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"Cheap Nature" in Visualizations of Transatlantic
Exchange

Chairs: Maura A. Coughlin, Bryant University; Emily W.
Gephart, School of the Museum of Fine Arts at Tufts
University

Global movements of animal-and-plant based commodities have
long been situated amid networks of colonized exploitation that
began with the Columbian Exchange. As Raj Patel and Jason W.
Moore write in A History of the World in Seven Cheap Things
(2017), narratives of capitalist overconsumption of ‘cheap nature”
harnessed naive faith in modernity to an accelerating extraction of
monetary value from “natural resources.” From the late 15th to the
mid 20th century, as the commons diminished and awareness grew
of the loss of species on the land, in the sea and in the air, new
forms of visual and material culture explored the mounting cost of
expending seemingly inexhaustible natural materials. Alongside
and entangled with the "slow violence" (Nixon, 2011) enacted by
colonizers against indigenous populations, the depletion of extra-
human natures was devastatingly short-sighted. This panel aims to
unsettle the comfort with which art history has trafficked in the
‘cheap” natural products that were hunted, harvested, circulated
and recombined in the modern era. We seek papers that trace
evidence of exploitative inter-species relations; ones that examine
the intertwined aesthetic, and cultural networks of resource
exhaustion; or ones that show how image-and-object makers
registered the consequences of extinction. Papers might consider
settler colonialist land clearances, deforestation, agro-ecologies
and Capitalocene frontiers, the production of ecological knowledge
in the face of monetized nature, visualizations of migration,
decimation, dispossession, and displacement of human and other-
than human entities or the politics of “invasive” species.

The Price of a Cup of Coffee: Environmental Destruction,
Enslaved Labor, and the Visual Culture of Brazil's Coffee
Fazendas, 1822-1888
Caroline Laura Gillaspie
The sweeping view of Fazenda Montalto (1881) painted by
Italian-born artist Nicolau Facchinetti displays a productive
coffee plantation set within the mountainous region of Rio de
Janeiro. The estate’s owner (fazendeiro) commissioned this farm
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(fazenda) scene amid widespread anxieties surrounding severe
environmental destruction and the impending abolition of
slavery in Brazil. Despite these existential threats to the fazenda,
the artist framed the once-forested hillsides, now planted with
coffee bushes, within a monumental landscape that
optimistically suggests future expansion into the frontier. In
examining artworks representing Brazil's nineteenth-century
coffee industry, | argue that these celebratory scenes of
cultivated landscapes also reveal the exploitative nature of this
monoculture. Images that represented burnt and cleared forests
and eroded soil illustrated shortsighted cultivation methods, yet
still denied the long-term consequences of environmental
degradation and climate change. Instead, exploitative practices
are presented as an amelioration of the untamed tropical
landscape and an expression of the fazendeiros’ ownership over
nature and enslaved workers. In satisfying the refined tastes of
consumers in the Global North, fazendeiros advanced
agricultural measures that rejected indigenous planting
practices, stripped the soil of nutrients, and noticeably
destabilized the local climate. Recent reports of massive fires in
the Amazon—initially ignited to clear land for cattle ranching
—recall the devastating consequences of exploitative and
destructive practices in Brazil's nineteenth-century coffee
industry. Amid such concerns over “Big Ag” and climate change
in recent decades, | situate this paper topic within discussions of
the “Plantationocene” and the intersecting threads of
exploitative agricultural and labor practices.

Los Ingenios and the end of Cuban sugar
Emily Sessions, New York Botanical Garden

The thirty-five images of sugar plantations that the French artist
Eduard Laplante y Borcou created beginning in 1855 for Justo
Cantero’s book Los Ingenios remain some of the best-known
products of the Cuban lithography boom of the mid-nineteenth
century. In these celebratory prints, Laplante manipulated
contemporaneous landscape modes to laud the power of
plantation owners, the technological advances they had
instituted, and the glorious future of Cuban sugar. Reading the
project against the mounting ecological, social, and economic
collapses of its time, however, reveals the fractures in Laplante
and Cantero’s myth-making process. White elite Cubans of the
period were becoming increasingly concerned about the
extreme deforestation that the rapid expansion of the sugar
industry had caused on the island. They were also intensely
aware of the mounting pressures for the emancipation of the
enslaved work force that plantations depended on. Finally, by
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the end of 1857, the year Cantero finished Los Ingenios, the
dropping price of beet sugar caused an economic crisis in Cuba
and in other sugar islands, as plantations were forced to drive
prices ever lower to compete. Laplante’s triumphal landscapes
seem, in light of these shifts, to have been almost desperate
attempts to convince the reader of the success of Cuban sugar
despite mounting evidence to the contrary. This aspect of these
prints is made even clearer when we compare Laplante’s prints
to other contemporaneous plantation pictures as well as to
other images of Cuban nature of the period.

Rapid Growth: The Eucalyptus School and the Production of
Settler Nature
Erin Stout

The Whiteness of Seeing Birds
Nicholas Mirzoeff

ART HISTORIANS INTERESTED IN PEDAGOGY AND TECHNOLOGY
Chair: Jenny Lamonica

When faced with the possibility of having to cancel a summer
program in narrative art due to the Covid-19 pandemic, this New
York Metropolitan area artist and art historian team got innovative
with their pedagogical approach, moving their narrative art
workshop online. They felt strongly about providing this formal
opportunity to students, who like countless artists before them,
would use their craft to bear witness to the calamities unfolding
around them, documenting events, and responding to profound
moments of tragedy and even joy. This presentation will highlight
the students’ narrative works of art created using a variety of
media and tactile approaches as well as the online gallery
exhibition entitled Life in 2020. Many meaningful paradoxes are
explored: stories being told without words, art being displayed in a
space without physical dimension, and community being created in
a time of social distancing.

Materials as Metaphor

Jenny Lamonica,Tim D Roda,Dylan Pigott,Brooke
DeLuca,Isabelle Cayemitte, Molloy College,AJ Kochuba,
Molloy College and Delanie Alexander

Artist's Presentation: "Blood, Sweat, and Tea"
Dylan Pigott

Artist's Presentation: "Justice”
Delanie Alexander

Artist's Presentation: Splinters of 2020
AJ Kochuba

Artist's Presentation: "Dualities”
Brooke DeLuca

Artist's Presentation: "Don't Shoot"
Isabelle Cayemitte, Molloy College
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Chair: Jody B. Cutler-Bittner, St. John's University

Wildlife conservation and climate science have been linked
substantively at least since Darwin, who also broached what we
now call animal rights with noted sensitivity. Art in his orbit saw a
broad turn to naturalistic landscapes and portrayals of animals. Yet,
growing interest in the two veins proceeded somewhat
independently until the postwar era, in the wake of a massive
commercial livestock industry, global eco-bio organizations, and
wide recognition of the Anthropocene. A 2019 UN Study indicated
that related science as well as humanities discourses have
increasingly cemented the interdependency of our fates with that
of other species. Collectively, animal presence in art after PETA
(c.1980) has been directed towards the cooperative interaction
with animals, literally, metaphorically, and materially, also in close
connection with habitats and global warming. Giovanni Aloi (2011),
Steve Baker (2013), and Filipa Ramos (ed., 2016) have examined a
breadth of related contemporary art, foregrounding questions of
ethics, documentation, and ethnic and gender issues in the balance
with aesthetics. Beyond the substantial number of artists featured
in those studies, among other high-profile artists who tread on this
terrain are Deborah Butterfield, Pierre Huyghe, Walton Ford, Nina
Katchadourian, Wendy Redstar, and Nandipha Mntambo. Wildlife
photographers may be relevant, as are painters and illustrators
specializing in rescues and endangered species. The session
presents papers that centralize theoretical aspects and art
examples in terms of artistic intentions, vis-a-vis the above
constellation.

Session Introduction
Jody B. Cutler-Bittner, St. John's University

Chair introduction to the session: "Our Ancestor was an Animal
that Breathed Water": Non-Human Beings and Art of the
Anthropocene

Humane Education in Visual Culture: Equine Speciesism
Linda M Johnson, University of Michigan - Flint

As a pedagogical tool that fosters humane education, the
methodology of art history naturally fosters experiential
learning, individual reflection, critical inquiry, and personal
meaning. This paper will shine a spotlight on those artists who
employed various strategies in the way they put paint on canvas
or carved a sculpture, that reveal individual and collective
values toward non-human life. By exploring the various
approaches that artists employed to represent the equine
species, this paper will seek to identify how, donkeys have been
subjected to speciesism. Considered utilitarian, difficult to
manage and legendarily stubborn, donkeys have been seen as
less desirable aesthetically in stature, as pets, and in myth and
lore, thereby being disposed to over work, arduous transport,
and implorable human labor conditions. Both traditional and
contemporary artists have played an integral role in depicting
the complexity of issues that arose from the realities of
anthropocentricism and animal exploitation. They expressed
these values pictorially as vehicles of ethical and moral
transformation. The visual representation of donkeys (compared
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to horses) contributed firstly to the cultural indifference toward
them and secondly to their subjugation. These artistic forms
may have influenced the humane attitudinal and ethical
changes necessary to foreground questions of animal reform in
the equine species within art historical aesthetics.

Zoonotic Undemocracy: Cildo Meirles's Cattle Bones
Arnaud Gerspacher, City College, CUNY

On a surreal day in August 2019, smoke clouds rising from the
burning Amazon plunged Sao Paulo into darkness. Pasture-
clearing cattle industries in Brazil, largely responsible for these
fires, soon became a matter of global concern. In the year since,
a different sort of crisis has taken hold—the COVID-19
pandemic, which likely originated in a bat or pangolin. These
two events, although seemingly disconnected, both involve
consuming animal bodies in ways that have compromised
planetary habitability—one through deforestation and
greenhouse gases, the other through confinement and a novel
coronavirus. My paper argues for the urgency of re-thinking
politics from a multi-species perspective, one that considers the
impact of environmental harm caused by the uses of nonhuman
animals. Democracy is shaped by such eco-political realities, as
demonstrated in the multi-species authoritarianism of Brazilian
president Jair Bolsonaro’s “bancadas de biblia, bdi, e bala”
(‘senate seats filled with bibles, beef, and bullets”). | focus on
Wilson Coutinho’s short film ‘Cildo Meireles’ (1979) and
Meireles’s installations featuring cattle bones (1987-88).
Coutinho and Meireles were prescient in their attention to the
role of nonhuman animals within the histories of
colonialism/neocolonialism and the immiseration of indigenous
communities at the hands of undemocratic forces like corrupt
politicians and ranchers. Their work offers a multi-species
analysis of global warming, biodiversity loss, racist food politics,
and the incubation of zoonotic illnesses—all of which have led
to a withering of democracy within Brazil's borders and beyond.

Invaders Underfoot: Night Crawlers and Nanoplastics
Lauren Ruiz

Invaders can be quiet, slow, unmeasured and unassuming.
Invaders can consume and transform a landscape from the
depths of the soil engineering a new ecology in an uncharted
land. Animal invaders are often unaware of their effect on new
ecologies, traveling alongside their human counterparts as
resources of free labor. The most commonly known earthworms
in North America, eisenia fetida and lumbricus terrestris, also
known as red wigglers and nightcrawlers respectively, arrived
with the first wave of European settlers burrowed inside potted
plants, the cracks of wagon wheels, and sacks of spoiled crops.
These annelids, who's labor is routinely utilized in gardens,
agricultural fields, and compost piles, now play a vital role in the
complex systems of soil health and water treatment as humans
confront the effects of micro- and nanoplastics and the resulting
toxicants that cycle through soil, water, and animal bodies. | am
conducting a research-based multimedia project alongside
Cornell Cooperative Extension of Suffolk County to discover the
connections between animal labor, eco-colonialism and the
rapid invasion of nanoplastics into our water, soil, and bodies.
This project also interrogates the interdependency between
humans and these annelids as a natural resource while
addressing postcolonial theory through the lifeworld of the
earthworm. This paper will unpack details of the project and
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explore how | am addressing the complexities between plastic
pollution, animal labor, and eco-colonization within my creative
practice.

Chair: Francesca Bacci, Zayed University

This session calls on the creativity and resourcefulness of curators,
museum directors, educators and designers to share pioneering
practices that enable new forms of engagement, interaction and
storytelling in museums worldwide. Focusing on the
unprecedented situation faced by museums during the pandemic of
Covid-19, this session intends to foster the discussion of
sustainable proposals that reimagine the newly termed “human-
museum interactions”. During this unprecedented pandemic time,
the museum world has witnessed a significant shift, forcing its
digital presence to become more prominent than its physical
existence. This new intangible and immaterial status comes with
challenges and opportunities, which range from an acceleration in
the democratization of resources to financial conundrums on long-
term sustainability. What will the new “visitor-center” curatorial
practice look like in the current pandemic era? How can we
reimagine education in order to capitalize on new and exciting
multisensory approaches pursued by museums worldwide? How
can we support museums and their indispensable social role in a
time of such economic uncertainty? Can exhibition design ensure
that we feel safe in this public space? This session seeks proposals
from curators and stakeholders who would like to contribute to the
discussion by sharing experiences, theoretical approaches, and
exhibition design models that have the potential to become tools
to reimagine new human-museum interactions. Both future and
past projects can be presented as relevant case studies, as long as
they clearly demonstrate sustainability during the pandemic time.

Museum Behavioral Analytics in the Pandemic Area
Roberto Montanari, RE:LAB SRL - Universita degli Studi Suor
Orsola Benincasa

With the Coronavirus pandemic, the museum visit experience
assumes a completely different connotation. During lockdown,
the first reaction was a substantial blocking of visits and a
decrease of them in the phase after the lockdown. As long as the
pandemic is endemic, an alternation of opening and closing of
museums will be necessary. The fruition of museums is
profoundly changed and it is possible that, without foreseeing a
situation of complete digital use, the alternation between the
digital solution and the real visit will become standard. It is
therefore necessary that museums undertake an integrated
strategy of promotion and development of hybrid forms of
interaction and fruition, partly linked to the digital experience,
partly linked to the real visit. Consequently, elaborating
analytical metrics turn out to be crucial. These metrics should
have both a strategic and an analytical connotation in order to
understand the who, the what, and the how of museum visits.
These analytical indicators along well-consolidated digital
marketing strategies should be used jointly to transform the
virtual platforms of museums, in order to gain the maximum
benefit. The main objective of this paper is to outline a
framework of behavioral metrics to measure the experience of
fruition of museum sites, considering the coexistence between

3 of 303



109th CAA Annual Conference

the real dimension and the virtual dimension. Moreover, the
paper aims at allowing integrated communication strategies that
combine both experiences in a strategic way, to grow users’

overtly and covertly reinforce white privilege within our cultural
institutions, and proposes a new structure based on individual
self-determination, collaboration, and community.

numbers and to develop cultural elements appropriate to the

mode of fruition. Plastic Heart: Surface the Whole Way Through

Kirsty M. Robertson, University of Western Ontario

This paper considers an experimental exhibition curated by the
Synthetic Collective for the Art Museum at University of Toronto.

Models for human-museum sustainable interactions
Laura R. Fattal

Museum mission statements boast of their educational goals
without close attention to the needs of their school-age
audience. The human-museum reimagining needs to embrace
the pedagogical goals of the classroom and the museum and, in
pandemic times, the home and the museum. This paper
investigates pivotal educational platforms that invigorate
museum teaching and learning to further intellectual, social and
emotional understanding of our interconnected world for
discrete age levels. Philip Yenamine’s cognitive and affective
visual thinking strategies offer a framework for transdisciplinary
curricula. Co-teaching with shared objectives between
classroom/home pod leaders and museum educators creates the
structure for integrating museum objects and the national
science and art standards to enrich student learning. For
instance, studying folk art in the form of weather vanes assists
elementary age students in understanding the geography and
weather patterns of rural America and human creativity.
Informed middle school observations and sketching of the
ecology of the natural world encourages dialoguing/blogging
and showcasing new juxtapositions of the built and natural
environment seen in the work of Sarah Sze, Jenny Holzer and
Nancy Graves’ sculptures. In secondary math and science classes
the visualization of exponential growth, intrinsic to
understanding the Covid-19 pandemic, is seen not only in the
growth pattern of ferns, sunflowers, and pine cones but in the
work of the contemporary artist Tara Donovan. Integrated
curricular constructs embedded in the interdependent United
Nations 21st century educational goals builds towards a
sustainable future enhanced and realized through human
educational/museum practices.

Imagine a New Museum Structure for a Sustainable Future
Martina Tanga, Museum of Fine Arts, Boston

As museums have increasingly become a pawn of the global
neo-liberal order of wealth and patronage, how can we ensure
equitable forms of access, engagement, and storytelling? While
visitor-centered programs outwardly manifest a move towards a
more democratic culture, they are fundamentally provisional,
and at the discretion of our museum leaders. Instead, how can
we embed such a culture within the very fabric of the museum
itself to ensure a socially sustainable future? What if we rebuild
museums differently, not following an insidious capitalist
corporate model but one that placed ‘human-museum
interactions’ of access, diversity, community, care, and people at
its center? What if addressing the internal working structure—
the static hierarchical power dynamic, stale departmental silos,
and over-bureaucratization of larger institutions—could result in
an institution that reflected twenty-first-century democracy
ideals? This essay is the first to address the history of museum
staff organization and envisions a different and sustainable
model inspired by feminist theory, social entrepreneurship, and
grassroots organizational structure. It will look at the way
hierarchies of all types —between staff, objects, and sites—
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Originally set to open in September 2020, Plastic Heart was
postponed due to the pandemic and will open in January 2021.
It examines plastic as art material, cultural object, geologic
process, petrochemical product, fully entangled with the human
body. Organized by an international group of artists and
scientists working on plastics pollution in the Great Lakes
region, the exhibition took as a guiding question: is it possible
to curate a zero-carbon exhibition? Bringing together early
plastics artists, contemporary artists and data visualizations of
research on pollution, the exhibition intended to do more than
addressing the problem, through acknowledging its
environmental footprint and taking active steps to mitigate its
impact (beyond purchasing carbon offsets). Nonetheless, the
exhibition took place during the COVID pandemic, when single-
use plastics played a central role in providing safety and
personal protective equipment to front-line workers, yet also
amidst a vast increase in plastics pollution and a promise of a
nation-wide ban on single use plastics in Canada. Caught in this
conundrum, the curators worked to develop solutions that would
keep visitors safe while also fulfilling their goals. This paper
discusses the tactics used, ranging from incorporating anti-
microbial copper into the gallery’s infrastructure to abandoning
aspects of the exhibition that could not be sanitized, and from
working with loaner galleries and museums to strategize
environmentally friendly shipping solutions, to favouring a
methodology of reuse over building anew.
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Chair: Shira Gottlieb, Ben-Gurion University of the Negev,
Israel; The Open University of Israel

Research of old age has been the focus of attention in various
disciplines for the past few years, but in art history, this subject is
still largely overlooked. The aim of this session is to highlight the
instrumentality of aging and old age as theoretical frameworks in
art history, and provide a platform which demonstrates the
contribution of these frameworks in interpreting works of art.
Evidently, aging and old age are not solely biological processes but
also cultural and social constructions. For example, while the
characteristics of an elderly person in ancient times were a symbol
of wisdom and experience, the recent Coronavirus Pandemic has
labeled the elderly population as vulnerable and excluded. This
session will examine visual representations of aging throughout
history and in several geographic locations: from Sienna in the
renaissance, to nineteenth-century France, to Israel in the twenty-
first century. The session will address questions on the narrative
and symbolic roles of old age in the visual culture, the effect that
political and medical processes have on visual expressions of old
age, and the subjectivity of the viewer when facing depictions of
aging. In addition, old age will be examined vis-a-vis social and
cultural questions on gender, social marginality, and artistic self-
fashioning.

