughout the African diaspora, and popular culture was
celebrating the Black body. | argue, by visually calling on a
history of studio photography in West and central Africa,
Hendricks’ portraits use clothing to embellish their subjects,
presenting the body as a site of autonomous power through

subjective self-fashioning. My research, through global
revisionist readings of Pop art, decenters hegemonic
historiographic conceptions of New Figuration in the Pop
discourse.

Chair: Colin D. Rhodes, Hunan Normal University

This session examines the growth of professional support
mechanisms for artists with learning and cognitive disabilities
(and often physical challenges) working in specialised
supported studios around the world, and the emergence of
inclusion strategies to place the work of members in
Contemporary Art contexts. It explores examples of best
pedagogical practice in minimising disabling obstacles in order
for individuals both to develop as creative practitioners and to
market and sell their work. These supported studios began to
appear in the mid-1970s in the US and Europe, growing more
rapidly in number from the end of the 1980s after reforms of
mental health care systems in the West and the growth of
public service support in the community. For a long time, the
studios’ aims were primarily concerned with individual
empowerment and social and recreational connectedness.
When art did emerge into the market from the studios it was
initially into discourses of ‘outsider’ and ‘disability’ arts. This
has been challenged in more recent years by many support
workers within the studios, as well as others in the broader art
world. Many studios have refocused, recognising the job of
being an artist and developing enabling strategies for members
to engage professionally, and with agency, as professional
contemporary artists. The session analyses both significant
successes thus far, and also continued (often institutionally
imposed) struggles. Speakers will include people involved in
the development and delivery of programs in supported studios
and representatives from the contemporary gallery and
museum world.

Community Arts and the Contemporary Market for Self-

Taught Art

Anne Bowler
The rise and increasing visibility of an international market
for self-taught art has created opportunity spaces for
community arts organizations specializing in support
services for artists living with a range of cognitive, physical,
and mental health challenges. This paper brings together
theoretical and empirical research on the field of self-taught
art with the author’s ten-year relationship with a peer-run
community arts center. Creative Vision Factory, located in a
midsized city in the US MidAtlantic, has achieved significant
markers of success that include awards from city and state
agencies, positive local media coverage, fellowships for
individual artists, and recognition from the contemporary art
world in the form of galleries, exhibitions, and publications
specializing in self-taught art. While these achievements
suggest CVF as a model for similar organizations, important
challenges remain at both the institutional and professional
levels. How do organizational practices oriented toward
individual empowerment and community-building align with
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the increasingly neoliberal logic of state funding structures?
How are philosophical principles rooted in the recovery
movement which reject the stigmatizing effects of labels
reconciled with an art market where narratives of marginality
and dysfunction continue to dominate discourses about self-
taught artists? Consideration is given to the impact of
canonization and mainstreaming in the field of self-taught art
as well as ongoing debates over nomenclature and
definition.

Uniquely Abled: Facilitating Inclusive Collaborations
Michele Jaquis, Otis College of Art and Design,Adriane
Mota and Marlena Doktorczyk-Donohue, Otis College
of Art and Design
Michele Jaquis and Marlena Donohue of Otis College of Art
and Design and Adriane Mota of ECF Art Centers will
present their ongoing partnership as a case study on how to
facilitate collaborations between adult artists with disabilities
and college-level art and design students. Uniquely Abled:
Inclusive Collaborations is an interdisciplinary studio course
taught in the Creative Action Integrated Learning Program at
Otis College of Art and Design in partnership with two
progressive/supported art studios for adults with
developmental disabilities, Exceptional Children’s
Foundation (ECF) Art Center Westside and Momentum
Creative (formerly United Cerebral Palsy Los Angeles /
Washington Reid Gallery). The presentation will outline how
the course learning outcomes and activities have developed
over the past several years to serve the needs of both
cohorts, the benefits and challenges of shifting to an online
course during the pandemic, and how process and reflection
are emphasized, while facilitating relationship building,
collaboration, and the production of professional public
exhibitions at the end of each semester.

Venture Arts - Collaborative Practice in Supported

Studios

Amanda Sutton
I will talk about the work of our studio (www.venturearts.org)
showcasing the work of individual successful learning
disabled artists and then highlight three projects that we
have run involving 6—10 artists with and without disabilities,
and using a major UK art institution as partner. It has been a
revealing process to work with disabled artists and other
artists with none of the usual hierarchical structures that so
often present a barrier to independent artistic
expression.This paper will demonstrate the power of
collaborative practice and how this has advanced the
careers of artists. So far the resulting work of such projects
is always somewhat anarchic and completely joyful. | will
open up discussions about setting up such residencies — we
call them are our ‘Conversations Series’, how they work,
how to support all artists involved and showcase some of the
great work that has come from them. Projects also include
our third collaborative project ‘Narratives’, which will be
being shown at the Lowry in Manchester UK in February
2023, as well as some smaller scale collaborations that have
resulted in positive outcomes for all, including taking a small
show to the Venice Biennale in 2022.

How to be an artist until you are a very old man
Gabrielle Mordy

“Being in the Archibald makes me happy, smiling and proud.
| would love to inspire other people to become a famous
artist. | would like to be an artist until | am a very old man.” -
Thom Roberts. Many years ago | met a collective of people
with intellectual disability who liked making art and clearly
had a skill in what they made. | met them in a community art
program for people with disability in suburban Sydney. Thom
was one of them. It became quickly apparent that despite
making high quality art, these artists had no opportunity to
exhibit, earn income, develop their skills or meet like-minded
artists, and no opportunity to pursue a career as an artist. In
late 2016 | founded Sydney-based company ‘Studio A’ with
my colleague and friend Emma Johnston. Studio A exists to
ensure talented artists with intellectual disability can pursue
a professional career. We provide a specialist studio space
along with the administrative and managerial support our
artists need to pursue their dreams. Thom Roberts is now a
Studio A artist. In 2022 his work was selected for a second
consecutive year as a Finalist in the eminent Archibald Prize
at the Art Gallery of New South Wales. His artwork is in
prestigious Australian National collections and he has
undertaken international art residencies. Thom Roberts and |
will co-present to describe how Studio A operates, the kinds
of support we provide, how we work collaboratively and
importantly how our processes are artist-led.
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Chairs: Peter D De Staebler, Pratt Institute; Anne
Hrychuk Kontokosta, New York University

For the modern viewer ancient Mediterranean art is definitively
old, to the point of being “classical” or even existing outside
time. For the makers, patrons and first viewers, however, these
ancient objects and images were “contemporary” and of their
present day. Greek, Roman and other ancient Mediterranean
makers of visual culture (“artists” and “art” broadly construed)
were self-aware artists who worked in relation to one another
and to their own past. Like contemporary artists today, they
engaged with and reflected social, political and economic
developments; used innovative materials and techniques; and
participated in cross-cultural borrowing. This session
investigates ancient visual culture through the lens of
contemporary interpretations. We will endeavor to explore how
ancient Mediterranean art was understood by its viewers as
contemporary in their own time. The theme is broad and
multivalent: topicality, materiality, and technology are all
relevant, as are interactions between contemporary art in the
ancient world and its earlier models. We also ask how artists in
the present engage seriously with traditions of the past, in
terms of materials, modes of manufacture, display locations
and non-subversive intent. Finally, in both the past and our own
present, how do original or shifting contexts reflect or change
interpretations of contemporary art inspired by Mediterranean
pasts? We welcome interdisciplinary methods and proposals
that employ a holistic approach to address arts within broad,
substantive, and multi-format frameworks. We also encourage
innovative theoretical perspectives on the role of the
“contemporary” for the interpretation of ancient arts.

Recontextualizing the Column of Trajan Through the

Lens of the Portus Lighthouse

Elizabeth Wolfram Thill, Herron School of Art and

Design, IUPUI
As one of the most famous monuments to survive from
ancient Rome, the Column of Trajan has been well studied
(Mitthof and Schorner, eds. 2017), either as part of its
architectural complex in the Forum of Trajan, or as the
setting for the narrative frieze that covers the column’s
exterior. Yet the monument still presents numerous
mysteries, many foundational: what was the inspiration,
purpose, and reason for its structural form? In this paper |
argue that the Column of Trajan is better understood within a
broader contemporary context, relating to the new harbor
installations at Portus, Rome’s harbor. My interpretation—that
the column was intended to resemble and reference a
lighthouse—sheds light on several important conundrums.
The column’s peculiar structure, namely a narrow cylinder
with a helical internal staircase and crowning balcony, is
found frequently in 18-20th c. lighthouses, to answer the
idiosyncratic need to move materials (fuel, workers) quickly
to a considerable height. Ancient depictions of lighthouses,
including one on the column frieze itself (Scene LXXXI),
often feature cylindrical sections or represent lighthouses as

elongated cylinders crowned by statuary, much like the
Trajanic column. My interpretation contextualizes the column
within the contemporaneous architectural activities at Portus,
which excavation, art historical, and literary sources suggest
included a new lighthouse installation. Rather than an
unprecedented monument rising ex nihilo, the Column of
Trajan would serve to make manifest in the capital the
important infrastructure improvements down the Tiber River,
projects that would be very much on the mind of
contemporary urban audiences.

“Istanbul’s 'Archaeological Park' or Henri Prost's Mission

to 'Resurrect Ancient Rome'

Chantal El Hayek, MIT
When Mustafa Kemal Atatiirk commissioned French urbanist
Henri Prost in 1936 to develop a restructuring plan for
Istanbul, the "Archaeological Park" was the main feature of
the architect's spatial scheme. Prost developed the park on
the site of the Great Palace of Constantinople, built by
Constantine the Great when the city was declared the new
capital of the Roman Empire. In his plan, Prost presented
the Byzantine fortifications along the Marmara Sea and the
Golden Horn as sites to be protected and proposed a
detailed program for archaeological excavations that would
bring to light the remains of the imperial palace, the
acropolis, and the forum. As it sprang from the former
Byzantine site, the Archaeological Park was supposed to
evolve with the evolution of the archaeological sightings.
This paper argues that Prost's ambition to extend Istanbul's
"classical" past into the present—or, in his words, "resurrect
ancient Rome"—was a way to ensure the city's cultural
continuity and preserve its "soul" in the face of radical
modernization. Prost was a member of the Société
Francaise des Urbanistes (SFU) that coined the term
urbanisme and established the field in the interwar years.
SFU, | propose, conceived urbanism as a "scientific art" of
urban development, fusing modern sciences and "urban art."
Installed in Prost's master plan for Istanbul, urban art was
derived from pre-industrial methods of urban design, namely
Renaissance, Baroque, and Classical art. It was considered
universal: "valid for all times and all countries." And it was
embedded in a discourse of conservation.

Salvage Beauty: Damien Hirst’'s Archaeological Fictions

Brandon Stuart Green, Princeton University
The central conceit of Damien Hirst's massive 2017
installation, Treasures from the Wreck of the Unbelievable,
was that the artist had bankrolled the underwater excavation
of an ancient shipwreck stuffed with the lavish collection of
an Antiochene freedman. These artworks—some “cleaned”
and others displayed as if still encrusted with corals—were
presented alongside photos and videos of their supposed
marine find-spots and included a bust of the collector
himself. Even if the casual viewer did not recognize this
image as a self-portrait of Hirst, the presence of Mickey
Mouse and Optimus Prime among the “classical” nudes and
mythological sculptures should have made clear that not all
was as it seemed. The Unbelievable was, on one level, a
clever work of institutional critique, exploiting the very tools

with which curators and archaeologists legitimize their
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objects to stage an elaborate fiction of its own, parodying the
various epistemological leaps involved in any reconstruction
of antiquity In addition to problematizing notions of
authenticity within Classical Archaeology (an aspect
underscored when selected works were restaged in 2021
among the Roman copies and Early Modern restorations of
the Galleria Borghese), the “salvaged” works also
highlighted the precocious manner in which ancient visual
culture anticipated certain aspects of 20th- and 21st-century
art. Serial production, creative appropriation, and an interest
in trans-materiality characterize both the art of antiquity and
Hirst's own project. The installation was replete with
references—some kitsch, some erudite—meant to both
deceive and entertain its viewers. So was the ancient world.

The Sculpture Shoppe at Ithaca Mall: Casts, Commerce,

and Contemporary Art

David Nasca and Verity Platt
We explore the relationship between the classical and the
contemporary through the lens of a 2022 exhibition held in a
declining shopping mall in upstate New York. The Sculpture
Shoppe featured plaster reproductions of classical sculpture
from Cornell University’s cast collection in dialogue with
responses to cast culture and classical art by contemporary
artists. By bringing past and current receptions of antiquity
into an unexpected context through the venue of an
abandoned retail space, we sought to explore the history,
problematics, and mutability of the “western canon” through
the lens of late capitalism. The artists featured — drawn from
across the USA, Mexico, and Canada — addressed what
ancient forms of monumentality might mean for a culture
now engaged in a radical questioning of imperialist models
of power, especially those concerned with settler
colonialism, white supremacy, and idealized body types. At
the same time, several artists demonstrated through their
adaptations of Greek mythology and iconography how
antiquity can open up alternative ways of being that are
potential sources of inspiration and liberation, especially for
queer communities. Finally, the exhibition explored how 21st
century classicisms are inextricably intertwined with
technology and commerce, given that digital forms of
scanning and 3D printing so often remediate analogue forms
of reproduction (such as casting) that look back to Roman
practices of replication. In exploring the media archaeology
of 3D printing, the exhibition thus interrogated the
contemporary possibilities and historical contingencies that
shape our digital receptions of the antique.

The Tattoo as a Font of Vitality for Classical Sculpture

Jeffrey Schrader, University of Colorado Denver
Buried safely within the canon, ancient Mediterranean art
has assumed new life with tattooing in the twenty-first
century. Inking of skin, despite prehistoric roots, retains
avant-garde powers of immediacy and renewal. The art
historical establishment accordingly has excluded tattoos,
virtually omitting them from the undergraduate survey
courses that shape a collective vision of good taste.
Classical sculpture, by contrast, stands firmly in the survey
textbook, albeit at the opposite end from vibrant
contemporary art. This scenario lays the foundation for the

tattoo to renovate ancient imagery for today’s viewers. As a
proponent of this goal, Fabio Viale (b. 1975) tattoos replicas
of canonical sculpture. By engaging international traditions
of body art, Viale imparts a cosmopolitan look to figures long
compartmentalized in Greek or Roman boxes. Moreover, his
modern colors evoke the polychromy that originally
embellished the marble prototypes. These steps navigate
ancient art into the realm of the contemporary. By
concentrating on statues in the canon, Viale also elevates
tattooing from a liminal state between craft and art. His
synthesis of marble and ink advances the tattoo as worthy of
inclusion in the same museums and paradigms that define
high art.

Chairs: Jocelyn E. Marshall, SUNY Buffalo; Katherine
Hunt Guinness

Many feminist researchers understand their work as a caring
for the archive: highlighting gaps in narratives, addressing
intersectional marginalization, and expanding fields like art
history. Political questions of identity, intentionality, biography,
and archival ethics are vital to crafting scholarship that upholds
feminist methodologies. This panel focuses on posthumously
researched histories of women and queer artists, especially
those whose deaths relate to gender-based violence. Writing
these histories involves the extent to which researchers read
artists’ deaths, among other biographical details, into the
artwork. Art historians like Griselda Pollock have argued
against the trap of biographical overreading and claim such
features limit scholarly interpretations. However, keeping
biography separate from work and judgment often perpetuates
implicit forms of homophobia, whitewashing, and silencing
gender-based violence, as evidenced by artists such as
Theresa Hak Kyung Cha, Artemisia Gentileschi, and Ana
Mendieta. To investigate this dynamic further, we ask: How do
we employ ethical feminist approaches to the archive? To what
extent do we ignore artists’ traumatic histories, especially when
the ways they navigated the world inform their work? And
overall, how might we treat biography as a means for
historicizing power rather than an essentialist trap through
which we locate intention? In addition to projects invested in
these questions, we invite papers contending with the politics
of archival access. How has engagement with a collection
revealed challenges and/or necessary revisions to feminist
archival approaches? Does your research suggest alternative
ways to consider access and ethical handling of both the literal
and interpretive historical materials?

In the search of a Brazilian women art critic: Maria

Eugénia Franco

Talita Trizoli
The research on women artists from a feminist perspective
is already a consolidated field in the art history milieu, even if
it is marketedly marginalized. From the rescue of significant
careers that were obliterated by patriarchal narratives, to
new perspectives in productions where the issue of gender
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and feminisms was seen in a negative view, the fact is that
in feminist investigations in art, there are other cultural
agents that still demand attention in order to better
understand the art system. With this in mind, and
considering the fragility of the archives of women cultural
agents, this essay proposes to present the professional
trajectory of the Brazilian art critic, librarian and curator
Maria Eugénia Franco, a paradigmatic figure in the

establishment of the Brazilian museum circuit, in the defense

of modern art and the consolidation of the Sdo Paulo
Biennial, in addition to being the first woman to write
regularly about art criticism in Brazil, but today forgotten by
canonical historiography. Franco had a unique career in the
Brazilian artistic context and was responsible for important
projects for the dissemination and formation of the public,
and yet, today, she is only remembered either as an
assistant to the art critic and cultural manager Sérgio Milliet,

a figure who took the laurels of her projects, or as the wife of

the artist Franz Weissman, whom she supported in her
career, and whose family destroyed her files when she died.

Mike Glass and Problematizing the Oeuvre

Nicholas C Morgan, Columbia University
Mike Glass emerged from CalArts in the mid-1980s and
presented work in some of LA’'s most prominent venues. As
a Black gay man who fused strategies of appropriation with
questions of identity, his oeuvre charts a unique, unstudied
path through that period’s artistic and political tensions.
Glass stopped making work after 1993, in part due to the
traumas of the AIDS epidemic. His untimely death roughly
twenty years later at 54 stemmed from problems with
substance abuse and long-term unhousedness. Structural
racism and homophobia contributed to the circumstances of
both his death and his oeuvre’s truncation and must be
addressed in any account of his body of work. To this end, |
draw on Griselda Pollock and Rozsika Parker’s argument
that the catalogue raisonné is a scholarly apparatus that
upholds the patriarchal dimensions of orthodox art history.
Glass’s extant oeuvre consists of five single authored works
and two collaborations with Nancy Barton. It is thus at odds
with the normative emphasis on productivity and stable
authorship embodied by the catalogue raisonné. Glass'’s
work asks us to rethink the possibilities of this scholarly
apparatus, including the necessity of taking biography and
non-object-based quasi-artistic activities—such as his brief
career acting in experimental film later in the 1990s—into
account. Bringing together oral history, traditional archival
research and investigative methods more familiar to the
biographer (or private detective) can reshape the field’s
assumptions about artistic productivity and the concept of
the oeuvre.

A Pink Army: Trans women Memory of the Peruvian
Armed Conflict
Cynthia Melendez, New York University
This article examines the recovery of trans women memory
of the years of political conflict in Peru (1980-2000) through

the official and personal archives, and the cultural production

of Peruvian artists and activists. Drawing on the discourses
produced by the documents and testimonials of the years of

armed conflict and dictatorship collected by the Comission of
Truth and Reconciliation (CVR), and photographs from the
personal archive of Fransua Pinchi, trans woman murdered
during the years of political conflict, | will analyze the trans
women’ appearance and disappearance in the official
archive and museums of memory in Peru, paying attention
to the relationship between the construction of the official
memory of those years and the trans subjects. Here, |
suggest that, because of the colonizing aliveness in Peru,
non-normative identities and stories have historically been
erased and punished by the state and the society. Through
the analysis of these works | suggest that the personal
archive of trans and travesti subjects construct different
types of memories that are alternative to the institutional and
hegemonic one. Some of these images not only recover
episodes of violence against the trans and travesti
community in Peru, but also address the subjectivities of the
victims. Engaging primarily with trans studies and archival
theory, this article suggests that through their discourses the
personal archive and artistic works not only denounce the
violence, but also construct the affections and the
temporalities to evoke the nostalgia of a life far from the
mandates of the nation state.

Phantom Genealogies and Feminist Strategies for
Historicising Contemporary Art in Spain
Maite Garbayo-Maeztu, University of Barcelona

This presentation is concerned with dissecting and analysing
the feminist research methodologies and strategies that |
have deployed in my studies on the productions of women
artists in the history of contemporary art in Spain. | focus
specifically on one case study: my research on artists who
worked with the so-called new media (performance,
installation, video...) during the last years of the Franco
dictatorship and the first years of the Transition (1970s). |
analyse my approach to artists such as Olga L. Pijoan, Fina
Miralles and Angels Ribé. | try to explore the silences, the
absences, and how to make them appear through the
archive and oral history, proposing ways of twisting and
deviating the ways of doing art history in our context. The
figure of the feminist art historian appears as a desiring
being, as a body-space that makes it possible for past and
present to touch, in order to glimpse the disconnections, the
connections, and the phantasmatic presence of the feminine
as a continuum in contemporary Spanish art.
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THE QUEER TRANS CAUCUS FOR ART

Chair: Alejandro toledo Acierto, Queer and Trans
Caucus for Art

This panel provides a forum for meditations on the overlap of
queerness and contingency. As we seek to center artists,
scholars, and graduate students who are situated precariously,
we welcome an openness of considerations on how individuals
and collectives navigate contingency. What liminal
methodologies and practices do we rely on within studio
practice, art history, and beyond? How might queer and trans
craft, textiles, technology, performance, etc. rely upon fragile
materials and methods of inquiry? How can we trace the
precarity of queer and trans lives across departments,
livelihoods, archives, lifespans, lineages, and familial kinships?
In our consideration of contingency, we seek to enable space
for queer and trans joy and invite a diverse collection of ideas,
perspectives, and experiences. This panel is a reflection on the
work that might not get to happen.

Bomba and Bananas at El Hangar: The Agricultural

Erotics of Mutual Aid in Puerto Rico

Katie Anania, University of Nebraska at Lincoln
“And so, as sure as all that is cyclical, we once again have
mangoes to eat, freeze and distribute,” announced an April
2021 Instagram post from El Hangar, a queer dance club
and market space in the densely populated neighborhood of
Santurce in San Juan, Puerto Rico. This talk will examine
acts of sustenance and feeding in queer activist sites as
modes of contingent memory-building, concentrating on El
Hangar’s commingling of decolonial Caribbean activism with
San Juan’s colonizing urban makeup. El Hangar’s buildings
are constructed around a former airplane hangar that once
transported freight and commercial airplanes to and from the
island. The site was constructed using the Puerto Rican
parcela system, a process whereby poor citizens on the
island apply to create independent construction projects on
government land. Crucially, EI Hangar makes a mockery of
the government’s aspirations for poor Puerto Ricans. The
space hosts themed dance nights catering specifically to the
lazy, as well as a queer community market, a Mercado de
Brujes (witch market) with ancestral healing remedies for
sale, sex-positive and femme-positive benefits for
reproductive justice, and a community yoga space. Working
from Alfredo Bosi's assertion that “a society that produces its
own food is now possessed of memory,” my talk positions
agriculture as a valence of queer regenerative art strategies.
| consider the ways that foodways — with their networks of
products that disappear quickly but nourish bodies for a long
time to come — are a unique mode of queer intervention in
spaces of colonial domination.

Place Settings: Works About Drag in the Queer South
James Budd Dees, Texas Tech University - College of
Visual and Performing Arts and Gilberto Corona, Texas
Tech University - College of Visual and Performing Arts

My partner and | went to our local gay bar to scan photos of
drag queens hung on the walls. This was the only archive of
performers from this space. A man bought us a beer and
talked to us about the effects of The Johns Committee,
which fired professors from the local university suspected of
being queer during the Lavendar Scare. His father had taken
the job of such a professor, and their family lived in this
former professor’s house. He wanted to remain anonymous.
Constructing a local queer history means relying on artifacts
of marginal places, anonymous encounters in dark corners,
and reading between the lines of official institutional histories
seeking to obscure its past. Remembering queerly accepts
that some missing stories must be filled in with imagination,
activated with the unreliable and unmappable, and used
alongside those potentially legislated strategies of
camp/drag to create temporary spaces of celebration. We
will talk about works created by my partner and | which
engage the chronopolitics of an unfixed “queer archeology”
(as Renate Lorenz puts it) and the marginal, grotesque
geographies of North Central Florida. A dress constructed
from headshots of drag performers at the only queer bar in
town, a drag show put on in the store front window of a
mechanic’s shop, a glitter fabric showcasing a screenprint of
the Purple Pamphlet, and an archive of video interviews of
current drag performers. The research that inspires these
works comes from the exploration of contingent place,
happenstance meetings in queer gatherings, and the
creation of first-person resources. The strategies of playful
meaning-making of these projects centers drag performance
as an artform and as one mode of access to these histories.
Drag and queer joy is often the scaffolding of gay bars,
queer activist groups, and other non-sanctioned spaces
where this unknowable knowledge resides.

Greer Lankton: Doll Making as Queer World-Making

Francesca Granata, Parsons School for Design
Greer Lankton (1958-1996) was an artist associated with
the 1980s East Village scene, whose practice spanned
categories of performance, sculpture, fashion, and craft.
Despite being a central participant of the East Village art
scene, her work has remained under researched after her
premature death. This is due in part to its liminal position
across disciplines, its association with feminized spheres of
production, such as fashion and craft, as well as Lankton’s
trans identity. Throughout her career, Lankton used
handmade dolls to explore the malleability of the body and in
particular her transition and her eating disorders presenting
an index of her short life. Her fabric dolls explored the
constantly becoming and unfinished nature of the body.
Often self-portraits, Lankton’s dolls can be read as an
exploration of the politics of trans representation, as well as
a mean to challenge normative gender codes and beauty
ideals. Lankton’s work, alongside a number of feminist and
queer artists of the time, reappropriated the category of the
grotesque and the abject to question normative bodily ideals.
Her work not only provided a critique of regimes of medicine
and health, but also engaged in acts of world-making. In her
incessant “doll-making,” Lankton continually altered her
dolls, and staged them in elaborate domestic settings or in

New York streetscapes, enacting a form of queer world-
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making.

Chair: Joanne Allen, American University

What does it mean to create a ‘sacred space’? How can
elements of architectural design, materials, lighting, acoustics,
and iconography combine to transcend the everyday? These
spaces have the potential to move us, calm us, or inspire us,
no matter what our beliefs. Conversely, as they are inevitably
subject to power dynamics and societal control, they have the
power to exclude based on gender, sexuality, race, religion, or
ethnicity. An enduring theme across cultures, the vast majority
of faith traditions have utilized specific spatial constructs in
which to worship and pray, their many shared features
including focal areas, symbolic shapes and proportions,
delimitations and barriers, gender divisions, and hierarchical
segregation. Beyond these traditional spaces, mmersive art
experiences suggest that contemporary art museums can
function as spaces for non-denominational spirituality, while the
pandemic has forced the creation of online sacred space. This
session presents papers from a broad chronological, cultural,
and geographical range that analyze and interpret sacred
space from a variety of historical and theoretical perspectives.
They touch on themes such as the creation of digital sacred
spaces; the relationship between religion, business, and
finance; how spaces can include or exclude based on
perceptions of purity; and how concepts of the sacral may be
bound up with notions of the historical.

Creating virtual sacred spaces for heritage encounters

with Medieval and Renaissance manuscripts

Sabina Zonno, University of Southern California and

Lynn Dodd, University of Southern California
We explore the interconnection between sacred space and
manuscripts in a working prototype virtual reality project that
we created to allow a replicable, embodied, immersive,
interactive 3-D experience of a 15th-century illuminated book
now located in USC Libraries’ Special Collections. People
access the 3-D model of a Renaissance Book of Hours while
immersed in a virtual sacred space that evokes one of the
book’s possible original use contexts. In the virtual realm,
this costly manuscript can be used again, as it was when its
owners, possibly beguines (female, lay members of a
woman-only community) in late fifteenth- and early
sixteenth-century Ghent, would have read it in the
beguinage church of Old Saint Elizabeth and/or its nearby
residential buildings. Our research has been motivated, in
part, by frustration at finding manuscripts, the object of our
personal pilgrimages, lying entombed in vitrines, tantalizing
us with one static page spread visible, frozen beyond reach,
unable to be read. Libraries, museums, archives preserve
manuscripts and the provenance histories by which books
become decoupled from the sacred spaces in which they
originally were used. The virtual encounter revives the
spatial association of book and place, while preserving the
physical heritage object by preventing trammeling of its
material body. People gain a more connected experience

with the manuscript, virtually turning its simulated pages in
real-time, reading original texts or translation, while listening
to period- and spatially-appropriate music. Virtuality is an
experiential domain for engaging how and for whom
sacredness can be provoked or constructed.

A Sacred Pastiche: The Controversial Styles of Madrid’s

Almudena Cathedral

Hannah Maryan Thomson, University of California Los

Angeles
The Cathedral of Aimudena in Madrid began construction in
1883 adjacent to the site of the previous church that had
stood there since the Middle Ages. Like so many Christian
monuments of medieval Spain, the church had been
constructed on top of one of the Islamic city’s mosques—
both erasing and appropriating another culture’s sacred
space. This location, in Arabic, al-mudayna (“little city”),
became the central node of the Christian city. After the 1868
destruction of the church of Almudena, disjointed building
campaigns over the nineteenth and twentieth centuries
erected a modern cathedral in a pastiche of architectural
styles that combine ancient and modern sensibilities. When
tasked at re-imagining sacred space for a brand new
cathedral, the nineteenth- and twentieth-century architects
turned to the past to build the capital city’s religious center.
The Neo-Romanesque crypt, with dozens of unique and
massive capitals, pays homage to the sacred architecture so
common to medieval Iberia. The Neoclassical fagade opens
into the Neo-Gothic nave, intruding and massive, in the style
of medieval Europe’s great cathedrals. Yet, the ancient-
turned-new architectural skin serves as a canvas for modern
and contemporary art that includes bright stained glass and
abstract painting—an artistic palimpsest often disparaged by
locals. This paper examines Almudena Cathedral as equal
parts religious institution, art museum, and tourist attraction.
The architects and planners eschewed stylistic cohesion in
favor of pastiche—a necessity, | argue, to create sacred
space fitting for the international crowd that pass through its
doors daily.

“Putting Real Estate Values to Work for the Kingdom of
God”: Skyscraper Churches at the Chicago Temple and
Broadway Methodist Episcopal Temple, 1923-1929
Alexander Luckmann, University of California, Santa
Barbara
In the 1920s, as tall commercial buildings increasingly
dominated U.S. downtowns and pushed up real estate
values, many urban churches moved to suburbs. But a
counter-movement emerged simultaneously: the new
architectural typology of the skyscraper church, which was
valued both practically — for earning rental income — and
symbolically — for returning religion to a central place on the
city skyline. This paper discusses the tallest built and the
tallest proposed skyscraper churches. In 1923, First United
Methodist Church commissioned Holabird & Roche to build
a neo-Gothic skyscraper church in the Chicago Loop,
capped by the world’s highest steeple. The Chicago Temple,
with a 1000-person sanctuary and 17 office floors, was
Chicago’s tallest building from 1924 to 1930. Two years

later, Broadway Methodist Episcopal Temple planned a city-
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block-sized skyscraper church in upper Manhattan. The
building would have included a core of church and hotel,
crowned by a lit cross revolving 719 feet above the city, and
two apartment wings. Although the 1929 Stock Market crash
put paid to the Broadway Temple and many other planned
skyscraper churches, these buildings suggest that urban real
estate is important to understanding religion’s economic and
social role in 1920s America. Furthermore, as today’s real
estate prices skyrocket, urban religious organizations have
again begun to construct and move into spaces including
skyscrapers. Rather than a niche phenomenon of the 1920s,
skyscraper churches may well be the wave of the future.

Architecture or Agamas: How is the Transcendental

Experience Created in Hindu Sacred Spaces?

Shriya Sridharan, Santa Clara University
What makes for a sacred Hindu space that transports
believers from the mundane world to the divine realm?
Hindu temple studies have located this in their architectural
form, the most representative seen in the awe-inspiring
medieval temple that directs the spatial movement of
worshippers from materially rich exteriors to a plain, cave-
like womb chamber housing the principal image, placed at
its innermost corner. It is also located in the act of darshan-
where the divine eyes of the life-invoked image in the womb
chamber meets the eyes of the worshipper. For darshan to
be effective, this image is made with ‘perfect’ proportions
and divine energy is invoked and retained in it through
rituals, by hereditary artists and priests respectively, who are
informed by prescriptive texts. A variety of other
spatiotemporal and ephemeral aspects also determine the
experience of sacrality. Some of these include, ritual
movements through permanent and festival pathways, the
multi-sensory experiences of consuming all things
auspicious and ‘touched’ by god, spatial and sculptural
alankara (ornamentation), as well as inclusions and
exclusions based on notions of ‘purity’ in the
materials/persons/manner of contact with the principal
image. All these practices also signify levels of sacrality that
are not necessarily linear in progression, but marked by a
combination of imitations, substitutions and connections.
This paper will ask the question of what matters most to the
creation of a Hindu sacred space by looking at examples of
continuing ancient temples, global temples and the ritual
spaces of Hindu homes.

NATIONAL ART EDUCATION ASSOCIATION
Chair: Amy Pfeiler-Wunder, NAEA

Discussant: Daniel T Barney, Maryland Institute
College of Art; Jorge Rafael Lucero

How does creative practice using artistic inquiry, artist
methodologies, and interdisciplinary collaborations inform
pedagogical practices? We explores the essence of personal
art practice as research and its link to pedagogical practices.
How does theory, practice, research and artmaking blur
boundaries with pedagogical practices? Drawing from narrative
inquiry to understand one’s experience (Clandinin, 2013) our
narrative stories interplay with art based practice using multiple
forms of artistic inquiry. Collage pedagogy illuminates the
range of disparate images individuals are bombarded with
daily, reinscribing images in artmaking to provided multiple
perspectives necessary for critical engagement (Garoian &
Gaudelius, 2008). Our practice as artists blends our work as
scholars and practitioners where we theorize about our subject
while also experimenting with how to frame our work
conceptually (Marshall, 2014; Sullivan, 2005). We provide tools
to foster creative thinking and conceptual skills inherent in art-
based inquiry. One such tool is the research workbook. In
education, they are sites for learning through visual and verbal
exploration, experimentation and reflection. In art, they are
tools for arts-based research that are often considered works
of art themselves.

A/rftography: Artist-Teacher Research Methodology and

Pedagogical Strategy for Artistic Inquiry & Engagement

Daniel T Barney, Maryland Institute College of Art
Daniel T. Barney, an art education professor, explores the
arts-based research methodology a/r/tography as a
pedagogical strategy that has informed the author’s artistic
practice and pedagogical experiments. The author tracks his
own journey of entering into an a/r/trographic conversation
where that entering has positioned him as an artist and
educator. He then moves on to speculate a possible arts
education as his a/r/tography contorts into conceptual
doings. Ordinary tasks such as baking, eating, walking,
dressing, and teaching are thought of as potentials for
conceptual development or process methods to incite more
conceptual investigation and new forms of understanding.
This methodological framing gives rise to alternative
pedagogical potential for students within art departments.
Professor Barney offers illustrative examples of his curricular
investigations using a/r/tography within the courses he gives
at his university with both undergraduate and graduate
students. Barney equates artistic concepts, like walking as
mentioned above, with theoretical and philosophical
arguments, assertions, and propositions. Even though
scientific and social science research methodologies are
systematic with precise and rigorous procedures to construct
truth claims, artistic processes are equated here with
systems of inquiry and knowing that are idiosyncratic.
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Barney suggests an art form can be understood in research
terms as a type of research product or creation, that can be
an event, performance, or a continuation of these as write
ups, exhibitions, or presentations, that are shared with the
general or a particular public.

School as Material and Teacher as Conceptual Artist

Jorge Rafael Lucero

The topics of this paper are “school as material” and
“teacher as conceptual artist”. If school—conceptualized
beyond schooling—can be thought of as material, how do
artists who work as teachers (or through teaching) make that
material pliable? How do they then practice with that
material as conceptual artists? First, a robust material
literacy must emerge. Artists’ working in this manner need to
generatively grapple with the materiality of school intending
to find its points of resistance, softness, and pliability. In a
dialogical/horizontalized setting the artist may need to learn
the mechanics and logistics of being within the learning
community and engaging with its stakeholders. This material
learning happens alongside the artist performing a deep
textual-review of the various fields that are at play in that
particular artist’s inquiry (e.g. local school history,
contemporary art theory and practice, philosophy of
education, educational policy, civics, and critical pedagogy,
etc.). The artist and the communities they become a part
of—as well intentioned as they may be—cannot afford to
dabble in bad pedagogy or bad art! Concretization must be
contested indefinitely as part of the inherent dynamism of
both art and learning. School as material is a continuous
project that requires the artist is dedicated to the process for
the de-spectacularized long-term. As such, “school as
material” and “teacher as conceptual artist” begin to fall out
of the socially engaged art paradigm because over time
these modes-of-operation decrease in visibility—and
artworld cache—as the life/art lines truly become blurred.

reflect on one’s practice. Bookmaking requires individual
attention to binding and stitching. | reflect on the history and
forms of book making coupled with the practice of layering
materials as a metaphor for the complexities in curriculum
attuned to learners’ lives. | think of the reflective practice
inherent in teaching: Pausing to rework and reimagine one’s
teaching, like the layers in bookbinding, gluing; waiting,
pressing; waiting, the binds of creating, and the relationship
to “boundness”; teaching learners at a certain time in a
certain place.

Situating Pedagogy and Praxis in Art and Curation

Elyse Longair, Queen's University, Department of Film

and Media
This paper critically re-examines the potentials of creative
pedagogy and practice within my institutions’ social and
cultural context. Among different considerations, Situating
Pedagogy and Praxis in Art and Curation, focuses on the
positioning for creative methodologies, the roles of artistic
and curatorial practice as research-creation, “the education
turn” in the curatorial, and the changing interdisciplinary
study of the arts and curatorial in academia. From the point
of view of a Ph.D. student, | will highlight my personal art-
based practices, with a focus on my connection with the
Agnes Etherington Art Centre as a haunted house band-
member, phantom librarian, collage-based research intern,
guest curator, and research assistant.

Binding, Stitching, and Layering: Books Arts as

Pedagogical Practice-Reflecting Again

Amy Pfeiler-Wunder, NAEA
How does creative practice using artistic inquiry, artist
methodologies, and collaborations inform pedagogical
practices? | explore personal art practice as research
—creative inquiry— and its link to pedagogical practices.
How does practice, research and artmaking blur boundaries
with pedagogical practices? Drawing from narrative inquiry
to understand one’s experience (Clandinin, 2013) one’s
stories interplay with art based practice using multiple forms
of artistic inquiry. Bookbinding becomes a metaphor for the
relational practice of binding, stitching and layering
understandings of teaching and learning. My practice as an
artist and researcher blends my identities as theorist and
practitioner, where | experiment as a book artists while also
exploring and experimenting with how to frame one’s
teaching and artmaking conceptually (Marshall, 2014;
Sullivan, 2005). As Drucker (2004) shares, “book are spaces
in which to make community as well as places to be left
alone”. One might move in community by building
relationships with learners and collaborating as artists.

Teaching is also highly reflective requiring time to individually
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Chair: Jessica Landau, The University of Chicago

To say the Carnegie Museum taxidermy display Lion Attacking
a Dromedary (LAD) is controversial is an understatement. At
the interstices of art and science, the tableau was originally
constructed for the 1867 Exposition Universelle by the
Verreaux brothers, 19th-century taxidermists and natural
history vendors. Meant to be a depiction of North Africa, the
diorama depicts an exaggerated scene of a man, described as
Arab (though his clothing bears no resemblance to a specific
cultural group), riding a camel being attacked by lions. In
addition to this Orientalist depiction, the diorama harbors an
even darker past; a 2017 restoration of it discovered that the
head of the figure is shaped around the skull and jawbone of
an unknown individual. This should have been no surprise
however, as records from family expeditions to Southern Africa
describe multiple incidences of the Verreaux family robbing
graves and other grotesque experiments in human taxidermy.
To add to the complexity, the diorama solicits polar reactions
from the public and museum visitors, who either love the
diorama as a piece of Pittsburgh cultural history or condemn it
as a monument to white supremacy. While the particularities of
the violent history of this taxidermy group may be unique — the
trouble of reckoning with notorious collection objects and
artworks is not. This panel will bring together scholars from
diverse disciplines including art history, museum studies, and
bioarcheology, among others, to use LAD as a case study to
understand the potentials and limits of curating such infamous
objects.

Why Look at Dead Animals?

Maura A. Coughlin, Northeastern University
This is a paper about the theatrical colonial violence of
extraction and extinction. Jules Verreaux skillfully stuffed and
mounted a camel and two Barbary lions killed by a big game
hunter in French colonial North Africa and won a gold medal
at the 1867 Paris Universal Exposition. It evoked a powerful
and visceral response from its viewers, yet it was a
genealogical dead end that bore no offspring. Writers on
taxidermy have long acknowledged the problem of killing
animals to represent their habits of living and being. These
two Barbary lions would become representatives of an
extinct species not so long after their display in 1867; as
formerly wild and living animals, they now serve, in John
Berger’s words, as “an acknowledgement of their impending
disappearance.” Verreaux’s assemblage was displayed with
other examples of taxidermy in the 5th section of the
Exposition, devoted to raw materials and things worked of
extractive industries under the subcategory of “Products of
Hunting, Fishing and Gathering.” This paper takes an
ecocritical approach to the display and objectification of
items in this extractive, colonial assemblage.

Altered Perceptions: An Ontography of Lion Attacking a

Dromedary

Aja Lans

Currently referred to as Lion Attacking a Dromedary (LAD),
this “diorama” has at different places and times varied in
name, appearance, and meaning, and has arguably been
many different things. Is this exhibition a work of art, a
historical representation, an artifact, or something in
between? The diorama obviously contains the bodies of
taxidermy animals, including the now extinct Barbary lion.
However, the (re)discovery of a human skull contained within
its historically inaccurate representation of a North African
person raises particular concerns about the objectification of
people. This requires a more in-depth consideration of how
we categorize and build hierarchies of materials, including
bodies. This paper is an experiment in ontography.
Beginning with its construction and tracing its movements
through diverse assemblages, it is possible to consider the
various ontological alterations that LAD has been through,
and to contemplate what it might become.

Lion Attacking a Dromedary, or How to See Like an

Imperial Citizen

Katie Hornstein
Unlike the vast majority of large-scale showpieces exhibited
at nineteenth-century universal exhibitions, Edouard
Verreaux’s taxidermy group, Lion Attacking a Dromedary,
survived well past its initial public display in the Tunisian
Pavilion of the 1867 Exposition Universelle in Paris. In the
context of its original ethnographic display in a space
dedicated to the promotion of French colonialism, Verreaux’s
ambitious taxidermy tableau would have been understood as
a representation of authentic life in Tunisia. This illusion of
authenticity issued from the object’s expert mimicking of the
period’s artistic conventions for depicting the relationship
between people and animals in North Africa by artists such
as Horace Vernet, Eugéne Delacroix, Antoine-Louis Barye,
and others. Instead of paint or plaster, Verreaux’s
composition took the form of an uncanny assemblage of
body parts taken from a camel, two lions, and an
anonymous human: in so doing, Verreaux used the tragic
material of living beings to create a literal, material
interpretation of the aesthetic tropes of French orientalism,
which, in the most unsettling way, bridged the theoretical
and material divide between art and life. These strange
conjunctions between the “real” and the imaginary offer a
point of departure for discussing the feigned credulity of Lion
Attacking a Dromedary. | contend that Verreaux’s Lion
Attacking a Dromedary should be considered as an imperial
tableau, that is, as a didactic object that participated in
training nineteenth-century viewers to be what the historian
Ariella Azoulay has called “imperial citizens” by drawing
equivalences between nature and culture, and between
representation and reality.

Picturing the Other: a pre-modern history of camels and
dromedaries in art
Mathilde Sauquet, Princeton University

Lion Attacking Dromedary rightfully belongs to an Orientalist
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artistic tradition which crystallized many of the discriminatory
misrepresentations of people of color that have plagued our
society to this day. First exhibited at the 1867 Exposition
Universelle, the diorama must have stood only a couple of
yards away from a live display of camels and their
caretakers brought to Paris from Algeria “to give an idea of
the true Arab type.” Indeed, the presence of camels and
dromedaries constituted an integral element of the exotic
vision held and disseminated by Europeans, and their
association to “the Orient” is very well attested in the art of
the period. The motif of the camel and its dark-skinned rider,
however, emerges many centuries prior to the context of
colonial Europe and across media. Since Roman times,
evidence shows, dromedaries have been part of the physical
landscape and visual culture of the West. This paper
specifically explores the surfacing and subsequent
proliferation of the camel as a symbol of otherness and
foreignness in Late Antiquity and the Middle Ages in relation
to Christian and imperial ideologies. While it would be
tenuous to argue for a direct correspondence between 19th-
century French Orientalism and medieval Christian
iconography, | argue that the material evidence surely points
to the existence of an associative combination of the camel
with people of color and/or of foreign origin and thus
establishes a precedent worth our attention as we continue
to wrestle with the racial and political ramifications of Lion
Attacking Dromedary.

Animal Passions in the Desert

Kari Weil
“You believe animals to be wholly deprived of passions?”
asks the narrator of Balzac’s 1836 story, “A Passion in the
Desert,” and he adds, “you should know that we can give
them all the vices driven by our state of civilization.” It is in
the context of Balzac’s questioning of animal passion that |
would like to consider the striking and passionate
expressions shared among the lion, dromedary and human
in Jules Verreaux’ “Lion Attacking a Dromedary.” The denial
of animal passion can be understood as a Cartesian legacy
that influenced both taxidermy and the illustrations of early
natural histories, but which would eventually be questioned
during the 18th and 19th centuries. Thus, Buffon accepted
that an animal might be excited or moved by passions, but
also wrote that any depiction of that agitation could only
distort the representation of a species’ essence. During the
19th century, by contrast, both scientific and artistic
representations of animals show an increasing interest in
animal emotions, even as these would underscore a greater
affinity between human and non-human animals, as
evidenced by Darwin’s 1872 publication of The Expression
of the Emotions in Man and Animals. Balzac’s story and
Verreaux’s taxidermy question to what extent passions
humanize animals or bestialize humans, a question with
potential relevance, | will argue, for understanding how the
“vices” of (Western) civilization might relate to the offensive
figuration of the so-called Arab in the exchange of passions.

Chair: Mindy Seu

Discussant: Paola Ricaurte, Tecnologico de Monterrey;
Kishonna Gray, University of Kentucky; Dorothy
Resplandor Santos, University of California, Santa
Cruz

The Cyberfeminism Index is an asymptotic overview of how
cyberfeminists have continued to counter the hegemonic web
over the past three decades, and how they might continue to
do so. Cyberfeminism is a mutating word with a nebulous
history. Its evolution is less a single root system with multiple
branches than a network of entangled rhizomes, constantly
and multidirectionally moving. Virginia Barrett of the Australian
art collective VNS Matrix has described cyberfeminism as “anti-
genealogical, anti-authorial, and a hostile mucus, never faithful
to any origins.” Three decades after its origination,
cyberfeminism has shifted from a loose artistic movement
exploring the emancipatory potential of cyberspace towards a
collective drive to provide software, hardware, and wetware
education and to get marginalized groups online. Today, with
questions of technology more and more clearly bound together
with questions of ecology and the economy, the term is self-
reflexive: technology is not only the subject of cyberfeminism,
but its means of transmission. It’s all about feedback. In the
panel “Cyberfeminism Now”, scholars of cyberfeminism will
detail its evolution through Black Cyberfeminism, Latin
American Hackfeministas, and Xenofeminism.

Cyberfeminism Index

Mindy Seu
Gathered and edited by Mindy Seu, the Cyberfeminism
Index is an asymptotic overview of how cyberfeminists have
continued to counter the hegemonic web over the past three
decades, and how they might continue to do so. The online
cyberfeminismindex.com was commissioned by Rhizome
and premiered at the New Museum. The printed publication
is slated for a Fall 2022 release with Inventory Press and
distributed by D.A.P. (Distributed Art Publishers).
Cyberfeminism is a mutating word with a nebulous history.
Its evolution is less a single root system with multiple
branches than a network of entangled rhizomes, constantly
and multidirectionally moving. Virginia Barrett of the
Australian art collective VNS Matrix has described
cyberfeminism as “anti-genealogical, anti-authorial, and a
hostile mucus, never faithful to any origins.” Three decades
after its origination, cyberfeminism has shifted from a loose
artistic movement exploring the emancipatory potential of
cyberspace towards a collective drive to provide software,
hardware, and wetware education and to get marginalized
groups online. Today, with questions of technology more and
more clearly bound together with questions of ecology and
the economy, the term is self-reflexive: technology is not
only the subject of cyberfeminism, but its means of
transmission. It’s all about feedback.
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THE FEMINIST ART PROJECT

Chairs: Rachel Middleman, California State University
Chico; Connie Tell, The Feminist Art Project

In recent decades, the long overdue recognition of women and
queer artists and artist of color has brought to light many
important contributions to all fields of study in visual arts. That
attention would not have been possible without access to their
archives and bodies of work, while other artists’ legacies have
undoubtedly been lost due to the financial demands of
preserving an artist’s oeuvre. Under representation in the art
market and collecting institutions is often perpetuated and
solidified after an artist’s death, and caretakers of estates are
tasked with justifying artists’ professional reach, impact, and
reputation. How can we do things differently—structurally,
conceptually, and practically—to recognize and construct a
more equitable and diverse history of art? What new research
methods and feminist approaches can be employed for
historically significant artists who lacked the support needed to
develop robust archives during their lifetime? What can living

artists do in the effort to change this posthumous problem? The

Feminist Art Project will present papers discussing these
issues, new methods for art history, and strategies for legacy
preservation.

Doing things Differently: Re-Imaging Feminist Archives

as Collaborative and Intergenerational Living Practices

Gabriela Aceves-Sepulveda, Simon Fraser University
As part of PLOT 2021, an artistic residence at ACCESS art
gallery, the art/mamas, a group of Vancouver-based artists
mothers, organized an event to facilitate the sharing of
experiences and intergenerational knowledge by bringing
together a diverse group of self-identified artist mothers.
Adapted to COVID -19 protocols, the residency consisted of
four conversations hosted via zoom, a website developed in
partnership with VIVO Media Arts Center, and an onsite
experimental film screening the gallery. The conversations
addressed the continuing local history of individual and

collective organizing in support of feminist artist mothers and

the complex relationships engendered by and toward

motherhood explored through film and experimental video by

local and international artist-flmmaker-mothers. The
websites included digitized work of artists, archivists and
curators active in Vancouver since the late 1970s and the
online screening program of films. The art/mamas also self-
published a book reflecting on the event. In this talk, |
discuss this rich multimodal event and its outcomes as a

creative intervention that re-imagines feminist art archives as

inherently diverse and living. Focusing on its
intergenerational, international and collaborative feminist
approach, | discuss how the art/mamas intervened in
preserving and producing intergenerational political memory
locally and how the nurturing of conversations among
feminist artists across different regions contributes to the
diversification of the dominant narratives of art history.

Feminist Ethics of Care and Legacy Building at The
Feminist Institute
Marie Williams Chant, The Feminist Institute

The Feminist Institute (TFI) works closely with artists,
records creators, independent memory projects, and
collecting institutions to prioritize increased access to
feminist contributions to culture through digitization and
preservation of born-digital materials. While our goal is to
increase digital access to feminist documentation, our
primary commitment is the relationships with our partners,
users, the community, and other information professionals.
Our partnership program is rooted in the critical work of Drs.
Michelle Caswell and Marika Cifor; we craft all partnerships
within feminist ethics of care, shaping these relationships
through a framework of radical empathy and mutual
responsibility. We create care-focused, context-dependent
partnership plans that center people and ensure all parties
feel supported and excited about feminist legacy-building.
This presentation focuses on our partnership model and a
case study of our work with the studio of Mary Beth Edelson
(1933—-2021), where TFI rescued Edelson’s physical and
born-digital records, digitized a subset of these materials,
and created a 360-view of the studio space to preserve this
primary source documentation for future generations.

Promoting Feminist Transformation at Institutions
through the Visual Arts
Ferris Olin, Rutgers University

Judy Chicago once asked how Rutgers University became
such a feminist institution. The answer is through the
activism of feminist women on the faculty, staff, and in the
administration, who collaborated to create programs that
transformed the University. Their advocacy created the
means for the aesthetic and intellectual history of American
women artists living on through archives, like the Miriam
Schapiro Archives on Women Atrtists; exhibition programs,
like The Dana Women Atrtists Series, which has shown the
work of hundreds of women artists over the past 50 years;
the Center for Women in the Arts and Humanities which
initiated TFAP 15+ years ago as well as research tools
documenting women artists; and the Brodsky Center that
sponsored 350 creative residencies for feminist artists and
artists of color. Without feminist women administrators and
faculty committing the resources of the Rutgers University
Libraries, Douglass College and its alumnae association,
faculty in the Department of Art History and the Visual Arts
Department at the Mason Gross School of the Arts, these
centers of feminist activism and achievement would not
exist. This presentation will describe this long history and the
various actions successfully taken to make use of the
resources of a major state university to support feminism in
the visual arts. The lessons to be learned are crucial right
now, when less and less funding is available at institutions to
foster feminist initiatives.

Perceptual and Embodied Methods Researching
Performance: Kinesthetic Empathy
Celia Vara

Catalonian artists Fina Miralles and Angels Ribé present a
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mode of exploration that is tactile and kinesthetic under a
political system (Franco dictatorship 1935-1975) that muted
bodies and possibilities of expression. During this
investigation | reflected on the manner | could engage on
analysing those corporeal dynamics: Could | build up a
tangible and material sense of her practice in and through
my research? In this paper | demonstrate how perceptual
and embodied methods provide genuine tools to develop an
interdisciplinary methodology that generates knowledge in a
corporeal manner. With a background on psychology, | will
discuss how embodied ways of researching performance

challenge the critical distance of “the good eye” in art history.

| describe the particular set of creative and corporeal
strategies | used to access to their work including: the re-
creation of some of their work where it took place, my own
performative actions, archival work in Catalonia, the use of a
camera during fieldwork, filmed interviews, the curation of
filmed performances as well as an intersubjective encounter
with the artist. All these strategies put together a space for
sensorial empathy and a somatic point of viewto access the
artists’ performances and analyse the phenomenological
perspectives of theirmotion and gestures. | argue for a
feminist embodied research, and propose ways of “doing”,
explaining different strategies as possibilities to generate
knowledge in a kinesthetic manner drawing mainly upon
“embodied methodologies” (Ben Spatz, 2017) and
“kinesthetic empathy” (Deidre Sklar, 1994; Dee Reynolds
and Matthew Reason, 2012).

DESIGN HISTORY SOCIETY

Chairs: Leah Armstrong, University of Applied Arts
Vienna; Kasia Jezowska, University of New South
Wales

Administering design : the hidden practices of design work The
question of what constitutes work, past and present, has come
under serious critical attention of late, but there has been a
notable absence of historical study on administrative and
bureaucratic forms of design labor. Sociologists and social
historians have put pressure on the boundaries between visible
and invisible forms of labor, challenging the power dynamics of
industrial capitalism. This presents an opportune moment to
explore questions of value and identity at work, with pressing
relevance in today’s society. We propose that design
bureaucrats and administrators represent something of an
éminence grise and that these roles have been traditionally
hidden from view. Unseen and frequently gendered, they were
often central to positioning design as a tool in cultural
diplomacy and to the performance of the designer’s role in
business and in public life. This panel brings attention to these
invisible forms of design labour in historical context, calling for
papers that address design across disciplines, geographies,
time periods and practices including (but not limited to): design
office administrators, secretaries; press agents; committee
members of design organizations; archivists and librarians;
state bureaucrats; diplomats and design managers. Aiming to
shed new light on practices that might previously have been
considered as ‘merely’ supportive, the panel invites
submissions that reconsider agency in design history and
respond to the question of what constitutes design work from a
new perspective.

Marta Fraenkel, GeSoLei, and Designing the Insurance

State

Jonathan Odden, Williams College
In the late spring of 1926, a fairground replete with purpose-
built galleries, pavilions, and an Expressionist-style café
appeared along the Rhine river in Dusseldorf. Spanning
nearly a kilometer, the fairground was the site of Weimar
Germany's first public health exposition, a tribute to modern
medical design, the burgeoning insurance state, and new
social contracts promised and promoted by the post-war
welfare state. Dusseldorf’'s Grosse Austelllung fur
Gesundheitsphlege, Sociale Fursorge, und
Leibenstibungen—or simply GeSolLei—often escaped the
bounds of its nineteenth-century world's fair logic, yet the
spectacle of awe and education remained. In fact, by the
time the show opened, GeSoLei not only presented a series
of new means to articulate self- and social-care for modern
audiences, but also how these articulations could be
represented in exhibition design and new pedagogical
aesthetics. This innovative design work, however, has
largely been overlooked by historians, due in part to the fact
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that planning for the fair fell largely to medical professionals
and city officials—that is, to bureaucrats. Among these
organizers was Dr. Marta Fraenkel—later the director of the
famous Deutsches Hygiene-Museum—who served as
general secretary. This paper returns to Dr. Fraenkel’'s work
for the fair and rereads GeSolei through her bureaucratic
efforts and design decisions. Furthermore, by situating
Fraenkel's work alongside fellow medical professionals
turned adhoc designers, this paper argues that the elision of
professional labor, often female labor, in state-sponsored
projects like GeSoLei mirrors a elision of responsibility
between individual and state, whereby the visitor is attuned
to their own health responsibilities while the larger social
structure of health and wellness is increasingly rendered
illegible.

of a developing, independent nation attempting to define its
cultural production in tension with its colonial legacy. Current
scholarship tends to consider professionalized design in the
decades immediately following the Indian independence a
kind of misfit within a protectionist economic system that
hindered private participation, market competition, and as
such the very creation of well-designed products and
commodities. This paper questions such a narrative through
analyzing the intended and actual meanings and scope of
design work in postcolonial India. It archivally reconstructs
public and private discussions and disagreements among
administrators, funders, and bureaucrats regarding the
pedagogy and work of the eminent National Institute of
Design (NID) in Ahmedabad, established in 1961 with
funding from Indian bureaucrats and capitalists and the US-
based Ford Foundation, and whose experimental pedagogy

“Untapped Reservoirs:” Mineral Diplomacy,
Developmentalism, and Spratling Silver
Grace Kuipers

borrowed from the German Bauhaus and UIm design
schools. The paper argues that critical conversations around

This paper examines mineral diplomacy and
developmentalism in the design workshop of William
Spratling. Funded in the 1930s by the U.S. government as a
project of cultural diplomacy, Spratling revived a colonial-era
silver mine in Taxco, Mexico in order to construct silver
jewelry based on Pre-Columbian designs (fig. 1). While both
the jewelry itself and the workshop’s spectacles of
Indigenous labor transformed Taxco into a popular artistic
mecca for Mexican and U.S. artists alike, they also
prolonged a deeply fraught history of silver extraction in
Mexico, in which white settlers laid claim to Indigenous labor
and resources. Moreover, this revival happened at a moment
in which Mexico’s mineral resources were hotly contested.
As Mexico pushed to nationalize its subsoil in the 1930s,
extractive companies and their political allies launched
campaigns of mineral diplomacy which stressed the
transnational properties of minerals. Ultimately, | argue that
Spratling silver helped to administer the largely invisible
work of the U.S. mineral frontier through a vocabulary of
border-crossing developmentalism, which suffused
perceptions of the artistic form of the jewelry, the Indigenous
labor that made it, and the minerals themselves. Conceived
from the beginning as a project of cultural diplomacy,
Spratling’s workshop presented a vision of mutual
collaboration, in which the introduction of U.S. capital could
activate, modernize, and develop Mexico’s squandered
reservoirs of wasted potential. Beyond Spratling’s self-
presentation as a developer of “dormant” minerals and art
forms, his developmentalism also played out in spectacles of
Indigenous labor: for an audience of Mexico’s urban elite
and U.S. tourists, Spratling presented a system of
production in which autochthonous authenticity was
rendered productive by factory-like managerial practices in a
mutually beneficial arrangement (fig. 2).

the significance of design in an economy riddled with
poverty, unemployment, and scarcity addressed the ability of
the NID to not produce impressive products and
commoaodities, but institutionalize attitudes, values, and
behaviors among designers and their associates that were
considered beneficial for both the scholastic community and
society at large. Such discussions ultimately not only
oriented the NID curriculum towards perceived national
needs such as economic developmentalism, but also
strategically ensured the institution’s autonomy through its
embrace of statist service.

Materializing hidden labor in the administrative

management of design: the case of Michael Farr (Design

Integration)

David Preston, University of the Arts London
Michael Farr (Design Integration) has been recognized as
the first design management consultancy in Europe, yet the
significance of their work is yet to be addressed by scholars.
In this presentation | argue that their founder, Michael Farr,
was a key progenitor of design management who helped to
reify a hidden practice through his business and publishing
operations. As he began to conceptualize his new business
in the early 1960s, Farr faced the issue of how to ascribe
value to a practice that was largely invisible and
unrecognized. There was little precedent from which he
could draw upon and the immateriality of his work created
problems in terms of evidencing the value of his labor to
potential clients who were unfamiliar with such practices and
could not identify their purpose. With help from associates,
Farr developed the theoretical basis from which his
consultancy could flourish. Terminology and naming were
carefully considered, alongside diagrammatic
representations that showed working processes and the
labor relations between designers and their clients. Through
this work Farr and his associates began to inscribe particular

Strategic Misfits: Design Work and Professional Values
at the National Institute of Design in India
Vishal Khandelwal, Harvard University

‘ways of practice’ unique to the administrative management
of design. This process of reification began locally, but was
soon shared internationally, as Farr disseminated his

India after the end of British colonial rule in 1947 presents a
compelling case to study intersections among design,
bureaucracy, and industrial capitalism from the vantage point

methods to a wider audience through several major
publications. Drawing on original research from the V&A

Archive of Art & Design | share examples showing how Farr
59 of 242



111th CAA Annual Conference Session Abstracts

used the process of inscription to reify practices associated
with the administrative management of design, thus
materializing an immaterial practice.

DESIGN INCUBATION

Chairs: Camila Afanador-Llach, Florida Atlantic
University; Heather Snyder Quinn

Discussant: Jessica Barness, Kent State University

We invite written abstract submissions of presentation topics
relevant to Communication Design research. Submissions
should fall into one or more of the following areas: scholarly
design research, case studies, creative practice, or design

pedagogy. We welcome proposals on a variety of topics across

the field of communication design. Accepted researchers will

be required to produce a 6-minute videotaped presentation that

will be published on the Design Incubation channel. The CAA
conference session will consist of a moderated discussion of

those presentations. Submit an abstract of 300 words using the

Design Incubation abstract submission form found here:

https://designincubation.com/call-for-submissions/ Submissions

are double-blind peer-reviewed. Reviewers' feedback will be
returned. Accepted presentation abstracts will be published on

the Design Incubation website. For appropriate abstract format,

review the paper on Writing an Academic Abstract:
https://designincubation.com/publications/white-papers/writing-
an-academic-research-abstract-for-communication-graphic-
design-researchers-scholars/

Slowing Production, Increasing Socio-Political Context:

Beyond “Spreading Awareness” in the Design

Classroom

Becky Nasadowski, University of Tennessee at

Chattanooga
In recent years, many universities have embraced “diversity”
with oblique statements of support. Related, design
educators have rightfully sought strategies for inclusive
pedagogy, increasing representation and working toward
ensuring the classroom is comfortable. But inclusive is not
synonymous with anti-racist, which requires antagonism and
a reckoning with the pervasive inequities baked into our
different fields and methods, the university, and our social
relationships and histories. In this presentation, | will provide
an overview of my studio-seminar course Politics and Ethics
of Design, where a feminist base motivates us to engage
questions around power relations, knowledge production,
and systems of violence. A substantial reading list frames
sustained conversations on the politics of race, class, and
gender as it relates to the field of design, creating a critical
foundation for design practice. Select topics include data
feminism and counter cartography, the designer’s role in
constructing notions of citizenship, the limits of empathy in
design thinking, and the neoliberal entanglement of work
and passion. By providing an anchor through reading and
conversation, | ask design students to consider in their

studio practice urgent questions: How do we respond to
historical omissions? How do we interface with social
movements? How do we act with an awareness of history
that complicates liberal concepts of empathy as paramount?
If we want students to engage power and sincerely explore
what an anti-racist practice and education look like, then we
need to fully engage in how design has traditionally played—
and continues to play—a role in bolstering social inequity.

Radical Characters: Studying Graphic Design and

Typography through Chinese Characters (Hanzi)

Mary Y Yang, Boston University
Radical Characters is a study group and curatorial project
that explores the relationship between design and culture in
the Chinese and Chinese American community. Each project
seeks to decentralize the design canon and to co-build
history and community by initiating dialogues through
educational experiences. Looking beyond Western design
pedagogy, Radical Characters studies Hanzi as a point of
inquiry to learn, innovate, and study graphic design from a
non-linear approach. Radical Characters looks to projects
such as Decolonising Design and the People’s Graphic
Design Archive that model methods for challenging practice,
pedagogy, and contributions to the design field. The first
project was Radical Return, an exhibition that draws
inspiration from the Chinese character [8] hui, which means
to return, to turn around, to circle or to reply. An international
call for submissions prompted participants to use [E] as a
grid—visually and conceptually—to consider a path they
seek to retrace as Chinese or Chinese American designers.
Thirty-six Chinese and Chinese American artists and graphic
designers were selected to exhibit their graphic work
simultaneously at Boston University Art Galleries and IS A
GALLERY. The designers’ work accompanied with
statements and additional commissioned essays were
published in a bilingual catalog. The exhibition opened up a
collective space for designers to explore the concept of
return through language, typography, cultural traditions,
identity, and design history. Radical Characters
acknowledges that the works by no means form a complete
picture of the multifaceted and complex narratives
experienced by Chinese and Chinese American designers,
but rather shape an in-progress collection site for building
knowledge through the exchange of graphic design and
culture. The exhibition presents a framework for a design
curatorial process that instigates cultural dialogue among the
participants and offers alternative ways for exhibition-making
and the exhibition design process.

Equitable Design Pedagogy: A Case for Object-Based

Learning

Claire Elestwani, Lamar University and Virginia

Patterson, California State University Fresno
As design educators work to create equitable learning
environments, we must implement pedagogy which centers
lived experience and community knowledge production over
privileged experience. Traditional pedagogies of design
focus on learning through activity such as projects and
critique through dialogic exchange. These methods are

celebrated for their inclusive nature, yet socioeconomic
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stratification often shapes inequities in the design learning
environment. These strategies can privilege students who
feel comfortable in academic environments or have had
access to activities such as internships or conferences, and
reinforce a culture of exclusion. In these implicitly elitist
systems, students who are new to the studio environment
may remain unengaged within the community of inquirers
that is the classroom. In this presentation, we will explore
Object-Based Learning (OBL) as a pedagogy which
decenters privileged experiences and recenters student
knowledge and lived experience. Object-Based Learning,
the experiential pedagogy of engaging physically with
objects through observation and reflection, is prevalent in
the disciplines of art history, museum education, and
archeology. We will introduce the phases of OBL as
methods of design research rooted in learner-constructed
meaning. We will also focus on OBL in ordinary built
environments with objects encountered in everyday life.
Rooted in verbal observation and reflection, OBL can offer
an equitable landscape for intellectual risk-taking and
surprise, both valuable to the learning and design process.
We will share examples and qualitative reflections of OBL
activities in the design studio, frameworks for implementing
OBL in various settings, and the benefits of OBL as a design
research method.

Chicano Independent Publication Masthead Design

Joshua Duttweiler, Texas A&M University-Corpus

Christi and Alexandria Victoria Canchola
We demonstrate how the design of Chicano independent
publication mastheads from the 1960’s and 1970’s in the
United States used the visual language of the Chicano
community to engage directly with their audience. In
publication design, mastheads serve as the reader's first
indication as to a publication's purpose and credibility. Our
analysis of these independent publications is based on
observations made during research visits at university
libraries in Texas and California, hubs of the Chicano
movement. Based on our research, the mastheads used
typography, icons, and organization symbols to attract
readers in service to the publication's goals of raising
awareness on local issues such as labor inequality and
racial violence. The efforts made by these publications not
only mobilized their audience to fight for social justice but
utilized visual means as a way of uniting their readers
towards a cause. These Chicano publications, not typically
referenced in the traditional white graphic design canon,
provide an opportunity to learn from past designers in a
parallel time of societal unrest and analyze their successful
methods of advocacy and activism. The political climate of
the time cultivated diverse printing practitioners; far different
than the editorial staffs we see today. Activists, many without

What we talk about when we talk abOt{t de'sig’n: a formal design training, worked to combine text and images
diachronic investigation into the word ‘design into design that would speak to their audience. By observing
Nathan Matteson the evolution of masthead design throughout the Chicano

This project looks at the changes in the meaning of the word
‘design’ throughout the nineteenth and twentieth centuries.
‘Design’ and its cultural impact have changed significantly
between the advent of typographic printing and the 21st
century. Understanding these transitions is compelling in its
own right, and may allow us to anticipate future
developments. This investigation relies on 'word embedding',
which has become widespread in the field of natural
language processing. Word embeddings convert texts into
quantities with each word represented by a multidimensional
vector of real numbers. They have seen use in a range of
applications including sentiment analysis, language
translation, and, happily, investigating semantic change of
words over time. A comparison of the changes among the
semantic neighbors of ‘design’—the words that are 'close' to
design in this multi-dimensional vector space—provides
insight into what we mean when we say ‘design’. Early
results suggest that two significant shifts have occurred.
During the late 19th century, design’s semantic
neighborhood moved away from words like ‘plan’,
‘arrangement’, and ‘interpretation’ towards ‘mechanism’,
‘device’, and ‘apparatus’. The neighborhood was further
displaced during the mid-20th century by the likes of ‘model’,
‘construct’, and ‘prototype’. What might be behind these
supposed changes in meaning? Perhaps it suggests that
design reinvents itself in response to disruptive technological
changes, if one assumes these time periods correspond,
respectively, to the industrial revolution and the nascent
digital age. More investigation is required—performing
analyses over other words and corpora—before any useful
conclusions can be drawn.

movement we can observe the progress of the publication
designers' skill as they sought to increase their audience
and ability to communicate. By understanding the role and
unity of the visual language of independent Chicano
newspapers, we encourage designers, historians, and
students to further investigate the design semiotics of
community-focused publications both within its historical
context and contemporary practice.

Graphic Design and Authority: How the design of

documents and signage creates, endorses, and

authenticates power structures

Claire Bula, Boston University
The visual design of all legal and political documents, such
as deeds, permits, identification & maps, employ a specific
visual language enhancing their power. Design choices
relating to layout, typefaces, symbols, embellishments,
impressions, white space, signatures/certifications, and
materials amalgamate to display power purely through visual
appearance. Because the visual design of a document can
confer authority regardless of authenticity, It is important to
analyze how visual appearance alone can be interpreted. A
visual language of power exists and can instill feelings of
hesitation, dominance, or fear leading individuals into
subservience or subordination. Visual authority can be
employed by true legal sources of power or used as a device
to deceive or invalidly show power. Visual authority can be
used to validate any endeavor, whether its intent is beneficial
and egalitarian or manipulative and oppressive. Designers
should be aware of how the use of visually authoritative
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means have been used throughout history to control,
intimidate, and outright steal basic human rights and
dignities. Through multidisciplinary research across history,
philosophy, political science, and sociology, | studied the
means by which power and authority have been constructed
in the United States. In addition, reading design texts and
conducting visual surveys of documents employing elements
of visual authority led to the creation of a diagram of design
elements that create the library for visual language of
authority. In response, | authored a visual essay, designed a
poster illustrating visual authority’s form language via
personal documents, and printed risograph signage
subverting authoritative signage through type and color. This
body of work serves to document my research and surfaces
questions about how visual authority was developed and
how it is employed today.