"Alternative Society": Isolation and Old Age in Jean-Frangois
Raffaélli’s Works

Shira Gottlieb, Ben-Gurion University of the Negev, Israel;
The Open University of Israel

Most of the research on Jean-Frangois Raffaélli (1850-1924)
focuses on his depictions of Parisian suburbs (banlieue) and its
inhabitants -- mainly ragpickers and déclassés -- while another
prominent theme, that of older men and women, is generally
overlooked. This lecture will focus on Raffaélli’s elderly figures
in a socio-historical context of old age in nineteenth-century
France. Throughout this century, the numbers of men and
women over the age of 65 increased dramatically and France
became the “oldest” country in Europe. In addition, these years
also marked the beginning of medical research on old age.
According to contemporary literature on aging, which was often
based on empirical observations and common beliefs, solitude is
an integral part of aging, whether the reasons for that are
compulsive or the elder’s conscious choice. This lecture will
analyze Raffaélli’s representations of isolation, solitude, and
seclusion at an old age. | will stress the different means he used
to articulate such emotions, from stylistic choices of medium
and color, to subject matter ones like placing older figures in the
Parisian suburbs. Finally, | will argue that these representations
evoke feelings of empathy by creating an “alternative
socialization” for the old figures, formed by dogs and young
children. Such “alternative society” further emphasizes the social
marginality and Otherness of Raffaélli’s elderly figures, and also
defines the identity of the viewer as younger and “normal’.

Spending Time: Sun City and the Advertising of Active
Retirement
Dora Vanette
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For middle-class white American retirees of the early 1960s, old
age was an exhilarating adventure. At least this was the image
of aging presented by the advertising materials for age-
restricted communities such as Sun City, AZ. This paper
considers the persuasive rhetorical work of advertising imagery
produced by these communities as they established a new
narrative of old age. Active-retirement communities positioned
themselves as an alternative to a medical model of aging and
what Lewis Mumford described as “the push-button existence of
nursing homes” The advertisements for Sun City sold this
alternative story through dynamic graphic design, expressive
typography, energetic color schemes, and photographic
vignettes featuring silver-haired couples keeping busy out of
doors. While retirees engaged in all sorts of outdoor activities in
these ads, they were not pictured enjoying the comforts of their
own homes. Indeed, the houses and lots that the ads were
designed to sell were conspicuously absent from these layouts. |
argue that the social construction of active aging in the early
1960s, which the ads for these communities helped shape,
stigmatized rest, associating the home with isolation and
idleness, and ultimately, death. The ads for these active
communities replaced the domestic interior with visions of
outdoor space carefully organized to facilitate the experience of
active aging. My paper examines the visual operations and
social effects of this visual culture of aging in order to
demonstrate how active-retirement communities constructed
and disseminated a fantasy of old age as an outdoor adventure
that would never end.

Art, Gender, Ageism: Feminist Intersectional Analysis of Old Age
in Israel
Tal Dekel, Kibbutzim College; Tel Aviv University

Art history has not paid much attention to the subject of old age
and only few seminal researches have been dedicated to such
aspects. Even fewer major projects were dedicated solely to a
gendered analysis of representations of old women in the arts.
Marking a clear distinction between old women as subjects and
old age as a category which is socially constructed, | will analyze
artistic representations created by women artists based in Israel
who produce their art from a feminist perspective. The talk will
reveal the many powers working upon and against old women,
as the discussion will move from the widest aspects to the very
personal ones: the public sphere, family relations, and the body
and its physical abilities, while using intersectional analysis. |
will suggest new understandings about old age and gender in
contemporary Israel, a country which is burdened with ever-
widening social gaps — between Jews and Arabs, rich and poor,
religious and secular, old and young - which is constructed
under specific ethos, norms and laws that shape the perceptions
and actual lives of old women. Ideologies such as Zionism,
militarism, separatist immigration policy on the basis of religion
and ethnicity, and the combination of Middle Eastern and
Western-Global conducts, all influence Israeli old women in
unique ways. | will argue that the artworks can offer new
understandings about social constructs such as age and gender
that will enable us to decipher the variety of life experiences of
old women living in Israel today.
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AMERICAN SOCIETY FOR HISPANIC ART HISTORICAL STUDIES
Chair: Carmen Gaitan Salinas
Discussant: Jordana S. Mendelson, New York University

For several years now, researchers have been asking questions
about the archive and the authority of the documents on which
their scholarship is based. Traditionally, art historians have used
official archives to search for information related to artists, artistic
movements, documentation about artwork, and the social-political
context of art. But theses archives also present questions: Who is
included in the archive? Which kind of documents are kept in it? Is
this information related to private or public realms? Is the archive
always composed of material objects? Beyond that, how has the
archive been used by artists and researchers alike? All these
questions make even more sense when we talk about women
artists. Their archival materials help to better understand history,
discovering untold stories which offer new ways to look at our
cultural and artistic present. In the Iberian world, where
dictatorships during the 20th century imposed their narratives and
kept women “in the shadow;” studies that consider these questions
are fundamental to telling broader histories of art. This panel
focuses on specific cases of women artists in the Iberian world
during the 20th century. Aiming to bring together an
interdisciplinary group of speakers, the papers in this session
examine the role of public/private archives, their presence in
women’s artistic careers, the influence of Iberian dictatorships in
the visibility of women’s works, the impact of the dictatorial
imaginaries in their productions, and the problem of ephemeral
creations, especially as these topics relate to broader questions of
history and memory.

Lost and Found: Women'’s Landscape Films in 1930s Iberia
Alejandra Rosenberg Navarro, New York University

In the 1930s, Spain saw the rise and fall of the progressive
Second Republic (1931-1939), while Portugal experienced the
consolidation of the Fascist Estado Novo (1924-1974). This
paper examines the recently discovered landscape films made by
two Iberian women filmmakers between 1932 and 1937: Amélia
Borges Rodrigues and Maria Forteza. Borges Rodrigues’ films
were discovered in 2014 at the Portuguese Film Archive when
researchers came across uncatalogued reels in their collections.
Forteza’s film Mallorca was recovered by the Spanish Film
Archive during the Covid-19 crisis when the archivists realized
the film had been miscatalogued under a male name for
decades. The recovery of Borges Rodrigues and Forteza’s films
evidences the archive’s role in forming our epistemologies on
women’s artistic work. Through the cases of Borges Rodrigues
and Forteza, | ask: How do recent archival discoveries impact the
imbricated histories of Iberian politics and moving images?
Through formal and sociopolitical analysis, | argue that these
films offer novel understandings of the political role of women
filmmakers: Borges Rodrigues and Forteza participated in the
reproduction of picturesque notions of the nation. Yet, the small
percentage of accessible women’s early cinema signals the
amount of understudied and uncatalogued materials within
institutional archives and private collections. While recognizing
the importance of these recent findings for scholarship on
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women artists, this paper also argues that every archival
discovery on women’s cinema signals an absence of moving
images made by women.

A Corpus in Flux: Rethinking Dance and Archive through
Materialities
Raquel Lopez Fernandez

Dance is a body in motion. Thus, dance studies places the body
as its favorite subject, as an object, medium or, as André Lepecki
has claimed, an archive. To turn the body into an archive is to
emphasize temporalities, gestures, affections: the ephemeral.
But what happens when the body stops being the same or when
it disappears? That is to say, how can the study of dance, and
therefore the body, be approached from a historical-artistic
perspective? These questions run through an investigation that
starts with the study of Spanish stage dance during the Franco
dictatorship (1939-1975). The legacies of many dancers,
including Mariemma, Pilar Lépez and Trini Borrull, are at risk of
disappearing. Their heritage is mostly formed by objects that
exceed the historical-artistic canon due to gender, material, and
conservation. Photographs, scrapbooks, clothing, and costume
sketches survive scattered in public and private collections. The
case of costumes is especially interesting because of they are
reused by contemporary companies, like the Spanish National
Ballet. These materials go beyond the category of historical
document and push us to think about the archive as something
alive. As a result, and following Derrida, we propose to think of
these objects and their conservation through a new materialist
approach or, in accordance with Thomas Ingold, outside the
dichotomies of body/object, nature/culture. If we also consider
these objects as bodies, we can question the rejection of
embodiment in history, and incorporate new ways to rethink the
history of Spanish art.

Other Archives: The Role of Personal Photography in Making
the History of Madrid's Female Realist Painters
Maria Roson, Universidad Complutense de Madrid

Personal photography and the album are sources rarely used in
the history of Spanish contemporary art. Their powerful
relationship with memory has generally led to their being
interpreted as subjective; their origin from the sphere of the
intimate and their contact with the affective world appear to
lessen their documentary value for a discipline that has too
often constructed itself in a positivist manner. However, when
this type of material is put at the center of research, different
stories are generated. These narratives often reveal subordinate
histories that would otherwise remain hidden. This is the case of
the group of realist painters from Madrid, including Amalia Avia,
Esperanza Parada, Isabel Quintanilla and Maria Moreno, who
lived and worked during the intermediate period of Franco’s
regime. Their work has been interpreted as existing “in the
shadow” of the artistic production of their husbands, whose
careers were publicly recognized. By examining these women’s
photographic corpus, we can understand and value artistic
practices that interfere with motherhood or the domestic sphere
while also showcasing the importance of friendship between
women painters and the significance of particular spaces, such
as the studio or the home, where sentimental connections with
material culture were produced and given life.

6 of 303



109th CAA Annual Conference

Guerrilla Espanolada: Maria Canas aka La Archivera de Sevilla
Daniel Valtuena, The Graduate Center, CUNY

Maria Canas (Seville, 1972) is a Spanish multimedia artist whose
work focuses on the demonstrated tensions between the official
nature of traditionally assumed tropes related to Andalusian
culture -flamenco, bullfighting, and Catholicism-and their
actual enactment by local citizens today. Drawing on various
visual recordings and materials, Maria Canas develops critically
ironic video installations and films which aim to underline the
contradictions existing at the intersection of international
expectations towards Andalusian culture, official Spanish
legislations and customs on these imaginaries, and their actual
embodiment until the present day. | argue that by contrasting
video recordings drawn from Francoist cinema and Canal Sur TV
shows with amateur video recordings and social media materials
Maria Canas expands the cinematic genre of espanolada. More
specifically, my aim with this paper is to demonstrate the
political takes on espanolada Maria Canas embodies and to
advocate for the political interventions she pursues by activating
the archive through her cinematic work. Her mission not only as
a filmmaker but as a digital archivist who collects a wide range
of ephemeral documents online allows her to fight against the
often erased impositions of official culture in Andalusia.

ASSOCIATION FOR CRITICAL RACE ART HISTORY

Chairs: Kymberly N. Pinder, Massachusetts College of Art
and Design; Jacqueline Francis, California College of the Arts

In 2021, the Association of Critical Race Art History (ACRAH) will
celebrate twenty years as an organization. To commemorate this
anniversary, we will revisit previous years’ ACRAH sessions and
consider future trajectories for critical race art history. Four
panelists will present, each reflecting on the place of critical race
art history in their past and present work. After these short talks,
ACRAH co-chairs will discuss the organization’s founding in an
interview format with two discussants.

(Un)Critical Race Art History: What Are We Willing to Give Up?
Linda Kim, Drexel University

Learning from Teaching: Critical Race Art History and African
American Art
Julia Elizabeth Neal, The University of Texas at Austin

Learning to Confront White Supremacy in PreModern Art
History
Maggie M. Williams, William Paterson University

A Conversation with Camara Dia Holloway and Jacqueline
Francis (Part 1)
Melanee C Harvey, Howard University

A Conversation with Camara Dia Holloway and Jacqueline

Francis (Part 2)
Camara D. Holloway, Association for Critical Race Art History

2/2/21,2:21 PM

INTERNATIONAL ASSOCIATION OF ART CRITICS
Chair: Noah Dillon

In this discussion arts writers will discuss the state of art criticism
after COVID-19. While the global pandemic may have exacerbated
some of the challenges already faced by the field such as insularity,
exclusivity, low pay, and folding publications, it also presents new
questions and possibilities. This group of distinguished critics will
draw on their unique perspectives to discuss the reality of the
present and visions for the future of art criticism. Considerations of
diversity, inclusion, and regional standpoints will be among the
issues considered. So too, criticism’s ever shifting relationship with
art practice, and how modes of experiencing both art and criticism
has shifted as a result of COVID-19. The following questions were
given to speakers to guide their presentations: How did the
COVID-19 pandemic affect your practice as an art writer? From
your perspective, how did it affect the field of art criticism? How
did it affect art practice? Are the challenges faced by Art Criticism
the same as they were before COVID-19? If so, how? The pandemic
necessitated a large scale shift to digital platforms for viewing,
communicating, and organizing. What possibilities if any does this
present for art criticism? What challenges? What is the most
important contribution art criticism offers the world today? Has the
relationship between art practice and art criticism changed? What
possibilities exist for art critical practices outside of major cities
like New York and Los Angeles? What are the most pressing
obstacles art critics face today?
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HISTORIANS OF BRITISH ART
Chair: Julie Codell, Arizona State University

A New Story About British Culture?: The Rhetoric of Display Julie
Codell This panel was inspired by The Metropolitan Museum's $22
million reorganization of its British galleries and 2020 re-opening
of its 11,000 square feet devoted to British decorative arts, design,
and sculpture created between 1500 and 1900 that evoked a
rethinking of British visual culture and its modes of display.
Panelists investigate the themes of the Met's reorganization in
relation to other transforming exhibitions in institutions in the UK
and the US. Panelists consider topics of the colonial roots of British
material culture, (2) the commercialism driving British design, and
(3) socio-political hierarchic relations among cultural objects and
their producers. The panel's overarching consideration is the
rhetoric of display intended to persuade its public audience
through a narrative about British visual culture: how display
narrates/represents intertwined economic and aesthetic values and
connections among culture, nation and empire. We will examine
how display rhetoric speaks through objects for intended
audiences in the British Museum's Townley Gallery's collection of
antiquities, the Delaware Art Museum's 200 Pre-Raphaelite
artworks, the Russell-Cotes Art Gallery and Museum'’s collection
ranging from curios to important canonic artworks, and the
curatorial and design decisions made for the Metropolitan
Museums New British Galleries, 2021, to present a new
international understanding of British visual culture.

Re-contextualizing the Townley Gallery of the British Museum
1808-1823: Museums, Collecting, Empire
Nicole Cochrane, University of Exeter

Upon the death of Charles Townley in 1805, the British Museum
purchased the collection of Townley Marbles, over 300 Greco-
Roman antique sculptures, cineraria and inscriptions, originating
mainly from Italy. Their purchase for £20,000 was financed by
the British government, as well as allocating funds to build a
purpose-built gallery for their display, an enormous sum when
considered within the context of the growing conflict of the
Napoleonic Wars. The acquisition of the Townley Marbles was
only the second collection of Greco-Roman antiquities acquired
by the museum and was the first collection to be given its own
designated building extension, protruding from the seventeenth-
century manor house which housed the founding collection of
Sir Hans Sloane. In this paper | will explore the conception,
building and display of the Townley Collection in the first half of
the nineteenth century, examining the display and reception
alongside those of the Egyptian and Parthenon Marbles. In
doing this, | will show that the display re-contextualized the
museum’s growing collection of antiquities in the early
nineteenth century, showing a marked shift in the museum'’s
collecting and display, which in turn established and then
reinforced the narratives and underpinning of the universal
museum as a colonial and nationalistic institution.

The Samuel and Mary Bancroft Collection of Pre-Raphaelite Art:
Re-installed and Re-contextualized
Margaretta S. Frederick, Delaware Art Museum

2/2/21,2:21 PM

In this paper | will address the reinterpretation and
reinstallation of the Delaware Art Museum’s collection of
approximately 200 works of Pre-Raphaelite art. This new
presentation was planned to re-align the art of the Victorian
period with the Museum’s mission to ‘connect people to art,
offering an inclusive and essential community resource”
Curators were challenged with developing a narrative
identifying those points of connection — to rethink the
presentation of fine and decorative art created during a period
of unfettered imperialist expansion and colonization;
unrestrained industrial growth and associated pollution; and
rising social and economic disparity. Points of alignment with
present day political, cultural and social circumstances
demanded a new approach to display. Rigorous re-examination
of the rhetoric of traditional presentations was viewed as
imperative, with new emphasis placed on shared points of
contestation and concern. In the present day, museums find
themselves in a particular position of relevance as a community
locus, offering forums for dialogue, the opportunity for broader
conversations extending beyond borders, oceans, and centuries.
The intent of the Delaware Art Museum’s reinstallation is to
create a space for a reconsideration of today in the discovery of
share points with the past. The reinterpretation process invited
community input to identify particular points of connection.
Through this dialogic process specific works of art which held
particular resonance were identified. These works were then re-
interpreted and re-contextualized within the design. | will
present the process and end-result of this project.

Re-interpreting the Aesthetic House Beautiful: The Russell-
Cotes Art Gallery and Museum
Anne Claire Anderson, Exeter university

In 1897 Merton Russell-Cotes, hotelier extraordinaire, planned
the house of his dreams, East Cliff Hall. Completed in 1901 as a
birthday gift for his wife Annie, the house was crammed with the
couple’s collections which had formerly graced the Royal Bath
Hotel. Here they created a sophisticated ambience for the hotel’s
elite clientele which included Oscar Wilde and Prince Oscar of
Sweden. Relocated to East Cliff Hall these objets d'art continued
to be prized for their decorative effect, contributing to an
ensemble known at the time as a House Beautiful. In 1908
Merton and Annie gifted the house and much of the contents to
the city of Bournemouth. With three purpose built galleries
added, the Russell-Cotes Art Gallery and Museum was officially
opened in 1919. As a public institution the mission of the
Russell-Cotes became clouded: was it intended to embody
Victorian taste in interior décor as an art gallery or a museum?
Furniture and ceramics told different stories as mementoes and
souvenirs adding to Merton's and Annie’s history and as
culturally valuable artworks placed in an art historical
framework/hierarchy and subject to cross-cultural, colonial
interpretations. There are plenty of "unsung heroes" at the
Russell-Cotes, as Merton collected commercial manufactures:
one looks in vain for Morris and Dresser. Rather one finds Royal
Worcester and Crown Derby, alongside Parian and Bisque figures.
In my paper | track the presentation of selected objects from
hotel curios to culturally valued works of art to illustrate the
rhetoric of display.

The Met's New British Galleries, 2021
Wolf Burchard, The Metropolitan Museum of Art
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In this presentation | will highlight the Met's new British
Galleries and provide a summary of both the curatorial and the
design decisions that were the foundation for this large
renovation project. The new galleries seek to present the history
of British decorative arts in a more nuanced light, focusing
particularly on the creativity and entrepreneurship of British
manufacturers. The goal of the curatorial team, which initiated
this project, was to move away from a traditional presentation of
their collection in the context of aristocratic patronage and the
British country house (very much in the vain of the "Treasure
Houses of Britain" exhibition, mounted at the National Gallery of
Art in Washington in 1985) and to tell the story of the
international cast of characters that markedly shaped British
design over 400 years. The new physical and intellectual
interpretation of the Met's collection of British furniture,
sculpture and decorative arts is designed to allow for a dynamic
and ever changing display that will keep both the museum and
its visitors engaged in ongoing cultural discussions.