The Limits of Control: Nonhierarchical modes of making,

decentering the designer

Christopher Swift, Binghamton University, Department

of Art and Design
Keywords: creative code, collaboration, human/nonhuman,
networks, machine learning, ai, tools, creative process, co-
creation, generative design, hybrid“The Limits of Control” is
a body of work exploring the creative networks between
graphic designers and their collaborators — human and non-
human. Inspired by the work and writing of James Bridle,
John Cage and Bruno Latour the project examines how the
interplay of control and trust in a designer’s relationship with
their network of tools (creative, cultural, technological) can
be attended to, challenged, and reimagined allows us to
break free of the traditional modes and methodologies and
begin to explore new possibilities and new ways of seeing
and being as graphic designers.The black boxes which
envelop our tools obscure the complexity and scale of the
collaborative space we work in. This work makes the
invisible visible and removes the designer from their
imagined directive podium to be one among many in a
creative and collaborative network of active participants full
of agency and potential.Showcasing case studies that
demonstrate the tools of a creative network foregrounds
their active participation in co-creation. Through coding in
various languages new digital tools are created in which the
agency of the tool itself is highlighted. These new tools
undertake an intentionally nonhierarchical mode of making,
decentering the designer’s role. Each study pushes the
designer further away from a mode of control with the intent
of asking—if there is collaborative care, respect, and trust in
the creative design process then what new solutions, what
new insights, what new ways of thinking and being may we
discover when we look around from our new perspective.

Sustainable Design Pedagogy: a fifteen-week case

study of sustainable and climate design methodology

and outcomes

Maria Smith Bohannon, Oakland University
Sustainable Design Pedagogy: a fifteen-week case study of
sustainable and climate design methodology and outcomes
Maria Smith Bohannon Keywords: graphic design,
sustainable design, ecological design, design activism,

climate design Abstract Graphic design as a profession often
perpetuates rampant consumerism through the art of
persuasion, which is directly at odds with working toward
sustainable and ecological discourse. To explore the
possibilities of sustainable capitalism and foundational
sustainable and environmental design themes, | developed a
special topics course to understand and investigate the
designer’s role as a climate design activist and sustainable
designer. The emphasis of this course will focus on
sustainable design thinking, praxis, and ideation with the
investigation of green or recycled materials as part of the
prototyping process—both print and digital—all in the pursuit
of reimagined design futures. This course study will look at
foundational systems thinking from environmental design
pioneers, cross-disciplinary collaboration, and how
designers can successfully implement sustainable
methodologies and utilize environmentally friendly materials
to craft sustainable solutions today. By identifying and
framing complex problems plaguing the world, we can
examine the possibilities and challenges in addressing these
issues broadly or within local communities. As sustainability
and eco-friendly solutions are imperative for future
generations’ ability to prosper, sustainable pedagogy must
become foundational in graphic design education. By
adopting sustainable design pedagogies, educators provide
future designers with the tools—and understanding of
sustainable design history, process, methodologies, and
materials—to question capitalist tendencies and develop
sustainable solutions.

Chairs: Rachel Middleman, California State University
Chico; Mira Friedlaender

This roundtable is a companion session to The Feminist Art
Project CAA Affiliated Society Panel Dead Stop: Feminist
Artists’ Legacies. Under representation in the art market and
collecting institutions is often perpetuated and solidified after
an artist’s death, and caretakers of estates are tasked with
justifying artists’ professional reach, impact, and reputation.
How can we do things differently—structurally, conceptually,
and practically—to recognize and construct a more equitable
and diverse cultural record? What new approaches can be
employed for artists who lacked the support needed to develop
robust archives during their lifetime? What can living artists do
in the effort to change this posthumous problem? Experts will
lead discussions focused on practical and creative approaches
to establishing legacies for artists. Conversations about
primary source materials and archives, documentation best
practices, long range planning, and strategies for research. Do
you have experiences to share with others? All are welcome to
attend this participatory roundtable and join the dialogue.
Resource lists will be provided. Roundtable leaders include
Mira Friedlaender, Bilge Friedlaender Estate, Rachel
Middleman, Anita Steckel Estate, Connie Tell, Women Artists
Archive National Directory (WAAND).
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Women Artists Archives National Directory (WAAND)

Connie Tell, The Feminist Art Project
This presentation will be an overview of and how to use the
Women Artists Archives National Directory (WAAND) for
artists, researchers, and those making legacy plans.
WAAND directs users to archival repositories in the U.S.
with collections of primary source material about women
visual artists active in the U.S. after 1945. In addition to
individual women artists (both U.S. and foreign born),
WAAND directs users to primary source material about the
organizations, collectives, publications, alternative spaces,
and artists' communities where these visual artists worked or
continue to work. Any individual who identifies herself or has
identified herself, or has been identified by the arts
community, as a visual artist is eligible for inclusion in
WAAND. The intention of the project is to be as inclusive as
possible. The Collections Database describes the primary
source material for each artist (or organization, collective,
publication, alternative space, artists' community) that is held
by the repository.

Chair: Neeta Verma
Discussant: Archana Shekara

With a tortuous and complicated history, India today stands at
the confluence of several years of assimilation of cultures that
poured into the land over the centuries. Of these, the two most
significant are the Mughals that ruled India roughly from 1526
to1857, and then the British, that colonized the country from
1858 to 1947. The panel examines this confluence of
influences and the impact these two specific periods had on
the centuries-old traditions of language, and communication
through a process of assimilation to arrive at the visual cultures
that have emerged today in the Indian subcontinent. Visual
cultures are shaped by our ability to create languages (both
visual and verbal) that manifest themselves through visual
marks. Each mark serves a goal—to communicate an idea.
Most visual manifestations whether two-dimensional or three-
dimensional, start as a single creation. But over time, through
imitation and inspiration, these manifestations multiply. The
multiplication of elements creates a visual system: a system
where these marks exist as separate entities, yet when seen
collectively, result in creating a visual ‘whole’ that is not
necessarily a sum of its part but a much more complex and
integrated visual ‘whole’—that we refer to as visual culture.
Invited proposals will extend the examination of visual cultures
within the Indian subcontinent and the ways in which these
visual cultures have intersected with historical influences in the
region, to bring us to the contemporary intersections that are at
once rich, pluralistic, complicated, dichotomous, multicultural,
and multitudinal.

Connecting the Dots: The dot rangoli as a geometric
model of generative systems

Aasawari Suhas Kulkarni, Corcoran School of the Arts
& Design

Catholic Art: Mangaluru, A case study (1878-2020)

Arun Mascarenhas, IDC School of Design, [IT Bombay,

India
'Catholic Art' is art produced for catholic patrons, which
includes iconographic works in visual arts, sculpture,
architecture, decorative, and applied arts. The subject matter
of Catholic Art has been the life and times of Jesus Christ,
his disciples, and the later followers and saints. There is an
ecumenical relationship between Christian theology and
Catholic Art. However, not all Christians are Catholics, but all
Catholics are Christians; The Mangaluru case study is
centered around the prominent Italian Artist, Priest Antonio
Moscheni S J (1854-1905), who was entrusted to decorate
the newly built cathedral with frescos. The study is an
ethnographic account of his assistants who began practicing
this art form independently later and their legacies over four
generations to date. The article started with an overview of
Catholic art globally, detailing early references to Christianity
in the Indian subcontinent and later Mughals and their
associations with Jesuit missionaries. It delved into a
detailed account of Missionary activities on the western
coasts of India during the 'Mangalore mission' in the late
19th century, where European Art connections could be
distinguished. The resemblance of these frescos to the
works of the Sistine Chapel of Rome blends with the existing
southern Indian mural traditions. Due to his work's
popularity, he was commissioned to various other projects at
Mangaluru, Bantwal central coast (Canara), Goa, Mumbai
northern coast (Konkan), and Kochi southern coast
(Malabar), where he breathed his last due to iliness. The
case study critically analyses these legacies and reflects on
their present cultural milieu.

Art or Craft? Indian Firecracker Label Design
Shantanu Suman
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SERVICES TO HISTORIANS OF VISUAL ARTS COMMITTEE
Chair: Heather Belnap, Brigham Young University
Discussant: Kathleen Pierce

Increasingly, humanists across disciplines are driving digital
humanities projects. At the same time, data and digital
visualizations have emerged as effective and efficient modes of
developing and communicating information within and across
myriad fields and sectors, within and without the academy and
in various industries. Art historians and visual arts
professionals have crucial knowledge about how
representational choices inflect and communicate meaning,
including within those projects that incorporate such
visualizations, and yet they are infrequently involved in such
initiatives. How might art historians leverage our training and
abilities to think critically about visual literacy, histories of
representation, data visualization, digital humanities, and the
visual production of knowledge, and to more frequently enter
into these enterprises and dialogues? Among other important
attributes, might digital humanities and data visualization
projects being developed in industries as diverse as medicine,
video game design, and computer science constitute key
pathways for professional practice for undergraduate majors
and graduate students? And might visual arts professionals
bring critical thinking about visuality’s entanglement with
culture to such projects so as to more meaningfully attend to
questions around equity and social justice? The Services to
Historians of Visual Arts Committee seeks papers or projects
exploring the possibilities afforded by the intersection of art
history and digital and data-driven projects, especially as they
might shape thinking about the field and its professional
praxes.

Al and Objectivity: The Role of Humanistic Self-Criticality

in Digital Humanities Research

Amanda Wasielewski, Stockholms Universitet
Scientific visualizations are fundamental to Lorraine Daston
and Peter Galison’s history of objectivity. Citing photography
as an important though not deterministic example, they
define mechanical objectivity as “the insistent drive to
repress the willful intervention of artist-author, and to put in
its stead a set of procedures that would, as it were, move
nature to the page through a strict protocol, if not
automatically.” As was the case with early photography,
contemporary artificial intelligence (Al) methods automate
procedures that are slow or difficult to perform manually. In
digital humanities (DH) research, computational analysis and
digitally-rendered visualizations are often assumed to reveal
unbiased conclusions gleaned from large datasets.
However, as Andrew G. Ferguson explains in his book on
data and policing, “Data-based systems import the biases of
their builders and the larger society. Data is not blind. Data is
us, just reduced to binary code.” Assumptions of objectivity
and automation thus tend to go hand and hand. This paper
explores contemporary image creation and analysis using

Al, arguing that the self-criticality of humanistic methods is of
vital importance if we want to understand the output of
automated machine learning systems. Too often in DH
research, humanities methods are dismissed as inefficient or
marred by subjectivity. However, | contend that one of our
key strengths as humanists in the hybrid discipline of DH is
our ability to reach beyond the fagade of positivism and
objectivity in quantitative research, analyzing and uncovering
underlying structures of power, bias, and subjectivity.

Visualizing Cities: Collaborative Approaches to Extended

Reality (XR)

Victoria E. Szabo, Duke University and Augustus

Wendell, Duke University
The historical and cultural visualization of urban
environments necessitates an interdisciplinary set of
practices, bringing together scholars, artists, technologists,
and cultural historians. For the last 10+ years, the Digital Art
History and Visual Culture Research Lab (DAHVCRL,
formerly Wired!) within the Department of Art, Art History &
Visual Studies at Duke University has partnered with
colleagues in the US and abroad on Visualizing Cities
projects that draw upon diverse source materials, such as
maps, plans, diagrams, ledgers, historic imagery,
testimonies, and visual artwork, in order to represent,
reconstruct, and interpret past spaces, places, and
communities digitally in multiple dimensions. In addition to
art historians, the Lab includes colleagues trained in
architectural rendering, GIS, virtual and extended reality,
immersive experience design, interactive installations, and
digital storytelling. This presentation draws from that
perspective, and will discuss the DAHVCRL’s collaborative
and creative approach to developing Visualizing Cities
projects, a process that both foregrounds scholarly insights,
and builds upon the critical affordances of 3D and XR media.
We will consider case study examples from North Carolina
and ltaly, highlighting the key role that undergraduate and
graduate pedagogy and student research partnerships have
played in developing workflows and processes across
disciplinary and institutional bounds. Our goal as DAHVCRL
researchers developing methodologies for Visualizing Cities
projects is to surface common threads and best practices for
working with heterogeneous, conflicting, and sometimes
contentious source materials. Our aim is both to maintain the
rigor and complexity of the scholarly evidence, and to share
subjective traces of vanished lives and environments
through well-crafted, archives-driven 3D and XR
experiences.

A computational analysis of the transmission and impact
of images in the periodical press
Nicola Carboni, University of Geneva,Béatrice Joyeux-
Prunel, University of Geneva and Marie Barras,
University of Geneva
In the history of representation, the illustrated press has
functioned as a significant driving force, curating and
disseminating ideas of visuality to artists and a wider
audience. However, how can we even grasp the interaction
and circulation of the visual at scale? How is it possible to

analyze and comprehend image globalization? To answer
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these questions, the Visual Contagions project has
developed a global corpus comprising journals dating from
1890 to 1990 and coming from more than 120 countries.
Using algorithms, we extracted pictures from their pages,
compared them and arranged them into clusters of image-
types: vectors of visually similar pictures. The study of these
clusters with respect to their spatiotemporal attributes and
their interconnections revealed an initial panoramic analysis
of globalization through images. The geography, structure
logic, themes, and icons unveiled axes of circulation critical
for the visual globalization process. The paper will present
the initial results obtained from a corpus of more than six
million images, and it will focus specifically on the analysis of
the impact that community and individual periodicals had on
visual communication and transmission. We will
demonstrate how knowledge graph analytics and algorithms
can help us trace chains of influence, and we will reveal and
quantify which are the agents of change and the role they
play in constructing a global visual world.

MID-AMERICA COLLEGE ART ASSOCIATION

Chair: Chung-Fan Chang, Mid-America College Art
Association

As the pandemic progresses, virtual and in-person learning will
continue to transform and adapt to the needs of students and
reflect the digital future. How do educators use technology to
promote student learning outcomes and boost their
engagement? As we expand digital toolboxes, apps and
platforms, how do educators provide learning flexibility while
maintaining teaching effectiveness? This session seeks
educators from all levels to share useful digital tools in
classroom learning, critique discussion and more. Experience
on successful and unsuccessful cases are both welcome

Welcome to the Server: Discord in the Classroom

Katherine Farley, University of Nevada at Las Vegas
When classes suddenly shifted to an online format, | started
scrambling through online tools. Companies came out of the
woodwork promising the best solution. | was overwhelmed.
Then a student reached out to me with the solution. Pre-
pandemic, my students had banded together to a platform
that made group projects, communication, and community
building easy and fun: they had set up a Discord server. With
adjustments to the channels, roles, and security settings |
was easily able to transition the class from in-person to
online via a platform my students were confident using. Two
years later and back in-person | still utilize Discord in all of
my classes. It's revolutionized how | structure hybrid
classes, how | conduct office hours, and how students
collaborate in and out of the classroom. In my presentation |
will go over:* The pros and cons of Discord in online, hybrid,
and in-person classroomse* How to set up a Discord for your
coursee Tips and tricks for effective class servers

Toolbox: Techno Reflections
Sandra Eula Lee, Franklin & Marshall College

With the influx of information during these continuing times
of crisis, it's crucial to create tools that can help students
slow down and reflect on their learning. Having taught art in
the context of art and design universities as well as liberal
arts colleges, a key part of my courses is the requirement
that students keep a reflective blog outside of class. Not
everyone is comfortable speaking up, and many students
benefit from having time and space to process their
response. Reflective blogs create an accessible place for
reflection. They provide a communication pathway alongside
active studio time where each student can confront their
successes and failures and clarify next steps. Students
discuss feedback received during group critiques and learn
how to document and upload different stages of their
artwork. This makes their studio process more overt, and
therefore easier to discuss and improve. This routine also
creates a framework with a written and visual history that
can easily transition into a portfolio when needed. In 2020
when we moved into virtual and hybrid contexts, our blogs
provided the flexibility to move quickly between learning
modes. Meanwhile, at all times they help bridge the
seemingly vast space between hands-on physical making
and our digital realities by enabling links to be made
between the artwork made, its visual representation, and the
oral/written discussion that it generates. And by using these
platforms, students engage practical and adaptable skills in
design, storytelling, and visual communication to share their
artwork with wider audiences.

Incorporate Augmented Reality (AR) in the Classroom

Qiuwen LI
With the advent of COVID-19, the pandemic has had a
significant change in the way learning happens. Educators
are rethinking curriculum design and opportunities to
improve the outcomes of student learning. Researchers
have found that the appropriate use of technology in the
classroom will improve student learning outcomes.
Communication is essentially comprised of five modes:
visual, linguistic, aural, spatial and gestural. Multimodal
projects enable us to use several of these modes at once.
Scholars have found that Augmented reality (AR) can
potentially apply to all senses, including sight, hearing,
touch, and even smell. In higher education, AR can be a
great tool to create a hybrid environment to enhance
classroom experience through connecting the real world and
actions with elements of the virtual environment. In the
presentation, I, Qiuwen Li, will share methods and
challenges of bringing AR to the classroom by using the
Artivive app. Artivive is a beginner-friendly augmented reality
tool for art and design. This new technology allows students
to create new dimensions of work by linking classical with
digital art. As educators, why should we teach with AR? How
would we incorporate AR projects in the learning
environment to actively engage students in the creative
learning process? This session will show you the
pedagogical penitential of AR by providing practical
examples of how to use, design, and implement AR into
curriculums- more specifically ways of teaching students
how to build their own AR-inspired work using digital tools
with Artivive.
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Mapping the Critique in Digital Space

Xinyi Li and Gaia Scagnetti
Derived from autoethnographic observations, this paper
reflects on the possibilities, limitations, and implications of
digital tools present in between digital, physical, and hybrid
teaching. The mapping initiated from a period of fully remote
learning and immense reliance on technological structures to
share and discuss creative work. Serving not as how-tos but
as tools for questioning, the map deconstructs the virtual
learning environment prescribed, strategies employed, and
conventions formed in digital classrooms. The project asks
what conditions the choreography of teaching and learning:
When the digital classroom function simultaneously as a
space of simulation, space of access and communication,
and documentation and representation, what are inherited
from the tools and platforms, such as the idea of
professionalism? How to frame critique as a social process,
when educators and students are navigating the spectrum of
private and public, various senses of temporalities and
ownership, and issues of accommodation and consent?
After returning to in-person learning for one academic year,
digital space is still used as an extension of physical
classrooms. Digital tools stay in pedagogical practice, and
many questions remain relevant. What and how are we
making visible or invisible for pedagogical and administrative
assessment? What additional learning opportunities does
the inclusion of digital platform creates, such as integrating
platform literacy, consciousness about viewing condition and
representation of work, and creative and subversive use of
technology? This paper presents questions and
provocations to chart a discussion on how to continue
negotiating and situating pedagogical practice in relation to
digital tools.

Chairs: Judith K. Brodsky, The Brodsky Center at the
Pennsylvania Academy of Fine Arts; Ferris Olin,
Rutgers University

Artists both past and present have created unforgettable
images relating to disabled people or to people with physical
characteristics that differ from patriarchal society's depiction of
the norm. In life itself, disability, physical difference, and
devotion to taking care of others with disability or physical
difference that prevents them from acting with full agency has
interfered with creativity and productivity for artists and art
historians alike. The chairs of this session seek artists and art
historians to speak about the works of art that address these
issues or about pursuing professional goals despite issues that
disability, difference, or devotion may present. Several
remarkable films have been made in recent years about these
issues. How are these issues addressed in visual art or
scholarship?

A Case Study for Somatic Museum Display

Jerod Peitsmeyer, University of Montana
A Case Study for Somatic Museum Display Physical
experiences with ancient art objects in museums are rare.

Display methodologies of such objects in most public
institutions continue to propagate systems of participant
interactions that reinforce unequal power structures and
often focus on a canonical model that privileges sighted
visitors. The Montana Museum of Art and Culture (MMAC) is
the current custodian of an ancient, Rhodian wine amphora
that provides an opportunity to examine a novel system of
somatic participation. This proposal upends traditional
gatekeeping practices and serves as a powerful and
progressive, humanist touchstone; an olive branch extended
to the general public from behind the walls of higher
education and the ramparts of privileged scholarship. This
study reimagines the amphora's future custody and
suggests a purely somatic method of display that dispenses
with traditional, institutional supplementation. The MMAC’s
potential somatic exhibition encourages touching the surface
of a 2300-year-old artifact. This experiment offers museum
goers a novel chance to create autonomous knowledge
through touch while simultaneously bridging chasms in
educational backgrounds and ability privileges. This
proposal draws on defensible and pertinent philosophical
and theoretical positions to argue for a method of museum
practice that will transform and decolonize audiences’
interactions with classical objects from a prescribed and
narrow interplay into a more equitable and democratic
interrelation. | illuminate a need for the objects that chronicle
a segment of our shared history (classical objects in
particular) to be made available to museum visitors for
direct, physical touch.

Regarding Disability Tropes in Art

Timothy W. Hiles, University of Tennessee and Ashley

Ekstrum
Beyond physical limitations that prevent them from acting
with full agency, artists with disabilities often face less-
tangible limitations associated with biographic tropes and
stereotypes. In some cases, these tropes become
inseparable from the work and alter our understanding.
Imagine how different our reaction to the paintings of van
Gogh would be minus the stereotypes associated with
mental iliness. Although disability tropes can enrich our
experience with the work, and sometimes foster a deeper
appreciation, they can also cloud and diminish the viewer’s
experience with predetermined assumptions. Disability
tropes have been variously identified by scholars, perhaps
most poignantly by Rosemarie Garland Thomson who has
described the wondrous, the sentimental, and the exotic as
particularly damaging. How artists address these tropes is
the subject of this paper. Mary Duffy, for example, who was
born without arms and paints with her feet, began to address
these tropes when at age 20 she realized there were “no
images of disabled people that did not reek of tragedy or
pity.” Sue Austin, who began using a wheelchair after an
extended iliness, confronted the pity and sympathy many
expressed by exploiting another trope, the wondrous, in her
work Creating the Spectacle, which refers to the joy and
freedom the wheelchair provided her after being confined to
her bed. This paper, presented through the perspectives of
an art historian and a practicing artist, will consider how

tropes and stereotypes alter our understanding of works by
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artists with disabilities. It will also consider how artists
address those preconceptions.

Jacqueline Clipsham: Artist and Activist
Judith K. Brodsky

Blindness Through Blackness: A Silhouette of Laura

Bridgman

Kristen Nassif, Walters Art Museum
What does it mean to represent blindness? A silhouette of
Laura Bridgman from 1843 serves as an intriguing case
study. Created by the prominent silhouettist Auguste
Edouart, the artwork is evidence of Bridgman’s widespread
fame during the mid-nineteenth century; the first deaf-blind
student educated in the United States, Bridgman attracted
thousands of inquisitive visitors to the Perkins School for the
Blind. Edouart’s silhouette ostensibly supported this public
curiosity by recording and preserving Bridgman'’s likeness in
perpetuity, placed within an album of eminent Americans
that included famous actors, musicians, and government
officials. As was typical with other exhibitions of disabled
people in the period, the album put Bridgman and her
disability on display, enabling readers to possess and control
her identity. Yet closely looking at the silhouette reveals a
different story. This paper explores the ways in which the
material and metaphorical properties of Bridgman’s
silhouette complicated cultural, social, and gendered
understandings of disability in the nineteenth century.
Drawing upon the concept of “blindness gain,” it probes how
the artwork destabilized ideas about vision and blindness to
endow Bridgman with agency over her own representation.
As aresult, | contend, the silhouette had the potential to
undermine pedagogical ambitions of institutions like Perkins
and public projects like Edouart’s. Artistic representations of
disability like the silhouette thus offer a more nuanced
picture of disability in the nineteenth century, one which
muddies categories of ability and able-bodiedness.

Nose Blind: Olfactory Art and Anosmia

Mail ferrisoliN.com
This presentation will introduce works of art characterized
under the rubric of “Olfactory Art” and discuss how those
who are anosmic attempt to decode the objects. Over the
past century, artists have chosen to incorporate olfaction as
their art-making medium-- “invisible” to the naked eye. While
museums are also now organizing exhibitions of works of art
accompanied by a smell component. This palette and the
museum visitor experience precludes the more recognized
senses generally utilized to experience art-sight, touch, and
sound. Anosmic museum visitors (attempt to) live in and
experience a world for them which is devoid of aroma and
odors. They cannot grasp the concept of what a smell is or if
they once smelled things are constrained to reference their
memory. For individuals for whom the sense of smell is
limited or lacking, negotiating everyday life is dangerous, let
alone “comprehending” an artwork centered on scent. Both
are daunting to digest.

Chairs: Wing Ki Lee, Hong Kong Baptist University;
Jennifer Lee, School of the Art Institute of Chicago

In recent years, a multitude of protest actions and grassroots
expressions are redefining Sinophone art for the global-
contemporary sphere. From Ai Weiwei’s Cockroach (2020)
exploring the 2019 Hong Kong protests, to Abby Chen’s
curatorial concept and projects WOMEN (2012, 2021), to
Brother Nut’s eco-critical performances, to Popo Fan’s queer
artivism, such works open up discussions on environmental
crisis and civil rights in and beyond China. Referring to post-
diasporic practices of Sinitic language-speaking communities
and their creative practices, Sinophone art is an emergent and
fast-growing interdisciplinary concept that facilitates sustained
attention to Hong Kong and Taiwan, among other embattled
nation forms, as well as to creative makers who grapple with
shifting notions of Chineseness in the past and present. Digital
artefacts, including documentary film and photography,
documentations of performance and socially-engaged art,
Internet memes, videogames, and deep fakes constitute some
of the key visual and material objects that we investigate. At
once adversarial and socially engaged, such disobedient
objects and imaginaries supply the mediums with which
Sinophone creators communicate and navigate emergent
transnational expressions in the present day. Taking the
opportunity of CAA 2023, this panel welcomes both
experienced and early-career researchers, art historians, and
cultural activists to meet in New York and discuss paradigm-
shifting concepts and practices in, though not limited to, Hong
Kong, Taiwan and China. We seek to engage in scholarly
explorations of uncharted territories for networking,
collaboration, and future publication.

Formosa, An Unsinkable Aircraft Carrier: Cold War

Military Systems, Operational Aesthetics, and the Art of

Shake

Erin Huang
The U.S. House Speaker Nancy Pelosi’s visit to Taiwan in
August 2022 brought a series of Chinese military drills
around the self-governed island and the subsequent
American show of military might on both ends of the Pacific
Ocean. Meticulously documented and circulated in
international media outlets, including those produced by the
Chinese and American departments of defense, the images
of war during post-Cold War “peace time” raise questions
that are no longer about journalistic depiction or
representation. Specifically, if we consider the presence of
war images and military archives in the recent practice of
“art,” exemplified by the Taiwanese multimedia artist Shake’s
(Xueke) work that was exhibited in MoCA Taipei (“Ghosts on
an Island”) and ISCP in New York (“Re-Re-positioning the
Present”) in 2018, what we mean by war image and its
constitutive archive becomes more fluid and expansive.
Connecting war, media, and art in new ways, this paper
examines the entanglement of aesthetics and the
operational logic of Cold War military systems and considers
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what the art historian Pamela M. Lee calls operationalized
aesthetics. The paper extends the scope of Lee’s study to
one of the actual sites of global conflict and probes the role
of “art” in a militarized sensory regime. Through multimedia
collages of texts, war photography, and drone footage,
Shake’s video installations call attention to how her archival
materials mediate the operational logic of military
instrumentalism, most strikingly evoked by the U.S. General
Douglas MacArthur’s description of Taiwan (Formosa) as “an
unsinkable aircraft carrier” in 1950.

state—the former’s intention to create, provoke, and
transgress in fact work with the latter’s will to harness,
discipline, and transform in the making of disobedience. An
important context is the institutionalization of “experimental
art” in the form of art pedagogy, specialized committee in the
artist association, and relevant exhibiting and publishing
endeavors. The potential of the experimental is not only in
reference to the artistic community, but also builds on the
response solicited and thus the change hopefully enacted. In
relation to Xu Tan’s individual projects, the independent art-
education organization Huangbian Station in which Xu has

Grounded: Land Battles in Sinophone Eco Art

Chang Tan, Penn State University
Densely populated, heavily contoured by human activities,
and encompassing many contested territories, land is a
battlefield in the Sinophone world. Eco art of this world,

been a central figure, will be analyzed.

Unruly Memories: The Politics of Remembering in
Sinophone Visual Culture
Christina Yuen Zi Chung

which has flourished since the 1990s, mirrors, stages, and
intervenes in the rivalry over land among diverse species,
histories, and ecopolitical interests. This paper studies three
artworks that critique and resist the encroachment of real
estate developers and the network of power behind them: Li
Juchuan and Li Yu’s Everyone’s East Lake project (Wuhan,
2010), Wallace Cheng’s Kai Ta River Project (Hong Kong,
2013) and the Chinatown Art Brigade’s Here to Stay (New
York City, 2016-7). All three projects were grounded in their
localities and aimed for the mobilization of the public; at the
same time, they had priorities that range from the
preservation of oral histories to the restoration of natural
habitats, and honed strategies that range from the
carnivalesque and the absurd to the pedagogical and the
propagandist. Their impact can be measured in sociopolitical
terms, but this paper is not meant to assess their efficacy.
Instead, | speculate how the concept of a Sinophone eco art
can be formulated from such practices--from the exchanges
and collaborations among the artists, the visual and linguistic
repertory they share, and the common method of
superimposing cultural landscapes over the topographical
ones. Their art shows how the human affiliation with land
could be communal, contingent, and affective, a point |
argue is crucial for both global eco art and Sinophone
studies.

As narratives of Chinese history and culture have
increasingly come under the control of the mainland Chinese
state, enfolded into its “Chinese Dream,” simply to
remember differently is to commit an unruly act. This
statement has been made exceedingly evident in Hong
Kong, where acts of counter-narrative remembrance and
archiving have long been stymied by the local government
and by the city’s political economy itself. These repressive
efforts have only intensified under the aegis of the National
Security Law, which was established in June 2020 by the
Chinese Central Government. While avenues narrow for
public remembrance and archiving among the people, Hong
Kong'’s visual culture and its creators have become one of
the few remaining channels through which unruly memories
can be documented and accessed. This presentation utilises
the case of Hong Kong and examples of its time-based
artworks to explore the ways in which unruly memories have
been recorded and rehearsed in the Sinophone world.
These practices in the politics of remembering not only
showcase how these artists and creators have found ways
to host memories that counter hegemonic narratives of
Chineseness. They also exhibit the innate potential for
unruliness among Sinophone sites, suggesting that to live as
a Sinophone subject that rejects hegemonic, nationalist
narratives of Chineseness is to remember.

Disobedience as Negotiation of the Experimental Feminist Interventions and Social Activism in the Work of
Yizhuo Li, Universitat Wien Jaffa Lam
Disobedience is not wishful thinking, but aspires for Doris Sung, The University of Alabama

negotiation. As part of an exhibition originating from the
Guangzhou-based artist Xu Tan’s “social botanics” project,
one community garden built by eight participants was
ordered to shut down shortly before the exhibition, citing the
risk of the mosquito-borne dengue. In the exhibition, the
garden was reconstructed by handcrafted plants, bricks, and
an interview video with the contributors. In the destruction
and restoration of the garden, who begs not to obey whose
will? Who refuses to listen? When subversion or autonomy,
in both political and artistic sense, is not the goal, what is
meaning of defiance? In community-based practice, how
does the framework and discourse of art play a role in the
negotiation? This presentation starts by questioning an oft-
assumed hierarchy and control, to highlight the potency of
experimental practice as understood by both artists and the

This paper focuses on the intersectionality of feminism and
socio-political activism in the installation-performances of
Hong Kong artist Jaffa Lam (b. 1973). Before the return of
Hong Kong’s sovereignty to the PRC in 1997, artists began
to explore the ideas of the city’s unique identities by
employing various strategies such as code switching
between Cantonese slangs, British English, local hybrid
culture, and the increasingly important use of Putonghua.
However, the hegemonic identity of “Hong Konger”
developed because of anti-PRC sentiment, inevitably
omitted the nuances of the multiplicity of gender, race, and
class. Lam’s installation-performances, street art, and
community engagement projects question this hegemony by
addressing the increasing social disparities and tension

based on gender, age, class, and linguistic differences. Her
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works with the Hong Kong Women Workers’ Association
since 2008, including Jaffa Lam Laam Collaborative:
Weaver, employ sewing activities by former garment workers
who are displaced from their jobs as the city’s garment
manufacturing declined from its boom in the 1970s and 80s.
Lam engages these women by paying them a fee to sew
large-scale soft-sculptures such as “meditation tents,”
“parachutes,” and a “6-meter paper plane” from fabrics of
discarded umbrellas (later a reference to the Umbrella
Movement). Lam interacts with these women through the
work-performances to give agency to a forgotten
demographic—middle-aged women who struggle with daily
survival in the world financial center. Lam’s multidisciplinary
works provoke feminist dialogues that are vital interventions
in the continuous struggles for an equitable and democratic
society amidst the civil disobedience movements.

Disobeying the Human: Post-humanism in

Contemporary Chinese Art

Wei Hao Goh, King's College London
Much of the dissent within Sinophone art continues to be
focused on, and operate within, humanist structures and
contexts, such as the biopolitics of the state, ethno-racial
categories and gender binaries. Recent performance
artworks in and from China, however, have taken a more
radical approach in their disobedience by challenging the
concept of “human” itself. In this paper, | examine the
different ways that these performance artworks subvert and
transcend the humanism in Chinese societies through the
adoption and incorporation of new technologies, non-human
species and interdisciplinary approaches. Specifically, | look
at how artists use technologies to reimagined and expand
their own bodies, as well as to expose the limits of their
corporeality. Second, | look at how the human-nature divide
and the autonomy of individuals are subverted by
performances that situate queer bodies in the 'outdoors' as
well as those that feature non-human species. Lastly, |
discuss the queer ecology imagined by these performances:
an ecology that is centred around the relations between and
interdependency and intra-actions of different species rather
than the primacy of humans. These works, however, are not
without their limitations as they continue to operate within
many human-centric structures and the new forms of
marginalisation that it creates.

EDUCATION COMMITTEE

Chairs: Francesca Molly Albrezzi; Alysha Friesen
Meloche

How do we do more than pay lip service to diversity, equity,
and inclusion in the art studio and art history classroom? How
do we incorporate DIE into your curriculum in meaningful ways
for ourselves and our students right from the start? With a
world full of mounting challenges, how do we create freedom in
art and art history classrooms, both for ourselves as educators
and for our students? How can we use digital sources to
challenge all sorts of boundaries and encourage inclusivity and
equity? How can we use the affordances of the digital to chart
new interpretations and connections in teaching and
interpreting art histories? This session seeks proposals on the
following topics: Decolonizing pedagogies and teaching
methods. Use online sources in decolonization practices.
Reuvisiting bell books and teaching to transgress in relation to
DIE pedagogies. The urgency, relevance, and practical
applicability of art, art history, and museum studies
undergraduate degrees. On the enrollment crisis, retention,
and transferable skills in the arts

Decolonizing/Degendering the Art Historical Canon in

the Classroom

Sooran Choi
Damian Lentini, the curator at Haus der Kunst, in lieu of the
landmark exhibition, Postwar: Art between the Pacific and
Atlantic, 1945-1965 (2016) notes tracing the paths of artists
and their works traveled reveals the cross-cultural networks
in a nuanced world of cross-fertilization. Organized in
collaboration with global scholarship, Postwar was one
example of a growing body of global study that aims to
dismantle the center/periphery model and diversify Euro-
American while male centrism in art history, ultimately
contributing to the rewriting of the canon. The 2019
reopening of MOMA (NY), and the publications of New
History of Art in the Global Postwar Era (Routledge, 2021),
and the Asian art textbook from Thames and Hudson (2022)
were guided by the inclusivity in race, gender, sex and
geopolitics, and cross-cultural perspectives. Referencing
these various landmark cases, my paper discusses how to
effectively incorporate these growing numbers of previously
underrepresented artists and their work into our standard art
historical courses that require the conventional genealogy of
art history be taught. By flipping the narrative around
canonical artists, in a way that emphasizes multi-directional
networking among artists of various backgrounds. Jackson
Pollock’s work could be discussed in relation to his wife, Lee
Krasner, also an important abstract expressionist, as well as
Yoshihara Jiro of the Gutai Group in Japan. American male
artist Allan Kaprow’s Happening would be analyzed in the
context of the South Korean women artist Kangja Jung’s
radical Happening that utilized the avant-garde art form as a
means to protecting artists’ freedom against authoritarian
government in the late 1960s.
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Unsettling the Syllabus: Applying the Principles of online interviews, conversational prompts, virtual studio
Emergent Strategy to Visual Culture Pedagogy visits, and inclusive critique design, students were able to
Colleen M. Stockmann, Gustavus Adolphus College reach a deeper understanding of personal narratives across

Social justice facilitator, adrienne maree brown, describes an
adaptive and relational leadership model-emergent
strategy—through nine core principles. For brown, “emergent
strategy is how we intentionally change in ways that grow
our capacity to embody the just and liberated worlds we long
for.” The principles of emergent strategy include “less prep,
more presence” and “change is constant” which have
resonance with equitable teaching practices that make
space in the syllabus for nimble plans amidst a rapidly
changing world and the needs of a classroom community. In
the study of art, less prep can mean more time for slow
looking and letting go of a content canon. Unsettling the
syllabus asks us to imagine art beyond objects and how we
might apply our understanding of design and aesthetic
decisions to other types of entities including the structures of
oppression. If we posit redlining as a series of design
decisions, for example, we invite visual analysis and archival
evidence into the conversation about how structural racism
is structured and denaturalize vague concepts to transform
them into the lived experiences that they are, as encounters
with the built environment, for example. Paolo Freire defines
praxis as action and reflection directed at oppressive
structures which then help generate critical awareness. With
this talk, | offer experiments for facilitating critical awareness
through an emergent art historical strategy, including
assignment and assessment examples.

cultures and across borders.

Decolonizing Art Practices: Virtual Exhibition as a
Teaching Tool
llene Helen Sova, Ontario College of Art & Design

Art From My Culture: Teaching Students to Teach Their

Own Culture

Yan Yang, Borough of Manhattan Community College,

CUNY
Smarthistory has been a useful alternative to traditional,
expensive art history textbooks. However, Smarthistory
remains better represented in the Western art traditions. At
my institution, where a majority of my students are
immigrants, it means that they do not get to learn about their
own culture’s art in the classroom. Therefore, this semester
my students will be writing their own entries on works of art
from their own cultures in the format of Smarthistory. | have
designed this semester-long project that will teach students
to analyze Smarthistory entries to model, how to analyze a
work of art from their own culture and explain its
significance. They will learn how to gather information and
organize it by writing an informative essay. At the end of the
project, these entries will be shared online so future students
can learn about these non-Canonical works of art. In the age
of smartphones and Google Image Search, anyone can find
the title, the date, and the artist of a given work of art. The

Decolonizing Art Practices: Virtual Exhibition as a skills that students need beyond the classroom are the
Teaching Tool powers of analysis, observation, articulation, and
Alla Myzelev persuasion. These are the skills that this project can hone.

n 2021, two professors working in different institutions and
countries (the USA and Canada) began to think about
launching a co-taught course, recognizing that the online
teaching space allowed the unique experience of the
borders between the countries to be eroded. They decided
to do a collaborative teaching project anchored in decolonial
approaches to art education. The learning outcomes for the
class were centred on the creation of an online virtual reality
exhibition titled “Looking Out while Looking In”. This included
the paintings created by the studio students and the virtual
space curated by the students in the Museum Studies Minor
program. The collaboration between the two groups created
an existing way of connecting and processing what
communities collectively experienced during the C19
pandemic. The artwork and the exhibition design by the
emerging curators dealt with the issue of isolation and
COVID-related lifestyle changes as they relate to equity and
inclusion. This research/conference presentation seeks to
contextualize our experience of teaching the international
class and co-curating the show with the students in a non-
hierarchial and student-centred format. We investigate the
potential of such collaboration and online exhibitions as a
tool that allows for decolonial pedagogies, accessibility and
increased diversity. For instance, the experience of these
two groups working in a diverse intercultural group provided
valuable access to equity and inclusion in the arts. Through

At the same time, this project gives students an opportunity
to raise their own voices about the art from their own culture.

Canonical Shifting: Enacting Chicana/x and Latina/x Art

Pedagogies

Christen Garcia, University of Texas Rio Grande Valley
There are 559 US higher education institutions that are
Hispanic-Serving (HSI) and include 25% or more
undergraduate Hispanic full-time students (U.S. Department
of Education, 2022 & National Center for Education
Statistics, 2020). While the US Chicana/x and Latina/x
community is over 20% of the US population, higher
education curricula do not often address Latina/x art or art
practices. Because Latina/x art history courses are not
commonly offered in higher education, many Latina/x artists
often educate themselves on Latina/x art (Davila 2020). As
universities call for diversity, equity, and inclusion, educators
cannot achieve this in their classrooms by solely adding
writers of color to course syllabi. Clelia Rodriguez (2018)
exposes that educators are encouraged to be creative as
long as they do not dismantle any blocks within our
colonized system. That said, bell hooks (1994) insists that
“[pIrogressive professors working to transform the curriculum
so that it does not reflect biases or reinforce systems of
domination are most often the individuals willing to take the
risks that engaged pedagogy requires and to make their

teaching practices a site of resistance” (p. 21). Empowering
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students requires the professor to be vulnerable, take the
first risk, and share their lived experiences to de-center the
teacher as all-knower (hooks, 1994). Reflecting on diversity,
equity, and inclusion, this paper explores teaching
methodologies from a Chicana/x and Latina/x perspective
considering canonical erasures and omissions.

Decolonizing the Studio Critique: Exercises to Promote

Community in the Visual Art Classroom

Christine D'Onofrio, The University of British

Columbia,Anneke Dresselhuis, The University of British

Columbia and Roselynn Sadaghiani, The University of

British Columbia
The art critique has long been accepted and practiced as a
“consensus” feedback structure in visual art classrooms and
places value on authority-driven art academy classroom
approaches. However, the method exists in a nexus of a
mythical understanding of the art world. Conceptions of
objectivity are fraught with bias as it practices top-down
power structures that create a “knowledgeable” critic and a
passive artist. Is this commonly accepted method still useful
to responding to our present condition? Or has its presumed
ideological framework expired? (Latour, 2004) How can we
reimagine the pedagogy of critique? The presenters for this
study represent a team composed of faculty working with
‘students as partners’ (SaP) in course design. Integral to our
aims, the SaP approach allows us to reconsider, activate
and enact forms by which visual art curriculum development
could be a more reciprocal, inclusive and collaborative
process. Our efforts to dismantle hierarchies of value and
epistemic totality (Arendt, 1973) will be described in
connection to how we reimagine critique. We will share the
learning effects of critique practices and ways our study
intended to decolonize the experience. Informed by current
student and alumni feedback, we will describe insights and
provide examples of effective techniques. Creating
community and a sense of belonging is a way to start
decolonizing the studio critique, but looking at artwork, “the
unworking of works' (Nancy, 39) can be a catalyst for
community to emerge.

SOCIETY OF ARCHITECTURAL HISTORIANS

Chairs: Jordan Kauffman, Monash University Caulfield;
Marie A. Frank

There is an established discourse on how disciplines outside of
architecture, such as cartography, painting, or sculpture, have
impacted the construction or meaning of architectural
drawings. This session seeks to reverse the direction of this
discourse by asking how architectural drawings have impacted
other disciplines. We seek instances when architectural
drawings have forced reconsideration of established practices
or have led to the creation of new ones. The aim is to ask new
questions that encroach on the conceptualization of
architecture, such as, how are we to understand what makes a
drawing “architectural” and how do particular contexts impact
how we understand them as such? What is specific to
architectural drawings that may provoke responses different
than other forms of representations or ephemera? How do
these concerns and effects modulate broader concerns
regarding architecture’s disciplinary and discursive boundaries,
and how do we set about defining them? Implicit in this—and
what this session proposes—is to understand drawings as
objects with agency and not as passive and complicit in the
places where they appear. It is the session’s aim to interrogate
through contemporary and historical examples how histories of
drawings as objects with an active, formative role unfold in
practice and discourse outside of architecture. The session will
unveil histories that reveal broader influences and trajectories,
as well as ones that query architecture’s own disciplinarity, and
thus open questions fundamental to architecture’s effects writ
large.

Architectural Drawing, Information Management, and

Early Modern Science: Wendel Dietterlin Drafts the

Architectura (1593-8)

Elizabeth J. Petcu
This paper surveys the gargantuan drawing corpus
associated with Wendel Dietterlin’s 1593-8 Architectura
treatise to establish how architectural drawing in sixteenth-
century Europe came to model practices for managing visual
information in scientific research. To craft the Architectura
drawings, Dietterlin and his assistants wielded tactics of
annotation, bricolage, folding, and copying that had long
assisted architects in stimulating creativity, exposing
problems, saving materials, enhancing productivity,
facilitating communication, and documenting progress. |
compare the 164 known Architectura drawings—among the
largest surviving bodies of Renaissance architectural treatise
drawings with botanical and geological drawings in the
collections of physician Felix Platter and natural historians
Conrad Gessner and Ulisse Aldrovandi to show that natural
philosophers (i.e. early modern scientists) came to derive
similar benefits from such drawing techniques. | argue that
Dietterlin’s tactics for orchestrating his Architectura’s wealth
of visual information attests that, by 1600, techniques of
visual research originating in architectural drawing circulated
freely between makers of architectural drawings and natural
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philosophers. | thereby expose how makers of architectural
drawings and natural philosophers in Europe began to
exchange and co-develop parallel, empirical methods for
forming knowledge.

Gothic Images, Images of Gothic: The Promotion of

Gothic in 19th-Century Photography

Sarah E. Thompson, Rochester Institute of Technology
Gothic architecture was not regularly represented according
to accepted standards of architectural drawing until the late
18th century. This delay reflected both the postmedieval

and destroying them to avoid punishment. Lawner's
drawings offer a glimpse into the necropolitical architecture
of the Chilean dictatorship and of the architectural actions
enacted by him and other prisoners to resist it. The
circumstances of their making have endowed these objects
with political agency: they speak to us, urgently; they
demand to be read. Miguel Lawner's drawings are urgent
witnesses to lives lived and lost, forensic objects that
demonstrate the politics of space, and markers of their
author's lifelong commitment to political action.

reputation of Gothic—largely considered a historical curiosity
that did not conform to expectations of beauty and order—
and the desires of audiences interested in Gothic buildings

From Metaphor to Technical Trace: Architectural
Drawing in Issey Miyake’s A-POC

Yi-Ern Samuel Tan, Massachusetts Institute of
Technology

that evoked historical, topographical, or sensory
connections. When antiquarians interested in rehabilitating
Gothic’s reputation began to employ measured plans,
elevations, and sections in their published works, these
“rational” depictions of Gothic combated the experiential
nature of more popular illustrations: because the primary
objections to Gothic derived from its perceived irrationality,
the employment of “objective” images of Gothic buildings
demonstrated that the style was generated by identifiable
design principles that could be reproduced in new work.
Accuracy and universality were stressed through the
incorporation of clear contours and a linear scale, as well as
the excision of buildings or details from specific (and
variable) contexts of time and space. The signifiers of
competing subjective and objective visual modes would
soon inform the depiction of Gothic structures in the new
medium of photography. By the end of the nineteenth
century, as photography became a tool central to the study
of art history, the visual tropes distinguishing subjective and
objective images of Gothic were reestablished in
photographs, with photographers attempting to replicate the
rational and orderly presentation of architectural drawings in
images that helped to legitimize both the study of Gothic and
the pursuit of art history as an academic discipline.

Drawing as Action: Witness, Memory, Politics in the work

of Miguel Lawner

Ana Maria Leén, Harvard University Graduate School of

Design
The drawings of architect Miguel Lawner constitute one of
the most striking and singular records of the violent actions
of the dictatorship of Augusto Pinochet (Chile, 1973-1990).
Between 1973 and 1975, Lawner was imprisoned in a series
of concentration camps because of his role as an officer of
the Allende regime. Turning to drawing, he produced an
architectural project, recorded the presence and actions of
fellow prisoners through small vignettes and personal
portraits, and revealed the spaces created by the regime to
hold, torture, and murder its citizens through architectural
plans and depictions of events based on witnesses'
accounts. He was able to extract some of these drawings
from the camps and publish them from his exile in Europe;
these images capture the urgency of the moment of their
production. Other drawings, done later, are imprinted with
the practices he mobilized to commit them to memory:
measuring distances with his steps, drawing floor plans daily

Often described as architectural or structural, the work of
Japanese designer Issey Miyake has, for many years, sat on
the precipice between fashion and its adjacent design
disciplines. Writing on Miyake, architect Renzo Piano
describes a semblance between them, claiming that they “do
the same work” in the creation of inhabitable spaces. In
accordance with this, Miyake’s work has made frequent
appearances in the continued comparison between
architecture and fashion in such exhibitions as 1982’s
Intimate Architecture and 2008’s Skin + Bones; Miyake’s
work is often likened to structure, to shelter, to a humanistic
pursuit. Yet, many stop at this level of metaphorical analogy,
omitting the technical areas where Miyake’s work indeed
finds affinity in architectural practices like drawing. This
paper presents one such view that interests itself in the
technicity of Miyake’s work as it relates to architectural
representation—specifically, flattened orthogonal drawings—
in one of Miyake’s most famous pieces, A-POC Queen
(1997). Oft exhibited, A-POC Queen is typically displayed
dually as a piece of clothing on a dress form and an array of
flattened garment pieces that resemble pattern pieces or
plan drawings—ostensibly, the subjective and objective.
Further still, the drawings behind the A-POC project often
depict, in parallel projection, a bolt of knitted cloth unfurling
and being cut, suggestive of the technical processes by
which the garment is first knitted and then cut out by a
customer. Drawing from recent critical discourse in
architectural mediatechnics by individuals such as John May
and Zeynep Celik Alexander, this paper offers a new
perspective on Miyake’s work founded in architecture’s
robust discourses in drawing and representation. It finds the
relationship between architecture and clothing not in visual
and descriptive semblance, but in their shared technical
trace.
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HISTORIANS OF BRITISH ART
Chair: Laurel Peterson, Yale Center for British Art

In 1715, the artist and art theorist Jonathan Richardson
described the practice of drawing as “the very spirit, and
quintessence of art.” Drawing’s accessibility and speed primes
it for innovation. Artists such as Thomas Gainsborough, J.M.W.
Turner, Elizabeth Siddal, and Sonia Boyce have turned to
drawing as a site of experimentation. Indeed, the utility,
accessibility, and ease of drawing mean that it is practiced by
painters, printmakers, sculptors, architects, scientists,
administrators, and craftspeople alike. Despite its importance
to the history of British art and architecture, rarely is drawing
satisfactorily integrated into canonical histories, whether on its
own terms or as a key link between mediums. This panel
invites papers that identify drawings as sites of innovation and
invention, produced across time, throughout Britain and its
former empire. Panelists might consider the role played by
drawings in the development of artistic composition, as a
means of knowledge production, as studied and practiced
within academic contexts, or as an end in itself. Papers might
also consider the role played by collections of drawings and
their impact on art making in Britain.

“Leads the Eye a Wanton Kind of Chace”: William

Hogarth’s Life Drawings of Female Models

Zoé Dostal, Columbia University
In the British Museum resides one of the rare extant life
drawings by William Hogarth, dated to his time at the St.
Martin’s Lane Academy. The nude female model
precariously perches on rumpled drapery and molds her
body into a dynamic set of serpentine curves: she tucks her
left foot, bends to lean on her right arm, and steadies her
extended left arm by holding a rope. | argue that it is within
this pose, and therefore within the labor of the anonymous
model, that Hogarth formulated his aesthetic theory of the
serpentine “line of beauty.” Scholars including David
Bindman, Mark Hallett, and Ronald Paulson have explored
the idea that Hogarth’s radical theory of beauty resides
within living women’s bodies rather than male physique or
the perfect form of sculptures. Meanwhile, scholarship on
artistic pedagogy has often noted that British art schools
distinguished themselves from European precedents by
approving of female models. Hogarth’s life drawings of
women reside at the center of these formative developments
in British art, and this paper contends that they therefore
merit sustained attention. The drawings are the site of
Hogarth’s innovation and thought process, and they are the
record of the encounter between artist and model that
generated his theorization of the line that “leads the eye a
wanton kind of chace.” By closely attending to this small
corpus of works, | interrogate the importance of female life
models to eighteenth-century British aesthetics,
foregrounding the active roles of the models themselves
who, in displaying their bodies in painful poses, put their
reputations and possibly their futures at risk.

Picturing Harmony: Giles Hussey (1710-1788) and the

Science of Drawing

Dominic Bate, Brown University
This paper considers the rich artistic legacy of the
eighteenth-century English draftsman Giles Hussey. In his
lifetime Hussey attracted the attention of now canonical
artists, from William Hogarth to James Barry, who felt
compelled to respond to the aesthetic challenge posed by
his meticulous drawings of classical statues, human
anatomy, and bust-length portraits. Though seemingly
effortless, with their crisp, confident outlines and soft
hatching, with no searching marks and a high degree of
finish, these works were often the product of repetitive and
painstaking labor that was manual, intellectual, and
sometimes even spiritual. At the heart of this labor was
mathematical calculation, along with mechanical methods of
image-transfer, such as the camera obscura and the
pantograph. The drawings made by such practices reflected
Hussey'’s suspicion of unmediated sense experience, as well
as his unwavering confidence in the ancient belief that the
universe was harmoniously organized according to the rule
of number by an omnipotent creator. For Hussey, the
freedom and precision offered by drawing made it an ideal
medium in which to explore the implications of this fact, as
he saw it, for the visual arts. As such, his work offers insights
into the cultural coordinates of artistic mimesis in eighteenth-
century Britain, as well as the ways in which drawing allowed
artists working in this context to renovate and develop bold
ideas about aesthetics.

Drawing the Modern News

Susannah Evelyn Blair, Columbia University
In late 1853, Constantin Guys travelled to the Black Sea to
witness the first skirmishes of the Crimean War. Though he
would later be called the “Painter of Modern Life,” by Charles
Baudelaire, Guys spent the first fifteen years of his career as
a journalist working for the lllustrated London News. During
his nearly three years at the front, the illustrator and
correspondent made dozens of drawings that were sent
back to London to be engraved and printed next to
letterpress in the pages of the immensely popular
newspaper. In this paper, | argue that despite the emergence
of photography and other reproductive visual techniques,
drawing formed the backbone of the new authority of the
mass-produced news image that emerged in illustrated
newspapers in the 1840s. The Crimean War is most well-
known in the history of art as the “first photographed war”;
Ottoman, British and French photographers made hundreds
of images using the wet collodion process. While these
works are landmarks in the history of photography, their very
familiarity has obscured the central role that drawing played
in visualizing the war for British newspaper readers. To make
the case for drawing’s authority, | locate Guys’s eyewitness
sketches within a wide range of other tactics of transcription
that made the printing of text and image possible—including
stenography and printing telegraphy—to contextualize the
strange persistence of this manual medium within the
increasingly mechanized armature of the illustrated
newspaper. In examining a key episode in the formation of
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trust in the news image at a moment of momentous
technological change, this paper identifies an origin point for
pressing questions related to the truth and objectivity of the
news image in our contemporary moment, and places mid-
nineteenth-century drawing at its center.

The Surface of the Past: Drawing and the History of

Ornament in Victorian Britain

Christine Olson
For Owen Jones (1809-1874) and John Ruskin
(1819-1900), drawing constituted a primary medium for
recording and reproducing the decorated surfaces of
historical monuments. Both men understood such
documentation as vital to the development of aesthetic
modernity. However, Jones and Ruskin disagreed
fundamentally about the value and meaning of architectural
history for Victorian audiences and, consequently, produced
drawings that diverge significantly in their approach to
subject matter, composition, and medium. This paper
examines these differences to reveal disparate possibilities
for mapping the surface of the historical monument onto the
surface of the page. What forms of architectural encounter
are engendered by drawing, understood as both an act and
a material artifact? How do we situate Jones’s and Ruskin’s
drawings of architectural surfaces within larger ecosystems
of reproductive media—printing, photography, plaster
casting—that structured art historical knowledge production
in the nineteenth century? In this paper, | address these
questions to illuminate how drawings of ornament
contributed to Victorian debates over the value of historical
monuments, while reflecting on the role of drawing as a
means of not just documenting, but inventing, the past.

Chair: Karen L. Kurczynski, University of
Massachusetts, Amherst

Discussant: Peter R. Kalb

From Jaune Quick-to-See Smith’s artworks referencing the
violence of colonialism to William Kentridge’s “Drawings for
Projection” working through the legacy of apartheid, drawing
plays a major role in intermedia contemporary art practices that
engage with politics and history. In what ways does drawing’s
specific history in relation to ephemeral formats and partiality
(meaning both material incompleteness and subjective
perspective) make it uniquely suited to reject the art world’s
commercialization and spectacle, as well as to address political
questions of bodily and social vulnerability as theorized by
Judith Butler and others? This panel seeks papers that
examine how drawing, often in dialogue with other artistic
mediums, can reflect on and intervene in social justice issues
including climate change, gender and racial politics, inequality,
immigration, and the legacy of colonialism. Panelists may
consider how artists use drawing to examine complex
processes of intersectional identification and racialization; how
drawing produces what Michael Rothberg calls a morally
“implicated spectator”; and how drawing relates to social
activism and decolonial perspectives. Drawing has been
related to commemoration as early as Pliny’s account of the
“first” artist who traced her lover’s shadow on the wall to hold
onto his memory. What happens when drawing, historically a
medium associated with transience, fragility, and privacy,
enters discussions of publicity, politics, and the
commemoration of violent histories? This panel aims to draw
out the unexpected ways art can spur public reflections or
interventions around key social justice issues, as well as
promote compassion across social divides.

From Activism to Administration: Benny Andrews and

the Drawn Archive

Brian T. Leahy, Northwestern University
When the artist, activist, and draftsman Benny Andrews took
the job as Director of Visual Arts for the NEA in 1982, many
who knew him as the co-founder of the Black Emergency
Cultural Coalition were confused, thinking his willingness to
serve under the Reagan administration was misguided at
best, selling out at worst. Yet Andrews viewed the position
as complementary to his multiple other roles: as a working
artist, as an informal archivist documenting other Black
artists unrecognized by official institutions, as a critic writing
about the lack of minority representation in museums, and
as an activist and community organizer—all activities that
asserted space for underrepresented artists in a racist and
racialized art world. In this paper, | argue that Andrews’
prolific drawing practice functioned as the fibrous tissue
connecting his activism to his bureaucratic advocacy. His
decades-long practice of depicting the people from his past
and present hinged on his use of delicate contour lines,
utilizing the barest means of figuration to summon vast
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collective histories. In a similar way, his personal and
professional archiving transformed quotidian documents into
proof of the artistic achievements of his community. | show
how examining the day-to-day fruits of his studio practice in
tandem with his varied activist and administrative roles
discloses the deep relationship between drawing and
archive-making: Both are activities that require a daily
commitment to attention, care, and relationality in which the
supposedly ephemeral—mark and gesture, announcements
and paperwork—are translated into long-term evidence of
meaning and community.

Graphic Noise: Raven Chacon's For Zitkala-Sa

Jessica Lynn Orzulak
This paper explores a recent work of compositions by
Pulitzer Prize winning visual artist and composer Raven
Chacon (Diné) titled For Zitkala-Sa. The work contains within
it a series of hand drawn graphic music scores, each created
specifically for thirteen named women Indigenous musicians,
composers, and scholars. The series is a dedication to the
music, work, and life of Zitkala-Sa, a Yankton Dakoka
woman born in 1876. Also known as Red Bird, and by her
white name Gertrude Simmons Bonnin, she was a
composer, violinist, poet, teacher, and activist in the early
twentieth century whose work has largely been forgotten in
American history. Chacon’s graphic scores present
conceptual portraits of the each of the artists meant to play
them. Through the drawings Chacon seeks to intervene in
the colonial history of Western music and the erasure of
Indigenous artists and practitioners in music and the sonic
arts. The forms confront the inequities of classical systems
of notation and the limitations of their written form, which
result in a dramatic simplification of complex keys, fluidity,
temporality, and voice within Indigenous musics, resulting in
stereotyped “Indian” music. His visually compelling graphic
scores are accompanied by written instructions for each
artist, each of which simultaneously providing critical room
for improvisation, allowing the resulting performances to
present multiple voices woven into one sound.

War Stories in Pictures: Parismita Singh’s The Hotel at

the End of the World (2009)

Sonal Khullar
“Ah, soldier spirits...this place is full of them. You see them
everywhere,” remarks a male character in Parismita Singh’s
graphic novel The Hotel at the End of the World (Penguin
India, 2009) as he reads a book from the British series
Commando Comics. Published by D.C. Thomson since
1961, that series, initially known as Commando War Stories
in Pictures and now called Commando for Action and
Adventure, depicts male heroics from the First and Second
World Wars. Singh’s novel is a feminist critique of such
narratives and colonial and postcolonial violence in eight
Indian states —Assam, Nagaland, Manipur, Meghalaya,
Mizoram, Arunachal Pradesh, Tripura, and Sikkim—that
border China, Myanmar, Bangladesh, Bhutan, and Nepal
and serve as a contact zone between South, East, and
Southeast Asia. Based in Guwahati, Assam, the largest
state by population in northeastern India, Singh draws and
writes belonging to the Northeast, a representational

category she “inhabits and resists.” Through newspaper
reportage, blog posts, literary anthologies, and children’s
books, her drawings circulate beyond the conventional art
world and suggest the limits of a system that privileges
artists working in the metropolises of Delhi and Mumbai.
Singh’s use of drawing complicates tropes of ‘postwar’ art
and society and questions the boundary between elite and
popular forms, works for children and adults, and artistic and
activist modes of address. It resonates with drawings by
contemporary artists in postwar Sri Lanka who refuse
sensational and spectacular narratives and documentary or
ethnographic methods, and persist in creative work despite
growing censorship.

Chair: Bojana Videkanic, University of Waterloo

In 2015 Warwick Research Collective proposed a
reconceptualization of terms modernity and modernism not as
a series of different, albeit lesser, copies of some original
“Modernism” and “Modernity” originating in the West, but as a
unified world literary system. Using the theory of uneven and
combined development (UCD), modernity, they argue, is a
singular phenomenon; however, its singularity does not imply
sameness, on the contrary it is “everywhere irreducibly
specific.” It follows from this, that modernity and modernism
take different forms in their lived social, economic, and cultural
relations, and are “understood as governed always by
unevenness, the historically determinate ‘coexistence’, in any
given place and time ‘of realities from radically different
moments of time.” Starting from this premise, we wish to think
through the history and place of East European art within the
system of world-art and global art histories, not just by adding it
to the growing chorus of various ‘isms’, but by showing how
global modernism developed in Eastern European art in
relationship to tensions between the core and periphery, and in
the light of materialist approaches to postcolonial theory.
Taking into consideration geographic (mapping global social
relations in terms of periphery and core), and temporal
(simultaneous existence of archaic and modern artistic forms)
conceptualizations of UCD as they apply to Eastern European
20th century art, this panel will through specific examples (from
Bulgaria, Poland, Georgia, and Yugoslavia), analyze
modernism’s coexisting aesthetic forms in relationship to
politically engaged art, socialism, class, transnationalism, and
decolonisation.

Plovdiv’s Bratska Mogila as a Microcosm of the ‘60s and
‘70s in Bulgaria and the Socialist World
Zhivka Valiavicharska, Pratt Institute; Department of
Social Science and Cultural Studies
Plovdiv’s Bratska Mogila is a remarkable work of
monumental sculpture from the post-Stalinist period in
Bulgaria. A symbiotic ensemble of architecture, sculpture,
monumental arts, and urban planning, the monument was
built in 1974 as a temple to harbor the remains and the
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memory of young antifascist partisans who died in the region
of Plovdiv between WWI and WWII. Inside the interior, a
sequence of nineteen monumental sculptural compositions
narrate the revolutionary history of the Bulgarian people as
constructed from the perspective of the 1960s and ‘70s: a
nationalist history rewritten through the socialist present, it
also imagined and forged connections with global struggles
against colonialism and racism. The monument has thus
arrested the conflicting political logics of the post-Stalinist
era and its worldly entanglements in all their monumentality
and tension. This paper offers a historical reconstruction and
a close reading of the monument, exploring post-Stalinist
visions of socialism, nationhood, and the global imaginaries
of the era in their tensions and contradictions.

Niko Pirosmani: Between the Local, the National and the

Global

Harsha Ram, University of California - Berkeley
Georgia’s most celebrated twentieth-century painter Niko
Pirosmani (1862-1918), a self-taught artist existing on the
margins of urban society, experienced a belated and largely
posthumous rise to fame. On the eve of World War |
representatives of the Russian avant-garde, followed closely
by central figures in Georgia’s national revival, sought to
interpret and recode the textural and thematic “unevenness”
of Pirosmani’s canvases as a naive yet artful combination of
historically distinct forms. The recovery of Pirosmani’s
legacy is thus the story of two distinct interpretive aesthetic
models competing but also colluding in the artist’s
canonization: the cosmopolitan discourse of modernist
primitivism and a nationalizing discourse of local
particularity, both superimposed onto a vernacular local
practice during the tumultuous years of war and revolution.
These two discourses, along with the artistic works they
sought to interpret, offer us an exemplary case of the triadic
(and not merely binary) scale of centre/periphery relations:
the global, the national and the local. To analytically
distinguish these scales, and examine how they functioned
in tandem in the history of Pirosmani’s canonization as an
exemplary figure of the international avant-garde, is the goal
of my paper. My talk will draw from the Georgian and
Russian archive of the revolutionary era, including the
writings of contemporaries such as llia and Kirill Zdanevich,
Grigol Robakidze, Titsian Tabidze, as well as later
scholarship, both historical and theoretical.

The Afterlives of Serfdom: Teresa Murak and New

Genealogies of Land Art in Socialist Poland

Dorota Michalska, University of Oxford, Ruskin School

of Art
Teresa Murak (born 1949) is one of the most important
precursors of performance art, land art and feminist art in
Poland. Since the 1970s, she has worked with the
landscape using natural materials such as seeds, bread
leaven, clay and river sludge. Her practice is closely attuned
to notions of place, the corporeal, time and life cycle energy,
encompassing both a sensual dimension and spiritual and
religious planes. In my paper, | want to position that her
works might be also seen as an artistic articulation of the
ambiguous status of land and earth in Poland marked by

centuries long histories of exploitation linked to the serfdom
economy between the XVI and the XIX century. As argued
by scholars such as Jan Sowa and Peter Kolchin, the
phenomena of serfdom in Eastern Europe is in many ways
analogous to Atlantic slavery and might be considered a
form of internal colonisation. | contend that such a
perspective radically alters our perception of land in the
region opening it up to postcolonial interpretations and
discourses. Departing from these considerations, | will
outline a new interpretation of Murak’s artistic practice as an
articulation of the afterlives of serfdom. In my paper, | will
also reflect on how this perspective might alter our
understanding of the genealogies of land art in Eastern
Europe.

Franjo Mraz: Naive Art and Nonaligned Modernism
Between the Local and the Global
Bojana Videkanic, University of Waterloo

This paper analyzes the work of Yugoslav self-taught artist,
partisan fighter, and communist Franjo Mraz (1910-1981)
who became one of the major faces of Yugoslav Naive art—
socialist Yugoslavia’s important cultural export. Mraz’s
complex and contradictory relationship to Yugoslav post war
art world is an example of the tensions that existed within
socialist culture. While on the one hand he represented
Yugoslavia at important international exhibitions (Sdo Paulo
Biennale for example), in other ways he was shunned by key
figures on the art scene. His political attitude and his
adherence to a form of vernacular realism were often at
odds with perceived ideas of how a Naive painter should
paint. These notions were rooted in the tensions between
accepted forms and concepts of modernism, primitivist
perceptions of naive art, and Mraz’s political engagement
which held a prominent place in his work. Contrary to more
traditional readings of naive art, | argue that his work firmly
sits within the modernist tradition as an example of what |
have previously defined as nonaligned modernism. This
specific form that modernism took in Yugoslavia speaks to
modernism’s hybridity as it developed across the uneven
terrain of the post-war artworld. More precisely, Mraz’s work
and the complex readings of it, reveal various tensions
(formal, conceptual and political as well as infrastructural)
between the core and the periphery in the post-war global
art world.
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Chairs: Jennifer Saracino, The University of Arizona;
Hayley Bristow Woodward, Tulane University

Discussant: Erin L. McCutcheon, University of Rhode
Island

Although the landscapes of Latin America have often been
positioned as locales of extraction, this panel explores the
dynamic relationship between Indigenous knowledge
production, artistic creation, and the natural environment
across time. By analyzing products of visual and material
culture, this panel seeks papers that center Indigenous
peoples, investigate how groups have understood themselves
in place and space, and highlight the environment’s integral
role in shaping ways of being and knowing. This panel
welcomes papers that identify how Indigenous environmental
epistemologies have informed artistic products and processes,
as well as how objects reflect or mediate ways of knowing the
natural world. In short, papers should investigate how
Indigenous peoples have understood, lived with, used,
negotiated, and transformed the physical landscapes of Latin
America, as well as how the natural world has influenced the
human experience through analyses of varied media such as
textiles, maps, ceramics, herbals, photographs, architectonics,
etc... We encourage papers that consider how the study of
Indigenous knowledge systems contributes to a decolonial Art
History by reconsidering the ways in which conceptualizations
of space and place are forged through innovative
interdisciplinary approaches such as, but not limited to,
community activism, ecocriticism, and phenomenology. We
invite papers from a range of fields (including material studies,
gender studies, architectural history, critical ecology,
performance, linguistics, and museum studies) that seek to

explore the multiple ways in which art, ecology, and Indigenous

studies intersect to create innovative modes and methods of
visual and art historical practice.

Drag Amazonia: Queer Indigenous Ecologies in the

Photo Performances of Uyra

Lorraine Jeannette Affourtit
Uyra, the performative persona of Indigenous biologist,
artist, activist and educator Emerson Pontes, embodies the
inter- and trans-disciplinary approach necessary to address
the current climate emergency in the Brazilian Amazon. But
Uyra also brings presence to a practice with a much longer
history - the hybridity and fluidity of Brazilian Indigenous
knowledges and lifeways in integrated being with and
stewardship of the natural world across time and space.
Uyra offers these epistemologies through queer Indigenous
ecocritical interpretations of drag performance in which the
non-binary performer’s regalia is made of the beings, forms,
and elements of the natural environment. In this paper, |
analyze the “photo performances” (in situ performances
documented photographically) created by Pontes as Uyra,
an entity they describe as “a hybrid of an animal and plant,”
and “a tree that walks within the cosmovisions” of

Indigenous peoples. | argue that Uyra’s performances and
workshops with queer Brazilian youth inhabit the integration,
transformation, metamorphosis, and adaptation crucial to the
survivance of the Amazon rainforest, its nonhuman and
more-than-human inhabitants, and its Indigenous
descendants. At once expressions of the millenary lifeways
of Indigenous forest keepers and contemporary critiques of
heteropatriarchal destruction and climate collapse, Uyra’s
“Drag Amazonia” posits hybridity as a manifestation of body-
spirit-land encounters through performative and pedagogical
practice toward decolonial futures.

Not Only Represented, But Included: The Landscape in

the Works of Two Peruvian Contemporary Indigenous

Artists

Gabriela Germana, California State Univ San

Bernardino
The western concept of landscape implies the existence of
an observing subject and an observed territory. It
corresponds to an anthropocentric perspective, in which the
human being is superior to the other natural elements. Many
Indigenous populations around the world, on the contrary,
conceive human beings as a part of nature, maintaining
more fluid relationships with all the elements that make it up.
In the representation of the natural environment, therefore,
other frames of reference are at stake. As Patricia Marroquin
Norby has suggested, the materials in many works of
Indigenous arts come from a particular territory and from the
relationship of the inhabitants with said territory. In these
works, therefore, it is not a representation of the landscape,
but rather the object itself is the landscape (Ramos, 2021).
Building on this idea, this presentation analyzes the painting
“Distrito de Sarhua con casitas” [Sarhua District with Little
Houses] by Carmeldn Berrocal (Sarhua, Ayacucho,
1964-1998) and the ceramic “Mujer cargando quenpo”
[Woman Carrying a Quenpo] by Dora Panduro Silvano (San
Rafael, Ucayali, 1962—Yarinacocha, Ucayali, 2016). | will
demonstrate how in these works, the artists not only
represented the territory under particular cultural
conventions—Berrocal adapts a Western map to the
Sarhuino people concerns, and Panduro follows
longstanding cultural practices among the Shipibo-Konibo—,
but that by using in their works materials that they find in
their communities, the very materiality of the works speak of
the territory represented.