LEONARDO EDUCATION AND ART FORUM

Chairs: Gustavo Alfonso Rincon, Media Arts and Technology,
UCSB; Erica Hruby, Leonardo Education and Art Forum

Today, we confront radical, accelerated change in all aspects of
human existence. We recall stories of speculative futures that
influence our present lives. Many questions are left unasked, but
answers reside in our individualistic lived experience. Images,
geometry, sounds and text found in our aesthetically driven world
can now be quantified as the metaphysics of data. If algorithms are
embedded in all forms of human existence, how can a new calculus
be conceptualized, embodying the power of an existing
computational language of cybernetic thought? Our world is
confronting a series of existential challenges as computational
experiments hypothetically unify human desire and survival
capitalism. The world's inhabitants, quantified as a finite resource,
is only a single proposed mathematical economic truth, for our
existence at this moment is yet to be realized through art, story
and science. This opportunity of global crisis is a time to think
about our individualistic cores that embody a range of human
existence. Our species has the ability and imagination to evolve by
sharing new stories and our visions for an equitable future. Our
contribution to world knowledge can be a newly realized future
full of poetic promise. The power is in our aggregated voices being
generated into one movement of energy for change—a series of
compositions. A vision to inspire behavioral systemic change is
required now more than ever. We ask our community of artists,
scientists and researchers to share proposals for a better world by
revealing their research as a paradigm shift engaging technology.

2/2/21,2:21 PM

Chair: Amanda Cachia

In Spring 2020, the world was gripped/cripped with a deadly and
unprecedented pandemic that disabled much of the population.
Suddenly, artists with disabilities, chronic illnesses, autoimmune
diseases or respiratory issues were feeling more vulnerable and
anxious than ever given their extreme risk for contracting the
disease. Forced to go into medical quarantine, many of these
artists also faced financial hardship and loss. By the same token,
these artists were also able to observe how the general population
responded to the merits of virtual access and quarantine in order
to instill safe hygiene practices - practices which chronically ill
artists have been soliciting for decades, and which are typically
ignored by the mainstream. This panel includes curators, artists
and socially engaged activists who discuss work by chronically
ill/pandemically ill artists in response to the novel coronavirus.
How are notions of access, hygiene and quarantine changed, for
better or worse, post coronavirus and how has or will this impact
the livelihood of disabled and chronically ill artists and art-
making? What are the complexities of living with chronic pain and
disability during and after a pandemic? How does one navigate an
already fraught care system when the care system is in crisis? Is
there a changing and evolving definition of interdependence
within this historical moment of mass hysteria towards public
health? This panel will examine how temporary pandemonium
over a health crisis can have contradictory, chronic and generative
applications for marginalized artists, followed by a discussion with
artist Ezra Benus.

LOCKDOWN-2020 : exhibiting experiential imaginings of illness
for socio-cultural profit
Sally Annett, Atelier Melusine

Through digital platforms, artists, especially those normally
marginalized or excluded by their situation or diverse aspects of
being; being visible, being heard and being included, have
accessed new public spaces. The working methodologies the
pandemic has enforced have highlighted preexisting barriers
and inequalities. We must not return to the state of elite
inclusion by physical location or social mobility. The consensus
of artists is that the experiential, socio-economic stratification of
technology means that if you have access to the internet, you
are nevertruly in isolation. Conversely, those without internet
access are potentially in a state of isolation; socially,
economically, educationally and globally. A surge in the
democratization of access to knowledge, research, skills and
networks of our current mediascapes (Appadurai. 1996) have
opened closed borders. The opportunities afforded quarantined
artists have allowed them their most precious commodity; time.
Isolation is part of many artists practice and ‘extra’ time to dive
profoundly into their interior worlds, stripped bare by illness, to
expand and explore the media and materials they have been
quarantined with, means that this has been a potentially fruitful
time for philosophical process and practical development.
Artists have been resilient, they are used to continuous states of
fiscal precariousness, and between artists who have been ill
there is an unwritten bond, an awareness that this is an esoteric,
politicised and ritualized practice which we share.
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Problematically others have commodified and commercialized
the pandemic. The exhibition described and discussed here:
LOCKDOWN (www.atelierdemelusine.com) was networked, made
and delivered entirely online.

How To Write An Abstract When Your Hands Are on Fire
Aubree Penney

Too often, the art historical canon treats artists’ bodies as only
worth mentioning in moments of narrative where they might
lend profundity, rather than an ever present reality. We ignore
that all art is born of physical acts and thus has the inherent
potential to be a catalyst for pain. Pandemic has found many of
us working from home, a situation for which chronically ill folks
have long advocated. While many revelled in newfound freedom
to wear sweatpants during the day, | struggled with the
supposition that being home meant things would be physically
easier, that because | could work from bed, things should be
more comfortable. My illness was not seen as a valid excuse for
delay or struggle because | was already home, and the often
digital labor of curating was seen as divorced from my body. The
expectation of a shared sense of comfort in working in domestic
space rests upon an idea that labor done at home is inherently
non-physical, with no impact on the body. Building out of my
personal experience with chronic pain, this presentation takes as
its starting point the development and ultimate cancellation of
the exhibition An Alarming Specificity for Haverford College,
which focused on embodiment and was called off to protect
bodies in the wake of Covid-19. It will explore how to hold a
space for pain in arts and arts administration by
reconceptualizing sedentary labor as physical work and
extricating an expectation of physical comfort from domestic
spaces.

Access Created & Denied
Aislinn Thomas

When the COVID-19 pandemic began, | was struck by the unique
position so many chronically ill people find ourselves in - one
of being both uniquely skilled to adapt and respond to the
challenges posed by this moment, and simultaneously even
more vulnerable. By this mean | mean not only vulnerable to the
illness itself, but to the blatantly discriminatory triage protocols
that treat sick and disabled lives as disposable. It's been
incredibly surreal to witness so many abled people having to
adjust to the inability to access and share public space in
familiar ways. For myself, the pandemic has both opened up a
great deal of access that | previously did not enjoy, while
simultaneously creating new barriers. There is a pattern of
contradictory truths co-existing: access being created and
denied. For example, hygiene practices that result in safety and
harm, or calls for community care that are embraced and
rejected. Public discourse on our interdependence has the
potential to be validating, but remains disappointing. My
presentation will name some of these complex and
contradictory experiences through a discussion of Three
windows, an artwork | created in 2018 in response to the
experience of feeling trapped at home. This video suddenly has
wider resonance given that so many people with the privilege to
do so have been forced to stay at home. Yet so far, chronically ill
artists art still not having or relating to the dominant
experience; rather, it remains particularized.

2/2/21,2:21 PM

RADICAL ART CAUCUS
Chair: Charles Eppley, Oberlin College

The contemporary artists Carolyn Lazard, Constantina Zavitsanos,
Park McArthur and Shannon Finnegan advocate for accessibility in
museums, galleries, and other sites of cultural and artistic
production. Using mixed-media installations, sculptures,
performance and critical writing, they highlight the utility and
urgency of accessibility as a mechanism for liberation and
disability justice in the context of an ableist culture that manifests
barriers, physical and social, in our museum spaces. Finnegan’s
sculpture Museum Benches (2018) tells viewers, "This exhibition
has asked me to stand for too long - sit if you agree." In her
accessibility guide, "Accessibility in the Arts: A Promise,’ Lazard says
"accessibility is a primary tool that organizations can engage to
dismantle ableism and create a more inclusive space.’ Curator and
art historian Amanda Cachia argues curating could suffuse
disability activism and inclusivity throughout our museums,
describing access as “vital” to nurturing a “critical disability
curatorial practice” Museums have expanded access initiatives
recently, but an imbalanced power dynamic persists, especially
amidst the coronavirus pandemic, which triggered mass budget
cuts nationwide, disinvesting two divisions most invested in access
labor: education and programming. How does accessibility factor
into contemporary art infrastructures? Who is provided space? How
do museums respond to calls for access and inclusion? What roles
do artists play? Are existing cultures of intimacy, empathy, and care
embraced or denied by art systems: schools, galleries, nonprofits,
museums? In economic collapse, austerity, climate change, political
crisis, gender discrimination, and pervasive ableism, how does
contemporary art respond - and what comes next?
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AIGA

Chairs: Neeta Verma, University of Notre Dame; Angela
larocci, Sheridan College

Discussant: Eric Benson, School of Art & Design

The decisions that designers make have deep impacts on the way
we curate the world around us and in doing so define our
interdependencies with the environment that sustains us. In the
postmodern world, designers have had a complicit role in
responding to the demands of human consumption. The impact of
design on the natural environment that threatens the ecological
balance today is increasingly becoming more evident. In 1984,
Victor Papanek wrote a scathing commentary, “There are
professions more harmful than industrial design, but only a few of
them.” and that “designers have become a dangerous breed.” While
this might serve as an indictment of the design profession, it has
also served to create a catalytic context for the profession to
rethink the role that it needed to embrace. As a response to some
of this retrospection, in 1990, the Design for Environment (DfE)
initiative laid out the guidelines for incorporating eco-efficiency
into the design process. The emergence of Eco-Design that
countered consumerism by introducing the “environment” as an
integral factor within traditional product development processes.
(Luttropp, 2006). In 2013, Michael Braungart and William
McDonough set the stage for Sustainable Design with the concept
of eco-effectiveness, “Human beings don't have a pollution
problem; they have a design problem...Good design would allow
for abundance, endless reuse... The panel invites presentations
that share historical perspectives, research, case studies, or
pedagogy that explore responsibility and sustainability within
design examined at the intersection of ecology, culture, and
consumerism within current global and local contexts.

Elevating Emptiness in Architecture and Design
Heather Clydesdale, Santa Clara University

Space: no longer an open frontier, but a globally observed
distance of six feet. As the coronavirus spreads, government
officials, business managers, and strangers on sidewalks have
acknowledged the invisible as inviolate. For millennia, however,
East Asian architecture and design granted primacy to void over
mass. Empty areas are the cornerstone of traditional Chinese
architecture where courtyards predicate complexes and open
bays govern the proportions of architectural elements. In Japan,
these concepts melded with beliefs that revere spatial and
temporal intervals. This presentation examines the value of
space in contemporary works by MAD Architects, Urbanus, and
Kengo Kuma, showing how design principles promote
connections between people and environments. These examples
of architectural design revive philosophical or religious concepts
that emphasize space as essential for humanity and nature.
Preserving courtyards at a kindergarten upholds Neo-Confucian
concepts of the role of nature in learning. Alternating space and
structure in design reflects Daoist concepts that recognize void
and mass as manifestations of the eternal play of yin and yang.
Drawing on Japanese concepts of ma, or intervals, fuses interior
and exterior spaces.

2/2/21,2:21 PM

Sustainable Plastics in Practice
Geoff Isaac, University of Technology Sydney

This paper uses Konstantin Grcic’s Bell chair as a case study of
sustainable use of plastic in product design. Completing a
detailed life-cycle analysis (LCA) of a product is often a
prohibitively complex, time consuming and expensive task. This
case study will be used to illustrate a simple tool that can assist
designers or consumers interested in exploring more sustainable
alternatives to virgin fossil-fuel based plastics. It is forecast that
the production of plastics will triple to 1.5 billion tonnes a year
by 2050, by which time there will be more plastic waste in the
sea (by weight) than fish. Designers help drive this
unsustainable demand by constantly developing new products,
the vast majority of which depend on plastics for at least part of
their existence. As more is understood about the environmental
impacts of virgin fossil-fuel based plastics, product designers are
becoming increasing pressured to find alternatives. An
increasing range of bioplastics and recycled plastics (from
households, industry, and the ocean) are being developed to
meet this need. However, identifying which innovations actually
result in more sustainable outcomes can become a surprisingly
complex task. Overcoming industry and consumer resistance to
these new materials is likely to be even more challenging.
Through the lens of Transition Design | will examine the
potential for these (niche) experiments with new materials to be
scaled-up to make a significant impact on the prevailing socio-
technical regime, challenging the dominance of virgin fossil-fuel
based plastics.

Examining Sustainability through a Cross Cultural Prism
Neeta Verma, University of Notre Dame

The paper presents and showcases the pedagogy developed
through a course titled Social Design in India: Initiatives,
Challenges & Innovation. Facilitated through an exchange
program, students from the University of Notre Dame (UND) and
National Institute of Design, India (NID), worked collaboratively
to explore and address issues of sustainability in a classroom
that spanned 8,000 miles. Working in small groups of two or
three, their goal was to understand issues related to
sustainability within a new paradigm and socio-economic
parameter of a rapidly evolving country and its pluralistic
culture and returning with re-energized perspectives on the very
same issue. Areas of inquiry and research were defined under
the larger umbrella of sustainability—all explored within the
framework of social advocacy and design. Working within the
pedagogy of social design, the design process placed a far
greater emphasis on the understanding of cultural contexts. The
goal for the student was not only to seek a resolution but also to
understand in greater depth the social ecology within which
their design solutions will find congruity. The cross-cultural
contexts necessitated the development of both a depth of
understanding and breadth of social competency of the frame of
reference within which the solutions offered were finally
expected to function. The civic learning goal for the students
was to explore problems through a cross-cultural prism with an
emphasis on collaboration and innovation.

Power Signifiers: strategies for critically reflective design interac
Seher Mirza, Royal College of Art

This research asks whether textile practice may offer
empowerment strategies for critically reflective spaces, that
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allow for social transformation, in the context of traditional
textile communities of women in rural Pakistan where
development opportunities are limited. It uses the reflective
practice of its researcher, an urban western-educated
designer/maker and Pakistani woman, to explore established
power relations, as well as search for new dialogues that build
meaningful relationships for creating new forms of power in
interrelated social, development, and design contexts. This
practice-based Ph.D. study approaches the research context with
a phenomenological epistemological mindset informing my
overall thinking. | use action research for investigating the
relations and links to design through agencies, NGOs, and
government bodies while using participatory design research for
collaborative exploration of new creative expressions with a
central focus on improving power relations for the women |
worked with. | reflect on my own practices in relation to creative
outputs as the central focus of my development as a design
researcher. This research study makes an original contribution
by developing a combined methodology, through ‘Power
Signifiers, for a critically reflective approach for social and
design practice building on the discourse of the social sciences
of power analysis and power relations frameworks through
forms of non-obvious power in developing contexts. It makes an
original contribution to the field through the use of the ‘textile’
as a flexible space, both as language and a surface for
stimulating dialogue and exchange that could generate new
meaning and relationships of power.

2/2/21,2:21 PM

Chair: Georgia Traganou, Design Studies Forum

Discussant: Thomas Markussen, University of Southern
Denmark

The panel will explore the role of art/design in activist work
generated by either professional or non-professional artists and
designers in the context of the COVID-19 pandemic. These
material, spatial, visual or sonic practices might have been created
by solidarity/mutual aid movements; within specific professions or
workspaces (e.g., healthcare providers, distribution centers, gig
economy employees, other essential workers); efforts to relieve an
impoverished population and restore the social net (e.g., stop-rent
and anti-eviction movements); or as extension of existing activist
work (e.g., decarceration, tenants’ or immigrants’ rights). Work of
these movements not only utilize art/design languages that
communicate emotion and messaging, but are also based on
methods and processes akin to art/design in their iterative,
prototyping, and prefigurative capacity. Some of these project also
reveal the generative capacity of art/design, as seen in the creation
of innovative supply lines for 3-D printed equipment, the
restoration of human connection through rooftop musical
performances and patient portraiture, and the performance of
everyday collective practices such as #clapbecausewecare. Each
panelist’s 10-minute presentation will include one or two case
studies interwoven with theoretical analysis, addressing issues
such as collective processes and spatiality of activist work, the
emotional and affective registers of their material or immaterial
articulations, and their short- or long-term ambitions and impact.
Reflection by a respondent, followed by a panel discussion, will
raise broader questions on the role of material, spatial, visual, and
sonic practices in redistributing agency, and evoking collective
possibilities for change now and beyond the COVID-19 crisis.

Design Activism at a Distance: Uses of Prototypes in Grass
Roots PPE Supply Chains during the COVID-19
Veronica Uribe-del-Aguila, UC San Diego

Upon the collapse of the global circulation of goods, makers
worldwide deployed their logistical and organizational
knowledge to create socially distanced supply chains to help
first responders. In Mexico and the United States, where |
conducted interviews between April and July 2020, makers
reoriented their practices towards facial Personal Protective
Equipment (PPE) production. With diverse degrees of success in
those months, makers’ strategies for managing uncertainty, risk,
and opportunity benefited first responders and often helped
keep makerspaces afloat across both countries. These strategies
included the production and distribution of sanitation protocols,
certified open-source designs, prototypes, instructions, legal
disclaimer templates, or what STS scholar Lucy Suchman might
call “ordering devices” (2007). Furthermore, makers’ practices
produced different meanings, arrangements, and configurations.
This paper explores the generative capacity of prototypes by
analyzing their use within grass root supply lines for PPE
fabrication. | sustain that prototypes had three functions within
these aid networks: to build trust between makers and them and
first-responders, manage uncertainty regarding contradictory
health information and material shortages, and organized labor
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in a context of social distance. By focusing on two grassroot
networks, one in the United States and one in Mexico, | address
the relationship and collaboration between these two countries
during the COVID-19 Pandemic. In doing this, | also explore the
essential but problematic role Mexico plays in the United States’
supply chain needs and critical infrastructure workforce and how
that affects the success of local design for social justice projects
in both countries.

Home Face Mask Production as Covid 19 Activism
Serena Newmark, Freie Universitat Berlin

As the Covid-19 epidemic spread and the wearing of protective
face coverings became increasingly recommended, homebased
mask makers (defined as individuals creating masks with non-
professional equipment for personal use or to sell on a local,
non-industrial scale) created a vast virtual reference library
including sewing patterns, advice forums, and video tutorials on
material selection and construction methods. Homemade masks
quickly became a vehicle for activism, as an amplification of
extant activist logos and symbolism, such as the pride rainbow,
but also for mask wearing itself, which became a political
statement against the actions of mask hostile civic leaders and
groups. Since face masks can be made with upcycled materials,
minimal equipment, and with the no-cost instruction available
in the homebased mask making online reference library, the
price of entry to mask activism is very low, and many homebased
mask makers are new to home sewing. Homebased mask making
also serves as a form of identity celebration and historical
commemorative object creation. Some Native American
homebased mask makers placed the Covid epidemic among the
history of epidemics that have ravaged Native populations by
creating ceremonial Covid masks featuring traditional designs
and made of traditional materials and with ancestral artistic

configuration deployed the bodies of its inhabitants to generate
multiple attachments with adjacent buildings and other bodies
to reverberate the clap for/of care.

The Lockdown Collection: A visual art activist campaign
Kim Berman

The invisible SARS-COV2 virus has had the unexpected effect of
making visible the wounds of structural violence as experienced
by young people. As an educator, artist and academic, | find
myself asking how we can begin to address the trauma of
gender based violence and the structural violence of poverty
that far too many young people face in their everyday lives?
How can we create safe spaces and the opportunities for
vulnerable artists not only to express the impact of abuse in
their lives, but receive emotional and material support. This
paper presents some students artwork as part of a broader
visual artists activist campaign that has raised over R2,5m and
has awarded over 450 grants to vulnerable artists left destitute
during the lockdown in South Africa. The images by these young
voices express their instability, anguish, optimism, resilience,
despair and anger. They provide a lens through which to see and
manage a world undergoing unprecedented change. Their
visions are not about rainbows towards a post-coronavirus
future, but about the virus as an ongoing presence. They are
visible representations of the hard questions their generation
need to ask in finding opportunities for renewal, making
adjustments and permanently adapting to change. The works
were created as part of The Lockdown Collection, an initiative
engaging established and emerging artists to express their
personal and the collective impacts of COVID-19. See
(https://artistproofstudio.co.za/pages/student-collection;
https://www.thelockdowncollection.com)

Tactic as Art: Everyday Digital Resistance and Covid-19 in China
Xinyi Li, Pratt Institute
Designers and artists traditionally have been producing
communicative and persuasive aesthetic content for engaging
with activism. With the relational and service turn of design, the
responsibilities expanded to include the organizational and
strategic level of community activism. While platform capitalism

methods. Vast numbers of homebased mask makers have used
protective face coverings as innovative and significant vehicles
for activism, historical markers, and expressions of identity.