Art as Seed for New Beginnings, the Work of Artist

Angélica Alomoto

Ana Fernandez, IDSVA
In this paper | propose that different knowledge or
conocimiento, apparently disconnected, find sensitive
concatenations with each other. The knowledge of plants, its
multiple interpretations through the yachag or chamana, and
the ability to connect all these worlds that the artist in trance
has, finds a distilling point in an alembic of sorts. Under
these precepts | examine the work of Andean artist Angelica
Alomoto an indigenous healer-artist who engages in her
piece Retorno with paraphernalia from her practice as a
curandera in the intersection of art and shamanic practices. |

am particularly interested in her use of contemporary art
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devices within traditional ancestral indigenous healing
practices. She has found in contemporary art languages the
possibility to share indigenous Andean and Amazonian
cosmovisions and philosophy through the concept of wak’a
or sacred site, which propels her into unchartered territory.
Key words: wak’a, artist-in-trance, concatenations,
conocimiento, vegetal-democracy, curandera,

Xocomil, Vivian Suter's Salute to the Wind
Monica Espinel, The Graduate Center City University of
New York

Chair: Thabang Monoa

This panel explores how plants, seeds, and botany generate
sensuous systems of knowing and being in the diaspora. It
ruminates on the ontology of plants, dubious histories of
botanical gardens, the medicinal and healing property of
indigenous plants, as well as long-standing legacies of
exploitation and extraction embedded in phytological practices.
It understands plant life as material, ritual, spiritual and
proposes the compositions of plants as ongoing witnesses to
ecological interferences that are steeped in coloniality, racial
capitalism, and a persistent deprivation of food security. In their
role as political, spiritual, and historical agents, plants act as
generative and emergent multispecies narrators and
storytellers capable of queering histories. They are imbued with
the capacity of offering counternarratives to colonial historical
accounts, allowing the ecology of the space to provide a
backdrop onto which alternate, speculative and decolonial
engagement can be encountered. Drawing on a range of
diasporic artists, this panel shows the importance of
considering care, technology, and multi-species relationships
within the visual arts.

Queer and Feminist Care: Flowers, Ferns and Ecological

Imaginaries

Chandra Frank
In recent years, artists have increasingly questioned the role
that botany and plants play in our everyday lives. These
conversations have become more urgent following the
COVID-19 pandemic, where our interdependent relationship
with the environment has come into focus in new ways.
Notions of care and caring are at the core of these complex
multi-species entanglements. | employ critical visual analysis
to explore how feminist and queer care emerges across lize
Wolff's Summer Flowers (2021) and Zheng Bo’s
Pteridophilia (2016-ongoing). In both works, gardening
practices and plants are used to contemplate the politics of
space, coloniality, affect, and non-human relationships.
Reading across these artistic practices, | argue that feminist
and queer approaches to ecology within visual art offer us
other kinds of imaginaries. In Wolff's Summer Flowers
(2021), Bessie Head'’s legacy as a novelist, writer, and
gardener is explored by situating her garden as “a site of
colonial critique”. Using a feminist lens, Summer Flowers

(2021) sets out how care and radical land politics are
imbrued in Head’s gardening practices. For Bo, the politics
of care are shaped by queer ecology and the erotic
possibility of plants. In Pteridophilia (2016-ongoing), Bo
considers how queer erotics can be used to move against
nationalistic and white male heteronormative relationships
with the land. Drawing on both films, this paper asks what
we might gain from multi-sensory engagements with plants
and gardening practices within the visual arts.

Black Urban Gardening: On MADEYOULOOK'’s Ejardini

Nomusa Makhubu
In recent years, botanical gardens and their colonial legacies
have increasingly become a subject of inquiry within the
contemporary art world. Artists have taken to inspecting
botanical gardens that are often planted by the empire on
ruined lives of colonised people. The abundance of colorful
fauna and flora, carefully manicured around architectured
terrain, has become a concealment of decades, sometimes
centuries of injustice, preventing that violence from haunting
the colonies. The very reasoning behind colonial botanical
gardens was premised on the need to take “care of the
species” (Boehi, p. 69). Considering that botanical gardens
are so closely related to “European colonial hegemony and
epistemologies” (Boehi, p. 70), it is imperative to ask what
are other ways to understand and sense these histories?
The South African collective, MADEYOULOOK, turns to the
appropriation of these colonial botanical legacies, paying
attention to how Black families in South Africa’s townships
have eloquently and strategically adopted some of these
practices in their homes and communities to foster a practice
of communal gardening. The paper pays attention to
legacies of botanical gardens through their installation,
Ejardini (2018), that explores rich practices of Black urban
gardening that are premised on colonial botany to help us
understand how we can think through and approach
inherited colonial cultural structures such as art museums.

Technologies of Care: Multispecies Ecological Networks

as Technological Praxes

Portia Malatjie
A number of scholars have argued for a different articulation,
experience and perspective of what we conceive of as
technology (Mavhunga, 2014; Shizha, 2016). These different
perspectives, including indigenous and African forms of
technologies, sit appositionally to more western-centric
forms. Technology is here considered as any form of
innovation that uses scientific and mathematical research,
where science and mathematics are understood inside and
outside their western limitations. The relationship between
these less discenable and ubiquitous forms of technologies
with BIPOC ecological practices is at the centre of the paper.
By employing the multifacetedness of technology while
imagining technologies otherwise, the presentation arrives at
different forms of artistic and ecological interventions
practiced by Black, brown and indigenous women as forms
of technological care. Reading technological connections
between South Africa and Puerto Rico, through artist and
food activist Zayaan Khan and the collective Las Nietas de

Nono, the presentation begins to weave multispecies
78 of 242



111th CAA Annual Conference Session Abstracts

ecological networks that are potentiated through other and
radical forms of technological convergence. Through this
encounter, it becomes possible to lean in on Khan’s
multispecies practice and video works as a form of
technology, while asking how other forms of technologies
and forms of sensuous knowing found in Las Nietas de
Nono’s immersive installations become legible.

Chair: Clarissa Ribeiro, Art|Sci Collective / UCLA
Art|Sci Center

Navigating ‘ecologies-as-cosmologies’ in art-science practice-
based research, dialoguing with Philippe Descola incursions
‘Beyond Nature and Culture’, the group of four artist will
explore aspects that connects quantum and microbiology to
environmental art, integrating indigenous and scientific
knowledge as strategies addressing critical global issues of
climate change. The contributions include: Amy-Claire Huestis
presents the intervention "t'asxelem, walk quietly", a guided
walk project in a Key Bird Area. This guided walk project
connects individual walkers through small signs along the route
to QR codes, Clarissa Ribeiro shares the outcomes of a
guerrilla-urban art-science intervention in which passants are
invited to detach and take a fragment of pole posters attaached
to city trees containing QR codes that give access to an online
database containing information about microbiome restoration
and microscopic samples of the trees’ bark native microbial
populaiton. Claudia Jacques presents the work Andrea’s
Room, an immersive environment juxtaposing organic and
scientific iconographies of the natural world that seem unseen,
forgotten or discarded against established aesthetic and moral
taboos associated with Yoruba syncretic religion. Mick Lorusso
will examine the ways in which storytelling is integral to both
scientific and creative breakthroughs, particularly in the era of
“post-truth” and environmental crises through a sequence of
cross-scale photographic using different DIY Microscopy
Techniques and instruments, navigating surfaces and
environments.

Andrea Room Offerings

Claudia Jacques de Moraes Cardoso
Andrea’s Room is an immersive environment juxtaposing
organic and scientific iconographies of the natural world that
seem unseen, forgotten or discarded against established
aesthetic and moral taboos associated with Yoruba syncretic
religion. Nature offers unlimited beauty revealed through
patterns observed from micro to macro. In experiencing such
patterns, we unite with the essence of the universe and
nourish our souls. As a contribution to the CAA 2023
session, the collection of photography’s as offerings that can
be accessed via #adrearoomofferings hashtag on Instagram
will be presented and the discussion will follow the lines of
the manifesto related to the work: We want to sing the love
of earth, the habit of life and connectedness. The essential
elements of our art will be courage, audacity and
consciousness. Art has up to now magnified pensive
immobility, ecstasy and slumber. We want to exalt

movements of love, kindness, respect, and balance. We
declare that the splendor of the world has been enriched by
a new beauty: the beauty of quietness. The sound of earth
breathing.... The infinite networks connecting and giving life
to energy, is more beautiful than representations of life. We
want to sing the essence of all nano to macro sounds, the
enchanted voices of energy, connecting all there was, is and
will be. The artist must quiet the soul to increase the
enthusiastic fervor of the primordial elements of life.

Art and Science as Storytelling

Mick Lorusso
The air-sculpted melts found as tektites and the warping,
folding, growth and stress among crystals in rocks, all
indicate that seemingly inanimate rocks are always on the
move, create stunning artistic displays, and can make
music—it all depends upon the stories we tell about them.
As a contribution to the CAA 2023 session, | will examine
through a sequence of cross-scale photographic using
different DIY Microscopy Techniques and instruments,
navigating surfaces and environments, the ways in which
storytelling is integral to both scientific and creative
breakthroughs, particularly in the era of “post-truth” and
environmental crises. The scientists and avant-garde artists
will approach non-human matter from different scales of
time, distance, and physical dimensions— from inorganic or
microbial perspectives. They thus challenge conventional
beliefs and human-centered aesthetics, probing the earth’s
depths and outer space in search of beauty. Information
about a workshop and panel related to the work can be
found here: https://micklorusso.net/2021/02/17/performance-
in-art-science-as-storytelling-at-benton-museum-of-art-
pomona-college/

We Bring Your Microbiome Back

Clarissa Ribeiro
Replacing the pole with actual trees in a street pole poster
intervention, the work presented as a contribution to the
CAA 2023 session is an unfolding of the series “Inhaling
Consciousness” (2019-present) investigating the potential of
art and science works to draw attention to the planetary
biochemical heritage, potentially stimulating what would be
an ecological consciousness that crosses several scales.
Inhaling consciousness invites us to consider informational
biochemical/molecular trades between the environment and
the human body that impacts macroscale emergent
individual and collective behavior. For the CAA session, the
artist will share the outcomes of the intervention on the
streets of the cities of Fortaleza (Brazil) and Shanghai
(China), including feedback from the participants. Detaching
and taking away a fragment of the pole (tree) poster
containing a QR code, the peasants driven by their innate
curiosity can use the smartphone camera to access an
online database (#webringyourmicrobiomeback on
Instagram and #tragoseumicrobiomadevolta) containing
microscopic images of the ‘participant’ trees microbiome
samples attached to the paper (pole poster) together with
information about dysbiosis and restoration dynamics of the
gut microbiome. The participant trees are here considered

as non-human collaborators by the artist.
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walk quietly, ts'ekw'unshun kws qulutun: a guided walk in

a Key Biodiversity Area

Amy-Claire Huestis
"Ts'ekw'unshun kws qulutun," said Cowichan elder, Luschiim
Aarvid Charlie: "walk with respect and honor along the
shore." Artist Amy-Claire Huestis presents and discusses
the intervention "walk quietly", a guided walk project in a Key
Biodiversity Area (KBA). This project connects individual
walkers through small signs along the route to QR codes,
and a website and publication with a variety of voices. It
brings together voices on site of Indigenous people,
scientists, and artists in order to disseminate deeper
histories and more complex narratives and vocabulary about
the KBA marshland. Meaning if we have deeper language
around a site, we will protect it. In the KBA sites the artist
studies in the Fraser River Estuary in Canada, the
vocabulary and naming around the sites is for the most part
of Canadian settlers and their history going back to British
colonization in the 1860s. On sites with colonial names like
"Brunswick Point," and "Fraser River," locals tell this history:
"There was nothing here, just water and marsh." But we
know there were people living in the marsh and the estuary
for thousands of years before settlement. These Indigenous
People lived seasonally in a shifting water world of marsh,
river, bog and forest, fishing and cultivating plants in the
estuary and residing in wooden "long houses" and in houses
built in the marsh on wooden posts or stilts. They still live
here in the rich estuary, with generations of ecological
knowledge and science. What can we learn by bringing
forward the ancient names of these places?

AMERICAN SOCIETY FOR 18TH CENTURY STUDIES

Chairs: Cigdem Talu, McGill University; Dimitra
Vogiatzaki, Harvard University

First used in English in Rev. John Wilkins’s Discovery of New
World (1638) as a climatic term, theword atmosphere came to
gradually yield its literal meaning to a figurative one over the
course ofthe eighteenth century; by 1817 we find it in
Coleridge’s Biographia Literaria denoting a ‘moralenvironment.’
Drawing from twentieth-century phenomenology, new
aesthetics, and affect studies,contemporary theories of the
atmospheric seem to oscillate between the two approaches in
anattempt to map it in conceptual, aesthetic and philosophical
terms, whether defining it as theintangible space that opens up
‘in-between’ the individual and the collective, or as a space that
isincreasingly conceived in its comprehensive ecological,
racial, and gendered dimensions. This session seeks to retrace
the origins of an ideologically tense atmosphere by exploring
howscientists, philosophers, artists, and architects -among
others- began to envision and visualize theworld ‘in-between’ in
the Age of Reason. From the materialist contig/nuities of
Diderot’s réve toMesmeric utopianism; from Bernulli’s
Hydrodynamica to the urban response to the threat ofmiasma;
and from Montesquieu’s political theory of climates to the
climactic articulation ofsensational interiors: what were the
figurative, conceptual, and even material means mobilized
tograsp the shifting notion of atmospheres in the eighteenth
century? What was the role ofnon-Western perspectives and
the agency of marginalized individuals or groups in its
shaping? Weparticularly invite proposals that foreground the
ideological repercussions of this atmosphericawareness in the
arts and sciences of the time.

Nature Through the Prism of Garden Atmospheres: The

Sensationist and Immersive Aesthetics of Girardin at

Ermenonville

Etienne Morasse, University of Quebec in Montreal
Designed primarily by its owner the Marquis de Girardin
around 1770, Ermenonville rapidly became one of the most
celebrated gardens in Europe; a clear anti-Versailles, both
formally and conceptually, with its sinuous paths leading to
monuments honoring Enlightenment thought. Aesthetically,
Ermenonville can also be interpreted as a novel response to
the early modern pursuit of order in nature. To fully
understand its scope, we must analyze it alongside the
Essay on Landscape that the marquis published in 1777. In
an age of empirical philosophy, when human understanding
was described as a sensorially and temporally evolving
process, Girardin sought to design a garden that would
enable a sensationist grasp on nature as it appeared to the
senses. He devised a complete intersensory experience that
gradually led visitors through scenes of evolving complexity,
until they were fully immersed in a landscape almost devoid
of clear cultural markers. Girardin’s theory appears as a
challenge to the picturesque order. His sensationist aesthetic
sought to achieve what landscape paintings could only
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dream of: connecting us with nature through a sustained and
lively experience affecting all our senses. In hindsight, this
desire to bypass representation and get fully immersed in
the landscape is symptomatic of a growing attitude toward
nature in late eighteenth-century aesthetics. Today, this
attitude is being revalued in ecological aesthetics, especially
with Gernot Bohme’s concept of atmosphere as a mediating
force between humans and their environment. How can we
situate Girardin’s contribution within the history of that
concept as it pertains to environmental aesthetics?

Vapours embodied: climate control and immersive

experience inside Eastern European bathing architecture

in the 1770s

Aleksander Mikolaj Musial, Princeton University
Why would 18th-century architects often situated bathing
suites alongside greenhouses, instead of domestic
apartments? This seemingly marginal conundrum will unveil
the rich dynamics of reinventing bathing design in the period,
with particular attention paid to its lavish flourishing in
Eastern Europe. Examples of an unprecedently self-
conscious interest in atmosphere within man-made spaces
will include selected architectural drawings and still surviving
structures, together with theoretical writings approaching
architecture as a function of landscape design. By drawing
together designs for Catherine the Great's ‘Ancient House’ in
Tsarskoe Selo by Ch.-L. Clérisseau and Ch. Cameron, F.-X.
Branicki's underground apartment in Warsaw by S. Zug, and
Kozyn spa in Ukraine, all realized in the same pivotal
decade, | will explore how this network of Eastern European
patrons, artists, and theorists responded to contemporary
debates on atmosphere and caractére through innovative
means of shaping bodies and identities through architecture.
The stakes of this intervention was not restricted to
contemporary physiological debates regarding the
usefulness of either cold or hot baths. It contributed to the
growing interest in deploying architectural space to transport
subjects across time and space by orchestrating immersive
experience aimed at their entertainment and instruction.
Seeing how fabricating vapour atmosphere inside baths
would facilitate such figurative immersion will help
appreciate both the emergence of the modern notion of
interiority it informed, and the relevance of 18th-century
interest in the human-environment relationship within current
debates on climate’s impact on modern society.

From the Atmospheres of Aeronautics toward Visionary

Architecture

Katarzyna Balug, Harvard University Graduate School

of Design
From the invention of ballooning in late 1783, aeronauts
posited the balloon as a mobile laboratory for experimental
science on the little-understood upper atmosphere. Yet they
were distracted, as some critics put it, by the sublime
prospect, struggling for words to express their experience
aloft. Balloon mania gradually gave way to frustration, in the
scientific realm, with repeated failures to steer the unwieldy
machines in the air. However, the emotional ride among the
clouds under a perfectly spherical vessel was not lost on
architects of the late eighteenth century. This paper makes

explicit the, to date overlooked, connection between
ballooning, the study of atmosphere that it facilitated, and
select visionary works of Etienne-Louis Boullée and Claude-
Nicolas Ledoux, where atmosphere became a mood. The
paper then shows how the imaginaries of the two architects,
formed in reference to the infinite cosmos, gave way in the
nineteenth century to preoccupation with the knowable,
limited, and conquerable Earth. Boullée’s Cenotaph for
Newton emerges at once as a precursor to and an
ideological antithesis of Robert Barker’s popular attraction,
the panorama — patented in 1787 as both a visual technique
and viewing structure — and Charles Delanglard’s 1826
Géorama, in which the entire planet could be traversed in an
afternoon. In other words, the effort to capture the sublime
experience of the upper atmospheres in aeronauts’ words
and in architectural form gave way to a commoditized
spectacle that simulated such a view. Balloons, meanwhile,
lost favor in science, but never ceased to draw a crowd.

‘Narrating’ the Landscape: pictorial and aesthetical

inventiveness to portray the essence of Nature
Marie Beaulieu Orna

Leaving the port of Naples towards Sicily in 1777, the
connoisseur Richard Payne Knight (1750-1824) narrated in
his travel diary: “The infinite variety of tints were all
harmonized together by that pearly hue, which is particular
to that climate. (This tint very particularly marks Claude
Lorraine’s Coloring). As we advanced into the open sea, the
colours and forms seemed to sink into the Atmosphere and
grow gradually indistinct, till at last the Sun withdrew its rays
and left all in darkness.”[1] Disclosing the term ‘atmosphere’
in its literal meaning, Knight's remark paradoxically reveals
the fundamental role of optical theories and their
interpretation in artistic practice in giving rise to the figurative
essence of this same word, or to ‘spreading the tone’ as
Coleridge expressed it in Biographica Literaria (1817).
Following Knight's example, certain late eighteenth-century
British landscapists aimed at conveying their personal
impression felt upon observing the natural scenery,
especially by handling color in travel sketches. Their Grand
Tour became an artistic and aesthetical laboratory, into
which they experimented with materials and processes in
order to depict exotic landscapes with sensibility, intended
for ‘polite’ amateurs. The specific training these artists as
well as these amateurs shared contributed to relate their
mutual perception of nature and to develop this specific
sense of ‘atmosphere’. This paper intends to demonstrate
this artistic and aesthetical pivotal turn, embedded in the
British contemporary scientific and philosophical context. [1]
R.P. Knight, Expedition into Sicily, ed. by Claudia Stumpf
(London: British Museum Publications, 1986), p. 26.
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Chair: Pei-chun Hsieh, Binghamton University
Discussant: Reiko Tomii, PONJA-GenKon

“Elemental media” is a term coined by John Durham Peters to
argue the cultural and political importance of water, earth, air,
and wind, instead of regarding them as merely natural
elements. This panel offers a critical examination of media and
art in postwar and contemporary Asia to contextualize and
historicize how artists react to social and environmental
emergencies by exploring the potentiality of elemental media. It
intentionally limits the discussion of media and art to the local
specificity while at the same time acknowledging these works’
global resonance. The panel offers three case studies,
articulating how these areas in Asia, with their particular
histories and geopolitics, invent, interact, or intervene with the
modernist environment shell and our tentative technological
supports. Furthermore, it asks how we can shed new light on
the discourse of video art, participatory aesthetics, or other
postmodern installation modes prevalent at art biennials today
in terms of environmental and historical contingencies.
Focusing on the Korean postwar artist Hyun-ki Park’s video
sculpture, the Taiwanese contemporary artist Wang Te-yu'’s
inflatable objects, and the recent work from Nha San Collective
at Documental 15th, this panel addresses a wide range of
elemental media—plants, earth, air, and water—to propose
possible environments that anchor our existence and make
what we are doing possible.

Unbounded Gardens of Earthly Delights

Alaina Claire Feldman, Baruch College, City University

of New York
Nha San Collective’s 2022 contribution to Documenta 15
involved ways of picturing and engaging with environmental
issues as unbounded, that is, revisiting the connections
between the environmental, the cultural, the social, and the
political. As artists working with unstable and ubiquitous
material—earth—their instrumentalization of land and nature
was less about exploitative domination of people and their
environments and more about the liberatory relational
politics of people to land beyond the state. The historical
ground of Germany is literally taken up by immigrant
communities presented not as “garden as a paradise”, but
as an earthly reclamation of space and an expanded
discourse on sovereignty.

Always Already Intertwined: Elemental Media in Park

Hyun-ki’s Video Sculpture.

Bookyung Son, Binghamton University SUNY
Park Hyun-ki, a pioneer of video art in Korea, is well known
for a particular format of video- sculpture assembled with
natural objects and television sets showing the objects’ still
images. Park’s early works succeeded the aesthetic
concerns of Korean avant-garde and were mainly presented
in the form of conceptual events using various found objects.
At the intersection of Korean avant-garde in the late 1960s

and video art in the late 1970s, his early video practices
reflect the material shifts in the trajectory of Korean
experimental art. Concerning the medial turn specific to
Korean art, this study looks into Park’s sculptural
juxtaposition of different media dimensions and how such a
structure deals with the prevailing notion of nature-
technology distinction at the time.While Park’s works have
been generally framed based on the dichotomous difference
from Western video art, my work focuses more on continuity,
compatibility, and prosthetic interdependence between the
material conditions as something always already intertwined.
In his serial work TV Stone Tower (1979), Park stacks up
irregular natural stones and inserts a television monitor
showing recorded stone images between the piled stones.
Such a simple juxtaposition foregrounds the materiality of
each object and subsequently creates a situation in which
the stones and the mediated stones are in an inter-
referential relationship. In this respect, Park’s seemingly de-
technologized sculpture can be better discussed as an
interfacial place in constant tension and recursive
adjustment between age-old artificiality and a new
environment becoming natural to a certain time and space.

Spheres of Intimacy: The Aesthetics of Air and Tactile

Politics in Wang Te-yu’s Inflatable Art, circa 1996

Pei-chun Hsieh
"My inflatable object is about pushing and grasping the edge
of air.” This statement, by Taiwanese contemporary artist
Wang Te-yu, reveals her intentions for the inflatable, balloon-
like installations that have become her signature work over
the past decade. Her work bodies forth a radical aesthetics
of air that both challenges the habitual nature of our senses
and opens up unexpected political possibilities. In her
playground of possibilities, visual experience is largely
displaced by the rich, immersive, tactile experiences of air.
Making our way through her inflatable objects, we first
encounter the resistance of the inflatable: air pressure; next,
we sense the vibrations as we rebalance ourselves among
other stumbling spectators; lastly, we encounter the
permeability of the work, prompting us to reorient ourselves
in the floating maze in relation to others. Namely, in Wang’s
inflatable spheres, the materiality of air is made explicit for
us to touch and wrestle with. Taking a cue from Wang’s
tactile aesthetic of air, this paper argues her inflatable art as
an alternative politics of dwelling. Her intimate, human-scale
textile spheres not only generate a new form of the position
of bodies in space, but create different shapes in relation to
one another, creating new modes of community. Ultimately, it
is suggested that the air and its condition of possibilities is
being tested beyond its scientific dimension toward a social
medium of co-dependence and co-existence.
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Chair: Jacobé Huet, The University at Buffalo, SUNY

Survey courses are the gatekeepers of our field. They ritualize
students’ entrance into architectural history as a discursive
space and often propagate unwanted hierarchies through
subtexts in knowledge. This session invites contributions
reflecting upon recent pedagogical endeavors actively re-
casting the scope and definition of the survey course as a
critical genre. What are the solutions individual instructors,
collaboratives of instructors, and institutions have found to
formulate alternative narratives for these field-defining
courses? How do these new endeavors re-qualify interactions
between students and instructors in the classroom? In the
context of architectural schools, how do these efforts intersect
with the pervasive notion of “precedent” in studio culture? As
per survey courses taught in art history departments, how do
they reinforce, challenge, or render obsolete chronological and
geographical distributions in major requirements? Contributors
will present on individual courses, connective curriculum
designs, or engage in thematic reflections on key historical
figures, episodes, or methods. Submissions on innovative
survey courses, individual lectures, or broader frameworks
showcasing expanded experiences of the built environment on
the basis of race, culture, religion, gender, class, and physical
abilities are particularly welcome. Complementary discussions
of curriculum eliminating the survey as an introductory step
altogether are also encouraged. At its core, this session invites

scholars and educators to engage in a communal dialogue and

learn from each other’s pedagogical experiences.

Long Histories: Building Connections Across Time and

Place in the Architectural History Survey

Matthew Thomas Gin, University of North Carolina at

Charlotte
This paper considers the potentialities and pitfalls of
incorporating long histories into introductory courses. While
the discourse surrounding architectural history surveys has
tended to focus on issues of geographical coverage (“the
global”) or organization (“the parade of monuments”),
chronological scale has received less attention. By taking a
“big picture” approach, long histories— that is, those that link
distant moments in time—open new narrative possibilities for
examining architectural objects and their many afterlives.
Long history, as such, is especially promising as a means of

defamiliarizing canonical works. To reflect on this approach, |

will discuss a lecture on Angkor Wat from my own
introductory course that examines the temple from its
founding in the 12th century to its appropriation in the 20th
century by France as part of a racialized colonial project.
Particular emphasis will be on how this lecture, by narrating
a history that includes the French encounter with this
building, introduces students to an iconic monument while
also engaging them in a developmentally appropriate
discussion about how issues of race, empire, labor, and
global exchange manifest in the built environment. The
presentation will also reflect on this lecture as a collective

product fashioned from my expertise, existing scholarship,
and pedagogical resources like the Global Architectural
History Teaching Collaborative. The goal is not to present
long history as a panacea for the structural limitations of the
introductory survey but to model it as one tool in a kit of
many for teaching urgent more inclusive histories of
architecture.

Otherness and Canon: from the footnote to the center of

the page.

Yazmin Crespo Claudio, Harvard University Graduate

School of Design
A reflection on Otherness and Canon: Episodes of a dialogic
reading of the history of architecture a course taught by
Yazmin M. Crespo Claudio and Jorge Francisco Liernur at
Harvard University Graduate School of Design. The course
description explains that “in contrast to the debate in other
areas such as art or literature - for the explanation of which
capitalist expansion is a crucial factor - the canonical
narratives of modern architecture ignore the existence of
colonialism, imperialism, and neocolonialism. In recent
decades, voices have been raised against these
Occidentalist narratives that either oppose the very
existence of the canon or have successfully raised the need
for its expansion from regional, ethnic, or gender
perspectives. However, the history of architecture has
continued to have a monological character, that is: the
gestation of the canon continues to be attributed to factors of
exclusively Western origin. Through the use of alternative
theoretical notions and the study of a set of episodes, in this
course, we will try to verify the possibilities of a dialogic
reading of that history as a constant dispute between identity
and otherness.” The presentation focuses on the first
module [Yazmin M. Crespo Claudio] as the episodes move
from the footnote to the center of the page when
documenting is not enough, and sparring is necessary.

Reimagining Introductory Architectural History Courses

Onur Oztiirk, Columbia College Chicago
Since the 1990s, there have been calls to transform
introductory art and architectural history courses due to their
primarily western content, problematic linear model, and
authoritative teaching format. In recent years, however, the
ideological interest of white supremacist groups in the
constructed narratives of survey courses has made it an
urgent priority to re-think such models. During the last three
years, Art & Art History and Design faculty at Columbia
College Chicago have been reimagining the introductory
architectural courses (Global History of Architecture and
Design History: Spaces & Objects) as a part of the
institution’s commitment to diversity, equity, and inclusion. In
this paper, architectural historian Dr. Onur Oztiirk will
summarize these efforts as he discusses how they have
been addressing prominent Eurocentric and patriarchal
narratives through the inclusion of a model that reveals
intertwined networks of ideas, materials, and people. He will
also address how issues of slavery, colonization, and other
histories of exploitation and oppression that have been long
ignored in such courses could be utilized to understand the

multifaceted nature of built environments and their complex
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relationships with constructs of power. Next, he will discuss
how they have been revising the class materials to include
more female designers, practitioners from Chicago, and
creatives of color to make these courses more inspiring and
empowering for our students. Finally, he will present a
sample of student-centered class activities and projects that
prioritize embodied cognition through tactile and immersive
experiences.

Curating Revisionist Histories of “American Architecture”

at UT Austin

Charles Davis Il, University of Texas at Austin School of

Architecture
The role of architectural history at the University of Texas at
Austin has not been analyzed in detail since Alexander
Caragonne’s monograph The Texas Rangers: Notes from an
Architectural Underground (1995), which examined the role
of history as a renewed source of design precedent within
the professional program. Caragonne’s book appeared in
the wake of several new Austin institutions on architectural
history in the 1980s and 90s, from the Center for American
Architecture and Design (1982) to the Charles W. Moore
Foundation (1997). In the 1990s, the school established a
PhD program in Architectural History that was grounded on
the two fonts of European modernism and Anglo-American
movements. This initial Euroamerican focus paralleled the
regional character of the professional program. Since 2009,
developments in the PhD program in architectural history
have opened fresh horizons. The hire of experts in Latin
American modernism, African American architecture, and
nineteenth century histories of professionalization have
created new rubrics for Americanists within the core
curriculum. These research trajectories directly challenge
the primacy of canonical building histories in the school’s
professional curriculum with transnational histories of
material culture in South America, the Caribbean, and the
United States. My presentation traces the seminal role of
revisionist surveys and elective courses for recasting
knowledge within professional architectural education. While
doctoral programs can provide a counterweight to the
hegemonic function of regional architecture schools, their
influence within the curriculum is often limited by their
institutional isolation.

SECAC
Chair: Hallie G. Meredith, Washington State University

What kinds of unique contributions can visual art make to
create communities in the classroom and beyond?
Incorporating core tenets focusing on decoloniality, combatting
institutional racism, and issues of intersectionality and social
justice, there is increasing interest in engaging communities by
means of visual expression. The advent of numerous terms
index this, for example, Eco Art, New Genre Public Art and
Social Practice. Interactions are crucial to foster awareness
and space for collaborations. However engaged visual culture
extends beyond studio practice to art education and art history
with related concepts, such as, embodied and experiential
learning. Fundamental to each of these instantiations is a focus
on the power of civic engagement to experience and cultivate
social change. From empowering marginalized communities to
redefine museums, to public events providing opportunities to
experience ancient technologies, to graduation requirements
and university promotion guidelines highlighting community
engagement activities, the dynamic and vital role of engaged
communities is widely recognized within and beyond the
Academy. Given the myriad possibilities for partnerships
among communities, this session asks: How is visual art
uniquely positioned to engage communities both inside and
outside of the classroom? How have you incorporated local
partnerships to both teach students and build community
relationships? What worked and what failed? Is community
engagement a sustainable curricular format? This session is
part of wider cross-disciplinary conversations focusing on
dynamic interconnections between visual culture and engaged
communities.

Design Thinking in a Living-Learning Community:

Rhizome at Virginia Tech

Grant Hamming
Launched in Fall 2021, the Rhizome Living Learning
Community is a partnership between Virginia Tech’s College
of Architecture, Arts, and Design and Division of Student
Affairs. Featuring an interdisciplinary, multigenerational mix
of curricular and co-curricular experiences, it aims to help
undergraduate students gain the skills and perspectives to
tackle complex global challenges through a combination of
creativity, design thinking, sustainable development, and
project-based learning. Students spend the year seeking to
understand a problem selected from among the United
Nations Sustainable Development Goals from both global
and local perspectives. The culmination of the year is a
sustained and iterative project in collaboration with a
community partner, offering design-based solutions to one or
more problems faced by that partner. The first year of
Rhizome saw students addressing sustainable agriculture
and food insecurity, resulting in a series of designs to aid
Plenty!—a community food organization and farm—with
adapting its operations in the wake of the COVID-19
pandemic. This presentation reflects on that inaugural
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experience, including what worked and what didn’t, and how
the program and both its curricular and co-curricular
offerings have continued to evolve in light of the first year. In
particular, it will reflect on the challenges and possibilities
inherent in asking undergraduate students to do design
work, including balancing the needs of the community
partner with the pedagogical needs of the faculty and
students. It will also offer a measured sense of how those
changes are impacting the ongoing second year of teaching
and learning in Rhizome.

Prayogillu: An Interdisciplinary Place

Praveen Maripelly, University of Wisconsin-Madison Art
Department

My research aim is to use various artistic methods and
creatively approach every aspect of life to bring about
positive social change. My project seeks to blur lines
between gender and caste issues, address institutional
racism and colorism, and build social interactions, and
relations between people in rural areas and the greater
global community by using ethical components of generosity,
hospitality, connections, and social aesthetic 'conversation'.
To do this, | created Prayoglllu, An Interdisciplinary Place.
The space is my ancestral house and was built with mud in
the late 1800s by my great grandparents in Vellulla village,
Telangana state, India. It has been artistically re-
conceptualized as a site-specific, interdisciplinary, and
alternate place for experimentation in rural-global
connection, as well as community building. There are
several modes of community engagement happening at
Prayoglllu to create a place for collaboration and social
experiences. One mode is the Global Community Breakfast.
| invited members of the Madison community to have
breakfast at Backspace Gallery which connected virtually
with Prayoglllu’s physical location in India. Over twenty
people from Madison and Prayogillu participated in the
community breakfast. Another project at Prayogillu is Village
Stories. | invited 22 art students and five faculty members
from Potti Shreeramulu Telugu University, Hyderabad, India
to paint collaboratively with the Vellulla community on the
outside walls of Prayogillu. In this way, several communities
joined in the conversation to learn about each other and
engage in a cultural exchange that blurs preconceived
notions they had around gender, caste, race, and ethnicity.

Building Agency from Classroom to Gallery: A Pacific
Standard Time Exhibition Case Study

Aandrea Stang

Brackish Water Los Angeles is an art and research project
housed at California State University Dominguez Hills'
University Art Gallery, co-directed by Aandrea Stang and
Debra Scacco. Part of The Getty's Pacific Standard Time:
Art x Science x LA 2024 initiative, this project looks at the
ecosystems, infrastructures, and politics surrounding
brackish water, which refers to the space where salt and
fresh waters meet. The research also considers the larger
implications of in-betweenness, including issues of access,
inclusion, ecological racism, and the interchange of culture
and class along Los Angeles' waterways. As part of the
project, Stang and Scacco are team-teaching a multi-

semester special topics course on art and water, aiming to
lateralize knowledge by directly engaging student voices as
a source of expertise. This proposed presentation addresses
our strategies for creating student agency amidst academic
research structures, and how that ultimately produces the
necessary tools and critical thought to tackle the urgency of
the climate crisis. We will discuss our experimental
undergraduate course on art and water, and how we engage
students as a sounding board and microcosm of the
community. We will also discuss how student voices extend
into and inform proposed exhibition planning and
programming rooted in dynamic, on-the-ground partnerships
with organizations like East Yard Communities for
Environmental Justice and the Sacred Places Institute.
Founded in the research and teaching experience related to
Brackish Water Los Angeles, our presentation will discuss
moving collectively toward reciprocity, interdependence and
a reconsideration of the value of knowledge. Co-presented
in person by Stang and Scacco.