Do buildings clap? Housing estate agency in COV-19 conditions
Maria Theodorou, School of the Built Environment and
Architecture. London South Bank University UK

Housing Estates in the UK, and in London in particular, have
recently been the battleground for numerous activist groups and
their attempts to revert the effects of neo-Lliberal policies. The
paper touches on ‘activism' to propose a move away from its
standard understanding, i.e., as a set of actions with specific
aims initiated by human agents. The main question concerns not
only the thinking of attachments humans can form with
buildings to ‘perform activist interventions’; this is in fact a
standard practice of activists who produce intimate and
unhabitual attachments to buildings to draw attention to their
cause. The paper will focus instead on the ways the material
configuration of a specific social housing Estate in London
enforced attachments with its human inhabitants in the
occasion of Covid-19 weekly clapping. The case of the Primrose
Hill Court Estate will be presented and discussed within B.
Latour’s approach to the concept of ‘attachment. Built in the
1950s, on a site of demolished houses destroyed during the
London blitz, the Estate displays a design that shows
architectural care for the provision of hygienic conditions
(natural sunlight, ventilation, etc.) to safeguard its inhabitants’
healthy bodies. In the context of Covid-19, the Estate’s material
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prioritizes digital platforms’ marketing values, online platforms
are also venues for activism across borders. Actions of resistance
involve the opposition of power and the care for a common.
COVID-19 has accentuated a common and prompted resistance
at unseen scales. In addition to the persuasive and mobilization
function of activism, coordinating actions and materials, digital
resistance during COVID-19 also function at the informative and
emotional levels. The author presents a taxonomy of different
forms of resistance from the Chinese community, highlighting
two cases where tactics are used as art to engage with a
performative dimension. This paper outlines a framework of
everyday digital resistance characterized as tactics of micro-
interventions integrated into life, which stands at the opposite
of radical confrontations on the continuum of activism. Often
spontaneous and unorganized, the actions collectively create
impact and potential of undermining power, but individuals can
remain relatively unnoticed and low-risk, especially valuable for
actors in high-risk contexts. As a form of embedded resistance,
everyday digital resistance works from within the system,
sharing strategies with mainstream design practice. The
changing landscape of resistance and new modes of
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involvement with artists and designers demand new skills and
new literacies, calling for the integration of platforms education
in art and design pedagogy.

Material-human resistance in times of Covid-19. The story of
the erasure of National Theater in Tirana, Albania
Dorina Pllumbi, TU Delft and Doriana Musai, Polis University

This is a story of the formation of a collective body in the form
of material and human assemblage in a contact zone loaded
with tension. It mushroomed in the very heart of Tirana, as a
resistance for the protection of the historical building of the
National Theater. The state institutions abandoned their role in
safeguarding the public interest and partnered up with private
parties to serve to the eagerness to grab and capitalize public
land. This triggered a citizens’ movement to protect the
historical theater building recognized by European partners in
the field of cultural heritage, endangered by a Public Private
Partnership that proposed its replacement with a new alien
theater and luxurious towers designed by BIG. The human-
material collective body spontaneously started to host, promote,
and generate protocols of mutual care, intra-action,
communication, activating, and empowering unheard voices.
Human bodies that anchored to the building protested
peacefully through art, free speech, exhibitions, turning the
protest into the only legitimate institution, and the building into
a fortress of resistance. Unfortunately, the much-loved building,
that triggered a more than two years long resistance, was
demolished on May 17th, in an unprecedented shocking way,
early in the morning at 4:00 am, the last day before the
lockdown from the Pandemic would end. The act of the erasure
of the theatre is a material expression of the rise of
authoritarianism during Covid-19 times which generated
affective relational resistance before and after it.
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Chairs: Yanlong Guo, Smith College; Fan Zhang, Tulane
University

This panel investigates physical objects and visual representations
of furniture in the domestic space of the premodern world, a time
when skilled craftsmen created decorative and functional
individual works not subject to mechanical reproduction. Domestic
furniture thrived in various cultural contexts, encompassing such
items as Roman chaise longues, Song Chinese dressing tables,
American Chippendale chairs, Ethiopian headrests, Edo Japanese
folding screens, for instance. Primarily made of wood and
sometimes adorned with fabrics, lacquer or other precious or semi-
precious materials, movable home furnishings simultaneously
fulfilled everyday needs and aesthetic tastes. Situated within
residential interiors, domestic furniture afforded the private
reaches of human experience, allowing us to consider
codependences between human beings and objects. Drawing upon
the concept of affordance, this panel explores ways of
understanding materiality from the evidence of direct physical
interactions between people and interior furniture before the age
of Industrial Revolution. Recent material culture scholarship has
enlivened the phenomenological approach by emphasizing
experiential parameters of material properties: the ways we
experience things and the reciprocal effects things have on our
experience. This approach challenges us to interrogate the
affective potential of objects such as furniture, too often
marginalized and trivialized in art historical writing. Instead of
holding a fixed gaze at objects as discrete, inert entities, the study
of furniture engaging with the theoretical framework of affordance
explores the sensory aspects of material cultures from different
parts of the globe.

The Affordances of the ji and an Tables in Early Imperial China
Yanlong Guo, Smith College

Before “the chair’s conquest of China” in the medieval period,
low platforms named ji and an, rather than high tables,
dominated the interior spaces of the Han dynasty (206-220 BCE).
Variously designated in translation as tables, desks, trays, and
rests, these platforms held objects and provided surfaces for
working, dining, and resting. Typically measuring from seven to
fifteen inches in height and made of pottery, lacquer, bronze or
jade, ji and an were ideal for the mat-level mode of living of
early China. This paper first attends to the interdependent
relationship between the material properties, morphological
features, and multivalent functions of ji and an articles. Shifting
from these direct, physical affordances to mediated, symbolic
affordances, it explores how ji and an helped to foster
appropriate behaviors and define ritual norms associated with
the body. For example, transmitted texts reveal the court
bestowing a ji -rest upon officials over the age of seventy to
demonstrate the emperor’s respect for the elderly. Similarly, a
married woman lifted an an-dining tray to eyebrow-level to
show admiration for her husband. Engaging with literary
accounts of ji and an, as well as pictorial representations and
actual objects recently excavated from tombs across the vast
Han empire, the paper argues that ji and an were both practical
and ritualistic objects that molded embodied human experience
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and produced codified cultural knowledge in early imperial
China.

Hierarchical and Sensory Affordances of Couches in Early

Medieval China

Fan Zhang, Tulane University

In the 1960s, American psychologist James J. Gibson proposed
the concept of affordance to decode the codependent
relationships between humans and their environment through
the lens of senses. Engaging with this theoretical framework, the
paper seeks to examine the hierarchical and sensory affordances
of the couch, a common type of furniture in China from the third
to the sixth centuries. | argue that the couch in early medieval
Chinese society was not merely furniture for sitting or sleeping
in the private space, but also a public platform to stage social
hierarchy. Investigating the visual representation and textual
records of couches in early medieval China, | contend that this
furniture played a crucial role in constructing the social status of
the sitters. The hierarchical affordance of couches is manifested
in two aspects: first, the elevation and augmentation of the sitter
by the couch; second, the perception of the couch by the
surrounding people standing or kneeling in front of the sitter.
The paper further addresses the issue around materiality by
studying the physical remains of the couches excavated from
underground tombs with those used in the above-ground
residential space. While the funerary couches were made of
stone, an inorganic, durable, and cold material, their residential
counterparts were made of wood, an organic, perishable, and
warm material. Thus, the sensory difference between stone and
wood embodies the symbolic demarcation between the sphere
for the dead and that for the living.

The Luxurious, The Exotic, The Nabobian: The Curious Case of
Anglo-Indian Ivory Furniture in the Eighteenth-Century English
Country House

Kaitlin Rae Grimes, University of Missouri-Columbia

During the long eighteenth-century in England, furniture
became an integral part of the upper class’s illustration of
wealth, particularly during the Georgian period (ca.
1714-1830/37). In a market saturated with home-grown
furniture makers, like Thomas Chippendale, furniture from exotic
locales drew attention in English polite society. As such, this
paper focuses on Anglo-Indian ivory furniture brought to
England by East India Company officials and its agency in the
English domestic landscape. | look towards the second half of
the eighteenth-century in England and how ivory furniture
interacted and projected imperial luxuriousness and exoticism
within the homes of Company officials, commonly referred to as
nabobs. What makes these objects “Anglo-Indian” is their unique
hybridity of English visuality with Indian materiality. | argue that
Anglo-Indian ivory furniture, created in colonial British India,
became a material signifier of the nabob in the English country
home during this period. | posit that this was achieved through
three avenues: the debated notion of luxury in eighteenth-
century England; the comprehension of the exotic through
ivory’s performative surface ornamentation; and the positioning
of ivory furniture in the eighteenth-century English country
home. | contend that it was the furniture’s hybridity that
propagated the tenuous English and Indian identity of the
nabob. It was also ivory’s mutability that materially and visually
projected the nabob’s status as it acted as a sign of economic
expansion and as a signifier of the growing unease of the empire
at home.

"Unseating” Michelangelo’s David: A Domestic Affordance and
the Damaging Dawn of Art History
Roger J. Crum, University of Dayton

Long before its protective, late 19th century placement in the
museum of the Accademia in Florence, Michelangelo’s David
stood in the open air on the steps of the Palazzo della Signoria.
The Palazzo, fully equipped with furniture, served as the
Florentine city hall that was actually considered and regularly
described in notably domestic terms as the “home” of the city’s
ruling elite; citizens literally resided there during their
prescribed, limited periods of governmental service. There,
outside this civic “domicile; Michelangelo’s David was as much a
political symbol of Florentine republicanism as it was a
masterpiece of art, and this was made clear 1527 when a bench
was hurled in its direction from an upper window during an
uprising against the usurping Medici family. Whether intentional
or accidental, the blow shattered the statue’s left arm into three
pieces which, days later, were gathered up by the young Giorgio
Vasari who oversaw the repair to the work. Several decades later,
Vasari would write Michelangelo’s biography, celebrate this work,
and arguably give conceptual and canonical birth to the modern
history of art around the celebration of artists like Michelangelo
and works of art like his David. Drawing upon but extending the
concept of affordance, this paper gives affordance in discussing
this tripartite interaction of furniture, statue, and Florentines as
it gives historiographic “agency” to that long, unheralded but
clearly damaging, domestic bench that broke David’s arm and
reset it as the first “strong-armed” act of modern art history.
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Chairs: Eddie Anthony Chambers, University of Texas at
Austin; Richard Anthony Hylton, University of Pittsburgh

Largely unattended to dimensions of African American art history
include the ways in which its related practices have existed in the
international arena. But examining such histories offers important
and nuanced understandings of the perennial tensions that exist
between ‘African American’ art and American’ art. During the 19th
century, artists such as Robert S. Duncanson sought both racial and
artistic freedoms by travelling to other parts of the world, such as
Canada and Britain. In the mid 20th century, artists such as
Elizabeth Catlett, Lois Mailou Jones, and Benjamin Patterson
gravitated to countries such as Mexico, Haiti, and Germany
respectively, again, in search of racial and artistic freedoms. These
international considerations are further complicated by the
significant, though partial upswing in the profile of African
American art outside the United States in the 21st century.
Blockbuster exhibitions such as Soul of a Nation: Art in the Age of
Black Power, which originated at Tate Modern, London in 2017
represented important, though arguably problematic
manifestations of African American art outside of the US. Such
large group exhibitions contrast with major solo exhibitions by the
likes of Faith Ringgold at the Serpentine, London, and Nick Cave at
Tramway, Glasgow, as does the representation of African American
artists such as Robert Colescott and Martin Puryear in the US
Pavilion at Venice Biennale. What are the critical ways in which we
can read or understand such histories? How do African American
artists in the international arena complicate notions of American’
art?

American Modernism on the Rue du Dragon: Beauford Delaney
and Darthea Speyer
Mary K. Campbell, University of Tennessee, Knoxville

In 1961, Darthea Speyer included the Tennessee-born painter
Beauford Delaney (1901-1979) in an exhibition at Paris’s
American Cultural Center. Speyer was the cultural officer of the
United States Information Service at the time, as she had been
when she helped New York’s Museum of Modern Art to open its
1953 exhibition 12 Modern American Painters and Sculptors at
Paris’s Musée National d'Art Moderne. Although the American
Cultural Center was not as impressive a venue as the Musée
Nationale, it was nonetheless ‘considered a very important pole
of attraction in the arts; as Speyer later remembered. In keeping
with this importance, Speyer had the art critic Julian Alvard write
the introduction to Delaney’s 1961 exhibition, which also
included the work of the American artists Joe Downing and
Caroline Lee. Alvard began his essay with a provocative
question: “Beauford Delaney et Downing sonts-ils encore des
peintres américains?” Alvard sounds more than a little like
Henry James on John Singer Sargent here, musing in 1893 about
whether “Mr. Sargent [was] in very fact an American painter”
Obviously, however, the stakes were different for Delaney. As a
queer black Southern man, he had no place in the story that
museums like MOMA were spinning about America’s heroic post-
war artists—artists who, in their collective performance of
straight, white, hard-living masculinity seemed like a
paintbrush-wielding precursor of the Mercury 7 astronauts. In
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this paper, | explore the ways in Speyer complicated this vision
of American modernism with her ongoing support of Delaney
and his work.

Fellow Travelers: African American Artists and Fellowship Travel
at Midcentury
Claire Ittner, University of California - Berkeley

This paper examines the role that funded research travel played
in the practices of African American artists in the 1940s and
1950s. It considers the work of Elizabeth Catlett, Eldzier Cortor,
and Haywood “Bill” Rivers, each of whom won the prestigious,
year-long Rosenwald Fellowship, which supported promising
young African American scholars, writers, and artists. Such
fellowships allowed for critical encounters among African
American artists, artists and thinkers from across the African
diaspora, and other “fellow travelers™ -yielding not a singular
solidarity, but many different kinds of exchange,
misapprehension, and affiliation. Examining the new paths these
artists broke, | also attend to the way they traveled in currents of
movement alongside other travelers—-the stream of Chicago
artists drawn to Mexico City (Catlett), the circulation of ex-
Surrealist figures and ideas between New York and the
Caribbean (Cortor), and the flow of Black veterans and students
to postwar Paris (Rivers). These currents carried the artists to
places where their American identity was heightened as
difference, even as they engaged in larger debates around
alternative, non-nation-based configurations of affiliation. The
paper attends in particular to the way that these artists
positioned themselves as travelers and researchers, distinct from
tourists or migrants—--engaged in serious, sustained study, often
drawn from deep if temporary co-residence. | ask how the
position of researcher was occupied and expanded by African
American artists, how it intersected or conflicted with their
sense of “Americanness,” and how it affected their encounters
with those they met on the road.

Challenging the Canon: African American Artists Abroad
Sophie Sanders, Institute of Art and Design, New England
College, NH

African American art has challenged ideas about American’ art
from its inception. Nineteenth artists Henry Ossawa Tanner and
Edmonia Lewis worked in Europe, as did Harlem Renaissance
artists Richmond Barthé and Aaron Douglas in the early 1930's.
In the 1960s, many black artists travelled throughout
postcolonial Africa to define connections between their African
heritage and American identities. They expanded the story of
American art and identity. Recent exhibitions, such as
AFRICOBRA: Nation Time at the 2019 Venice Biennale and Soul
of a Nation: Art in the Age of Black Power at the Tate Modern in
London suggest that international audiences continue to be
fascinated by African American art, but the question remains if
their work will permeate international museum collections and
result in a more nuanced appreciation of their art. Whether
African American art is perceived as pivotal to the narrative
about American art or something exotic and romantically tragic
is a persistent question. How will scholarship about African
American art in international contexts represent the terms and
philosophies of artists themselves? My presentation investigates
historical and contemporary issues surrounding African
American art abroad, focusing on increased opportunities for
international visibility by African American artists and
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enthusiastic responses to transatlantic exhibitions. This talk
considers large traveling exhibitions and the singular experience
of artist Sonya Clark at Kehinde Wiley’s Black Rock residency

program in Senegal.
Chairs: Kamini Vellodi, University of Edinburgh; Jae

Alma W. Thomas: Unexpected Presence on the Global Stage Emerling, University of North Carolina, Charlotte

Jonathan Frederick Walz, The Columbus Museum Bringing together four scholars who have been at the forefront of

An archetypal trope that permeates the Alma Thomas mystique these interrogations, this panel explores the meaning and role of
is of the David-and-Goliath type: how the first African American theory for art history today, after theory’s golden age’ in the late
woman to mount a solo show at the Whitney Museum of 20th century. A designation that included ‘post-structuralist theory’
American Art took the art world by storm—especially when it ‘critical theory) and ‘French theory, theory was integral to the

was discovered that the artist was a Washington, D.C-based seismic shifts within the discipline: its self-critique, the explosion
arthritic, octogenarian, former schoolteacher. Thomas of its disciplinary borders, the rise of new methodologies, and the
undeniably inhabited the nation’s capital for over half a century, branching of new subdisciplines. This radicalization reflected the
and it’s accurate to say that the artist remains strongly radicalism of theory itself - its nature as a para-discipline, a vehicle
associated with her adopted city, where the majority of her of critique that instigated the transformation of received

extant oeuvre resides. This broad-brush narrative has tended to paradigms. As theory became integrated into the academy,
obscure the artist’s engagement with the globalism of the however, its radical character was absorbed into new disciplinary
1970s. For example, when President Kennedy initiated the U.S. norms. Yet the provocations and targets of theory surely remain as
Art in Embassies program in 1963, Thomas had yet to formalize pertinent as ever. Is theory merely a historical phase of art history,
her signature "Alma’s stripes;” but between 1969 and 1975, the an interpretative fashion existing for two decades beginning in the
artist exhibited over a dozen paintings in U.S. embassies abroad, 1970s and whose moment is over? Or does its presence at the very
in State Department public rooms and offices, and at the White heart of the rethinking of the discipline not require us to affirm its
House. With renewed popular interest in the artist, the Archives continuing role? For Georges Didi-Huberman, Art historians who
of American Art’s 2018 digitization of their Alma Thomas glibly dismiss ‘theory’ are actually dismissing, or rather expressing
records, and the inclusion of Mars Dust (1972) in Soul of a their dread of, the strange fact that questions can outlive answers’
Nation: Art in the Age of Black Power, the time is right to So, what are we to make of theory in the aftermath of critique, in a
reconsider Alma Thomas’s transcultural interests, cosmopolitan historical threshold wherein theoretical questions survive? What
network, and international activities. Thomas's unexpected are the insistent and the new questions that compel us to turn to
presence on the global stage exemplifies the need for us theory today?

scholars to push harder on received notions, to search in

unlikely places, and to read against the grain. Art History and the Tyranny of Humanism

Whitney M. Davis, University of California

This paper considers the double binds - analytical, historical,
theoretical, and institutional -of art history 'as a humanistic
discipline’ (to use the title of a famous essay by Erwin Panofsky
prepared for a 1938 volume on 'the humanities' in liberal arts
education in the United States). Hubert Damisch, among others,
has argued that what he calls 'the plastic fact' cannot be
considered in its 'transhistorical contents, its 'generality’, under
the 'tyranny of humanism': for him, this is the general ‘problem
for theory' in art history. What are some of the contours of this
problem in 20217 In particular, how do 'human’ and ‘plastic’
interrelate inside and outside humanism and 'the humanities'?

After Named Theories and Disciplines
James P. Elkins, School of the Art Institute of Chicago

Art history once defined itself as a small set of interpretive
methods such as style analysis and iconography. By the
beginning of the 20th century that list had grown into a list of
several dozen theories, among them feminisms, strains of
psychoanalysis, semiotics, postcolonial and decolonial theory,
and affect theory. Conservative and introductory texts like Art
Since 1900 pared that list down, while other understandings of
art history declined to identify the discipline with named
theories. We live in the curious aftermath: on the one hand, our
curricular offerings imply that the disciplinary identity of art
history can be understood in terms of its theories, but on the
other hand our texts often imply we no longer need to name-
check or engage with theories. Neither of these is a faithful
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inheritor of theories that mesmerized the discipline in the late
20th century. The actual effect of those theories can be seen in
experimental texts that begin with art historical questions, but
risk blurring the image and purposes of art history.

The Tain of Art History
Donald Preziosi, University of California, Los Angeles and
Claire J. Farago, University of Colorado at Boulder

As a vehicle of critique that instigated the
transformation/interruption/dismantling of received paradigms
and norms, theory is an ongoing event, a praxis. To make the
problematic historiographical: art history is a philosophical
praxis, which makes it an ethical undertaking. The existential
threat facing all life on this planet is the climate emergency. For
art history, it is an opportunity to dismantle human
exceptionalism in the realm of culture. Whose life is worth
telling? Whose history is worth saving? What do we want to see
in the mirror when we tell our stories?

SOCIETY OF CONTEMPORARY ART HISTORIANS
Chair: Katie Anania, University of Nebraska-Lincoln
Discussant: Megan Driscoll, University of Richmond

In the spirit of coalition-building and with an eye to the future, this
panel brings together emerging scholars and leaders of several
CAA affiliate societies that are blazing new paths in contemporary
art history. We will debate shared investments, common problems,
pressing concerns, and new narratives currently propelling our
discipline forward. As we turn to forms of collaborative and
transdisciplinary research, have we abandoned late-20th-century
concerns of overcoming modernist precedents, methodologies,
and/or hegemonic canons? Recent scholarship increasingly looks
for alternative sources of inspiration: vernacular histories; science
and technology studies; queering and/or decolonizing
methodologies; critical studies of race, gender, and ethnicity. As
contemporary art historians keep abreast of these developments
and their intersections, are they merely playing catchup or are they
reterritorializing art history itself, changing how it is written and
whom it addresses?

Agitators and Aggregators: New Cycles of Contemporary Art
History
Rose G. Salseda, Stanford University

Informal Roundtable Discussion

Agitators and Aggregators
Andy Campbell, USC-Roski School of Art and Design

Informal Roundtable Discussion

Participant in a roundtable discussion on the proposed topic.
Johanna Gosse

Participant in a roundtable discussion on the proposed topic.

Presenter 4
Jacqueline Francis, California College of the Arts

Participant in a roundtable discussion on the proposed topic.
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Chair: 1zabel Galliera, Susquehanna Univeristy

Cartography, or mapmaking, is an act of power. Historically, maps
have been used to advance national, political, and economic
interests. They have constituted powerful instruments in processes
of colonization and domination, military surveillance, navigation,
business transactions, and commercial advertising. Current
political campaigns and elections are impossible to imagine
without maps that designate the political fabric of a nation.
Despite its presumed objective basis, mapmaking represents a
highly subjective, selective, and flexible practice. Traditional uses
of maps that visualize cities, structures, topographies, and
demographics employ the model of the base map. Increasingly
since the beginning of the twenty-first century, initiatives of
collaborative cartography such as Waze, the real-time user-
powered navigational application provided by Google, have
challenged the static components of the base map. Artists and art
historians have been employing cartography in various conceptual
and formal ways as a valuable tactic in their art and activist
practices to map political power, visualize connections within a
field of study or artistic moment, identify patterns of behavior, or
transform strategies of mapmaking into aesthetic and formal
renderings. This panel invites contributions from both art
historians and artists that work in diverse artistic media to address
the multitemporal and subversive potentials of cartography.

Alternative Worlds: The Cartographic Reconstructions of David
Wojnarowicz
Mysoon Rizk, The University of Toledo

David Wojnarowicz spent a life rearranging the terms of
engagement into which he was born. In many writings, he
relentlessly chronicled the “pre-invented world”: hetero-
normative, systemically discriminatory, hyper-bureaucratized,
increasingly technologized, radically alienating — especially for
anyone beset by chronic health conditions. In hundreds of works
of various media (sculpture, painting, printmaking, photography,
performance, etc.), he spectacularly upended this “pre-invented
world” — perhaps no more effectively than when he remade
maps. He fractured, cropped, re-configured, and re-sutured
cartographical imagery, deployed as ciphers for a “pre-invented
world; into which he repeatedly injected new forms of being.
Continuously raising alarms regarding human compromise of life
on Earth, and the eminent collapse of civilization, Wojnarowicz’s
recombinant cartographies foster respect and appreciation for
biodiversity. No doubt, recovery from many aspects of the
Anthropocene seems likely, given the planetary body’s
compulsion to thrive, buoyed as it is by the solar system’s
cyclical phases. Thus, even given his apocalyptic intimations, the
artist’s aerial, long-range, and Archimedean perspectives prove
grounding. Such acts of re-mapping foster new avenues of
agency, landscape architect James Corner argues, rendering as
well as re-dressing situations in ways that may ‘emancipate
potentials, enrich experiences and diversify worlds.” (See
Cosgrove, ed., 1999: 213)

Time To Reflect Reality
Synne Tollerud Bull

This paper discusses the artistic research processes that
emerged in the above work by artistic duo Bull.Miletic (Synne T.
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Bull and Dragan Miletic). Taking Norway’s rapidly expanding
capital Oslo, as a study object, TTRR investigates different
modes of knowing and experiencing the city through a practice-
based research on machine vision. In her essay “The City is Not a
Computer; Shannon Mattern shows how city metaphors frame
conceptions of urban knowledge. A current trend points to the
city as a computer, where so-called “smart city” solutions open
for urban planners to think in terms of optimization to maximize
profit. Countering this trend, our project develops a method to
recognize, study and discuss the multiple other forms of urban
intelligence, be they human or nonhuman that figure in the
urban environment. The title refers to the metric of lag time
between the world as it is and the world as it is known to
machines. Here we employ our artistic method cinéma trouve,
which in this project involves recording the motion view from
Oslo’s intricate tram network. This footage is then combined
with drone and satellite recordings in the exhibition space via
autonomous vehicles and kinetic projection techniques. Our
intention with this work is to produce an alternative cartography
in the exhibition space that re-examine how ecology of urban
sensor technologies can be studied and explored through
historical mediation. The project thus develops a more-than-
human approach to material knowledge and parallel ecologies
that already figure in the urban environment.

Embodied Ecology: Enacting Relationships with Land in the

Work of Ana Mendieta

Matthew Harrison Tedford, University of California, Santa

Cruz
It has been argued by some ecologists, philosophers, and
historians that the ecological crises we find ourselves in are in
large part due to the proliferation of worldviews that see
humans as set apart from the non-human world. Though such
thinking has a long history, the rise and expansion of European
rationalist and mechanistic philosophies in the early modern
period is posited as playing a central role in the proliferation of
instrumentalist relationships between humans and the non-
human world. Taking these arguments as a starting point, this
paper will look at the mechanisms by which ancient organic and
holistic relationships with the non-human world were
suppressed and severed and how is countered in contemporary
visual art practice. In particular, this paper considers how 20th-
century Cuban American performance artist Ana Mendieta, and
her Silueta and Rupestrian Sculptures series, challenge the
ideologies of mechanist philosophy by enacting non-
instrumental relationships between herself and the landscapes
in which she worked. Symbolic communication is a key means of
mediating and actualizing relationships between two subjects,
and so, if a non-instrumental relationship is possible between
the human and non-human, visual art ought to be a possible

Geographic Decentralization: Mapping Evolutions of a Digital means of enactment. With Mendieta as a case study, and

Artvtfork . drawing on Potawatomi ecologist Robin Wall Kimmerer’s
Jessica Walthew, Cooper Hewitt

Digital maps subvert the conventions of traditional museum
objects. Web-based live maps, like those tracking traffic,
electoral results, census data, or virus spread, evolve over
timescales of varying lengths whereas analog maps are static
representations, remaining fixed in time as soon as they are
published. As Cooper Hewitt builds its nascent digital design
collection, these media have challenged the museum’s
collection and preservation capabilities and practices. Seeking to
understand the boundaries of these works has surfaced issues of
temporality and geographic decentralization (of
components/assets as well as users). This paper explores how
internet-based works challenge our conceptions of the
temporospatial delimitations of “an artwork” In 2012, San
Francisco-based Stamen Design created a series of open source
mapping tools that render the world in different styles, from a
conventional terrain map to a rendering that imbues the digital
map with the hand-hued quality of watercolor (but actually
utilizing complex image-processing algorithms). The process of
acquiring the Watercolor Maptiles website is revealing its
complex content delivery network (CDN), linking users
requesting information to servers in the “cloud” (metaphorically
ethereal, but actually data encoded in physical servers in
physical places). Collecting and preserving the map website is
requiring decentralization of the acquisition process,
collaboration from parties in multiple states, and is yielding a
challenge to what we mean by acquiring a museum ‘object” for
this digital interactive web-based work.
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concept of a “grammar of animacy” and philosopher and
biologist Andreas Weber’s concept of ‘elivenment; this paper
examines Mendieta’s work in light of its complication of the
dualities of human versus non-human or body versus land,
offering a model for more just relations.

Mendieta’s Abstraction
Sherry A. Buckberrough, University of Hartford

Mendieta’s Abstraction Hailed by many in the 1980s as
postmodernist, Ana Mendieta nonetheless employed visual
abstraction as consistently as any modernist luminary. Yet
modernist art history’s normal understanding of abstraction is
too narrow to do justice to the expansive nature of her work.
Mendieta clung to the form of the female body, seemingly
repeating it in every piece. She tested that form with alterations
of medium, simplification of contours, elaboration of pattern, or
any of these in combination, pushing it toward ever-increasing
abstraction. But she used abstraction differently. Rather than
seeking a singular essence, the goal of most modernist
abstraction, Mendieta used it to accumulate meanings, to
safeguard the past while exploring the present in the multiple
locations of her increasingly nomadic life. Because of her
displacement as a Cuban refugee in the wake of that country’s
revolution, much of the critical literature on Mendieta has
privileged the theme of exile. Other interpretations have
focused on issues of identity. Yet others have examined her
interests in ancient art, indigenous cultures, feminism, Latin
American culture, Catholicism, Santeria and contemporaneous
art movements. Finally, authors have proposed that the power of
Mendieta’s work lies in its ability to contain so many different
allusions. This presentation asks how her accumulation of
allusions relates to the increasing abstraction of her signature
form. With Mendieta as a lens, this reconsideration of
abstraction may allow a rethinking of its relevance for other
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artists whose work rides a line between modernist and
postmodernist approaches.

ART LIBRARIES SOCIETY OF NORTH AMERICA

Chair: Eric Michael Wolf, Art Libraries Society of North
America

Discussant: Chantal Lee, New York Public Library

Over the past twenty years, mass digitization has transformed the
way we do research. It has made the world smaller, and allows
students and faculty to consult works that were previously only
available to those who had travel grants and time for sustained
field work. During the COVID-19 pandemic, such electronic
resources became our only means of academic research. This has

really demonstrated how much we still rely on physical collections,

and how there are still large areas of scholarship that can only be

conducted with such resources. This panel looks to discuss some of

the limits of, and challenges to, the notion that "someday all

research will be done online’, from the points of view of a librarian,

an art history professor, and a curator, through specific recent case
studies.

Nothing Like the Real Thing: Anna Atkins's Photographs of
British Algae and The Myth of the Digital Surrogate
Emily Walz, New York Public Library

During the COVID-19 crisis, with libraries and cultural

institutions closed, researchers came to rely heavily on digitized

versions of print resources. Although undeniably useful, these
resources simply can not replicate all aspects of the physical
object. The author examines these losses through the lens of
the first photographically illustrated book, Anna Atkins’s
Photographs of British Algae: Cyanotype Impressions, a work
which in many ways defies categorization. British Algae’s
representation in the digital sphere varies widely as some
institutions catalog it as a rare book, while others treat it as a
museum object. Digital platforms often exclude data essential
for Atkins researchers, including plate arrangement, recto and
verso views, and binding characteristics. Further complications
arise as we examine Atkins’s own process and the resulting
objects, which were ultimately shaped as much by their
recipients as by their primary creator. The atypicality of Atkins’s
work allows us to explore the difficulties and complexities
surrounding the digitization of print resources as a whole.

Why Examining Physical Library Books Still Matters for
Research and Publishing: Thoughts on Picasso’s Demoiselles
dAvignon
Suzanne Preston Blier
This paper addresses the need for physical books in doing art
and architectural history research, writing and publishing.

Specifically this paper will take up the unique ways in which my

recent book on Pablo Picasso’s iconic 1907 painting Les

Demoiselles dAvignon took root in a visit to the Tozzer Library at
Harvard where | chanced upon a 1898 book on African masks by

German ethnographer, Leo Frobenius that led me to realize that
he was using illustrated books as key source material for this
painting. Over the course of the next few years | discovered
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several other books (one in the Harvard Medical School Library)
that not only confirmed my initial observation about his book
sources. These (and other) physical library books in turn became
essential after | completed the writing and began the long work
of publishing this research. Using a Fair Use model meant that
most of my images had to come from books such as these, today
largely only available in libraries.

The Making of Ray Johnson ¢/o
Caitlin Haskell

In 2018-19, the Art Institute of Chicago acquired the William S.
Wilson Collection of Ray Johnson, a body of work more than fifty
years in the making. Originating as the personal archive of Bill
Wilson (1932-2016), one of Johnson’s earliest and most
steadfast collaborators, the collection ultimately came to consist
of many hundreds of works of mail art, as well as numerous
artists books, dozens of drawings and design fliers, and more
than 75 collages. Although the curators would never have put it
in these terms initially, creating an exhibition from this
collection was intended to be an analogue exercise; and
between June 2019 and February 2020, the collection was
catalogued in a decidedly hands-on manner: opening envelopes,
examining postage marks for dating clues, and folding and
unfolding countless letters that had once circulated through the
postal system. In the midst of exhibition planning, however, the
outbreak of COVID-19 necessitated a change in method,
whereby the archive was experienced exclusively through photo
documentation, namely via digital images that had been created
in anticipation of one day opening the Wilson Collection to
online research. In this talk, | will discuss the experience of
making a wholesale shift from analogue to digital research in
the making of Ray Johnson c/o as well as the Art Institute’s
future ambitions for facilitating access to its growing Ray
Johnson collections both through exhibitions and library-based
research, as well as to audiences online
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Chair: Steven Bleicher, Coastal Carolina University

There has long been an underlying current of anti-Semitism in
modern and contemporary art. The Impressionist group was torn
apart by the Dreyfus Affair in France at the end of the 19th Century.
Degas and Renior had become so fervently anti-Semitic that they
refused to show their work in any exhibition that also contained
the artwork of Camille Pissarro. Even Cezanne who once
considered himself a pupil of Pissarro refused to acknowledge him.
Many other examples can be seen throughout this century.
Artworks by Anish Kapoor and Jaume Plensa have been vandalized
with anti-Semitic graffiti. Most recently, Banksy’s work showing two
Hassidic men kissing, was painted on the Wailing Wall, a segment
of the walls surrounding the area of the Temple Mount (Har
Habayit), which is the holiest site in Judaism. Was this a guerilla art
installation or anti-Semitic vandalism? Except for a few brave
writers and a few organizations, such as the Jewish Museum, this
form of bigotry has gone underreported or ignored. There is a
pervasive view that it is unthinkable for artists to be anti-Semitic.
We like to feel we are above that. Or are we? Why have so many
arts organizations, critics and artists remained silent? This session
will explore all dimensions of the issue. Papers are sought from art
historians, critics regarding this issue as well as artists who have
had their work censored, vandalized or refused because of their
religious affiliation.

American Antisemitism and the Reception of “Degenerate Art”
Jennifer McComas, Eskenazi Museum of Art, Indiana
University

The Degenerate Art exhibition of 1937 has achieved fame as
one of the Nazi regime’s most notorious propaganda
spectacles—a haphazard display of over six hundred works of
modernist art accompanied by racist and antisemitic slogans.
The exhibition and the related purge of 21,000 works of art
(mostly German Expressionism) from German museums was
widely reported in the contemporary American press. Yet
commentators went to great lengths to emphasize that this
cultural travesty resulted purely from Nazi aesthetic barbarism,
even ascribing it to Hitler’s “philistine” taste alone. The
sympathetic reception of “degenerate art” in 1930s America, |
argue, was contingent, in large part, on its dissociation from the
Third Reich’s antisemitic ideology. Thus, a MoMA press release in
1939 stated that the “degenerate” works “were not excluded
from German museums on racial grounds, emphasizing that
they were not by Jewish artists. The separation of “degenerate
art” not only from Nazi ideology, but from the plight of European
Jews, was informed by the antisemitic climate permeating 1930s
America. American antisemitism similarly forced Jewish artists to
downplay their cultural identities and fueled anti-immigrant
policy in the World War Il era. Unfortunately, most recent
scholarship perpetuates misinterpretations of the Degenerate
Art exhibition, failing to analyze its antisemitic underpinnings or
to examine how antisemitism also shaped responses to it. Thus,
the Degenerate Art exhibition’s intersections with the Holocaust,
as well as the influence of American antisemitism on World War
[I-era art criticism, remain misunderstood, clouding our
understanding of a critical historical event.
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Situating Anti-Zionism in Art and Academic Spaces
A. P. Vague, DePaul University

This presentation addresses the complexities surrounding “anti-
Zionism” in art and academic spaces. Issues regarding the state
of Israel and Zionism as an idea are often at the core of
contemporary Jewish experience, as well as forming a
sociopolitical lightning rod among artists and their cohort. As
this can leave Jewish artists in difficult positions to navigate, my
research provides direct explanations of how an individual such
as myself can simultaneously belong in spaces critical of Israeli
policies and those which celebrate Jewish identity. The bulk of
this project involves forming direct definitions for a variety of
words that carry thick concepts; namely, the plurality of
definitions that the word “Zionism” can hold. Drawing from
personal experience, | describe examples such as serving on a
panel with a self-described “proud antisemite; finding
antisemitic rhetoric in my colleague’s published work, and
needing to explain to my peers why certain hashtags on Twitter
are triggering for Jews who have experienced hate and violence,
among others. My hope is that my sensitivity and approach to
building understanding can help answer questions about the
line between antisemitism and anti-Zionism, the role of the
artist in progressive spaces related to the Palestinian cause, as
well as what tikkun olam can mean for academics today.