Building Agency from Classroom to Gallery: A Pacific

Standard Time Exhibition Case Study (second of two

presenters)

Debra Scacco
Brackish Water Los Angeles is an art and research project
housed at California State University Dominguez Hills'
University Art Gallery, co-directed by Aandrea Stang and
Debra Scacco. Part of The Getty's Pacific Standard Time:
Art x Science x LA 2024 initiative, this project looks at the
ecosystems, infrastructures, and politics surrounding
brackish water, which refers to the space where salt and
fresh waters meet. The research also considers the larger
implications of in-betweenness, including issues of access,
inclusion, ecological racism, and the interchange of culture
and class along Los Angeles' waterways. As part of the
project, Stang and Scacco are team-teaching a multi-
semester special topics course on art and water, aiming to
lateralize knowledge by directly engaging student voices as
a source of expertise. This proposed presentation addresses
our strategies for creating student agency amidst academic
research structures, and how that ultimately produces the
necessary tools and critical thought to tackle the urgency of
the climate crisis. We will discuss our experimental
undergraduate course on art and water, and how we engage
students as a sounding board and microcosm of the
community. We will also discuss how student voices extend
into and inform proposed exhibition planning and
programming rooted in dynamic, on-the-ground partnerships
with organizations like East Yard Communities for
Environmental Justice and the Sacred Places Institute.
Founded in the research and teaching experience related to
Brackish Water Los Angeles, our presentation will discuss
moving collectively toward reciprocity, interdependence and
a reconsideration of the value of knowledge. Co-presented
in person by Stang and Scacco.

Talking Memory: The Ashmolean Museum as a Space of
Social Care
Alexis Gorby, University of Oxford, School of
Archaeology
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Talking Memory was a Public Engagement with Research
(PER) project connecting the role of museums as
repositories of memories with their role as spaces of social
care. By examining the theme of memory with an
interdisciplinary cohort of Oxford postgraduates and older
adults (65+) during the 2021-22 academic year, Talking
Memory offered an opportunity to foster meaningful
encounters between university researchers, the Ashmolean
Museum, and the local community. The goal of the project
was twofold. The first aim was to engage older adults, a
growing demographic, with events designed to improve their
mental wellbeing and help alleviate the “loneliness
epidemic.” The second aim was to provide the graduate
participants the opportunity to improve their collections-
based research, public speaking, and cross-disciplinary
collaboration skills, while expanding the impact of their work.
My paper will explore how training students to lead a
community engagement event and focusing on the distinct
needs of a key demographic by creating an event which
incorporated learning, socializing, and creativity proved to be
beneficial for all involved. The older adults showed an
improvement in their mental wellbeing after each event and
many formed social bonds with other participants. Talking
Memory also improved the wellbeing of our cohort of
graduate students, while building their PER and art history
research skills. The success of Talking Memory
demonstrates how university museums can create a space
of social care for communities and students by working with
collections.

HISTORIANS OF EIGHTEENTH-CENTURY ART AND
ARCHITECTURE

Chairs: Luis J. Gordo Pelaez, California State
University Fresno; C. C. Barteet, The University of
Western Ontario

Over the past decades, our global society has begun to
document the undeniable impact of global warming. Extreme
weather patterns are bringing about more severe flooding,
fires, droughts, epidemics, and so on that at times coincide
with volcanic eruptions and earthquakes that exacerbate
already dire situations. As we are also recognizing the roots of
our increasingly desperate global condition has its roots in the
rise of Christian European colonialism that spread across the
earth; an enterprise based on conquest and an extraction
economy and the exploitation of resources and peoples. By the
eighteenth century, signs of environmental crises were
appearing across the Atlantic world, as peoples responded to
severe droughts, deforestation, floods, hurricanes, epidemics,
and other natural disasters and the challenges they posed for
colonial and early independent societies. Not unexpectedly art
and architecture responded to these events. Through art and
architecture peoples explored new forms of engineering,
building, religiosity, environmental studies, and etc. In this
panel we seek to explore the impact of environmental crises on
the art and architecture of the eighteenth-century Atlantic
world. Papers that explore new technologies, architectural and
engineering projects, artistic representations, and the like are
welcomed.

"There are no trees:" Deforestation, Tropical Hardwoods,

and the French Toilette

Danielle Rebecca Ezor, Southern Methodist University
As Madame de Pompadour sat at her table de femme during
her toilette ritual, the table, with its intricate marquetry floral
décor made of tropical hardwoods and shining mahogany
veneer, would have been on display alongside her as she
deliberately and publicly constructed her identity as the most
beautiful mistress of France. Whether or not she recognized
it, her toilette table contributed to that identity through its
associations with colonialism, slavery, indigeneity, and the
destruction of the colonial environment. The materials of this
toilette table, where she dons her white femininity, the root of
her own power, embody France’s racialized hierarchy of the
era, which was based on their false belief in their own
European/white superiority. In this paper, | investigate the
role that tropical hardwoods played at the toilette table in
constructing white femininity during the long eighteenth
century. Reassessing the dominant narrative of seventeenth-
and eighteenth-century French furniture, | center the role of
tropical hardwoods in the development of French furniture
style by considering furniture from the French port cities and
the French Caribbean alongside furniture from Paris. |
examine the materiality of tropical hardwoods, colonists’
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reliance on indigenous and African knowledge and forced
labor to acquire these prized woods, the environmental
effects of harvesting these trees for commercial gain, and
the role of trees in land management as a form colonization
in the early Anthropocene. | argue that furniture of the era
puts tropical hardwoods on display as a symbol of the power
of the French Empire.

life and the relocation of Yucatecan peoples. It seems during
this moment of crisis, St. Anthony’s hagiography lent itself to
the needs of the struggling peoples. This paper explores the
evolution of Anthony’s Yucatecan cult. Through an art
historical analysis of the eighteenth-century Retablo de San
Antonio de Padua from the former convent of Mani, |
consider the retablo’s unique iconography that highlights the
evolution of the saint’s cult. The imagery is directly

Chromatic Futures: Color, Chemistry, and the Orient in
Eighteenth-Century French Painting
Delanie Joy Linden

connected to important socioeconomic and environmental
changes affecting the peasant Maya farmers and
communities of Yucatan.

In this presentation, | chart the politics of colorant chemistry
and trade that undergirded the construction of longer-lasting
artist materials in Enlightenment France. From the mid
eighteenth-century onwards—and especially after the
discovery of ancient frescoes at Herculaneum and Pompeii
in the 1750s—the longevity of colorants became a central
concern for scientists, because chroma was notoriously
unstable. The French quest for enduring artist materials
motivated the government’s establishment of new trade
routes, diplomatic missions, and the justification for imperial
and colonial rule. | focus on the French encounter with the
vivid chroma of Chinese material culture from 1770 to 1830.
Within the numerous editions of the art manual L'art du
peintre, doreur, vernisseur, published by the well-known
‘chemist-painter’ Jean-Félix Watin beginning in 1772 and
extending into the nineteenth century, Watin alludes to the
superiority of foreign colorants, and particularly to the
steadfast and saturated hues of China. However, as | will
show, Watin’s manuals exemplify a larger shift in the art
materials industry, which increasingly turned towards
chemistry, and especially the production of toxic art
materials, to imitate and outperform their Chinese
competitors. Preceding the colorant aniline revolution of
1856 (which successfully saturated the world with the
industrially-produced synthetic colors that we know today),
the late eighteenth- and early nineteenth-century period was
characterized by the exploitation and destruction of the
natural environment for the sake of ‘good’ color.

Chair: Lisandra Estevez, Winston-Salem State
University

The dual paradigms of ethics and social justice in early modern
global Iberian art (1492 to 1811) are the foci of this session.
The bracketed date is significant as it opens it up with the
hallmark year of transatlantic Spanish colonization and
concludes with the year that Spain officially banned slavery on
the peninsula and in its colonies (although the practice
remained in territories such as Cuba). The geographic scope of
this panel includes Iberia (both Spain and Portugal), Mexico,
the Caribbean, Central America, South America, the
Philippines, and Goa. Many of the artists whom we esteem and
study as the "greats" of the Spanish Golden Age enslaved
Africans or had praxes that necessitated exploitative labor and
social hierarchies, with Velazquez as the best-known example.
Papers that focus on the writing of art histories that reevaluate
the ethics entailed in canon formation as well on the art and
agency of Afro-Iberian and Indigenous/First Nations artists in
view of social justice methods are especially welcome. The role
played by specific subjects, art genres, art practices, and
institutions such as portraiture, still-life paintings, collecting,
and the Holy Office of the Inquisition as arbiters of cultural
control add layers of complexity to the reappraisal of ethics and
social justice in the arts of the early modern Iberian world.

St. Anthony of Padua and Climate Change in Late
Colonial Yucatan
C. C. Barteet, The University of Western Ontario

Ethics and social justice are jointly considered to reevaluate
both visual and art historical praxes as manifested in diverse
art media that include architecture, books, drawing,

In eighteenth-century Yucatan, there was a resurgence in
the cult of Saint Anthony of Padua. Popular among the
conquistadors and the Franciscans during the conquest of
the Americas, Yucatan'’s late colonial peoples revived the
saint’s cult, resulting in the making of several retablos and
religious icons produced in his honor. Frequently, these
commissions centered on specific themes from the saint’s
life: depictions of Anthony returning lost items, Anthony
intervening on the behalf of maidens, and Anthony calming
storms. Curiously, several of these miracles were
posthumous in the seventeenth century but were
immediately appealing to Yucatecans. As | suggest, a
justification for these aesthetic and cultural choices were
connected to the increase in famines and tropical
depressions in the 1700s; these disasters led to competition
for resources and armed. Combined, the armed conflicts and
environmental catastrophes resulted in the significant loss of

manuscripts, painting, printmaking, and sculpture.

Indigenous Artists as Activists in the Sixteenth-Century

Americas

Maya S. Stanfield-Mazzi
In the Americas, like in Europe, to be a visual artist in the
sixteenth century was to be a craftsperson. European
artisans fought for rights such as better pay and political
representation, while the visual artists among them,
especially painters, wanted their craft to surpass the other
mechanical arts. In parts of the Americas colonized by
Spain, craftsmen also fought for their rights, but in different
ways due to the nature of colonial rule. Indigenous artisans
were first subject to wider debates as to whether
Amerindians should have the basic human rights of life and
liberty. Later, when those rights were largely (though not
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universally) established, they and their advocates fought for
further elements of liberty. These included the right to work
as artisans without being forced to do other sorts of labor,
and the right to be paid in money for their work. The
struggles of the sixteenth century took place within a
historically novel labor context in which the European guild
system was introduced and combined with the forced-labor
and tribute-based economy instituted by Spanish
colonialists, yet also melded with the models of craft
specialization and the accompanying artists’ rights that had
existed in the Aztec and Inka Empires. This paper presents
evidence of Indigenous artists fighting for their rights in ways
that furthered human rights, including what we today
recognize as Indigenous rights. | consider artists’ activities
as documented in written accounts, and link these to the
artworks they also created at the time.

Caribbean Forts by Guinean Hands: Enslaved Workers

in Spanish Fortifications (1586—1810)

Pedro Luengo, Universidad de Sevilla
The participation of enslaved African workers was crucial for
the construction of the early-modern Spanish Caribbean's
fortified system. This has been widely confirmed, but rarely
studied in detail, as scholars instead emphasise the
importance of other professionals or the role of prisoners
(forzados). In contrast, this paper aims to define 1) how the
number of enslaved Africans working for military engineers
evolved throughout this broad time period; 2) how some of
their necessities were addressed, namely their food,
clothing, housing and social organisation, etc.; 3) the role of
enslaved women; and finally, 4) if they were trained for a
future professional career as either enslaved or freemen, as
several sources pointed out. Other problems, such as the
technical transfer between Africans, Americans and
Europeans or the specific roles of the enslaved community
in the building process have been dismissed because of the
lack of specific sources until the present. To rectify this
oversight, this study relies upon sources preserved at the
Archivo General de Indias, including both texts and plans.
The results are not homogeneous over the time period, but
they allow for a general interpretation of the Spanish
approach to the issue. Only by incorporating enslaved
workers’ contributions to the building process of these
monuments is it possible to rewrite the discourse on their
history, moving beyond the traditional Eurocentric
interpretation toward a fairer and comprehensive vision.

Chair: Yeohyun Ahn, University of Wisconsin Madison

Discussant: Tamara McLean, University of Wisconsin-
Madison

Creative Coding is a movement that encourages artists and
designers to build their own software with code. One of the
more noted examples is Processing, initiated by Ben Fry and
Casey Reas under the guidance of John Maeda at MIT Media
Lab in the early 2000s. Long-established Visual Art and
Graphic Design education in the US is technically
homogenous. Industry-standard commercial software such as
Adobe Creative Clouds intensively dominates. Art and Design
education is still exclusive to adopting lower-level
computational visualization such as Creative Coding,
enhancing technical independence. Computational art and
design thinking enable us to explore and integrate diverse data
form. Pioneers of visual art and design education in the US
started exploring creative Coding with art and design education
in the 2000s. It has been nationally and internationally
disseminated. Still, these are academically marginal and less
visible in their mother visual art and graphic design education.
It is academically underrepresented in its mother communities.
These have limited opportunities to present their works in long-
established traditional art and design conferences. The
selected panelists are highly recognized art and design
educators by prestigious, peer-reviewed, national, and
international conferences and exhibitions in digital media and
arts since the 2000s, but they have been underrepresented in
conservative art and design education. The session will
present and discuss the past, the present, and the future of
Creative Coding in Visual Art and Graphic Design education
integrating cultural identity, social justice, activism, ecological
sound visualization, linguistic and human-centered approach.

Listen, Listening, Listener: Three Modes of Engaging Art
and Design Students with Sound and Creative Coding.
Alex Braidwood, lowa Lakeside Lab Artist-in-Residence
Program
If graphic design is about anything, it's about communicating
in ways relevant to contemporary culture. This need for
relevant communication moves beyond the strictly visual to
the moving, the audible, and the experiential. By learning
basic programming fundamentals using open-source tools,
graphic design students can explore communication and
expression in new and empowering ways. The workshops
and demos developed as part of this educational effort
provide students with various entry points that quickly result
in things they are drawn to. This is done first by following
along and mimicking coding demonstrations. Eventually, the
things learned from the demonstrations become the
scaffolding for students to expand into different directions as
they follow their curiosities. Three different methods have
been developed for students to explore sound as graphic
designers. These methods include sounds processed for
use in print and motion graphics, live reactive visuals for use
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in installation, and turning data into experiential audio
compositions. All three of these are implemented to build
meaning, explore messages, and drive new forms of user
activation as graphic design students. The development of
their own projects, the creation of their own tools, and the
continued progress made from the original scaffolding
provided by the instruction all work to empower students to
engage critically with the other tools they are provided as
designers and the platforms through which their messages
communicate.

Iteration in Pedagogy and Creative Practice

Justin Lincoln
Iteration in Pedagogy and Creative Practice: A central
feature of my art production, particularly over the last half-
decade, is sketching daily with code and sharing those
sketches on social media. | am far from the only one using
social media to become a better coder or artist. Zach
Leiberman, one of the main forces behind Open
Frameworks, was an early inspiration for my own smaller-
scale project. It's clear that any tool we might want to learn
currently comes with a creative community of people
learning from and inspiring each other online, and leaving

bread crumbs on their trails from novice level to mastery. For

several years | concentrated on practicing with Processing,
which may have one of the most well-developed
communities for this kind of learning. | then spent a year
exploring a different digital tool every month. As of this
writing, | am doing daily work with Touch Designer, my
favorite digital tool from the exploratory year. The strictly
maintained daily habit has exponentially increased my
confidence and given me a more comparative perspective
on our ever-shifting new media ecosystem. It has also

informed how | work with students and set up my curriculum.

This open, informal talk will include a closer look at some
assignment prompts inspired by my own daily practices. It is
also a welcome to anyone new to this kind of learning and
teaching in public. Come on in, the water is fine.

Typographic Transformations for Creating Multiple Visual

Narratives

Moon Jung Jang
Visual translation of multiple levels of typographic
information into coding or motion graphics has been crucial

because it allows one to suggest diverse perspectives and to

generate typographic-driven narratives in time-based design
and media. This study focuses on the relationship between
multiplicity as a visual concept and typographic variables in
creating visual stories over time. It aims to investigate types
of multiplicity and a wide range of typographic variables, to
understand how the variables can be used for active and
transformative visual sequences, and to undertake
pedagogical explorations. Having multiplicity as its key
concept, the methodology to generate multiple narratives
with typographic variables was built in stages. In the first
stage, typographic elements were analyzed both
semantically and synthetically. The second stage involved
classification, identification, structure setting, and base-
arrangement of the typographic elements by assigning

physical attributes such as typeface, weight, size, alignment,

and angle. Then, consecutive sequences were drawn and
developed to render representational, symbolic, and
indexical visual systems. The last stage was determined by
time structure, for example, loop and transformations such
as position, rotation, scale, random, and Mouse interactivity
to animate the typographic elements and compositions. As a
result, multiple sequences dissolved in actions and
behaviors of multiplicity and its sub-concepts: simultaneity,
translucency, ambivalence, modularity, and interactivity.
Through the dynamic system including constancy and
variability, this study demonstrated how multiple narratives
could be generated and moved from order to disorder.
Lastly, | hope that this study contributes to typographic-
driven narratives and visual literacy for innovative
pedagogical explorations.

Web 0.0
Chris Hamamoto, Seoul National University

This presentation will discuss a movement within graphic
design, interactive design, and design education towards
web-based projects that actively rebuke commaodification,
commerce, and cutting-edge web development practices in
favor of “low-tech” and community oriented efforts. Rather
than looking for technological solutions to social problems,
the practitioners and projects engaged in this movement
embrace almost 30 year old technologies in order to create
personal publishing and community spaces — touching on
issues ranging from feminism, queerness, ecology, religion,
to mutual aid in the process. In describing this movement,
the presentation posits alternative models for interactive
design and creative coding education, and points towards
potential futures that eschew a wholly consumer-based web
in favor of a more supportive, diverse, and equitable internet.

3D printing and parametric design as an alternate design
solution
Taekyeom Lee

Creative disciplines evolved with technologies and
innovative methods that fostered new design solutions.
Many contemporary approaches were started as alternative
design solutions with curiosity and the question, what if?
This presentation will discuss how 3D printing and
parametric design with node-based visual programming
could be implemented in art and graphic design practice.
Visual programming allows users to program through
graphic elements and spatial arrangements instead of
scripting them textually. Parametric design is a method of
generating forms, often 3D geometries, using parameters
and rules. Often, designs created with parametric modeling
are against homogenous utilitarianism but allow diverse
design solutions. This presentation showcases various
explorations that utilize 3D printing and parametric design
and proposes an alternate design solution that enables
visual and tangible interaction beyond paper or screen.
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An artist's life depicted: David Foenkinos' Charlotte
(2014) between autofiction, biography and biofiction
M.J.M. Corjanus, Translator, editor, independent scholar

Chair: Julia K. Dabbs, Univ Of Minnesota, Morris

Historical visual artists have been popular protagonists of
biographical fiction dating back to Irving Stone’s 1934 novel
Lust for Life (on Vincent Van Gogh), and Anna Banti's 1947
Artemisia (on Artemisia Gentileschi). Recent decades have
seen a virtual explosion of biographical novels about artists
such as Michelangelo, Artemisia Gentileschi, Camille Claudel,
Georgia O’Keeffe, Caravaggio, Sofonisba Anguissola, Frida
Kahlo, Gustav Klimt, Edmonia Lewis, and so many more. This
session will offer papers that interrogate less-typical
approaches evident in the recent surge of biofiction writing
about visual artists. Questions to be considered include:

Biofiction in the form of free verse, graphic novels, or children’s

literature (or other) --- how do these approaches augment or
critique standard narrative methods, as well as potentially
broaden the audience for this genre? And how have such

approaches been received by critics and readers? Are artists of

“difference” (whether race, gender, age, etc) now being given
due attention? And if so, how are they characterized? How are
former “secondary” characters, such as artists’ models, now

being given agency and voice? How do such works of biofiction

enhance and/or complicate our understanding of the historical
lives and works of visual artists?

Sex, Magic, and Madness: How 19th Century Gossip

framed Posthumous Fiction on the Life and Works of

J.M.W. Turner

Jenna Paper-Evers, Liverpool John Moores University
The final years of the life of the British Romanticist J.M.W.
Turner were largely a mystery to his contemporaries. While
Turner produced work up until his passing in 1851, the

circumstances of his personal life were notoriously secret. At

the time of his death, few knew where, and with whom, the
great artist was living; revelations that would prove
troublesome to explain for the executers of his estate. The
subsequent cataloguing of Turner’s sketchbooks by John
Ruskin proved equally troublesome. Ruskin’s later
proclamation that he packaged the many pornographic
drawings he discovered as “evidence of the failure of mind”
and eventually burned them to preserve the artist’s

reputation, proved to be particularly appealing to the authors

of the 20th and 21st centuries writing biographical fiction on
the life and works of Turner. This paper will discuss the
progression of 19th century gossip and lore about the artist
and his life to 20th and 21st century fiction in which he is
persistently shown as a man whose genius stems from
madness, sexual deviancy, and, in more than one instance,
magic. It will look at how popular narratives that sprang out
of the circumstances of the artist’s death have created the

basis for fictionalizations of Turner’s life (narratives that have

also proven popular in film and television depictions of the
artist), and how these narratives, in many ways, form the
basis of our understanding of his character.

A trend that can be distinguished within contemporary
French literature is what has been called 'la génération
Littell'. Starting with Les Bienveillantes by Jonathan Littell in
2006 (The Kindly Ones, 2009), other writers have followed,
such as Laurent Binet (HHhH, 2010), Ivan Jablonka (Histoire
des grand-parents que je n'ai pas eus, 2012) and Olivier
Guez (La disparition de Josef Mengele, 2017). These books
cover a wide variety of fiction, non-fiction and biofiction and
have met with both critical acclaim and controversy, with
accusations of appropriation, sensationalism and
ventriloquism. The novel Charlotte, a biofictional account of
the German artist Charlotte Salomon (1917- 1943), written
by the French writer David Foenkinos (1974) fits within this
literary generation. After studying art in Berlin, Salomon fled
the Nazis in 1939 to live with her grandparents in the south
of France. There, she completed over 1300 paintings,
depicting her life in an autofiction that contains several
layers of connotations. In 1943, Salomon, by then married
and pregnant, was arrested and deported to Auschwitz. Her
works survived. In free verse, Foenkinos describes
Salomon's life and work, imagining her inner thoughts even
when she enters the gas chamber. Within the French literary
reception, some critics saw the book as a truthful portrait
while others branded it shameless and shallow. Foenkinos'
bestselling novel has contributed to a renewed interest in
Salomon's work. In 2015, Gallimard published a new edition,
adding 50 gouaches by the artist. Other exhibitions and
publications ensued.

Artist Biofiction in Children’s Picture Books: Childhood’s
Role in a Relational View of Creativity
Andrew Hauner, Beginnings Nursery School

In this paper | discuss how artist biofiction in the form of
children’s picture books relates to the tension between
individualistic and relational ways of understanding artistic
genius, a tension central to the contemporary activity of
studying creativity from a cultural psychological perspective.
When we examine artist biofiction in the form of children’s
picture books from a child-centered early literacy
perspective, what kind of contributions do these books make
to a relational and sociocultural understanding of creativity?
Children’s picture-book artist biofiction is analyzed in terms
of its readership specificity (how children’s readership entails
shared, interactive and interdependent forms of reading),
narrative subject matter (how one of children’s reader
interests is childhoods, including those of adults, past and
present) and artistic objecthood (how children’s picture
books in their capacity as a hybrid medium involve certain
interplay, even nondistinction between word and image). As
opposed to the children’s picture-book artist biofiction not
grappling with the myth of the solitary creative genius (which
features visual artists from the Western, Eurocentric, white
male canon), the children’s picture-book artist biofiction in
question tends to be predicated on the relationships of visual
artists especially when it comes to their childhoods, uniquely
portrays the identities of visual artists as a function of their
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relationships with children and explores its technical ability to
visually include visual artists’ artworks as a way of
contextualizing and interrelating. Artist biofiction in the form
of children’s picture books reads as a site of
intergenerational collaborative artistic inquiry into the
relationality of creativity.

Chair: Judy Colindres, University of Florida -
Department of English

From Gwendolyn Brooks’ Maud Martha (1952) to Angela
Carter’s The Bloody Chamber (1979), mythology is a recurring
theme in twentieth and twenty-first century women'’s writing.
While their mythologies differ between family histories and
gothic tales, myths challenge writers to recall and reimagine
through their storytelling. Both retelling and recreating a story
require storytellers to remember, and sight and sound often
have significant influence. Thus, it is important to acknowledge
auditory and visual cultures in women'’s writing. When teaching
mythologies to undergraduate students, we expand our
pedagogical approach to include experiential and artistic
avenues of knowledge-making that highlight visual and oral
ways of knowing. We propose a session dedicated to
discussing the pedagogies of art and experience and how
these methodologies are relevant to women’s writing.
Particularly, we will present lessons and assignments that use
narrative, music, and images to communicate experience.
From playlist pedagogy to recipes and remixes, our instruction
utilizes popular culture and creative learning engagements.
Students are prompted to construct their understanding of
retelling and reimagining stories through their engagement with
media. Once students understand the processes, we ask them
to consider how visuals and sounds impact the storytelling of
American women writers. Thus, collaborative, artistic, and
experiential engagements become pathways to literary
analysis. Further, students’ oral and visual knowledges are
highlighted to demonstrate the expansive ways of knowing
through literature. Overall, our session will establish how each
presenter implements artistic and experiential pedagogies and
discuss how this pedagogy enhances student’s learning in
writing and literature undergraduate courses.

Retelling through Remixes

Judy Colindres, University of Florida - Department of

English
Judy Colindres will present strategies for teaching memory
and mythology in women'’s writing. Her presentation will
describe activities that ask students to analyze remixes
through popular music and personal experiences. By
engaging music and memories in their pedagogy, instructors
can challenge students to explore remixing as a storytelling
practice that builds mythology.

Retelling through Playlist Pedagogy
Chandler Mordecai
Chandler Mordecai will discuss the intersection of music and

memory through playlist pedagogy. This presentation will
expand on how music can influence experiences and
memories. Utilizing playlists in instruction can inform literary
analysis and help students understand storytelling through
unconventional means, like playlists.

Retelling through Rememory and Narrative

Tiffany Pennamon, University of Florida
Tiffany Pennamon will discuss ways to introduce students to
the fields of narrative and memory studies through the use of
biomythography, epic poems, and oral histories. Using works
by Rita Dove, Audre Lorde, and Alison Bechdel as
examples, instructors can engage students in the process of
re-memory and narrative production using the above-
mentioned genres. Overall, the presentation focuses on
history, mythology, and Truth as ways for students to remix
and make meaning of their individual, familial, and collective
identities and experiences.

Off the Beaten Path: Mobile Self-fashioning in 15th-

century Northwestern lItaly and Southeastern France

Lisa Regan, TextFormations
The history of early modern art, particularly in Italy, has
typically been told through artists working from fixed bases
in cities and courts that were able to sustain stable
workshops, robust patronage, and knowledgeable
audiences. When artistic mobility has been studied, it has
usually been in terms of figures who moved between such
centers. This paper instead looks at mobile artists who
zigzagged across an extremely mountainous region of
northwestern Italy and southeastern France in the 15th
century. If such figures are considered at all, they are
imagined to have been simply fulfiling commissions, often
crudely, so as to produce the basic necessities of church
decoration. This talk instead excavates evidence of their
carefully considered self-fashioning, one that emerged from
these artists’ recognition of the conditions of their own
mobility. The talk is thus an effort to reconstruct the range,
working methods, and subject position of one of art history’s
least-understood figures — that of the traveling artist — over a
challenging geography. In arguing for a performance of
artistic identity in works of admittedly humble quality, it
moreover exposes the limitations of a Renaissance art
history that has isolated skilled artists, urban centers, and
humanist discourses as the prime locations for locating and
parsing acts of artistic self-fashioning. In this, the talk joins
recent efforts to expand traditional fields of study to include
both objects and places that to this point have fallen outside
of art history’s usual purview.

Hazy Moon, Eclipsed Sun: Between Art and Science:
The Aesthetics of Astronomical Photography and
Celestial Painting in Meiji Japan
Ayelet Zohar, Tel Aviv University
Scientific photographs of celestial objects (mostly the moon
and the sun) have been important subjects in Meiji Japan, as
part of the scientific revolution that took place at the time.
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Yet, the images of the moon and sun were a common theme
in Japanese painting of the 18th and 19th centuries, notably,
descriptions of the hazy moon became ubiquitous and
popular through that period. Yet, when photography came to
Japan in 1848, several practitioners attempted to make use
of the new apparatus to catch the moonbeams on light-
sensitive plates in a manner that echoed the painterly
practices of the previous century. Later, this practice had
also expanded into the photography of the sun (especially
the sun in eclipse), reflecting the high importance of these
images to the scientific community of Europe and the USA,
as special delegations travelled to Japan to be able to catch
on films these moments of the solar obscurity. This paper
discusses the exchange between scientific images and
artistic expressions of the moon and sun images in Japan
during the Meiji era, the negotiations between scientific
approaches and artistic expression, as photography
becoming their conjunction point. | show how Japanese
practitioners perceived and designed the lunar and solar
eclipse photographs not just as documents of scientific proof
and astronomical evidence, but also designed the data
collected into a cultural framework that positioned these
images in reference to the painterly traditions of Japan.
Photographers discussed include: Esaki Reiji, Sugiyama
Masaji, Kimura Tota, and Shiina Sukemasa, among others.

Acts of Feeling: James Welling and the New

Expressionism

Alexander Ryan Bigman, Rutgers University New

Brunswick
In the early 1980s, the American photographer James
Welling produced a celebrated series of pictures in which he
used his camera to transform ordinary materials like
aluminum foil and velvet drapery into dark, evocative
abstractions. Critics have predominantly interpreted these
images as reflexive statements about the nature of
photography as a representational device. The artist himself,
however, has repeatedly suggested that they were also
about something else: namely, the capacity of his medium,
and art more generally, to capture and summon emotion.
The drapery works in particular, he proposes, might be
understood as “images about the act of feeling”—as “almost
philosophical images, if that’s possible.” In this paper, |
argue that the emotive charge of Welling’s abstractions and
their concomitant endeavor to stage the “act” of feeling were
indeed crucial to the artist’s larger project from the time, part
of a wider effort by peers like Sherrie Levine, Cindy
Sherman, and David Salle to reassess what it meant for art
to be “expressive.” At a moment when modernist models of
this concept had lost their credibility and “expressionism” as
a genre had come to appear politically toxic, such an inquiry
took on new urgency, raising questions that remain central to
ongoing debates about the relationship between art, affect,
and the social. Drawing upon recent theorizations of affect
and mood, | propose that Welling’s abstract photographs
point the way beyond received dichotomies like
expressive/anti-expressive and thereby open new ways of
conceptualizing this complex nexus.

Chairs: Natasha Ruiz-Gomez, University of Essex;
Carla Benzan, The Open University

Bodies fall in the paintings of Pieter Bruegel the Elder, the
sculptures of Auguste Rodin, and the performances of Bas Jan
Ader, destabilizing the boundary between the body and
experience in forming knowledge. The act of artistic conjuring
is a visual deception that enables the falling body to float once
again, but it is far from a simple display of movement in art. In
Catholic Europe in the sixteenth century, for instance,
illusionistic images of falling bodies in religious art registered
the complicated imbrication of religious and "scientific"
knowledge in the formation of more modern modes of
experience and subjectivity. More recently, poststructuralist
philosophers repositioned embodiment at the centre of
experience by reflecting on falling, experience, and subjectivity;
falling and sensation; motion, embodiment, and epistemology;
weight and bodily presence in the image; and the Catholic
doctrine of incarnation as a means of engaging with the
materiality of the body and images. This panel seeks papers
that engage with bodies that visually or literally fall through
space in artworks across centuries, geographies, and media.
We are interested in papers that consider falling in relation to
art theory, philosophy, theology, phenomenology, science,
literature, performance, as well as theories of embodiment,
sensation, subjectivity, representation, and more.

Invention in the Air: Emma Amos and the Art of Falling

Laurel Garber, Northwestern University
Artist Emma Amos (1937-2020) began her Falling series in
the 1980s as a commentary on President Ronald Reagan’s
cuts in social spending. In these works, Amos’s subjects are
both anonymous and familiar—they depict friends,
strangers, even the artist herself, tumbling disorientingly
against rich fields of color and expressive backgrounds with
no safe landing in sight. These works give a sense of
vertigo, an unsettling feeling that the proverbial bottom has
dropped out and that the figures, and maybe even the
viewer too, are in total free fall. In her telling to bell hooks,
Amos stated that “[the metaphor of falling helped me to
discover that | wanted to invent people in the air, because
that was a way of having absolute movement. They are not
standing on the ground, in doorways, or looking out of
windows. There’s nothing that is stationary. This is a thing
about flux.” This paper considers the Falling series within
Amos's larger body of work and argues for the liberatory
potential of the body in flux. Rather than flailing against a
void, Amos’s figures might be seen to be in flight, in the
process of being “invented... in the air” or of finding new
ground. In her way, Amos seems to suggest that there are
moments of freedom to be found in limbo, and this paper will
look for these moments in her depictions of falling figures
that combine elements of painting, weaving, and
printmaking.

Degas, On the Ground
Michelle Foa, Tulane University
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“Where has the time gone when | thought | was strong,
when | was full of logic, full of projects? | will descend the
slope very quickly and roll down | don’t know where,
wrapped in many bad pastel drawings.” So wrote Edgar
Degas in a letter to a close friend in 1884, the image of him
falling intended to evoke his sense of professional and
personal despair. That Degas chose this particular metaphor
to convey his distress is entirely in keeping with the pivotal
role that the representation of weight, gravity, and
equilibrium played in his practice. While his ballet and
equestrian pictures have long been understood as
expressions of his attraction to the fashionable spectacles of
his day, this talk will reframe these works as meditations on
the relationship of bodies to the ground beneath them. Once
Degas’s engagement with the subject of horse racing is
viewed in this light, it comes as no surprise that his racing
magnum opus is Scene from the Steeplechase: The Fallen
Jockey. The painting succinctly encapsulates many of the
concerns that shaped the artist’s larger corpus, including his
consistent intertwining of his motifs and modes of making.
Using this painting as a case study, the talk will highlight the
centrality of the physics of his motifs and of picture making
to Degas’s work.

pull of gravity upon the boy’s body and the deadly potentials
of an unforgiving landscape, within the conflated timescales
of the depicted narrative, Icarus is simultaneously falling and
fallen, hanging weightless in the air even as the result of his
precipitous drop is clearly pictured. Within the context of the
room in which the painting is found, this juxtaposition invites
viewers to re-conceptualize their relationship both to
boundaries and to natural forces, both key elements of
Ovid’s iteration of the Icarus narrative. This paper explores
such productive tensions by contextualizing this visualization
of the falling Icarus both within the visual program of the
House of the Priest Amandus, and through consideration of
additional repetitions of this popular composition, arguing
that the scale of the depicted figures and the spaces
occupied by such paintings offer viewers the opportunity to
experience a panoramic vantage point comparable to Icarus’
in a constructed environment that renders an otherwise
dangerous perspective both safe and pleasurable. Thus, the
medium of the wall mural and the space of the house
transform visitors into experiential doubles for Icarus,
asserting that such constructed environments constitute a
metamorphosis of time and space, affording visitors the
opportunity to momentarily overcome the limits that govern
normative human experience.