Modern Art Collecting and Antisemitism in the Age of Dreyfus
Mia Laufer

At the turn of the twentieth century as the Dreyfus Affair shook
French society to its core, the Parisian press often described
French Jews as greedy, cosmopolitan, materialistic, traitors—and
avid collectors of modern art. While several of these
characterizations are mere anti-Semitic stereotypes, French Jews
did make up a disproportionately large number of the
supporters of modern artists (particularly of the Impressionists
and Symbolists). This paper introduces this kind of collector,
highlighting patterns of behavior within the group. It argues
that they played an active part in the canonization of modern art
through strategic museum donations and had an unwitting role
in its vilification by attracting the attention of the anti-Semitic
press.
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Chairs: Sonja Elena Gandert, The Graduate Center, City
University of New York; Gwen A Unger, Columbia University

This session will explore the potency and potentiality of paper as a
vehicle singularly suited to illuminating the complexities of the
Caribbean archipelago. Beyond its materiality, we draw on Robb
Hernandez and Tatiana Reinoza’s claims in their article “The People
of Paper/La Gente de Papel,” which probes paper’s generative and
transgressive possibilities through an invocation of both the
material’s “fleshy contours” and the embodied modes of creation
and reception that paper as medium and substrate enables. Just as
Hernandez and Reinoza consider the ways in which culturas de
papel shape our understanding of latinidad, we propose a
connection between the ubiquity of paper practices in Caribbean
art and the continual (re)shaping of experiences and subjectivities
in the region. Michelle A. Stephens’s catalogue essay for the recent
exhibition Relational Undercurrents: Contemporary Art of the
Caribbean Archipelago surveys the linguistic and structural links
between the arc, the archive, and the archipelago in the Caribbean
imaginary to attest to the perpetual revealing and concealing, the
simultaneous connection, disjuncture, and flux that render the
archipelagic both inscrutable and radically open. We contend that
affinities between the archipelagic and artistic practices that
center paper-whether printmaking, installation, sculpture,
photography, mixed-media, or performance-warrant focused and
cross-disciplinary exploration, particularly due to the marked
contrast between paper’s affordability, portability, and ease of
circulation and its fragility, ephemerality, and susceptibility to
deterioration in tropical climates. We welcome proposals from
practicing artists, scholars across disciplines, and curators and
other museum professionals and encourage interactive, virtual, or
other non-traditional formats.

Chairs: Gretel Rodriguez, Brown University; Meghan
Rubenstein, Colorado College

In the ancient world, architectural form and ornament were
inextricably linked, with elements such as the Caryatids on the
Athenian Erechtheion or zoomorphic masks at the Maya site of
Kabah serving both structural and aesthetic purposes. In these
early settings, architectural sculpture conveyed historical narratives
and evoked symbolic messages. This session seeks to expand our
understanding of architectural sculpture in various contexts
throughout the ancient world, broadly defined to include from the
emergence of the earliest cities (circa 3000 BCE) to the Early
Modern period. Considering it a topic that could benefit from cross-
cultural, comparative analyses, we welcome submissions
addressing all aspects of architectural sculpture in ancient and
Early Modern contexts. We are interested in studies that theorize
the topic within current scholarly discourses of art and
architectural history, to include approaches such as
phenomenology, materiality and geo-aesthetics, reception, and
sensory studies, among others. Papers that advance a global
perspective in the study of visual culture are especially welcome.
Please submit proposals to gretel_rodriguez@brown.edu.
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Sculpting with the Sun: Phenomenology of Light in
Architectural Sculpture at Chavin de Hudntar, Peru
Patricia Alexander Lagarde, Tulane University

In the ancient Peruvian highlands, architecture and sculpture
were inextricably linked to the mountainous Andean landscape.
The character of light in this environment and how it illuminates
architectural sculpture can fundamentally alter the way we
perceive these objects. The dimensionality and placement of the
tenon heads and cornice stones at Chavin de Huantar (1200-500
BCE) offer a unique opportunity to understand the role of the
natural environment within architectural programs. Through a
discussion of the sun’s role in casting dramatic shadows in the
stones at Chavin, this paper shifts our focus from object to
shadow and demonstrates the powerful visual effects intended
for pilgrims approaching the site. Utilizing the strong highland
sun, sculptors leveraged the shadow-producing effects of these
three-dimensional pieces to create spectacularly ornamented
buildings. The dark shadows underneath these pieces
illuminated the sculpted faces and drew attention to the
sculptural program. Although these vistas are lost today, archival
photographs provide glimpses of these original perspectives.
Black and white prints from the early 1900s heighten the darks
of the sculptural shadows and document how they changed over
the course of the day. The ever-changing position of the sun
generated movement of otherwise static sculptures, animating
the heads mounted within the walls. Utilizing phenomenology
and kinesthetics this paper positions the sculptures at Chavin
within a cross-cultural dialogue on the role of natural light in
the built environment. Together, the sculptures with their
shadows animated the structure and focused the viewer’s
attention on the monument from afar.

Achaemenid Syntax: Architecture, Metalware, and Imperial
Modularity
Breton Adam Langendorfer, University of Pennsylvania

At the site of Dahan-i Ghulaman, an Achaemenid provincial
capital located in southeastern Iran, excavators discovered an
official structure with an unusual architectural element: an
ornamental stucco fragment with the characteristic lobed shape
of a phiale. These vessels, called “wine-drinkers” in Old Persian,
were one of the most recognizable implements of elite life in
the Achaemenid realm, and are found in numerous materials
from sites across the empire. The excavators also uncovered
corridors with vaults supported by squat terracotta columns.
Although modified in form and size, the multiplication of these
columns suggests the layout of a miniature apadana, the vast
columned halls used in official structures throughout the
empire. Such features reveal an extraordinary flexibility in the
use and application of forms within the Achaemenid Empire, as
well as the capacity for such forms to migrate from one artistic
context to another. This paper seeks to investigate this aesthetic
approach, and to consider the proposition that Achaemenid
imperial art was essentially modular, composed of a non-
narrative stylistic vocabulary of forms that could be utilized
across media and recombined with one another in surprising
ways. Focusing specifically on the relationship between
architecture and luxury silver vessels, | examine the manner in
which certain forms came to be associated with both the royal
palace and courtly life more broadly. Ultimately, | argue that the
endless recombination of the same royally associated forms
paralleled the dissemination of political authority within the
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Achaemenid Empire, and served to construct an all-pervading
sense of royal presence.

Roman Architectural Sculpture at Ancient Corinth: New

Discoveries

Aileen Ajootian, University of Mississippi
Over 100 years of excavations at Corinth have produced several
distinctive but very fragmentary Roman architectural sculpture
programs. Most of the related material was discovered in two
trenches filled with burned and broken marbles. These
sculptures, dated to ca 2nd century C.E., probably adorned public
buildings in the Roman Forum. A balustrade decorated with
bulls’ heads and garlands in relief may have adorned the upper
story of the Lechaion Road basilica. Another program, composed
of panels at least two meters high, preserved intersecting raised
bands with heads carved in rondels where they crossed. At least
eight column capitals in the form of woven baskets may have
been supported by caryatids. In addition, we have recognized
more fragments associated with the so-called Captives Fagade.
In this paper, | will present an overview of these recently
discovered sculptural programs at Corinth and discuss the
basket capitals in more detail.

Repossessing the Sculptures on the Arcus Argentariorum in
Early Medieval Rome
Gregor A. Kalas, University of Tennessee

The revision and reuse of the Arcus Argentariorum, dedicated to
Septimius Severus in Rome in the early third century C.E.,
repositioned the arch’s sculptural reliefs at various points from
antiquity to the early Middle Ages. This paper focuses upon the
architectural reframing of sculptural reliefs that had occurred
centuries thereafter, during the seventh century C.E., when a
transformation of the Severan arch connected it physically to the
church of San Giorgio in Velabro. My discussion explores the
possibility that written hagiographic narratives about St. George,
particularly those concerning this saint's free food distributions,
were recounted to audiences inside or close to the church.
Medieval viewers thereby understood the saint's activities as
having improved upon imperial-era conditions, such as the
religious offerings of sacrificial animals that were depicted on
the arch’s ancient reliefs. Given the location in the Forum
Boarium, and therefore close to the ongoing site of the cattle
market, lay sponsors and collegial members of a confraternity-
like institution affiliated with the charity center (diaconia)
transformed the ancient arch into a market stall. In so doing,
these early medieval sponsors acquired the history of guild
sponsorship and third-century imperial politics recorded on the
arch's extant inscriptions. Using records about patronage by
Byzantine military officers, | present the case that narratives
about the soldier-saint George allowed viewers to perceive the
elite easterners living in Rome as providing both military and
social protection—including charity—and these perspectives
sanctioned the reuse of ancient sculptures.
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Chair: Joanna Smalcerz, University of Bern

For several years now, the organised clandestine excavation and
export of antiquities out of war torn Syria and Iraq to Europe and
beyond has thrust the Western demand for such artefacts and the
resulting spoliation of Middle East into the centre of an
international controversy. As the community of scholars addresses
the legal, social, and ethical aspects of this situation, it is worth
remembering that art and cultural heritage spoliation is seemingly
an unstoppable process, which has a long history and occurs also
in peacetime and within contexts permitted by law. The aim of the
session is to give attention to the historical situations when a large
demand and competition for artworks or artefacts stemming from a
certain geographical or cultural territory has led to effective
acquisition campaigns that spoliated entire regions and countries
of parts of their cultural heritage, as for instance Greece during the
era of Grand Tour or the Ottoman Empire and the Netherlands in
the late nineteenth century. What were the responses of the
affected communities? What role did the differentiation between
the local and the national patrimony play in the institutionalised
response, especially in the late nineteenth century, driven by the
idea of a nation? How did the loss of cultural heritage to (foreign)
actors such as collectors and collecting institutions resonate within
various social groups of the deprived communities? When does the
economic benefit for a source area turn into damage of its cultural
ecosystem?

Taken! French Spoliation in Greece and How Venus de Milo and
Nike of Samothrace Got to the Louvre

Lee Ann Riccardi, The College of New Jersey and Ryan
Abramowitz, The College of New Jersey

In modern discussions of the spoliation of Greece's cultural
heritage in the 19th century, the Parthenon sculptures get much
attention. But many other 19th century examples exist. This
presentation centers on two case studies spotlighting France's
exploitation of Greece in the 19th century, a time when Greece
had little wealth and power. Two highlights from the Louvre's
collection, the Venus de Milo and the Nike of Samothrace, were
taken from the Greek islands Milos and Samothrace, in 1820 and
1863 respectively, by Frenchmen seeking to enrich the Louvre's
collection and to raise France's prestige in the competition
among the great powers of Europe to acquire the best
antiquities and show themselves to be the true descendants of
classical Greece. The sculptures were taken to France with little
regard for their original context and despite opposition by the
Greeks. This presentation provides the results of our
investigation of the historical circumstances of the discovery of
the sculptures, their acquisition by the French, the objections of
the Greeks to their removal, and their installation in the Louvre
Museum in Paris. We also examine other 19th century French
activities in Greece including the establishment of the Ecole
Francaise dAthénes, and their 'big digs' in Delos and Delphi. The
French acquisition of Greek antiquities like the Venus de Milo
and the Nike of Samothrace represent clear cases of spoliation
and exploitation of the small and powerless by the wealthy and
powerful to bolster their own standing as a culturally superior
nation.
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The Restitution of Cultural Goods: A Beninese Hegemony in
Addressing the Issues of Spoliation
Brenda Houadjeto-Koffi

The Restitution of Cultural Goods: A Beninese Hegemony in
Addressing the Issues of Spoliation Current relations between
France and Benin are intrinsically linked to the colonial past of
both countries. From the end of the 19th century until its
independence in 1960, Benin was one of the French colonies in
Africa. An important part of Benin's cultural heritage still resides
in France, which is disrupting the construction of the country’s
cultural identity. Beninese institutions became aware of the role
of heritage and its protection in the legitimization as a nation
with the drafting of the Cultural Charter of Benin in 1991. To
repatriate its heritage, the traditional monarchies supported and
backed by the government have developed campaigns for the
restitution of their cultural property. By responding favorably to
Benin's requests for restitution during the president's speech,
France tends to recognize its colonial “liabilities” and the
spoliations committed. Finally, the construction of a museum
celebrating the last Beninese king to house these 26 objects
underlines the will to make its heritage an economic, political,
and diplomatic issue as announced by Beninese President
Patrick Talon during his speech to UNESCO in 2018. Benin,
which has established itself as one of the precursor countries in
terms of the restitution of cultural property, is today an actor in
the creation of an international framework to address issues of
spoliation.

Spoliation and Peacetime Rebuilding in Syria: Rethinking the

Military-Heritage Complex

Fiona Greenland, University of Virginia
During the Syrian civil war, the majority of cultural heritage sites
that suffered damage were damaged by military actors.
Archaeological looting by insurgent groups was a widespread
problem, to be sure. But mainstream media focus on that issue
downplayed the role of organized military strikes in destroying
and displacing artworks and artifacts, museums, mosques,
archaeological sites, and historic marketplaces. Post-war, foreign
governments are contributing funds and materials to rebuild
cultural sites and objects — sometimes the very sites and
objects they destroyed with heavy artillery and missile strikes.
The circularity of this “boom and bust” relationship presents a
dilemma for local people trying to rebuild their communities for
a lasting peace. This paper focuses on the role of Russian and
Syrian government responsibility for cultural heritage
destruction and the partnership of the Russian State Hermitage
Museum and the Syrian Directorate General of Antiquities and
Museums (DGAM). Unveiled in December 2019, the partners
have pledged to rebuild the ancient city of Palmyra. Syrian
artists, journalists, and human rights activists have spoken out
against the effort, on grounds that it both glosses over the two
countries’ culpability and extends the reach of Russia into Syria’s
natural and cultural resources. Drawing on critical cultural
heritage theories and methods and concepts from cultural
violence studies, | will use satellite pictures, digital protest art,
and witness testimonies to argue that that post-war rebuilding
phase brings the risk of a second wave of symbolic and political
spoliation.
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Chair: Samine Tabatabaei, Brown University
Discussant: T. J. Demos, University of California, Santa Cruz

This panel examines the interplay of ecological aesthetics and
affectivities within global/local systems and cycles of exchange.
Energy transitions in the Middle East and West Asia during the last
century have been investigated in tandem with nationalprojects of
modernizations. Yet, study of how art in the region has engaged
with the issues and materials of energy and ecology remains
wanting. This panel seeks to focus attention on art practices and
discourses of ecology that emerged in 20th and 21stcenturies in
the Middle East and West Asia, where the force of the
Anthropocene has been expedited by early oil concessions to
Western countries, colonial plunders and war, oil spills,
environmental despoliation, deforestation, global warming, and
expediency to waste. Currently, ecological emergencies and nuclear
rivalries are being exacerbated by the spread of COVID-19 with its
trans-scalar impact on already struggling economies and health
care systems in the region, instantiating a distinct phenomenology
and modality of living. Artists and curators who treat energy and
ecology as cultural codes for checking reality render legible their
positionality within energy cultures. Their work is not merely
symbolic -- it is a form of ecological activism that seeks
environmental justice. It does this by relating art to ecological
cultures, entertaining new materialities as mediums (petroleum,
waste, plastics, garbage etc.), and reevaluating the creative
responses of art so as to divulgeunderlying ecological anxieties
and the correlation between social-justice environmentalism and
artistic practice.

Petro-affectivity

Samine Tabatabaei, Brown University
The transition from coal to oil as a primary energy source in
early 20th century had major consequences for local politics and
the path to democracy in the Middle East. The discovery of oil in
Iran in 1908 led to the creation of new social, political,
economic and cultural realities at local, national, regional and
international levels. Oil interferes in the narrative of art history
at different sociopolitical junctures during the nationalist
movements and again later as a subject of ecological
consciousness. The cultural significance of oil exploitation, its
role in reimagining the nation, and artists’ subjective
interactions with the petro-economy in modern and
contemporary art have sparsely been acknowledged in the
scholarly literature. By considering these entanglements, this
presentation attempts to explicate how oil has worked in
tandem with artistic creativity and critical innovation in the
Middle East. Oil has been an actor in human/non-human
relations at particular political junctures: in labor movements,
through energy deepening campaigns, in mass uprisings, and in
the tragic form of ecological disasters. Yet, in art criticism and
history, consideration of the agency of oil is wanting. The revised
model for art history that | offer here embraces the fluidity of oil
as it oozes across the boundaries of any neatly formulated
account of national art historical projects.
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Ecologies of Loss: Memory and Forgetfulness in Environmental
and Other Disasters
Nat Muller

In this paper | examine how the science fictional trope of the
apocalypse images and imagines the Anthropocene in
contemporary art from the Middle East. By drawing on memory
and trauma studies | offer a close reading of Palestinian artist
Jumana Manna’s film Wild Relatives (2018) and Palestinian artist
Larissa Sansour’s video installation In Vitro (2019), both are
works that collate ecological and political disaster. | argue that
the apocalyptic is predicated on a dynamic of memory and
forgetfulness and that in these two works disasters are not
singular, but many. In Manna’s workWild Relatives (2018) the
fate of seeds, originally at a gene bank in Aleppo and then
moved to Lebanon, is entangled with the fate of Syrian refugees.
Here human and nonhuman disaster resonate. While in Manna’s
film it is primarily the preservation of memory, however
distorted, that fuels the plot, in Sansour’s In Vitro (2019),
memory is much more problematised. Portraying Bethlehem
after ecological catastrophe, here a plea for forgetfulness is
reluctantly offered as a way to survive. In both works historical
and political catastrophes (from the aftermath of the Lebanese
Civil War and the ongoing war in Syria, to the Nakba and the
ongoing occupation of Palestine) and ecological catastrophe
(from climate change, loss of bio-diversity, to aridification)
cumulate, suggesting that trauma and disaster are not singular
events.

Chair: Tijen Tunali, Aarhus University
Discussant: Robin Balliger, San Francisco Art Institute

Gentrification arguably forms a key component of neoliberal urban
growth strategies inspired by the so-called promises of the creative
city. Its hegemonic effects on the urban sensorium have an
essential role in producing and reinforcing socio-spatial divides.
Since the 1980s, the controversial phenomenon of the art and
artists’ role in gentrification has been at the forefront of the urban
geography research in the subjects of housing, regeneration,
displacement, and new urban planning. In these accounts, the
artists have been historically noted to contribute at all stages of
gentrification, from triggering it to ultimately being displaced
themselves. However, in tandem with the critique of neoliberalism,
there is compelling artistic activism to reclaim equal access to
urban space and resources for all urban inhabitants. The current
presence of art in the urban space illustrates the constant
negotiation between power and resistance and there is a growing
need to recognize art’s multiple, conflicting and uneven
relationship with gentrification and displacement. This panel
acknowledges the accumulated discussions on art’s positive role in
gentrification but changes the focus to the growing phenomenon
of cultural and artistic protests and resistance in the gentrified
neighborhoods. The presenters discuss how art captures and, in
some instances, subverts the experience of the gentrified urban
space, reveals the hegemonic and counter-hegemonic interactions
among city authorities, urban developers, and activists and
empowers the communities in the gentrified neighborhoods.
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Reflecting Community and Shaping Change in a Mid-Sized
Urban Setting: Public Art’s Role in Promoting, Resisting and
Controlling Gentrification in Three Distinct Neighborhoods
Heather M. Shirey, University of St. Thomas

This paper explores how public art in a mid-sized urban setting
reinforces identity, spotlights community aspirations, and fights
to protect long-term residents from a wave of development that
is financed and planned by outsiders. Specifically, the project
examines murals in three distinct, adjacent neighborhoods in
Saint Paul, Minnesota to investigate, in a comparative fashion,
how artists, residents and community leaders & activists
understand the role of urban art as it relates to development,
gentrification, and issues of spatial justice. Using three
neighborhoods as case studies, the project explores how outside
entities shape the urban landscape and how communities use
art as a means of speaking back, resisting, expressing dissent,
and reclaiming space. This research draws on interviews with
artists, organizers, community members, and neighborhood
residents as well as analysis of the artworks and exhibition
strategies and spatial analysis. Using these approaches
demonstrates the different ways that the urban art of each of
the three neighborhoods varies in aesthetics and content.
Furthermore, this paper argues that these differences can be
attributed to several factors having to do with the demographic
characteristics of each neighborhood, the mission and
prominence of organizations funding and organizing art
projects, the experiences of neighborhood residents and their
relationship to the art, the degree to which each faces the
pressure of development, and the political realities and
challenges each neighborhood faces.