Falling in the Choir

Elizabeth Pilliod, Rutgers University The State

University of New Jersey
Jacopo da Pontormo spent the final ten years of his life
painting the choir of the church of San Lorenzo. The most
significant commission of his career, it has been the object of
misguided criticism since its unveiling. The images
(destroyed in 1738), known through drawings and
descriptions, included the Fall of the Damned and sinking
bodies in the Deluge. Pontormo’s own recognition of the
space he was inhabiting as a space for falling is suggested
by his diary record of his own fall while working—one so bad
that he could not live alone for a month. His experience
made personal the terror, helplessness, and motion felt by
the painted figures he was creating. This proposal deals with
Pontormo’s own relationship with falling, as well as how his
imagery dismantled conventional Albertian perspective and
entered into the contemporary debates over the primacy of
painting over sculpture. But in addition, the choir itself was
an unstable, changeable, immersive, and interactive
environment. It functioned as an extension, like an elevator
chute, to the subterranean realm beneath the floor of the
choir. Recent discoveries reveal that the choir floor was an
active burial site. The dead beneath the floor were known to
those who sat above it. This proposal focuses on the
previously unexplored impact—physical, spiritual,
psychological, cinematic, and post-modern—of experiencing
this immersive system of falling and rising.

Performing Toxic Ecologies in the Work of Maren

Hassinger

Melanie Woody Nguyen, University of Maryland
While African American artist Maren Hassinger has received
renewed attention for her postminimalist sculptures, the
artist’'s engagement with environmentalism, particularly in
her performance work, has not yet received sustained
analysis. Contextualizing two early performances High Noon
(1976) and Voices (1984) within the environmental history of
Los Angeles, this paper will show how Hassinger’s work
responds to anxieties about the impact of industrial pollution
on human bodies. This paper argues for Hassinger’s
position as a key interlocutor in dialogues surrounding
environmentalism and the body in the 1970s and 1980s in
the United States.

Denaturalizing Center Modalities of Making: Reading

Yoko Ono’s Grapefruit

Emily Szasz, University of California, Davis
In 1964, Japanese artist Yoko Ono wrote and published
Grapefruit, a “book of instructions + drawings” separated into
several numbered sections: Music, Painting, Event, Poetry,
Object, Film, and Dance. The section of Music will be my
focus, serving as an entry point into a critical analysis of
Yoko Ono’s work: the works she references, the periphery
that she centers, and her unique interventions into the space
of art making and musical composition. Yoko Ono’s
Grapefruit has been considered as in conversation with the
works of John Cage and broadly, as part of the movements
of Fluxus and Conceptualism. However, | contend that Ono’s
work, by nature of her minoritarian status, has additional
weight and significance. In this paper, with a selection of

Reality Suspended: Icarus and the Perception of Falling

in the House of the Priest Amandus

Neville McFerrin
On a triclinum wall in the House of the Priest Amandus
(1.7.7) in Pompeii, for 2000 years, Icarus has been caught in
an iterative cycle of weightless suspension and fatal impact.

While the details of this wall painting underscore both the
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musical compositions from Grapefruit as my primary
material, | aim to show how Ono’s experience of her identity
is reflected in her work in this book. With instruction pieces
that suggest impossibilities, provide highly personal
instruction, or gesture inward—functioning as private ‘pieces
for the artist rather than the audience—Ono resists
traditional forms of making and pushes back against
normative, center structures to create within a new
paradigm, one that is truly her own.

Rethinking Female Agency and Authorship: Shigeko

Kubota Appropriates Marcel Duchamp’s Nude

Descending a Staircase (No.2)

Kylie Ching, University of California, Irvine
In 1913, Marcel Duchamp’s painting Nude Descending a
Staircase (No. 2) (1912) evoked confusion and moral
outrage at the 69th Regiment Armory Show. Duchamp
challenged the idealized subject of the female nude by
turning it into a mechanized and abstracted figure. Moreover,
American viewers found the concept of the nude in motion
immoral and one that defied what could be classified as a
work of art. Almost sixty years later, Japanese artist Shigeko
Kubota claimed Duchamp as her artistic and spiritual father.
She explicitly appropriated Duchamp’s infamous painting in
her video sculpture entitled Duchampiana: Nude Descending
a Staircase (1976). Thus, Kubota brought the nude to life
through a video that played on four monitors, which were
embedded into a three-dimensional wooden staircase. This
paper explores how Kubota’s appropriation and use of video
expand upon Duchamp’s effort to question the limits of
traditional art conventions and narratives. First, Kubota’s
critical engagement with Duchamp questions the
construction of postmodernism as a patriarchal genealogy
that, despite its reliance on feminized art practices, excluded
women and people of color artists. In light of this erasure,
Kubota’s Nude insists on female authorship and how social
issues of gender, race, and sexuality are constitutive of the
work itself. Secondly, | build upon scholarship by Midori
Yoshimoto and Gloria Sutton to consider how Kubota
rethinks female agency by challenging authorial mastery of
the female body through her manipulation of video
technologies including format glitches, intentional tape
misalignments, and color editing.

‘Chhaupadi’, bringing awareness on menstruation taboo,

using design strategy

Riva Nayaju
In the Western part of Nepal, in remote Himalayan villages,
menstruating girls and women are banished to a faraway
shed or dingy-huts because people believe that they are
untouchable. This custom is called ‘Chhaupadi’, Chhau
meaning,menstruation, and Padi, meaning women. Formal
education about menstruation is not provided in schools until
grade eight; by that time almost all the girls already have
their periods. These topics are stigmatized even among
family members. Just some outcomes associated with
Chhaupadi include infection, suffocation, snakebites,
malnutrition, rape, and even death. The Supreme Court of
Nepal banned Chhaupadi in 2005 and criminalized it in
2017. But the ingrained tradition is still alive. After the huts

and sheds were demolished by women'’s rights activists,
girls and women were banned to forests and caves. The
goal of my project is to address the social issue ‘Chhaupadi’
custom through meaningful visual design. The power of a
strong visual can help viewers develop an empathetic
understanding of social issues such as the menstruation
taboo. This project covers the design of materials including
storybooks, posters, motion graphics, and a website to reach
the two sets of target audiences to bring awareness on
‘Chhaupadi’ custom. The first target audience is young girls
and boys (ten years and above) in Western Nepal and the
second target audience is adults aged eighteen and above.
This project also reviews the historical backgrounds of visual
narrative, collage narrative, the influence of historical
evidence of moving sequences, and several methodologies
used to design the projects.

Chair: Basia Sliwinska, Universidade Nova de Lisboa

Freedom to make choices about one’s body, the fundamental
Human and Constitutional right to autonomy, is continuously
abused by governments worldwide. Visions offered by the
rising nationalist, fascist and racist politics across the globe are
founded on anti-democratic separatist discourses prioritising
some bodies over others. Eroding rights to equality, privacy
and bodily integrity gains fresh urgency in the context of the
2022 Russian invasion of Ukraine generating a reproductive
health crisis; and the Supreme Court's overturning of Roe v
Wade. Feminist care is instrumental for democracy, social
justice, and articulating alternative ways for organising
collectivities. Several global activist and consciousness raising
interventionist manifestations visibilise relationships between
artistic practice, women'’s protests and feminist visual activism.
Everyday activities and creative practices develop methods,
strategies, tactics and methodologies to advocate for change
and galvanise the public via collective actions increasingly
engaging with embodiments of the visual. Some visual activist
actions explicitly address women’s reproductive rights
restricted in countries in which gender norms are based on
heteronormative and patriarchal structures denying gender
equality and undermining gender progressive politics. This
session interrogates how contemporary feminist visual activist
practice enables the United Nations’ values and goals
concerning gender equality and women'’s rights to be achieved.
Feminist visual activism cultivates forms of creativity that
emerge from performative and ethical orientations, welcoming
practices of ontological re-viewing and re-doing otherwise for
social justice. The session invites contributions engaging with
artistic practices advocating a politics of change via visual
strategies of consciousness raising about women’s rights,
specifically bodily autonomy.

Bang Geul Han: Weaving Abortion Rights, Word by
Word
Monika Fabijanska

This presentation reflects on an artist’s activist vision that
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sees a role for art in contributing to legal literacy of the
oppressed. American artist Bang Geul Han (b.1978, Seoul)
employs digital technologies to explore the relationships
between language, body, and race, and addresses language
as the locus and tool of cultural oppression. In her most
recent body of work (2020-2022), Han cracks the letter of
the U.S. law and lends her perspective — of a woman of
color and an immigrant — to empower others with
understanding how the complex system of various, federal
and local, interlocking laws is designed to limit the rights and
access to healthcare, education, and wealth of women of
color and immigrant women. The letters comprising her
generative animation Bamboo Forest are derived from Henry
J. Hyde’s notorious remarks from a 1993 congressional
debate, which revealed the intersection of women'’s
reproductive rights with blatant racial and class
discrimination. In Threshold, the LED signage displays text
from a leaked U.S. government spreadsheet from
2017-2019, with detailed notes of undocumented pregnant
minors in their custody, used to identify and discourage them
from having an abortion. In monumental Warp and Weft #05,
legislative bills from the 1980s and 1990s concerning crime
and welfare, together with 11 state bills restricting abortion
access passed in 2022 in the wake of the U.S. Supreme
Court overturning Roe v. Wade — were shredded and
painstakingly woven together into a material manifestation of
the entangled relationships between women'’s reproductive
rights, class, and race.

The Trouble with Showing: Visualizing Forced
Pregnancy
Lauren Ashley DelLand, Savannah College of Art &
Design
In JANE (2012), the artist Edie Fake commemorates the
Jane Collective, a Chicago underground feminist abortion
service active from 1969 to 1973. Fake honors the

collective’s work in rendering a glittering, Art Nouveau-esque
portal that belies the realities the group faced; the illegality of
abortion rendered it impossible for Jane to have a physical

headquarters open to the public. In 2022, the legal right to
abortion in America is in ashes, and a familiar problem of
vision and activism reemerges: how does one vigorously
advocate for abortion rights when providing actual abortion
access for millions of Americans is a matter of successfully
evading both state and private surveillance? People seeking
abortions are subject to scrutiny wildly in excess of that
afforded to any other kind of medical care, yet the argument
that abortion is a private matter has been an abject political
failure. Pregnancy itself is a process by which internal
changes become gradually more externally obvious; to
conceal an unwanted pregnancy is to avoid “showing”.
Disguise, concealment, and dissimulation are vitally
important strategies in securing access to abortion where it
is illegal; how, then, can artists reflect these realities through
visual means? This paper analyzes the tension between
what is internal, invisible, and unknown and what is external,
visible, and knowable in feminist representations of abortion,
including the much-maligned, but vexingly elusive work of
Aliza Shvarts, and the aesthetics and strategies of the queer
activist coalition Thank God For Abortion and its founder,

Viva Ruiz.

Thank God for Abortion: Queering and Decolonizing the

Struggle for Reproductive Freedom

Vanessa Mackenzie Parent, Concordia University
In 2018, artist Viva Ruiz’s Thank God for Abortion float hit
the NYC Pride parade. Part of an ongoing visual artivism
project since 2015, the sculptural performative iteration
featured the signature peaceful dove design traditionally
associated with the Holy Spirit. In 2020, as part of the group
exhibition Abortion is Normal - in which Ruiz participated -
artist Elektra KB contributed Women'’s Protection Writers
Unit, a textile work featuring red felt crosses, doves and
uterus’ stitched onto a white background with a quote by bell
hooks running along the bottom of the piece. Both artists -
LatinX immigrants to the USA - mine the interrelation of
reproductive rights and bodily autonomy with queer rights
and decolonization. Attending to the deeply religious
character of both the USA and Latin America, arguably the
Catholic Church'’s last ‘colony’(Palmeiro), this paper
investigates how their intersectional approach and use of
Christian iconography frame the fight for reproductive rights
as a larger political struggle against the persistence of
disciplinary norms inherited from a modern civilizing project
(patriarchal and heteronormative) driven by both Christianity
and extractive colonial capitalism. It is interested in how
queer LatinX artists contribute to queering and decolonizing
the struggle for bodily autonomy, broadening its political
stakes, against the backdrop of a Green Wave whose South
to North orientation has the potential of disrupting both the
dominance of Anglo-American feminism and the colonial
logics of a US-led neoliberal conservative agenda that has
contributed to perpetuating gender inequality in Latin
America since the late 1980s.

“You will never walk alone’: feminist contemporary visual

activist practice in support of reproductive rights in

Poland

Basia Sliwinska, Universidade Nova de Lisboa
In October 2016 for the first time in Polish history and on an
unprecedented scale, women united in public
demonstrations across the country to protest the
government proposals for a near total restriction of the rights
to abortion. Since then, further attempts have been made to
tighten Poland’s anti-abortion law leading to the Polish
Constitutional Tribunal barbaric ruling on 22nd October 2020
that the provision of the 1993 Act on Conditions of
Termination of Pregnancy was unconstitutional, essentially
banning abortion. In response, Polish women, as citizens
and active participants in public life, have organised
numerous protests and demonstrations for reproductive
justice. Visual activist practice has been instrumental in this
fight for democracy and human rights. In this paper | focus
on ways in which the visual can articulate, raise
consciousness and enable reproductive justice. Engaging
with visual and performative strategies employed in a
selection of visual activist practices by Polish women
artivists, including lwona Demko, Monika Drozyhnska and
Marta Frej, | reflect on the social and transformative power

of the arts in reforming and improving society. | think
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alongside specific artivist projects that aim to intervene
politically, to imagine alternative futures, and to raise
consciousness regarding the violation of Polish women’s
fundamental human and reproductive rights.

Chair: Meredith Lynn

The panel will discuss finding grant resources and grant writing
for working artists. The panelists will address matching projects
to particular funders, crafting strong proposals, and common
mistakes made by applicants. This session will include time for
questions from the audience. Panelist: Madeleine Cutrona
(NYFA), Elysian Koglmerier (Artist Archive), Anna Oglier
(Former SAC Chair), Sharon Louden (Chautauqua Institute
and Former SAC Chair)

Chair: Michelle Jackson-Beckett, Columbia University

Discussant: Paul Alexander Stirton, Bard Graduate
Center

Exploring nostalgia, fantasy, identity, and representation in
public displays of Central European folk arts and crafts, this
panel aims to illustrate the variety of motivations at play in the
creation of folk ideals. Building on past studies of folk
revivalism, national romanticism, and Central European folk art
at World’s Fairs, the panel investigates how the imaginary of
Central European folk art was crafted, deployed and adopted
as a nostalgic element in interwar modern design cultures. The
first paper considers the representation of Czech folk arts,
including traditional costumes, needlework, and home
decoration, at interwar world’s fairs in the United States.
Arguing that folk art, displayed in this way, was idealized and
increasingly sentimental in its relationship to a pre-industrial
past, it juxtaposes such framing with the progress-oriented
modernism of the world’s fairs. The second paper argues for a
reconsideration of the complex relationships between modern
Viennese architecture, nostalgia, and rural primitivism in the
case of the so-called “Chocolate House” in Vienna, an
apartment building designed by Ernst Lichtblau and Willi Ruf®
in 1914. Rul¥’s exterior majolica tilework referenced traditional
folk elements, illustrating how folk iconography was adapted for
urban cosmopolitan audiences and continued in the interwar
period. The final paper examines the intersections of design
and composition in Czech and Austrian Heimatphotographie.
These representations of idealized, rural life by Rudolf Koppitz
and Karol Plicka were designed to create a vision of the
“homeland” influenced by modern dance, stagecraft, and
ethnography.

Folk Art as a Symbol of Extinction or Evolution?
Marta Filipova, Masaryk University

Folk art and culture as costumes, home decorations, and

traditions were habitually included in the Czechoslovak
pavilions at world’s fairs in the early 20th century. They were
believed to highlight the historicity and authenticity of the
newly formed state. Since the late 19th century, folk art had
been an important marker of national identity linked to the
Czech national revival and this understanding was also
retained strongly amongst the Czech and Slovak diaspora in
the United States. This was an idealised, almost sentimental
framing of folk art that could be associated with a nostalgic
view of the pre-industrial past. At the same time, it was
recognised by some critics — both in Czechoslovakia and
abroad — that folk art was inevitably disappearing as a result
of technological progress and evolution. The avant-garde,
for example, saw it as naturally bound for extinction and as a
redundant relic of the past, good only for museum display.
This paper examines such markedly different attitudes to folk
art that helped to shape the identity of the state and its
people. Focusing on the image folk art was given abroad, it
explores how the inclusion of folk art fitted in the framework
of the future and progress-oriented world’s fairs of the first
half of the 20th century and the Czechoslovak state that
modelled itself as inherently modern. It further asks about
the role of the Czech and Slovak émigrés in this process and
their contribution to the reimagining of folk art.

The Chocolate House: Austro-Hungarian Folk

Modernism and Ceramic Technology in Viennese

Architecture

Michelle Jackson-Beckett, Columbia University
On the eve of World War |, the Viennese architect-designer
Ernst Lichtblau designed Wattmanngasse 29, a three-story
apartment house in Hietzing, Vienna. The white facade is
accented by a series of monumental brown majolica plaques
depicting vivacious nude figures, folk imagery, and animals
of the hunt. Often called the “chocolate house”
(Schokoladenhaus) colloquially, this building has seldom
been analyzed in depth, especially as an illustration of the
complex relationships between modern Viennese
architecture, nostalgia, and rural primitivism. This paper
examines the overlapping relationship between modern
technology in ceramics manufacturing and the appropriation
of iconography and craft techniques from the Czech lands in
Austria-Hungary and in interwar Austria, ideas that were
“imported” and adapted in the urban setting of Vienna. The
majolica plaques were designed by Czech sculptor and
ceramicist Willi Ruf3, who was awarded the first prize for
outstanding building from the City of Vienna. No two plaques
are alike: 145 square meters of molded and cast majolica tile
were produced by Wienerberger, the same manufactory
responsible for producing the iconic Jugendstil tiles for Otto
Wagner’s Majolikahaus at Linke Wienzeile 40 in 1898—-1899.
Although Ruf}’s iconography and material choices for the
Wattmanngasse project illustrate folk influences from
Moravian ceramics, textiles, and woodcarving, the tile
fabrication process was also connected to modern
advancements in Vienna’s building industry. The building’s
place within the movements for ethnological studies of
Czech and Slovak cultures is connected to the assumption
(misguided or not) that a national style could be achieved

through the perceived authenticity in indigenous folk
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cultures.

Composing the Folk: The Role of Stage Design in

Interwar Rural Photography
Julia Secklehner, Masaryk University Chairs: Dana Ostrander, University of lllinois, Urbana-

Celebrating the work of the popular photographer Rudolf
Koppitz, reviews of the 1936 exhibition Country and People
at Vienna’s Museum for Art and Industry remarked on the
artist’s skills in bringing out “true” scenes of folk life: “He
‘composed’ them [locals presented in folk costumes] and
thus gave us living images, which one seeks in vain in
everyday life.” Koppitz’'s positioning as image “composer”
here gives new insight into a photographic practice often
dismissively labeled as pictorialism with mass appeal:
Heimatphotographie, defined by idealizing scenes of folk life
and rural landscapes. Significantly, some of the genre’s
best-known representatives, Koppitz and his Czech
contemporary Karol Plicka, not only forged dominant ways of
seeing this rural ideal, they also shared an interest in dance
and performance. Koppitz had initially made his name as a
photographer of modern dance, while Plicka was an
ethnographer and musicologist, who began photographing
when collecting Slovak folk music and dances in the
mid-1920s and later became a filmmaker. This paper revisits
the notion of the photographer as “composer”. Assessing the
impact of performance and stage design on Plicka and
Koppitz's photographic work, it considers how they
constructed a performance of folk culture, acted out by local
populations, to create an image of homeland whose success
lay in perfect composition. Ultimately, the paper shows that
stage design represented an essential element to the
success of Heimatphotographie, and argues that the artists’
interest in stagecraft and performance was essential to their
idealized visions of the countryside for mass consumption.

Champaign; Caitlin E Ryan
Discussant: Juliet Koss, Scripps College

As Olivier Lugon has argued, “Scale is one of the most central
and neglected issues of photography theory.” The concept of
photographic reproduction tends to carry with it a presumption
of “identicalness” that risks effacing the differences between a
diminutive carte-de-visite and a billboard-sized poster—not to
mention the distinct ways that viewers physically encounter,
identify with, and derive meaning from these image formats.
Recent materialist histories of photography and scholarship on
museological display have addressed questions of scale, but
inquiry into how format functions to encourage identity
formation is less traversed ground. How does photographic
size and portability (or lack thereof) impact a viewer’s sense of
self in relation to the subject matter depicted? How has scale
been used strategically to condition, promote, or reject
identification across cultures, across the color line, or across
disparate political factions? Well-known modernist examples
like El Lissitzky’s photomontages at the 1928 Die Presse
exhibition and Edward Steichen’s 1955 MoMA exhibition
Family of Man demonstrate how the deployment of
monumental scale constitutes collective national and liberal
identities. Meanwhile, modest vernacular portraits stored in
archives and family albums facilitate more intimate forms of
social bonding and identification. We invite submissions that
address this topic expansively, across geographic and cultural
contexts, from the nineteenth century to the present. Papers
might consider the translation of images across scales; the role
of scale in queer and diasporic archives; the phenomenological
and affective dimensions of the hand-held or life-size image; or
artists who manipulate scale to negotiate identity categories.

Globalization is “Common Sense”: Martin Parr

Documents the 1990s

Cammie Tipton-Amini
European documentary photographers of the 1990s sought
ways to represent quickly shifting European national
identities amidst rising globalization. As Europe expanded
with the European Union, NAFTA, the Euro, and widespread
use of the internet, there grew a sense of loss of individual
and national identity under an emerging continental
hegemony. While photographers Andreas Gursky and
Thomas Ruff were creating large scale photographs of
European identities in flux, these grand single images placed
photography in the realm of the museum and the historical
painting, effectively looking backward in time and lacking a
forward momentum that could truly represent a developing
continental hegemony and technical innovations. The art
historian Olivier Lugon emphasizes early large-scale
photography’s media (not museum) driven purposes.
Therefore, perhaps a more intriguing question for
photography in the 1990s is: Instead of technology
determining the scale of the photograph, what if the
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photograph attempted to mimic the scale of technology? In
1999 the British documentary photographer Martin Parr
broke the Guinness World Record for number of art exhibits
shown simultaneously around the globe. The collection,
“Common Sense,” enacts a different type of scale more
commensurate with Lugon’s emphasis on media. Shown
simultaneously in forty-one venues around the world,
seventeen countries, and five continents, the collection
effectively enacted an analog performance of the global
network of the world wide web. Displaying three hundred
and fifty photographs of European clichés and ambiguities,
the exhibition examined a continent confronting a
disintegrating sense of self identity through a grotesque,
misanthropic, and equally humorous, lens.

Maneuvering a Monk: Photographic Scale and Buddhist

Identities in Thailand and Laos

Roy Ng, National Gallery Singapore

This paper explores, through monastic portraits in Thailand
and Laos, the effects of photographic scale on Buddhist
identities. Distributed as portable “meditation aids,” albums
of monk-philosopher Buddhadasa Bhikkhu (1972) expose
his followers to dharmic truths embodied in miniature
photographs of monks. The albums’ compactness reduces
the distance between laypersons and the Theravada sangha
(monastic community) and underscores a closeness that
democratizes access to spiritual attainment. Likewise,
portraits of monks in the Buddhist Archive of Photography,
Luang Prabang (founded 2006) are circulated as lightweight
saksit (sacred) objects and serve to guide believers on their
journey towards darshan (religious “seeing” or “auspicious
sight of the divine”). Yet, such intimacies shared between
smaller “monks” and their devotees are not free from
critique. This paper assesses these works against artist
Manit Sriwanichpoom’s photographic series Masters (2009).
By presenting life-size but blurred images of monk effigies,
Sriwanichpoom refuses what is approachable and critiques
the commercialism and object-based focus of popular
religiosity. Rather than reconciling viewer and subject,
devotee and master, his prints reify an ontological distance
between the two, and implicate the scaled relations of other
re-formatted “monks,” like those digitized in the Buddhist
Archive’s online collection, developed under the British
Library’s Endangered Archives Programme. This paper
concludes that, because the formats of monks in
photographs are easily translatable, they simultaneously
enable and impinge upon what the Buddhist image is and its
role in contemporary Theravada society, spectacle, and self.
Through scale, one grapples with dissonances inherent to
the mechanics of perception and desire.

FAP gallery into a dynamic venue. Furthermore, this paper
argues that the exhibition’s attempt to connect image with
viewer mirrors the aims of the FAP and larger cultural
discourses of the New Deal—how to make art that garners
civic advocacy and engagement. East Side West Side was
composed of approximately 150 photographs that surveyed
the abysmal housing conditions of NYC's Lower East Side
and Chelsea neighborhoods. The exhibition’s overarching
goal was to advocate for increased federal funding for low-
income housing. The exhibition bolstered this argument by
experimenting with the photographs’ scale and narrative
potential. Photographs were printed in a variety of sizes—
from diminutive to life-size, prepared as full-bleed, and
pasted directly onto the gallery walls. Exhibited in an almost
montage-like fashion, the photographs directly touch one
another and are stacked in rows and columns that vary in
height and width. The photographs’ diversity of size and
dynamic layout encouraged the viewer to engage with the
prints and exhibition space, both visually and corporally,
transporting visitors into the world of the print and the
reconstructed space of the street. In creating a heuristic and
enveloping exhibition, East Side West Side presented a
convincing argument for requisite legislative changes to
housing policies.

Inside Out/Outside In: Projecting the Barrio in the Work
of John M. Valadez

Amy Crum, University of California Los Angeles

Artist John M. Valadez has recently received scholarly
attention for his photographic practice, despite being
primarily known as a painter and prominent muralist
associated with the Chicano movement. In an effort to better
understand Valadez’s intermedial sensibility, my paper takes
up the notion of scale to interpret the imbrication of
photography and painting in his characteristic approach to
muralism. In 1978, Valadez began a documentary photo
project, titled the East Los Angeles Urban Portrait Portfolio,
that borrowed from the aesthetic traditions of social realism,
portraiture, and street photography. My presentation
examines two indoor murals where Valadez used
photographic projection to reproduce images borrowed from
this portfolio in large format to capture the multivalence of
Chicanx identity in Los Angeles. | demonstrate how these
murals, painted in a photorealist style, capitalized on the
associative properties of photography to challenge the
frequent association of Chicanx youth culture with
criminality, while also flouting the conformist desires of more
conventional Mexican-Americans. | argue that through a
manipulation of scale, facilitated by his use of photography,
Valadez's murals prompted viewers to identify/disidentify
with the mural’s sitters and their environment as a form of

“A Gallery for the People”: The Federal Art Project
Gallery’s Experiments in Scale
Lauren Catherine Graves

socio-spatial redress that was at once culturally affirming
and openly critical of a lack of Chicanx representation within

This paper examines the photography exhibition East Side
West Side, presented at NYC's Federal Art Project (FAP)
gallery in 1938. | argue that in employing an experimental
design strategy that altered the size and scale of
photographs, East Side West Side activated the
communicative potential of photography and transformed the

the mainstream media. My analysis of Valadez’s use of
photography to recreate the urban environment of the barrio
within an interior space offers an opportunity to consider
Chicanx muralism more broadly in dialogue with the
prevailing histories of installation art, institutional critique and
site-specificity.
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Chair: Jeffrey Schrader, University of Colorado Denver

This panel explores the ascent of tattoos in the history of art.
As museums stage ground-breaking exhibitions and academia
offers more courses on the subject, scholars have relied on
interdisciplinary tools. Archaeology serves as a foundation,
with its recovery and interpretation of artifacts. Moreover,
anthropologists provide insights into the experiences of people
with body-markings. This background informs case studies
from Egypt, Japan, and Native America, in which the panelists
accord new recognition to artworks as evidence of the inking of
skin. In addition, the geographical reach of this panel reflects
the worldwide scope of recent scholarship on tattoos. In
response to these discoveries and new publications,
professors have developed strategies to synthesize the
material and introduce tattooing into the curriculum. This step
prepares the groundwork for up-and-coming art historians to
work within a discipline that will recognize tattoos as worthy of
study alongside painting, sculpture, and traditional media.

Tattooing in Ancient Egypt: Flesh and Stone

Jacquelyn Williamson, George Mason University
This paper will begin with an introduction to the state of the
field of tattoo research in Ancient Egypt. Tattoos have been
identified on mummies from almost all periods of Ancient
Egyptian history. However, it is far more difficult to
conclusively identify tattoos in the art of Ancient Egypt.
Statues of unnamed, generic, figures are far more likely to
be shown with tattoos than actual, named people. This
paper will present the evidence and draw conclusions using
case studies, such as the statues of the so-called heretic
king Akhenaten, to explain this dichotomy.

Tattoos and Woodblock Prints in Nineteenth-Century

Japan

Sarah Thompson, Museum of Fine Arts, Boston
The MFA's collection of some 50,000 Japanese color
woodblock prints — the largest outside Japan and one of the
largest in the world — includes over 200 images featuring the
spectacular large-scale pictorial tattoos that were a popular
fashion among young urban men from the 1820s to the
1870s. In fact, the origins of real-life tattooing and the prints
of tattooed heroes are so closely intertwined that it is difficult
to say which came first. Research on this topic has been
hampered by the fact that in Japan today, tattooing is
strongly associated with organized crime and so is not
generally considered a suitable subject for museum
exhibitions or serious scholarship. Nevertheless, it is clear
that tattoos were an important element in the rich visual
culture of Japanese cities in the mid-nineteenth century. This
paper will survey briefly the history of Japanese tattooing
and the representations of it and will consider ways to study
and present this material for contemporary audiences.

Ancient Marks, Contemporary Tales: Prehistoric

Tattooed Figurines and Tattoo Revivals in Japan and

Alaska

Lars Krutak, Museum of International Folk Art
Anthropomorphic figurines of all shapes, sizes, and media
have been produced by various peoples around the globe
since prehistoric times. Whether carved, modeled, or applied
to other objects, humans have produced figurines because
from a functional standpoint these representations
embodied, integrated, and communicated significant cultural
and ontological values that expressed the cosmologies of
their creators. Although ancient figurines have been studied
by archaeologists, art historians, and other scholars for more
than a century, tattooed figurines have received sporadic
attention in these accounts and their significance has largely
been overlooked. This paper examines prehistoric tattooed
figurines from Japan and Alaska and also explores how
these dynamic works have inspired contemporary tattoo
revivals among Indigenous and other communities.

Tattooing and/in Art History

Véronique Plesch, Colby College
In the past ten years, | have regularly taught a seminar
entitied The Visual Culture of Tattooing, which explores the
practice of tattooing across history, along with a survey of
the scholarship on the subject and of pertinent theoretical
approaches. Besides a historical (and global) approach (with
readings from a range of disciplines such as archaeology,
history, and many others), the course is organized according
to different approaches, such as anthropology, sociology,
psychology, gender studies, etc. In my presentation, | will
briefly recount how my interest in the history of tattooing
emerged from my work on early modern graffiti on frescoes
(and how the seminar on tattooing forms a pendant to
another one | regularly teach on graffiti). | will also reflect
upon what | have personally learned from teaching this
course and how it has impacted my own scholarship, what
my students have gained from it, and, more generally, what
the study of tattooing brings to the discipline of art history
and its practice. | will also consider what art history can, in
turn, bring to the study of tattooing.
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Chair: Maya Harakawa, The Graduate Center, City
University of New York

2023 marks the sixtieth anniversary of one of the most
consequential years in the Civil Rights Movement. 1963 saw
the first sit-in in Greensboro, North Carolina; the beginning of
the Birmingham Campaign; the March on Washington for Jobs
and Freedom, where Dr. Martin Luther King delivered his “I
Have a Dream” speech; and the bombing of the Sixteenth
Street Baptist Church by the Klu Klux Klan. The visual was
central to the cumulative impact of these events. Charles
Moore’s photographs of dogs attacking protestors in
Birmingham and Gordon Parks’ documentation of the March on
Washington, for instance, fundamentally shaped public
perception. What is more, the broader archive to which these
images belong have inspired generations of artists—including
Andy Warhol, Kerry James Marshall, Carrie Mae Weems, and
Dawoud Bey, to name a few—to grapple with questions about
race, politics, and artistic form. This panel will explore these
two interrelated phenomena: the role that art and visual culture
played in the Civil Rights Movement and how artists since the
1960s have taken up the movement as subjects in their work.
A central guiding question will be: what can art history tell us
about this complex, often time contradictory movement (one
that is often reduced to an overly simplistic, liberal narrative
about integration) and the impact it continues to have on
understandings of race and politics, both in the US and
abroad? Potential topics include: the politics of appropriation,
memory and memorialization, archival practices, building
coalition and solidarity, and imaginations of place.

"A Tribute to the Negro People" (1946) and the Long

Civil Rights Movement”

John W. Ott, James Madison University
In keeping with Jacquelyn Dowd Hall's conception of “The
Long Civil Rights Movement,” this talk centers on a 1946
exhibition co-sponsored by the National Negro Congress
and the Marxist periodical New Masses to expand this
session chronologically to include a period Hall and other
historians have recognized as a critical opening salvo rather
than a quiet interlude of detente before the 1954 Brown v.
Board decision. A more radical and pluralist conception of
integration cultivated by a labor-left coalition during this early
chapter of the civil rights struggle ebbed before the rise of
more assimilationist liberal tide that decoupled
antidiscrimination measures from questions of economic
justice. Showcasing artwork by Black, white, and Japanese
American artists, “A Tribute to the Negro People” opened on
May 30, 1946 in Detroit, recently the site of hate strikes and
race riots. Containing “paintings and sculpture by American
Negro artists” in one section and “a graphic exhibit by Negro
and white artists expressing interracial unity” in the other, the
show variously epitomizes the scope, trajectory, and
contradictions of midcentury artistic endeavors to fight
antiblack racial discrimination and promote desegregation.
Not only was the Detroit event a two-headed affair whose

galleries were at once integrated and segregated, but it also
reflected divergent and conflicting conceptions of how art
might fight racism and catalyze desegregation: whether to
demonstrate Black artistic excellence in order to refute
prevailing stereotypes, or whether to mobilize artwork to
mount more direct attacks on systemic political and
economic racial injustice.

66 Signs of Neon: Industry, Rebellion, and the Possibility

of the New

Kelly Donahey, University of California Irvine
For five days in August 1965 the Watts neighborhood of Los
Angeles surged in protest. In the aftermath, artists Noah
Purifoy and Judson Powell organized the exhibition 66 Signs
of Neon around 66 assemblage-works made from the debris
of the rebellion: broken commodities and shattered neon
signage. Focusing on Purifoy’s curatorial direction, | argue
that 66 Signs of Neon is a “junk Dadaist” intervention into the
racialized conditions of industrial labor by situating it at the
intersection of the Civil Rights and Labor Movements, and
Purifoy’s own artistic practice. The interconnection between
civil rights and labor was critical to thinkers A. Philip
Randolph, Bayard Rustin, and W.E.B. Du Bois and was
likewise central to public actions like the 1963 March on
Washington for Jobs and Freedom. A working-class Black
neighborhood, Watts had boomed as Black Americans left
the South en masse for industrial centers like Los Angeles.
However, by 1965 Watts was devastated by uneven
development and the displacement of manufacturing; the
future that factory work had once seemed to offer Black
Americans was foreclosed. | demonstrate how 66 Signs of
Neon resists this foreclosure by advancing the Dadaist
proposition—utopia from destruction—in the context of civil
rights. Articulating the under-examined politics of “junk
Dadaism,” | show how Purifoy deploys the words “neon” and
“junk” to articulate a distinctive utopian project that works
through contradiction, bearing the brutality of modern
industry and the middle passage, yet ultimately giving form
to the possibility of the new.

Riots and Demos: Stan VanDerBeek’s Violence Sonata

Kirsten Gill, The Graduate Center City University of

New York
When artist Stan VanDerBeek was commissioned by
WGBH-TV to conduct studies in experimental television and
“computer movie making” in 1969, Boston was embroiled in
divisive debates about school desegregation, drawing
national attention as the myth of the tolerant north faltered
amidst increasingly apparent structural and affective anti-
Blackness. The result of the commission was Violence
Sonata, a video/television/live performance hybrid that aired
on January 12, 1970. Composed of magisterial video
collages weaving together newsreel footage, original video,
and documentation of live studio performance, the television
broadcasts abounded with Civil Rights Movement imagery
and foreground themes of interracial relations and anti-Black
violence. This paper examines the place of movements for
Black freedom in Violence Sonata, from grassroots activism
for school desegregation to the increasingly militant voices

of the Black Power movement. Considering the extent to
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which “the very possibility of narration” might be premised on
the empathic/assimilationist mode of “trying to fit into the
other’s shoes,”[1] the paper argues that the
communicational impasses performed and thematized by
Violence Sonata, and the implicit critique of narrative
cinema, allowed language to give way to a gestural
economy of solidarity, beyond the failures of empathic
narrative. The result is an attempt to articulate new poses in
the struggle for Black freedom, asking what possibilities exist
for solidarity, and for the re-making of social relations in,
around, and by moving image. [1] Saidiya V. Hartman,
interviewed by Frank B. Wilderson lll, “The Position of the
Unthought,” Qui Parle 13, no. 2 (Spring/Summer 2003), 186.