Indigenous Cultural Resurgence, Hotel Murals and Neo-colonial
Urbanism
Michelle H. Veitch, Mount Royal University

This paper examines Indigenous political aesthetics and anti-
gentrification resistance in the context of creative city discourses
and neo-colonial urbanism focusing on the collaborative wall
mural, Through the Eye of the Raven (2010) at the Orwell Hotel
in the Downtown Eastside (DTES), Vancouver, Canada. Situated in
an economically depressed city district where predominantly
Indigenous inhabitants live and work, the mural was completed
by intertribal artists and an author in consultation with the hotel
management and locally based community groups. The project
contributes to culturally driven revitalization schemes in the
area, yet it also redresses colonialist histories of displacement
and disentitlement underlying city redevelopment. As such the
hotel mural raises the following questions: How and why do
Indigenous creative initiatives redefine the cultural and political
tensions and contradictions surrounding art gentrification that
both enfranchises and disenfranchises local residents and
workers?; and to what extent do such projects engage in
Indigenous cultural resurgence that re-envisions territorial and
sovereigntist rights by foregrounding Indigenous practices of
placemaking and stewardship? In answering these questions,
this paper develops Indigenous studies and cultural geography
in order to explore the paradoxical workings underlying
Indigenous muralist art that intersects opposing and dissenting
ideological and epistemological discourses enacted, contested
and legitimated through creative reform in the framework of
neo-colonial urbanism. Such collaborative art projects reimagine
and re-politicize Indigenous urban spaces by addressing
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intertribal philosophies and ontologies embedded in conflicting
and overlapping Indigenous and settler geographies and
histories.

Participatory Media Art & the Politics of Gentrification:
Guadalupe Rosales’s Veteranas and Rucas & Map Pointz
Nicholas Gamso, San Francisco Art Institute

This paper explores the intersecting themes of art and
neoliberal gentrification via a critical engagement with
participatory practices—specifically artist/archivist Guadalupe
Rosasles’s work in East LA. Rosales collects photos and videos of
‘90s Latinx youth culture (dispossessed by the gentrification of
neighborhoods like Boyle Heights) and exhibits them on social
media sites such as Instagram and in local gallery spaces.
Rosales’ major projects, Veteranas and Rucas & Map Pointz, have
cultivated a place-based digital counter-public through users’
engagements (submitting photographs, recalling memories). The
work in this way generates an aesthetic continuity across
changing neighborhoods, personal archives, and networked
digital media space. Yet much of the work’s conceptual richness
with regard to such a politics comes from its evident
contradictions. The artist has hedged commercial and
institutional complicity by working with galleries accused of
driving minority displacement and by convening an audience via
proprietary social media platforms. In exhibiting these
contradictions, Rosales’ work visualizes the triangulated
character of art, tech, and creative urbanism—a complex which
has become the heart of neoliberal development paradigms,
especially since the 2008 financial crisis. Rosales’s practice could
thus be said to mark a shift between the problems of the
normative public square (who can appear there without
harassment or endangerment?) and the novel predations of new
digital technologies (are participants not also marketing
vectors?). The work thus invites us to understand the changing
urban sensorium as a dynamic expression of power and
resistance.

Public Art Contestations in the San Francisco Bay Area:
Gentrification, Visual Provocation, and the Space of Politics
Robin Balliger, San Francisco Art Institute

As neoliberalism reconfigures the meaning of politics, the public,
and urban space, publicart has become an intensified site of
debate over civic values, as well as a proxybattleground for
polarized political positions. The United States has
experiencedincreased contestation over public art, particularly
historic statues, with responses rangingfrom direct action
defacement, protests, removal, and lawsuits. Debates over public
art inthe San Francisco Bay Area emerge from the historical
context of progressive politicalmovements, the rebranding of SF
as the quintessential “creative city; and the dominanceof the
tech industry which has produced the most gentrified and
unequal region in thecountry. Through ethnographic research in
the Bay Area, | address public art projects inrelation to race and
class dispossession. In this paper, | focus on changing
politicalideologies and spatial practices by analyzing two
different sites of public art. SanFrancisco’s famous Clarion Alley
murals have been subject to right wing vandalism,particularly
artworks in solidarity with immigration struggles, Black Lives
Matter, andthe Palestinians. This space visually indexes far Left
and Right political divisions in thecontext of a once-radical
neighborhood’s struggle against gentrified erasure.Concurrently
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in Oakland, city representatives scrutinize public artworks that
bringattention to victims of police violence, demonstrating
insipid liberalism among Oaklandpoliticians against struggling
black and brown communities. Analyzing these twodifferent
spatial locations, governance contexts, and visual provocations
serves todemarcate the dominant political tensions that
characterize the public in thecontemporary moment.

Chairs: Nina Amstutz, University of Oregon; Emily Eliza Scott
Discussant: Nicholas Mirzoeff

In the last decade, there has been a surge of interest in geology
and its attendant fields - such as stratigraphy, paleontology, and
geomorphology — among scholars and practitioners outside of the
earth sciences, including art historians and artists. Partly catalyzed
by the thesis that we have entered a new, post-Holocene epoch, in
which anthropogenic activity is being indexed in the Earth’s
material record at the planetary scale, geological references have
increasingly permeated theory in the arts and humanities, from
new materialist philosophies including Jane Bennet’s exploration of
“vibrant matter” to work on ‘geosocial formations” by critical
geographers, Elizabeth Povinelli’s concept of ‘geontology; Jussi
Parikka’s “geology of media,” and forensic research carried out by
Eyal Weizman and his collaborators. Together, this work points
toward new frameworks for understanding the origins of the
human, its fate in the Anthropocene, and its relationship to
inhuman life and matter, even while Juanita Sundberg, Zoe Todd
and others have noted the extent to which some of this same
theory elides longer-standing indigenous epistemologies. This
panel invites papers both historical and contemporary in nature,
which explore the myriad ways that artists have mined the
geological imagination. Presentations might address, for instance:
the agency attributed to rocks in Pre-Columbian architecture, the
preoccupation with “figured stones” in early modern Europe,
artistic interest in fossils since the advent of paleontology, earth
art’s movement of dirt and minerals in the 1960s-70s, or ways that
contemporary artists are engaging subterranean realms to address
extractive industries, petrocapitalism, and climate breakdown.

Introduction
Emily Eliza Scott

Emily Eliza Scott and Nina Amstutz will give a brief introduction
on the session theme of art and its geological turns.

Transformative Rocks in a 14th-century Painting and

Contemporary Chinese Geopark

Elizabeth Kindall, University of St. Thomas
The rocks “were like people in having ears, eyes, mouths and
noses, yet not one form was the same...[some forms] had a
harelip, a dented head, a lifted head, a bulging-nose, wore
scarves, were leisurely and carefree, were hunch-backed, had
open-mouths, turned their heads, bowed and peeped, or soared
above...the mountains were like a person’s stomach, ribs, back,
and rump...from the front and back they looked different.” This
14th-century record describes the Yandang mountain range, just
south of Hangzhou, China. This talk focuses on the extraordinary
anthropomorphic and zoomorphic topographical rock formations
that cover this mountain range. These unique formations range
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from 900 to 1,100 meters high and were created when an
ancient cretaceous rhyolitic volcano exploded four times,
collapsing in on itself each time. The number and unique shapes
created over the course of these explosions earned the Yandang
caldera the designation World Geopark. | will introduce the
geography, history, and character of the Yandang mountain
range. Then, using contemporary geological reports, on-site
analysis, the mythical history of the range, and early travel
reports, | will examine traditional viewers’ reception of the
range as recorded in a unique 1316 painting of the scroll. | will
argue that, when mediated through the senses (sensiotics), the
painted geological characteristics of the site not only
transported viewers there, but enabled them to perceive the

photography in deep time. Through case studies of
contemporary artists who are using nineteenth century
photographic processes to document and critique environmental
injustice in extractive regions, | consider how utilizing early
methods allows for a direct engagement with materiality that
probes photography’s functions and effects in the context of
climate change. Once set in the photograph, the image-object
forms an archive of its extraction and transformation. Some of
these materials become a vehicle for environmental activism.
The materiality of climate crisis necessitates thinking about
materials—and the tangible consequences of their use—
alongside questions of representation.

A Phenomenology of Iceberg Collisions

Saadia Mirza
In the year 2000, a group of scientists made the “Tahiti
Observation”, a pattern of earthquake signals reaching Hawaii
from the Antarctic. Some years later, a group of glaciologists
discovered that the signals were coming from the Ross ice shelf

somatic elements of a physical journey, that would have been
indescribable in words or images.

Arthur Lakes in Dinoland: American Fossil Fuels and the
Paleontological Imaginary
Michaela Elaine Rife, University of Michigan

American fossil fuel extractors have long turned to a fantastical
underground imaginary to promote their endeavors. In the
nineteenth century, boosters likened mines to the wonders
produced by Aladdin’s lamp, which was found in an underground
cave. More recently, a fracking company gave Pennsylvania
children a coloring book featuring a “Fracosaurus” in 2011;
meanwhile, the Koch name dominates the Smithsonian Natural
History Museum’s Hall of Fossils. Each of the above examples
demonstrates an affinity between extraction and the geologic.
This paper will explore exactly what fossil fuel promoters hoped
to gain by enlisting the underground, specifically the
paleontological imagination. In order to understand their goals, |
will examine two case studies: late nineteenth-century
geologist-miner-artist Arthur Lakes and the Sinclair Oil
company’s Dinoland exhibition for the 1964-1965 New York
World’s Fair. Lakes documented the 1870s “Great Dinosaur Rush”
to the American West and he later established the Colorado
School of Mines. Sinclair Oil expanded on their ubiquitous
“Dino” icon with a monumental exhibition of animatronic
fiberglass dinosaurs that travelled down the Hudson River. While
these instances are separated by nearly a century, both operate
at the intersections of dinosaurs and fossil fuels. | will argue
that this paleontological obsession not only taps into an
American fascination with deep time, but also allows for settler
Americans to bypass the Indigenous history and present of
extractive landscapes. Sinclair's pageantry and Lakes’s paintings
demonstrate how visual art is an instrumental tool in the
propagation of a settler colonial relationship to land and “fossil
fuels”

Camera Geologica

Siobhan Angus, Yale University

In 1839, Louis Daguerre announced his method for fixing images
on a metal plate. The same year, the “heroic age” of geology was
proclaimed by the Reverend William Whewell, the president of
the Geological Society of London. Geology as professionalized
science came into being in the same decade that photography
was announced to the world. To consider the significance of this
parallel history, | situate photography in geological time through
a focus on metals, minerals, and fossil fuels used in photography
as light-sensitive materials, developers, and metal plates. A
reorientation to the geology of media locates a history of
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in Antarctica. Headlines flashed across world media later that
year, when the world’s largest recorded iceberg called B15 broke
and wandered off into the sea, a proof that the ice in the poles
was melting at a speed faster than previously imagined.
Somewhere in the American Midwest, a group of scientists had
been listening to the sounds of the ice shelf for over a year,
studying the fragile structure of the ice through them. An
experimental method was being born, as scientists realized it
was possible to hear the “singing of the ice” as it cracked,
sheared, slid and trembled beneath the surface. In conversation
with these glaciologists, this audiovisual work targets an
experience of sound and image mapping to immerse viewers in
the unique and important meanings of these sounds that are
used to understand the geology of the bedrock underlying
glaciers and ice-sheets, as well as the fragile structures of the
ice itself. This proposal for the annual CAA conference will
target the deployment of sound and physics—in both its visual
and acoustic dimensions—as an example of how sounds and
images and their conversions across media allow scientists to
render meaningful natural objects (Helmreich 2007).

Ring of Fire: Critical Tectonic Cultures
Jeannine Tang, The New School

| examine the The Ring of Fire (2014 - ongoing) project by Irwan
Ahmett and Tita Salina. While primarily situated in Jakarta,
Indonesia, the artists and their project trace the climate crises,
art and cultures of the Asia-Pacific Rim using essay films, site-
responsive performances and long-term community-based
research. Prevailing accounts of The Ring of Fire have situated
the project within Indonesian contemporary activist art and
environmental discourses of recycling and sustainability. This
lecture repositions The Ring of Fire—and an emerging body of
contemporary art practices within Southeast Asia, including
practices by Ho Tzu Nyen, Jason Wee and others— within
anticolonial ecologies. By focusing on the artists’ use of gesture
to signal states of territory and states of grief, along with the
nomadic character of their production and conceptualist
approach to Asia-Pacific geologies, | emphasize the project’s
treatment of fire as spanning the tectonic basis of volcanic
eruption, its exacerbation by the colonial economic
repositioning of cash crops resulting in widespread
deforestations by fire, and depictions of fire in modern art
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history—put another way, the embodied experience of fire as the
interaction of atmospheric and symbolic economies. Arguing for
how the artists link regional extractivism with an institutional
critique of acquisition—of the state as a territorializing
institution, and the state museum’s holdings of pictorial fire in
modernist art—I propose The Ring of Fire as an instance of what
| term “critical tectonic cultures” in which the ongoing life of
anticolonial thought, experimental form, institutional history
and elemental media are fundamentally entwined.

watercolors, “Dresden Destroyed; depicting his city’s aerial
destruction, then still in progress. He later said, “I drew, | drew
obsessively, creating a graphic record of ruined buildings and
streets—but not of people or lives—that he later turned into
woodcuts. This paper considers Rudolph’s project, and works by
such artists as representational painters Otto Dix, Heinrich
Ehmsen, Karl Hofer, Karl Hubbuch, and Jeanne Mammen,
experimental photographer Edmund Kesting, and abstract artists
Willi Baumeister and Fritz Winter, in relationship to documentary
photographs and films and to Sebald’s thesis. Questions to
address include whether these depictions address their own
historical moment, and if so how, or represent a return to the
German Romantic cult of the ruin.

Henryk Ross and the Lodz Ghetto: the Affirmative Qualities of
Photography and Humanity
Egon Schiele

During World War I, the Polish photographer Henryk Ross (1910

Remembering the Land: Art, Direct Action, and the Denial of
Extractive Realities on Bougainville
Amber Hickey, Colby College

- 1991) was interned at the £6dz Ghetto where he worked for
the Judenrat, a Nazi controlled Jewish Council, producing
propaganda and making administrative documents.
Clandestinely, he also risked his life photographing Nazi
atrocities and the daily life of the ghetto. This archive proved
incredibly important as evidence in the war tribunal of Adolph
Eichmann, in which Ross testified. But Ross’ most vital
photographs may be from his relentless documentation of daily
life: celebrations, family portraits, domestic scenes, births, and
even young love. Ross’ unique portraits affirm the humanity of
the Jewish people even as the Nazis were simultaneously
dehumanizing them through any means available. Applying John
Berger’s Marxist conception of photography which cleaves the
image away from its object (property and commaodification)
through its reproducibility, a claim can be made through Ross’
work that photography’s strength resides in its capacity for
social reproduction. As this work has been displayed, it has even
expressed a use-value as when visitors have identified images of
lost family members, adding to the whole of Jewish legacy.
Interpreting Ross’ work this way prompts questions about
photography as an art form, particularly in consideration of its
ability to construct reality outside of our lived experiences.
While Ross’ images of Nazi abuses hold a widely important
historical value, his portraits of social life generate a
psychological impression of oppressed peoples outside of
expectation, expanding the value of this archive well beyond the
historical.

In the late 1960s, Rio Tinto laid claim to Bougainville’s rich
copper deposits. After years of struggle against the mine, locals
dug up the guns that littered the soil after World War Il and
waged an armed defense of their territory and livelihood. This
successful defense was waged primarily without the use of fossil
fuels — instead Bougainvilleans powered their military vehicles
with coconut oil in a decade-long campaign that became known
as the Coconut Revolution. This paper mobilizes Bougainvillean
artist Taloi Havini’s Habitat series as a lens through which to
understand this movement and its implications in relation to
global resistance against extractive violence. This highly sensory
series of video installations illuminates the continuing
manifestations of mining impacts, the complexity of the
Bougainvillean independence debate, and the subtle ways in
which practices of generative refusal continue. Havini’s work
encourages viewers to critically engage with colonial and
extractive legacies within Bougainville and to rethink dominant
modes of understanding land, methods of exchange, and
collective memory. Ultimately, | argue that through looking
toward this example of successful creative resistance, we can
create space within which to imagine and enact contemporary
methods of generative refusal against the extractive industries
across global geographies of struggle.[1] [1] On generative
refusal, see Audra Simpson, “Ethnographic Refusal: Indigeneity,
‘Voice” and Colonial Citizenship,” Junctures: The Journal for
Thematic Dialogue, no. 9 (2007): 67-80.

Air War and Art: On the Ruins of Immediate Postwar German

Art

Peter M. Chametzky
Air War and Art: On the Ruins of Immediate Postwar German Art
Peter Chametzky Professor of Art History University of South
Carolina In 1997 German writer W.G. Sebald delivered the
lecture “Luftkrieg und Literatur] published in 1999 and in
English as “On the Natural History of Destruction.” Sebald
claimed that German postwar literature had failed to respond to
the trauma of the allied aerial destruction of German cities. This
paper evaluates whether the same can be said for visual art and
whether, as Sebald argued in words and photographs, “this total
destruction has been represented not as the horrific ending of a
collective aberration, but as the first step in a successful
reconstruction” On February 14th 1945, the Dresden artist
Wilhelm Rudolph began his series of over 200 drawings and
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Chairs: Nicole F. Scalissi, University of North Carolina,
Greensboro; Laura Almeida, The Denver Art Museum

Across the Americas, "democracy” is held as a modern value, yet in
practice it is often under threat, continually challenged, undercut,
or destroyed. For example, instances of conservative governmental
censorship, such as the shutdown of Queermuseu [Queer Museum]
exhibition at the Santander Bank’s Cultural Center in Porto Alegre,
Brazil (2017), remain pervasive. This session seeks short case
studies for a dynamic conversation about democracy in the
Americas—as failure, experiment, success, and more—as
experienced, activated, or envisioned by artists since the mid-20th
century. How do artists, curators, exhibitions, and art institutions
enact democracy, or reveal its limits, both at macro and micro
levels? This conversation is deeply invested in the edges of
"democracy” from the perspective of the Americas (including
spaces of colonial legacy, such as Guam and Puerto Rico): who has
access to freedoms within these systems? How do urgent issues of
human rights, environmental justice, and public health pressure
democratic values and processes? Presentations that address
issues of censorship; border crossing and borderzone autonomy;
citizenship and statelessness; conditions in immigrant or asylum-
seeker detention camps; and democratic elections and rising
populist sentiment are especially encouraged. We welcome
scholarship on artworks in any media from across this geographic
and cultural region, as well as case studies in curatorial, activist, or
artistic practices. Research-based presentations (with images)
should be between 10-15 minutes in length. Most of this session
will be allocated to conversation among panelists guided by
questions from the co-chairs, and opened up to the audience.