The Reverberating Power of “| AM A MAN” in 21st
Century Protest
Lucienne Auz, The University of Memphis

INTERNATIONAL ASSOCIATION OF WORD AND IMAGE
STUDIES

Chairs: Laurence Roussillon-Constanty; Liliane
Louvel, lawis/Alerti International Association or word
and image studies

From my Window: Explorations in Texts and Images Chair:
Laurence Roussillon-Constanty Co-chair: Jennifer Cooke This
panel explores the meaning and symbolism connected with
looking at the world from a window. A ubiquitous motif inspiring
artists and writers, the window has become synonymous with
our confinement as our cityscapes were turned into Hopper
paintings. But the window can be also considered as a framing
device to direct our gaze, a conceptual method to apprehend
reality like the Albertian window. Throughout the ages the
window has conjured a powerful imagery as a locus for
metaphysical questions, where the perceiving subject
contemplates the relationship between oneself and the outside
world. Offering but a partial view of reality, the window is
equally challenged as a limit to our imagination but also as
evidence of one’s subjectivity. In literature, the window
characterises the idea of a point of view as well as the author’s
poetic gesture, or meta-narrative key. Our panel invites
contributions spanning different fields, such as visual arts and
theory, architecture, cinema, photography, and literature. As a
dedicated IAWIS session, we particularly encourage
interdisciplinary approaches to this topic.

Drawing the View

Simonetta Moro, Institute for Doctoral Studies in the

Visual Arts
This paper explores the issue of the ‘view from my window’
from the double standpoint of a practicing artist and an art
theorist. Already this doubling of the point of view is
indicative of the interdisciplinary approach | take with respect
to the topic, in which the subjective and the objective are
tightly intertwined. Starting with an historical examination of
the view from the window to be found in the Renaissance

and the Romantic periods, | examine contemporary
examples such as “The City Out My Window: 63 Views on
New York”, by Matteo Pericoli (2009), the seminal film “The
Draughtsman’s Contract” by Peter Greenaway (1986), and
my own experience of drawing long panoramas from various
windows and framing devices, among others. Elaborating on
the cognitive and epistemological possibilities of the act of
drawing, | argue that, far from being an expression of self-
reflective subjectivity and domesticity, these views point
rather in the direction of an opening toward the ‘other’, and a
way to build identity though the appropriation of a place. A
view so conceived also conveys current environmental
concerns by capturing changes occurring over time and
making us — viewers of views — sensitive toward the
presence of nature in our urban environments.

Symbolism and Technique in Title Sequence Design for

Film and Time-Based Media

Yoshiko Burke, University of Cincinnati
Since the 1950s, the cinematic title sequence has developed
into its own category as “pre-narrative,” often serving as
exposition or prologue to a film. The renowned graphic
designer, Saul Bass, helped expand the role of cinematic
title sequences from a purely functional to highly aesthetic,
creating animated design of dynamic visual imagery that
grabbed audience attention and immediately set the tone of
a film. Moreover, he created visual elements that could be
symbolic or foreshadowing of the film’s essential theme or
concept. The title sequence remains a popular project in the
field of visual communication design today.This presentation
explores the title sequence from the view within the window;
how moving imagery and type convey meaning within the
framework of title sequence design. In doing so, it will: (1)
analyze universal cinematic techniques that help to clarify
and/or intensify essential story ideas through the use of
metaphorical or symbolic motifs; (2) explore various
foreshadowing techniques that engage the audience and
heighten anticipation of what is to come during the film; (3)
present pedagogical methods for title sequence design that
balances both its functional role (listing a film’s credits and
title) with its conceptual or symbolic role and provides the
audience with a contextual framework for the film; and, (4)
examine the ways in which title sequence design can
provide a unique experience that immerses the audience
within a fictional, cinematic reality.

Thinking Through the “Magic Windows of Alma

Thomas,” 1971

Jonathan Frederick Walz, The Columbus Museum
Around 1964 Alma Thomas experienced such an
incapacitating bout of arthritis that she believed she would
never walk or paint again. But the incentive of a solo show at
Howard University’s gallery spurred Thomas into action.
During her convalescence Thomas turned to her
surroundings for inspiration, identifying the large holly
outside her Washington rowhouse’s picture window as the
focus of her attention. The outcome was almost a dozen
paintings featuring color paint pats arranged in rows or
circles. This formalist innovation eventually brought her

international recognition and remains the style for which she
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is best known today. In 1971 the photojournalist Ida Jervis
paid Thomas a visit at home for an interview and
photoshoot. The resulting text and images appeared in the
third issue of local magazine The Art Scene. Even before
publication of this piece, entitled “Magic Windows of Alma
Thomas,” Thomas’s source motif—the combination of
window and tree—was a known quantity in Washington.
What Jervis couldn’t have anticipated is that her profile of
the septuagenarian artist would attain legendary status
within Thomas’s bibliography as the most comprehensive
lifetime treatment of the painter and her autotopography. As
such, Jervis’s article has itself become a discursive window,
outside of which scholars have struggled to analyze
Thomas’s mature work. Thomas, however, thought
expansively about the archetype of “window,” and
productively drew on other structuring frameworks, such as
the proscenium arch, garden vista, and TV screen, to create
her non-objective compositions.

NEW MEDIA CAUCUS
Chair: Derek Larson, Purdue University

Future Space, Trade and Capitalism in Digital Cities A panel
featuring McKenzie Wark (New School Culture & Media), Keller
Easterling (Yale Architecture), and Carlos Oliva Mendoza
(UNAM Philosophy). Organized by Derek G. Larson (Purdue
Computer Graphics Technology) for the New Media Caucus
and with support from Purdue University. In the face of
economic, environmental, and geopolitical crises, McKenzie
Wark begins her latest book Sensoria by asking, “what is the
point of scholarship?” She questions the value of expertise
generated within intellectual siloes, arguing instead for the
power of interdisciplinary investigations that “selectively forget
authorities and languages that preceded them.” Three scholars
introduce and debate questions about the future of urban life,
social lives and media becoming further digitized, currencies,
and how these are impacting an architectural shift.

Future Space, Trade and Capitalism in Digital Cities

McKenzie Wark
Future Space, Trade and Capitalism in Digital Cities
McKenzie Wark’s 2020 book Sensoria introduces the work of
seventeen prominent contemporary contributors of
knowledge production. In the face of current economic,
environmental, and geopolitical crises, Wark begins her
introduction by asking, “what is the point of scholarship?”
The book questions the value of expertise generated from
within intellectual siloes, arguing instead for the power of
interdisciplinary investigations that “selectively (forget) the
authorities and languages that preceded them.” In this panel,
McKenzie Wark continues these questions with two
scholars, focusing on questions about the future of work,
trade, and power in digital cities. A panel featuring McKenzie
Wark (New School), Keller Easterling (Yale), and Carlos
Oliva Mendoza (UNAM). Organized by Derek G. Larson for
the New Media Caucus, with support from the Computer

Graphics Technology Department at Purdue University.

Chair: 1zabel Galliera, Susquehanna University

The worldwide commadification of higher education under
neoliberalism has increasingly led to programs, institutions,
practices and forms of knowledge primarily valued for their
market potential. Operating at the intersection of art, activism,
art history, education, and the socio-political realm, various
pedagogical approaches have emerged to counter the
neoliberalization of education, typically promoted as an
outcome-driven experience bound to guarantee employment
and future income. Expanding the rich legacy of alternative
pedagogical approaches inspired by Paolo Freire’s Pedagogy
of the Oppressed and Joseph Beuys'’s Free International
University for Creative and Interdisciplinary Research (FIU)
from the 1970s, this cross-disciplinary panel invites papers that
reflect on the development of a wide range of educational tools
to produce and disseminate critical knowledge in art, art
historical, curatorial and pedagogical practices. Topics may
include but are not limited to: the role of informational
campaigns to address systemic racism, sexism and, gender
biases in art institutions; the use of conversations, tours,
posters, lectures, zines, workshops, screenings, publications,
and interventions in the mainstream media to counter the
exclusionary tactics of neoliberal corporations, and the
politicization of culture in authoritarian regimes; and education
as a form of activism during moments of political turmoil.
Proposals can also address curatorial models and pedagogical
approaches that morph the traditional space of the gallery and
the college classroom into a discursive platform through which
knowledge can be generated, shared and amplified collectively.

Ephemeral Interventions: The Radical Practices of the

Danish Experimenting School (1961-1972)

Wylie Erin Schwartz, SUNY Cortland
The 1960s in Denmark were a rich, experimental period,
exemplified in the radical approaches to art education at
Copenhagen’s Experimental Art School, or Ex-School, an
“anti-academy” created in response to a context of political,
social, and cultural change. Established by art historian
Troels Andersen and artist Poul Gernes, the School had no
teachers, the work was largely meant to be ephemeral, and
collective creation was valued over individual works of art.
Against the backdrop of the Cold War and the American
Marshall Plan, the Ex-School artists conceived of their
practices as open-ended, interactive, and unstable, offering
them as temporary utopian spaces. | argue, that these artists
could explore an artistic experimentation that served as a
provisional solution to the instrumentalization of art and
society. My paper considers the various phases of artistic
development within the School’s temporal framework -
spanning roughly 1961 to 1972. What began with a rhetoric
of artistic experimentation that drew from surrealism,
Constructivism and the Bauhaus, later gives way to more
radical notions of collaboration, performance, and protest.
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These shifts in visual production were driven by the social
and political climate of the period, operating along the lines
of what Herbert Marcuse theorized to be the revolutionary
potential for art to counteract the repressive societal forces
that inhibit liberation. My research aims to reposition the
work taken up by the Ex-School within the ideological
context of its production to demonstrate that Scandinavian
artists were taking more nuanced approaches towards
revolutionary art than what is currently written.

building a shared pedagogical space operating differently
from that of the neoliberal classroom, by emphasizing
listening, dialogue and collaboration. Postcommodity’s
tactics connect with Paulo Freire’s writings on popular
education, through their critique of settler colonialism and
capitalist modernity, and an interest in experimenting with
prefigurative, metaphoric gestures. Their work may also be
analyzed in the context of decolonial aesthetics, which
according to Walter Mignolo, acts as a critical intervention
within the cultural sphere by challenging the hegemony of

El “Todos Hacemos Todo’: La Fiesta Ecléctica de las
Artes and Collectivity as Pedagogical Tool
Jasmine Magaia, Duke University

modernity and colonialism. Analyzing Postcommodity’s
work, and the physical and sonic spaces it occupies,

In the contemporary art scene of San Salvador, a close-knit
circle of artists, writers, and educators forged relationships
and institutional ties that empowered them to produce
exhibitions, symposia, and events to showcase their work.
Consequently, as a network, they organized an audience for
their projects and established a critical language with which
to define their art in relation to their local reality as much as
to international trends in contemporary art. In this
presentation, | analyze the Fiesta Ecléctica de las Artes
(FEA, 2012-2017) as one example of the collectively-
produced structures through which the network presented
their work on their own terms. Led by historian and poet
Elena Salamanca and multidisciplinary artist Javier “Nadie"
Ramirez, FEA's program included installations, urban
interventions, and readings by invited artists presented in
venues across the city over a two-week span. The artistic
program was supplemented with a series of critical
dialogues, which functioned as a barometer for the state of
culture at the grassroots level. | address FEA as a model of
collective care in which the practice of creating space for an
overlooked population of artists generated experiential
learning encounters for participating artists and audiences
alike. Through a case study of a performance staged during
the 2012 edition, | examine the ways FEA fostered critical
engagement with the artistic process, emboldened young
artists to announce their presence in the urban landscape,
and contributed to the development and distribution of a
living theory and history of Salvadoran art.

highlights the political potential of decolonial aesthetics and
its links with the construction of new frameworks for learning.

Centering Indigenous Knowledges and Fostering
Intimate Learning as Strategies for Climate Justice Art
Jessica L. Santone, California State University East
Bay
In 2019-21, Melbourne-based, Métis-Scottish Canadian
artist Jen Rae produced Portage, a multi-platform project
related to survival skills for evacuation and shelter amidst
climate catastrophe. She collaborated with Indigenous
elders to organize skill-sharing workshops, installations, and
community walks for participant-audiences to learn about
raft-building, weaving, and shelter-assembly. Project
documentation emphasizes both the impact of social ties
formed between participants and a healing effect for
collaborators, whose traditional knowledges were valued
and celebrated in the project. Rae’s project can be situated
alongside the work of Praba Pilar, Lynn Peemoller, the
Futurefarmers collective, and many others who address food
and climate justice through pedagogical forms, including
workshops, skill-shares, schools (institutional or otherwise),
and instructional walks/tours. This paper examines why
artists addressing food and climate justice in particular have
so frequently turned to such pedagogical forms, and,
crucially, often in ways that exceed or resist the kind of
straightforward knowledge-transfer to publics one might
expect of projects with scientific or technical subject matter.
While experimental pedagogies in art practices like these
challenge neoliberalism through emphasizing the value of

New Frameworks for Learning in Postcommodity’s
Sound Art
Noni Brynjolson

public goods and community engagement, they also
meaningfully aim to disrupt hegemonic knowledge
production and hierarchies of knowledges. In the process of

In this paper | examine a site-specific sound art project by
the collective Postcommodity, and look at its potential to
generate ‘new frameworks for learning,” as one member has
claimed. Postcommodity have described their work as a
‘shared Indigenous lens and voice’ with which they explore
the colonial manifestations of the 21st century—a
description that encapsulates the visual and aural approach
to aesthetics within their work. Many of their projects have
focused on pedagogical spaces, including at Documenta in
2017 (which itself was titled ‘Learning from Athens’).
Postcommaodity’s project took place inside the Lyceum,
known as the home of Aristotle’s Peripatetic school in 334

BCE, and involved militarized sound cannons repurposed by

the collective as instruments of healing. | consider how the
aesthetics of this piece engaged viewers and listeners,

centering Indigenous elders and ancestral knowledges that
have been marginalized, these art practices insist on the
intimacy (Springgay 2022) and sociality of learning, the
benefits of which go well beyond knowledge-acquisition.
Importantly, they also invite us to consider the nonscalability
(Tsing 2012) of potential climate-resilient societal
transformations, in resistance to capitalism’s demands.
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CAA-GETTY INTERNATIONAL PROGRAM
Chair: Cali Buckley, College Art Association

For nearly three years, the world has experienced many radical
changes between the Covid epidemic, armed conflicts, and
climate change. All these changes in turn affected art. For
example, the Covid epidemic affected artists, researchers, and
institutions, from the closure of museums, exhibitions, libraries,
and other community resources to the loss of income for many.
The conflict in Ukraine and ongoing changes in our climate
have only heightened the global economic crises and
engendered mass exodus and mass migration. This is against
a backdrop of an increasingly globalized world wherein efforts
to decolonize intellectual thinking and activity have informed
how many artists and humanists respond to current crises,
highlight enduring global inequality, and question current
political notions of nationhood and the state, and its effects on
art and heritage.

Feather Art, Environmental Impact and Brazil’s

“Agricultural Vocation”

Patricia Meneses, University of Campinas - Brazil
The tensions between what is perceived as nature’s
abundance and the demands of progress and its impact on
the environment are a continuous presence in Brazilian art,
ever since the arrival of European navigators at the territory.
One of the earliest cartographic representations of Terra
Brasilis, part of the Miller Atlas, dating from 1519, clearly
shows both poles: the commercial exploitation of brazilwood
— which would be soon exhausted, giving way to agriculture
-, and the exuberant nature, rendered through colorful birds
and the feather accessories worn by the natives. Unlike
brazilwood, birds and feathers have represented a persistent
symbolic and marketable value of Brazilian visual culture.
From the luxuriant Tupinamba feather arts to the industrially
manufactured artifacts commercialized by Brazilian
companies during the nineteenth century, the formation of a
visual national identity was deeply connected to tropical
birds. And yet, their role in negotiating the ecological
tensions at the foundation of the country has never been
properly studied. This paper discusses how the association
of feather work with indigenous culture was continuously
instrumentalized for the construction of a visual narrative of
identity and abundance of natural resources until the
decreasing numbers of birds resulted from this prominent
role started to be perceived as a threat to Brazil's
“agricultural vocation”. | focus on the period from the
country’s independence, in 1822, to the development of the
hunting legislation, in 1934, during which Brazilian feather
artifacts and taxidermied specimens circulated in
unprecedented numbers.

Arts and Cultural Heritage in Wartime Ukraine
Natalia Moussienko, Modern Art Research Institute
The artistic representations of the war in Ukraine are

significant for the global picturing of art in war that is an

important phenomenon for philosophy, art theory, sociology,
history, political sciences, etc. Staying in Kyiv, a capital of
Ukraine all time from the beginning of the large-scale
Russian escalation on the February 24, 2022, | started
collected diverse empiric data how Ukrainian art have
plunged into war as all Ukrainian people: under the
bombardments, sirens, curfew, very limited public
transportation, and lack of materials. Some of the artists
went to the Army, some to the Territory Defense, some
volunteering. The artists of the world have responded by
creating the supportive of Ukraine messages on the walls
and bridges of their peaceful cities: Paris, Munich, LA,
London, Warsaw, Poznan, Lisbon, Melbourne, to mention
but a few. In wartime metro stations and other shelters have
become places for theatre performances, film screenings,
poetry presentations, and concerts. However, the social
networks remain the best promoter of art, and often its
producer. Songs in support of Ukraine, posters,
documentaries, etc. are becoming popular and widely
distributed. The war has entered into all kinds of Ukrainian
art and impregnated them with new narratives, images of
heroes-defenders of Ukraine, satirical memes. Cultural
heritage has remained an important focus of my research as
many objects of cultural heritage were destroyed and
damaged: 23 monuments of national importance, 112
monuments of local importance and seven newly discovered
objects of cultural heritage, as well as 132 objects of
valuable historical buildings.

Cultural Heritage in the Local Communities of Egypt:
The Archaeological Museum of EI-Minya
Shenouda Rizkalla

There remains an inherent colonialism in a way in which
archaeologists interact with local communities. An
unfortunate consequence of this, as well as the continued
demand for Egyptian antiquities in former-colonial Western
states, is the looting of archaeological sites in Egypt. Despite
widespread condemnation from archaeologists and
politicians, there is little evidence that looting is abating in
the country; indeed, it seems to be as prevalent as ever. A
potential solution lies in local community engagement.
Archaeologists in Egypt have been slow to adopt
community-engagement strategies, with relationships
between foreign archaeological missions and local
communities sometimes being fraught. In terms of
repatriation, the local communities believe that foreign
missions working in their areas of residence discover
antiquities exported to their countries every year, the most
important of which is the bust of Nefertiti, which found its
way to the Berlin Museum. despite strict national patrimony
laws and the 1970 UNESCO cultural property convention,
Egypt, due to its rich ancient and modern history, remains a
prime location for antiquities traffickers sourcing antiquities
and selling them on the global black market. The project
contributes to a change of museum practices in the Egyptian
provinces, using the Akhenaton Museum, located in el-
Minya, Middle Egypt, as a case-study. The exhibition of the
museum, opening in 2023, will focus on the site of Tell el-
Amarna, where the famous bust of Nefertiti, today exhibited

in the Egyptian Museum in Berlin, was found.
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Disempowerment, Exile and Imprisonment: Interrogating

African Objects of Authority and Sovereignty in MAA,

Cambridge

J Kelechi Ugwuanyi
This paper explores the changing values of some Ofg and
Ikenga objects of ‘authority’ and ‘sovereignty’ that belong to
the Igbo of southeast Nigeria, many of which are in the
Museum of Archaeology and Anthropology (MAA) in
Cambridge, UK. It examines the meaning of these objects in
the context of the Igbo knowledge systems and how such
meanings were lost or transformed in the colonial era as
they were taken from Igboland to Britain in a process of
disempowerment, exile and imprisonment. The paper draws
on the Igbo term, Nkali, and a concept in Nigerian pidgin
English, Kolo to interrogate the process of disempowerment
that led to the loss of context and meaning of the objects.
Nkali explains the power dynamics that disempowered,
exiled and imprisoned these objects in MAA. Kolo with the
suffix ‘collection’ (Kolo-collection) is applied to reflect the
inappropriate acquisitions that characterized arts/cultural
materials in colonial Africa. The paper analyses the manner
in which these materials are presented at MAA vis-a-vis the
original meaning in Igboland, Nigeria and how museums can
decolonize their collections to include the views and desires
of the ‘original’ owners in the present. It argues that
museums can unlearn and relearn their colonial collections
in this age of decoloniality.

COMMITTEE ON DESIGN

Chairs: Sarina Miller, Temple University; Danielle M.
Johnson, Eskenazi Museum of Art, Indiana University

This panel aims to include design practitioners from around the
globe whose recent work intersects with pressing socio-political
issues such as climate change, threats to human rights and
democratic governance, war and climate change refugees,
COVID-19, gender equality, and decolonization and self-
determination. Designers in all fields are bringing ethical
concerns into their project types, collaborative endeavors,
client relationships, and aesthetic choices. This panel will
reflect upon some of the following questions: How does your
design practice affect, relate to, or intersect with current socio-
political issues? Who does your design serve? As a designer,
how do you foster cross-cultural communication about pressing
issues? How do your designs build bridges among different
parties via shared experiences? How can design processes
center community leadership? How might designers, as
individuals or collectives, build a mission-driven practice?
Designers from all fields are invited to share their recent and
ongoing work.

Confronting and Responding to Socio-Political Issues
and Ethics in the Design Classroom
Victoria Gerson, University of Florida
The design industry is driven by mass media and
consumption in our capitalist economy. Inevitably, this is

what design schools prepare upcoming designers for. At the
same time, we face multiple crises daily, such as racial
inequality, poverty, climate change, and other social issues.
With these crises flourishing, studying should mean
preparing for the culture and needs of a hostile and turbulent
market, society, and future (Vet & Bernard, 2020). Rather
than ignore students’ realities outside of the classroom,
inside the classroom educators should frame design as a
tool to deal with reality. Design programs and educators
should better prepare students for professional practice by
integrating social and ethical topics into the classroom. As a
design educator, my work revolves around developing
projects, assignments, workshops, and discussions that
challenge students to explore their personal and
professional ethos and confront socio-political issues
through design research and making. In this presentation, |
will share materials | have developed and implemented in
undergraduate and graduate design classrooms, and the
resulting work from students. This work includes having self-
reflective and reflexive identity projects as a way to develop
their own individual and professional ethos, semester-long
research projects on a chosen social issue, and workshops
that build bridges among students who have gone through
shared socio-political events and crises as a practice in
imagining possible collective futures together. Through these
approaches and methods, | believe students can better
confront the socio-political issues and realities they face
outside of the classroom today.

Everyday or Not at All: Design Translations Across

Mexico and California

Robert Kett, ArtCenter College of Design
This talk reflects on a recent research and curatorial
collaboration (Everyday or Not at All) between faculty and
students at ArtCenter College of Design and three design
offices in Mexico (Andrés Souto, APRDELESP, Fabien
Cappello Studio) committed to engaging the politics of
everyday design. This insistence on the potential of the
ordinary clashes with a routine understanding of design as
driven by novelty, progress, and individual vision. To expand
prevailing senses of use, authorship, and expertise in the
field, each studio has developed a series of novel methods
that are variously ethnographic, virtual, collaborative, and
experimental.The collaboration at ArtCenter worked to
present each studio’s projects on campus but also to
interrogate how their methods and questions—developed in
Mexico—could be critically translated within the institutional,
cultural, and productive contexts of Los Angeles. These acts
of translation underscored the need for design to cultivate an
attention to local (design) histories, resources, and relations
to global capital to offer meaningful interventions. However,
it also revealed urgent corollaries between the contemporary
challenges faced in Mexico, the United States, and
elsewhere as well as an emergent collection of design
values that seek to meet them.

From the Mothers' Movement to Cradlr: An Interaction
Design for Refugee Children
Jing Zhou, Monmouth University

This paper presents the rationale, implementation, social
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and cultural influences, and historical background of Cradir:
An Interaction Design for Refugee Children, a human-
centered digital network concept designed to keep displaced
children—a vulnerable population without cell phones
—connected with their families, resources, and heritage. The
seed of this project was sown in 2018 when | launched the
Jiang Jian project—a research and web design initiative that
sheds light upon the forgotten stories of Jiang Jian and the
Mothers’ Movement in China which rescued and educated
30,000 refugee children during the Second Sino-Japanese
War. Inspired by the Mothers’ Movement and European
countries during World War Il, such as the Women’s
Voluntary Service (WVS) and the large-scale evacuations of
children in the United Kingdom, CradIr goes beyond the
realm of digital product design in an attempt to find a
humanitarian solution for a complex social challenge that
transcends political boundaries. As a United Nations
Academic Impact project at Monmouth University, the final
design embraces the connection and communication among
the displaced children, their families and temporary
guardians, education affiliations, international and regional
organizations, as well as volunteers and donors. It envisions
a global network connecting various parties to preserve a
collective digital memory for displaced children, which might
help them to overcome many adversities and receive more
love and brighter futures.

Good Trouble and Design Thinking: How a Design

Education Fuels Effective Social Practice Strategies for

Impacting Change within Communities

Nicole Ann Finley, Tulsa Community College
Late civil rights leader and Georgia Congressman John
Lewis coined the phrase “good trouble,’ inspired by Martin
Luther King, Jr.’s teaching that the only way to bring change
was by getting in trouble — “good trouble, necessary trouble.”
In our current culture, globally and in the United States, we
are faced with social issues from climate change to human
rights to gender equality to war. To face these issues head
on, we take up spaces and raise up fists with our battle cries
demanding change, rights, to be heard. The march, the
protest, the sit-in, the strike. No matter the action, we can
find a physical piece of communication - a sign, a poster, a
banner, a flyer, a shirt— emblazoned with the message that
needs to be not only heard but seen and understood. Good
design should do just that — clearly communicate a message
to an audience. Through the lens of good design, though,
are these important messages demanding change being
crafted effectively? As part of a design education, are we
examining protest design alongside branding, typography,
and advertising? What if design students could feel
empowered to have a social practice, not just a (capitalist)
client-driven focus? Examining strategies in design
education to inspire and develop social designers, who
embrace creating good design for good trouble, is the focus
of this paper and presentation.

6 Areas of Inquiry for Designing for Community Impact
Cat Normoyle, East Carolina University
Designing for community impact is the practice of designing
actions and interventions that prioritize the needs and

desires of people within a community to support community-
led social transformation. It is concerned with recognizing,
identifying, and uplifting the voices of communities to have a
positive influence towards social change and to foster
equitable, sustainable, and inclusive communities for its
citizens. Designing for community impact, even when well-
intentioned, if not well-informed, can cause greater harm and
have negative effects on communities. It can neglect to
prioritize the interests of the communities at stake or
propose solutions that are not needed or desired. In some
cases, it can reproduce or reinforce existing inequalities
against people, communities, and the cultures that they are
trying to support. This presentation will discuss six areas of
inquiry that require further investigation and consideration for
successful community impact practices that intend to have
positive outcomes towards social transformation within and
for communities. They are: Decision-making: Who gets to
decide and why? Communication & relationship-building:
How to engage? Culture-seeking: How to learn (and
unlearn)? Play & risk-taking: How to explore ideas?
Assessment: How and when to assess impact? Iteration &
longevity: How to evolve the work? Each area of inquiry will
be reviewed with diverse examples that demonstrate how to
implement these concepts into practice, from a global
perspective. This presentation will discuss how and why we
might challenge our existing methods to explore these key
areas further.
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SOCIETY OF CONTEMPORARY ART HISTORIANS
Chair: Aaron Katzeman, University of California Irvine

In 2021, a number of artists, curators, and cultural workers
drafted the Art of Internationalism platform for Progressive
International—a global coalition of left-wing activists and
organizations reengaging internationalism for the 21st century
—calling for artists to participate in "the craft of organizing
transnational, planetary solidarities." While the manifesto is
meant to influence future creative work, there is also an
established internationalist inclination in contemporary art.
From OSPAAAL's mass distribution of Third World solidarity
posters, the 1974 Venice Biennale's united focus on Chile, the
collaborative efforts initiated by Artists Call Against U.S.
Intervention in Central America, and Decolonize This Place's
recent action-oriented movements to Globalize the Intifada,
artists have long played a vital role in imagining, producing,
and enacting an anti-imperialist internationalist politics of
decolonial liberation. Revisiting October's "Questionnaire on
"The Contemporary™ (2009) with the spirit of Art of
Internationalism's revolutionary optimism, this roundtable
invites contributions that consider contemporary practices
engaging a politico-aesthetic internationalism, with particular
attention to how place-based work speaks with and embraces
similar movements elsewhere. Proposals from cultural workers
outside or at the margins of the hegemonic art system are
especially welcome. How can an internationalist focus trouble
the consensus that contemporary art only went "global" in
1989, a designation often depoliticized in its function as
explanatory timeframe? If such periodization too easily
capitulates to economic globalization and liberal
multiculturalism, might a return to internationalism rupture our
most fundamental understandings of what constitutes and
delineates the "global-ness" of contemporary art?

Echos of Solidarity: Petar Lubarda's "Industrialization”

(1961), Viadimir Nikoli¢'s "The Communist Painting in

The Age of Digital Reproduction” (2017), and Yugoslav

Non-Alignment

Jessy L Bell, Northwestern University
Yugoslav artist Petar Lubarda’s monumental painting,
Industrialization, was unveiled in Belgrade for the first
conference of the Non-Aligned Movement (NAM) in 1961,
where it hung in a prominent position above the speaker’s
podium in the National Assembly. Yugoslavia was one of the
founding countries of the NAM, which intended to actively
rupture existing power constellations through an alliance of
anti-colonial, anti-fascist, and anti-imperialist movements.
After the conference, the painting was moved 250 meters to
Trade Union Hall, where it hung for nearly fifty years—even
through Yugoslavia’s dissolution—above a concession area
for the building’s theater. Vladimir Nikoli¢’s installation The
Communist Painting in the Age of Digital Reproduction
(2017) projects a 6K video recording of the concession area
and Lubarda’s painting, while audio recordings from the
NAM conference echo out from behind the walls. Speeches

describing principles of equality, solidarity, and disarmament
wash over a projection of movie trailers, refreshments, and
Industrialization. | analyze Lubarda’s painting in its multiple
sites: as an emblem for global proletarian vanguardism, a
“socialist modernist” mural representing Yugoslavia’s
construction efforts after WWII, and a bourgeois artwork
seemingly defanged of its revolutionary hope. With help from
Nikoli¢’s installation, | examine the forgetting and
remembering of Industrialization alongside the urgencies,
promises, and problems of Non-Alignment. Drawing from
Pierre Nora’s lieux de mémoire and concepts from Gothic
Marxism, | argue that the installation critiques
Industrialization’s depoliticization while simultaneously
summoning its ghosts and in so doing revives the potential
for a radical rejection of ostensibly ossified global hegemony.

Artists Call, Solidarity, and the Problem of Critique in

Contemporary Art

Erina Duganne, Texas State University-San Marcos
Critique is often considered implicit to the discourse of
contemporary art. Many attribute this account to the 1980s
when postmodernism’s “hermeneutics of suspicion,” Paul
Ricoeur’s term to describe the practice of reading texts to
uncover what is concealed or repressed, became so
absorbed within mainstream art criticism, writing, and
practice that its conclusions became widespread, if not
definitive. Even though this postmodern analytic has more
recently come under increased scrutiny, during the 1980s, it
was neither a global phenomenon nor universally accepted.
In fact, reconsidering this period in more global terms
reveals important instances in which postmodernism’s
critique of representation proved insufficient as a response
to the “real politics” of international human rights conflicts
taking place at this time, especially in the Global South. This
paper turns to the solidarity practices of the short-lived 1984
campaign Artists Call Against U.S. Intervention in Central
America. It uses its artist activism to chart an account of the
1980s, overlooked in most art historical considerations, that
turns away from postmodernism’s skepticism and critique to
take up solidarity’s future thinking and belonging. In so
doing, it facilitates a critical reassessment of what
constitutes and delineates the “global-ness” of contemporary
art, including the global reach of New York’s alternative and
oppositional art culture as well as artist activism, whose
histories continue to be interpreted within narrowly
nationalist paradigms.

Biennial Solidarities: Internationalisms, Globalisms,

Localisms, et al.

Paloma Checa-Gismero
Recent controversies around global art biennials have
prompted speculations about the impending obsolescence of
this exhibition form. A so-called crisis of art biennials now
populates specialized media: Are we witnessing the end of
biennials? Will this be the last documenta? Against valid
questions on the sustainability of this exhibition form, many
organizers and curators of recent art biennials foreground
the forms of practiced solidarity that their exhibitions deploy
as part of the curatorial apparatus. These forms of

reciprocity are often well-received by global art world actors,
107 of 242



111th CAA Annual Conference Session Abstracts

as they signal intentions to ground art production in local
systems of cultural valuation. However, these seemingly
innovative solutions are far from new. They were already
present in many of the biennial exhibitions of contemporary
art that prompted what we now recognize as "the art biennial
boom" at the turn of the century. In response to the panel's
central questions, this presentation will address these
legacies with special attention to the erasures and
displacements that biennial solidarities have experienced in
the move from international to global solidarity models.

Chair: Pouya Jahanshahi, Oklahoma State University

Historical visual culture elements in Iranian graphic

design

Setareh Ghoreishi, Oakland University
Graphic design draws from distinct cultural elements to
create a visual language. Cultures around the world have
different historical elements that enable cultures to be
visually distinguished from another. By gathering Iranian
motifs, patterns, calligraphy, architecture, and historical
artwork, we can convey messages. This presentation will
show how we use cultural visual elements to translate
traditions into unique projects and products. Iranian visual
culture is used in various artistic works, both commercially
and artistically. Graphic design projects use Iranian visual
elements to represent national branding, whereas art
installations may just borrow these influences to add to her
personal cultural identity. Both artists and designers lean on
their cultural influences as tools to inform their work.
However, this presentation will focus on Iranian influences
on graphic design today. Designers use historical Iranian
elements, which have rich dignity, in their works to represent
the country and culture. This is evident in the longevity of
Iranian culture, which has stood the test of time. Some
designers use Iranian elements simply for their unique
beauty, and others are inspired by simple motifs found in
nature or geometric designs that represent daily life. Current
designers have been inspired to borrow elements from
Iranian calligraphy and architecture to enhance their modern
designs with traditional elements. These can be found in
logos, posters, and package designs. Iranian influence has
become trendy in recent years, so understanding the origins
and meanings of these designs is important, as it will bring
further knowledge and appreciation to designers’ works.

Where are all the Iranian Women Graphic Designers?

Roshanak Keyghobadi, EdD, Farmingdale State

College - SUNY
In this presentation | will share my research on Iranian
Graphic Design History and specifically focus on social,
professional and gender inequality in the field of Graphic
Design in Iran as well as how most women designers have
been excluded from the design history and discourse.
Questions such as why women have gained less recognition
than their male colleagues and why are there fewer women

represented on professional levels will be explored while
several Iranian women Graphic Designers who have played
pivotal roles in shaping the field will be introduced during the
presentation. | will also discuss how Iranian Women Graphic
Designers have recently opened up new creative and social
spaces for themselves and expanded the small canon in
Iranian Graphic Design through education, publications,
using new technologies, creating self-initiated projects,
networking, activism and breaking down traditional power
structures in the field of design in Iran and beyond.

The Fifth Color : An Impulse To Create

Pouya Jahanshahi, Oklahoma State University
While exploring the unique framework and historic settings
leading to their development, this paper intends to establish
The Fifth Color amongst the avant-garde Iranian graphic
design in Early