The Inoculation of History in the Censorship of Kara Walker's
Work at Newark Library

Nancy Wellington Bookhart, Institute for Doctorial Studies in
the Visual Arts

The headline as it appeared in the 2012 Art in America
magazine in an article by Brian Boucher was shocking. It read
“Kara Walker Censored at Newark Library” The censoring of
Walker’s work is apropos for this reason: we live in a country that
sells democracy in the global marketplace as a means of
transcending one’s station. Since her initial showing, Walker's
work has been controversial by traditional standards of slave
representation. The depiction of the slave theme in Western art
history has become the sacred cow for a large percentile of the
African American community, where the art lay silent on the
multitudinous atrocities, and untold narratives. Arguably,
Walker's images are difficult to encounter at times. Walker’s work
challenges the tradition of seeing where master and slave
conjoin in a type of hybridity of humanity as a new community?
What Walker has done in her work is to return to history to
excavate what has been veiled, to recoup subjectivity. To do so
she returns to the primal scene of history as history to
emancipate the stereotypes of history. In Walker, the master nor
the slave exist as their former selves. Instead, transplanted in
their place is a suspension of both positions and a giving way to
a new law of perception vis-a-vis Jacques Ranciere’s concept of
the decentered gaze. In the censorship of Walker’s work, history
has been inoculated. This inoculation is not a healing, itis a
forgetting.
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Tania Bruguera's INSTAR and the dynamic for cultural and
political change in Cuba
Maria Marino, Temple University

Cuban artist Tania Bruguera has had a long-term commitment to
denouncing global social issues of human rights violations
through art. Bruguera's performances and experimental
institutional practices involved alternative forms of education
that promote civic engagement. For this conference, | would
analyze the impact of the Institute of Artivism Hannah Arendt
(INSTAR) in Cuba’s current context. Arbitrary detentions of
artists, curators, hip hop musicians, and poets have become a
common practice by Cuban police since Decree 349 was put in
place in 2018. INSTAR, which was founded after a 100-hour
performance reading of The Origins of Totalitarianism by
Hannah Arendt, was a public action to raise attention to the
political harassment of Bruguera and her collaborators, but it
also followed a restriction on the artist to enter the National
Cuban Art Museum where some of her art was displayed. My
goal is to present Bruguera's concept of ‘Artivism” as a viable
alternative to promote social change in critical contexts.
Moreover, | would analyze how INSTAR deals with memory and
identity issues from a civic perspective and how it engages in a
transformative process with the everyday Cuban.

Art, Memory, and Archive in Extreme Contexts
Priscilla Arantes, Paco das Artes and Pontifica Universidade
Catolica

Arte, memdria e arquivo em contextos extremos [Art, Memory
and Archive in Extreme Contexts] investigates contemporary
artistic productions which incorporate the dimension of archive
and memory in two distinct moments of the country’s history:
the civil-military dictatorship and the 2000s. Throughout the
essay we attempt to show how the constitution of the archive-
work strongly relates to the history of the context of Brazilian
art, and also how the development of this production can be
understood as a kind of device for new “re-writings” of history by
artists in contemporaneity. In 2018, as a case study, we
performed a reading of the Estado(s) de emergéncia [State(s) of
Emergency] exhibition, held by Pago das Artes in partnership
with Oficina Cultural Oswald de Andrade.

Brasil Zero-Zero - from Personal Visual Archive to Public
Potential History
Paula Damasceno, UNC Chapel Hill

Brasil Zero-Zero, 2019, is Gustavo Piqueira's visual articulation of
three distinct visual sources of political elections in Brazil. In
this artist's book, Piqueira uses his private collection of political
advertisement posters from the 1980s along with the 2018
presidential election visual war of online posts and photographs
taken on the 2018 election day. The result is a rich and complex
visual guide to what has changed in Brazil between the first
democratic elections held after twenty years of a military
dictatorship in the 1980s and 2018, the year Brazilians elected a
president who has among his heroes a notorious military
general who tortured political adversaries during the military
dictatorship. Piqueira uses his personal archive to provoke
thoughts on public memory and to look at potential stories that
emerge from it. The writings of Benjamin, Sekula, and Azoulay
offer that production, reproduction, and distribution of images
are operations that can cut both ways either to foster or repress
democracy and civil rights. What happens when such operations
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are compiled and compressed into a book? Piqueira brings three
visual narratives together to enhance the contrast and dodge
dark areas where thicker layers of antidemocratic promises are
revealed. Piqueira allows for visual silent pauses among the
prolific visual discourses printed on the pages and short texts
that, | argue, make Piqueira’s archives serve contemporary public
history as a challenge as is Brasil Zero-Zero.

FOUNDATIONS IN ART: THEORY AND EDUCATION

Chair: Lauren Kalman, Foundations In Art: Theory & Ed
(F.ATE.)

Art Foundations education has historically been a hands-on
process involving real-time and in-person feedback, demonstration,
practice, and dialog. In the wake of COVID-19, 2020 saw the
remarkable shift of higher education programs across the world
from predominantly in-person to fully online. Faculty and
programs had to pivot online swiftly, selecting key values,
concepts, and experiences to take with them. What became a
priority to keep and what new content did we discover? With the
threat of reemerging global pandemics combined with the
flexibility of online learning, we could be looking at a future where
online teaching may be more frequent or even required. With this
shift also comes a need to address inequity in access to digital
tools and resources through Art Foundations courses and
curriculum. Facing the possibility of a changing paradigm, and in
the wake of a global catastrophe, what are the new core values
that emerge for Art Foundations classes and curriculums both
online and in face-to-face learning? Foundations in Art: Theory and
Education is hosting this panel in collaboration with College Art
Association Education Committee

Updating a Foundations Program during COVID-19
Rachel Leah Cohn

In Summer 2019, | came to Ball State University to overhaul the
Foundations program and develop the new 4D Foundations
curriculum. Over the course of the year, we experimented with
performance, public intervention, analog film processes and
shadow theater. In summer 2020, | had to completely reevaluate
the first-year experience for a fully asynchronous online context.
Through a collaborative process, my team adapted successful
past projects and defined new projects to meet similar
objectives. One of the most positive gains from COVID-19 has
been the accelerated awareness of accessibility as well as how
students can and need to use technology right now. How can |
create a collaborative classroom with emphasizes their
engagement with one another and streamlines my experience as
an instructor? Adapting materials lists to what was readily
around them has helped shift from skill-based exercises to
concept development. Concept needed to address themes
relevant to right now, such as social justice, archiving and self-
care, which was also a radical shakeup for the faculty. A main
goal is to provide avenues for student to have a space within a
community to talk about their current lived experiences, while
also building technical skills. This online modality has increased
the capability to share materials between courses and faculty,
which both eases the load for the instructors, as well as brings
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more voices into the classroom In this panel, | would like to
speak about the system we have created as well as specific
successes | will carry forward.

Build an active learning community with fun
Muyuan He, City College of New York

The first core value is fun, because humor can help us cope with
the difficult reality. After the lockdown, | designed some
quarantine-themed exercises to keep the students continue
learning skills. One is to animate the droplets from a spray
bottle from their favorite germ-killing brand. Another one is to
animate the apocalypse food in their fridge. Currently, | am
asking my students to imagine a day full of good news, write the
news and design a newspaper. The second core value is
community-building. Students, while stuck at home, might not
get physically close to any people of their age. Thus, it is
especially important to give them tasks to work on together. The
third value is critical thinking. Having the privilege to read the
news in multiple languages, | am concerned about how each
country’s citizens are fueled by the sensational language that
their local news is using against another country. We need to
address this more urgently because the pandemic makes
everyone more isolated and vulnerable. Educators should equip
them with critical thinking during our discussions, to bring up a
generation that can understand diversity and respect
differences.

Unmarketable Skills: Foundational Practices for a Volatile
Climate
Allyson Packer

A worker’s marketable skills retain value only as long as they
remain relevant to external forces like technology and industry
demand. This reality means that solely equipping students with
these skill sets leaves them vulnerable to an increasingly
volatile political and economic climate. Addressing this
vulnerability demands that we also teach unmarketable skills.
These skills, as defined by the author, are skills that allow
students to recognize opportunities to seize agency and
maintain value within their peer network. They are
unmarketable precisely because their benefit is lateral: They
include things like collective organizing, hacking or bypassing
inaccessible technologies, or exploiting institutional blind spots.
They often do not visibly benefit institutions or future
employers, and result in artwork that is not easily captured in a
single image. Yet, unmarketable skills are foundational because
creative forms of advocacy and resistance are essential to the
survival of cultural workers, as evidenced by the recent wave of
organizing by museum workers and creative organizing actions
by groups like Artists for Workers and #Tate_United. Students
who practice unmarketable skills within the semi-protected
context of a Foundations classroom are better equipped to
advocate for themselves and others in the face of precarity.
Beginning with insight from the author’s own experiences, this
paper will also draw on interviews with faculty across the
country, addressing how they incorporate unmarketable skills
into their curricula, as well as the risks involved in teaching
them in an institutional environment.

Building a Curriculum Centered on Inclusion
Rachel Marie Debuque

Times of chaos and uncertainty become teachable moments for
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educators and their institutions. Covid-19 not only thrust faculty
into a new learning environment, it illuminated the long
enduring virus of racism that infected the polices, curriculum,
and structure of our institutions. In the wake of these dual
health emergencies, we are presented with an opportunity to
ask ourselves big questions like - what is essential to our
curriculum and the future of education? The instability provides
a moment for rewriting, recalibrating, and reimagining
paradigms in teaching. By centering our efforts on inclusion, we
lay the groundwork for a strong curriculum that is adaptable to
futures unknown and unpredictable. Inclusivity begins in the
classroom. It entails training in anti-racist pedagogical practices,
evaluating individual blindspots, and addressing inequity in
hiring. Centering on inclusivity clarifies our curricular goals. It
challenges us to create dynamic learning environments that
serve the students whom the status quo has historically left
behind. In both an online and face-to-face curriculum, inclusivity
demands that faculty engage in a responsive pedagogy which
leads with compassion, promotes community building, and
supports diverse learning styles. Although 2020 laid bare our
significant problems in equity, it has also provided a moment
that is begging educators and institutions to do better. Our
response will define our future.

INTERNATIONAL COMMITTEE
Chair: Sonal Khullar, University of Pennsylvania

In his essay “The Artist as Ethnographer] Hal Foster identified an
ethnographic turn in “advanced art on the left” from the mid-1980s
and warned against reifying otherness, reproducing primitivist
fantasies, and reducing art to politics (and vice versa). This session
takes up Nora A. Taylor’s provocation that art historians adopt
ethnographic methods in writing on contemporary art in
postcolonial societies, in part to engage legacies of colonial
anthropology and historiography. We aim to reimagine boundaries
between the professions and positions of art historian,
anthropologist, historian, and artist. Despite the rise of scholarship
on intersections of art and anthropology in recent years,
exemplified by art historical engagements with the work of Alfred
Gell, Bruno Latour, Franz Boas, and Claude Lévi-Strauss among
others, there has been relatively little attention to writing art
history and ‘writing culture; to use James Clifford’s phrase. How
might our knowledges and practices of art history be transformed
by engagements with ethnography? Which historical precedents
might we consider, including Aby Warburg’s mythic ethnography in
his Kreuzlingen lecture (1923) on the Hopi snake ritual and Octavio
Paz's autoethnography in Essays on Mexican Art (1993), with their
rethinking of modern and primitive selves and western and
nonwestern cultures? What directions for future scholarship might
such a project yield, as in Winnie Wong’s study of contemporary
painters in China and Philip J. Deloria’s study of the artist Mary
Sully (1896-1963) in the United States?

Double Woman Ethnography: Making Sense of Mary Sully’s

Boasian Edges

Philip Deloria, Harvard University
Dakota artist Mary Sully developed the aesthetics of her
Personality Prints Project—134 triptychs, each reflecting on a
“personality” from the popular culture of the 1930s—in close
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dialogue with her sister Ella Deloria, a linguist and ethnographer
situated in Franz Boas’s Columbia University circle. From
participating in early race-focused social psychology
intelligence testing to preparing illustrations for Ella Deloria’s
major ethnographic work, Mary Sully was both object and
collaborator in an intimate ethnographic exchange with her
sister, situated within the larger context of Boasian anthropology
and Dakota survivance. As early as 1927, she anticipated the
methods of Boasian ethnography later employed by Ella Deloria.
Her own project sought to reverse the anthropological gaze,
offering a Dakota ethnography of American culture, created case
by case through a popular culture-based version of participant
observation. Art historical interpretation of her work, then,
requires not simply knowledge of her cultural contexts but an
ethnographic imagination and method of its own. Returning to
its original context Janet Berlo’s influential framing of the Lakota
Double Woman as a trope for Native American women’s arts, I'll
suggest, allows a complex understanding of doubling and
multiplicity in Sully’s work: her interior doubledness, her
frequent twinning with her sister, her status as the subject and
object of ethnography, and our own imperatives to interpret
through a doubled ethnographic lens, simultaneously a Boasian
reading of Dakota culture and a Dakota ethnography of white
America during the Depression era.

Material Primitivisms, Lyrical Abstractions: On Ethnographic
Authority and Histories of Craft in Mid-twentieth-century China
Christine I. Ho, University of Massachusetts Amherst

In mid-twentieth-century China, Shen Congwen (1902-1988)
advanced a theory of “lyrical abstraction” alongside his work
documenting ethnic cultures at the National Museum of History.
Describing himself as a “ragpicker” and “beggar woman, Shen
collected traces of lived human experience from sutra wrappers
to embroidered borders and traveled in rural communities to
observe firsthand the rituals of ethnic minorities. This paper
examines emerging concepts of abstraction and primitivism
within the broader project of ethnographic studies in mid-
twentieth-century China, when large-scale state surveys
advanced social-scientific concepts of ethnicity, diversity, and
plurality. Tracing his ancestry to the majority Han Chinese elite
and the Miao ethnic minority, Shen Congwen was uniquely
positioned to embrace as well as to resist ethnographic
authority: he occupied the friction between subject and object,
the dichotomies of peripheral identity and exotic otherness that
constituted the modern self in China. As a writer of country
customs often characterized as primitivizing, he raged against
the rapid disappearance of ethnoregional cultures, especially
handicraft techniques and folk habits, and sought to redress
textual absence through observational evidence that could
record unseen, unacknowledged, and uncontextualized
vernacular practices. The decoration and construction that were
material traces of such practices became the subject of his
magisterial History of Ancient Chinese Costume, which stages a
confrontation between the particularity of ethnographic method
and universalizing tendencies of art history. Paradoxically, it was
Shen’s status as participant-observer that allowed him to
describe the universalizing impulse as lyrical abstraction,
developed out of a material primitivism that complemented
civilizational, scientific progress.
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Incomplete Commissions: Relating Art History and Ethnography
through Palestinian Art
Kirsten Scheid, American University of Beirut

An anthropologist conducting fieldwork with Palestinian artists
since 1992, | was strong-armed into co-curating the 2018
Jerusalem Show. For its ninth iteration, we revamped this event
devoted to bringing contemporary art into the Old City and
putting Palestine on the global art map, by making Jerusalem
the subject rather than the background for art production.
Seeing the city itself as an artwork inverted conventional
spatial, temporal and political framings of it, and foregrounded
the artists’ labor to develop their projects and meet audiences.
But how do we see art that creates that which it allegedly
represents? What can the process of art projects’ unfolding tell
us about “cultural densities” and political strategies (Deloria
2019)? | focus on two incomplete commissions: Yazan Khalili’s
Center of Life which diagrams techniques Palestinians use to
meet or subvert Israeli residency requirements; and Basel Abbas
and Ruanne Abourahme’s And Yet My Mask |s Powerful enlivens
“visits” to historically destroyed Palestinian sites. Involving
deputization and displacement, both tested how our exhibition-
project transformed theories of art as a “system of action” (Gell
1998) and a “critical space” (Mittermaier 2011) for “anticipatory
representation” (De Cesari 2011) into opportunities for shifting
social relations and reflecting on their limits. | explore the
unfinished projects with two aims: Ethnography may enflesh
without concretizing the subjects we tend to find represented in
art. Writing art history where people are institutionally suspect
due to their relation to place and populace might provide an
ethnography of the possible.

Hunter-Gatherer or Ethnographia Collector? The Artist in the
Age of the Exhibitionary Complex
Nora Annesley Taylor, School of the Art Institute of Chicago

In her review of Vietnamese-Danish artist Danh Vo's
Guggenheim retrospective in February 2018, Roberta Smith
hesitated to call the artist an artist. Instead, she dubbed him,
somewhat pejoratively, a “hunter gatherer” and called his
collection of historical objects to be illustrative of the “usual fate
of non-Western countries: the debilitating progression of
missionaries, colonization, military occupation and economic
exploitation” Her review exemplifies the bias of a contemporary
art world that an artist such as Danh Vo, and others who have
been marginalized from institutions such as the Guggenheim,
have been fighting. Not once did Smith consider the specificity
of Danh Vo's historical references — not to mention that most of
them concern the fate of the United States’ policies toward Asia
- or how history as a medium has been the focus of the work of
so many artists from Southeast Asia precisely to recall, reclaim,
reenact, rethink and recontextualize historical events. This essay
will look at Danh Vo's trove of historical material as more than
memorabilia, loot or gathered goods, and instead consider his
method of acquiring objects through auction sales, and
negotiations with their owners to be the work of a specialized
curiosities collector. His methods of obtaining documents,
excavating objects from their sources are akin to the methods of
an ethnographer, historian or archaeologist who presents his
findings as evidence of human behavior.
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Chair: Dana Hogan, Duke University
Discussant: Edward Triplett, Duke University

Over the past fifty years there has been a ‘spatial turn’ in art history
scholarship resulting in an evolution of discourse articulating
layered relationships among created objects, visual experiences,
and multifaceted spatial environments. Art historians have more
recently explored the utility of digital tools for historical analysis
through spatial questions. Art Historical GIS: Mapping Objects,
Artists, and Intellectual Exchange will be the first CAA panel on
Geographic Information Systems (GIS) composed of graduate
students. This panel offers four productive lines of historical
inquiry, from the Byzantine to early modern eras, utilizing GIS to
enrich traditional methodologies. Presenters will engage with the
following questions: How do the transregional and transnational
circulation of material objects impact viewers’ use and
understanding of these objects, and shape conceptualizations of
the cultures from which they originated? What patterns emerge
when examining artists’ mobility over time with consideration of
their gender, class, and birthplace identities? In what ways do
innovations of art and architecture create legacies in the physical
and cultural fabric of a place, and find purchase or resistance
through diffusion? Critical dialogue will address how this tool has
been beneficially leveraged to analyze art historical subjects across
cultural spheres and time periods, while also reflecting on its
limitations.

Mapping Migrations of Italian Women Artists, 1500-1700
Dana Hogan, Duke University

The 2020 Uffizi exhibition “The Greatness of the Universe in the
Art of Giovanna Garzoni” celebrated one Baroque artist’s global
imagination, largely formed through her remarkable mobility.
While travel has long been identified as an important factor in
artists' professional development, this project proposes that
systematic mapping of migrations by women artists is necessary
to contextualize Garzoni's movements within larger patterns.
ArcGlIS is used to map the transnational and transregional
movements of women artists of Italian origin 1500-1700,
attending to patterns of temporal and spatial overlap. Seeking to
challenge popular narratives that present early modern women
artists as “magnificent exceptions” or as the products of an
unusually tolerant cultural environment, these maps will show
that there were many nodes of activity among women artists in
the Italian peninsula to support migration. The artists in this
data set migrated for various reasons: at patron invitation, for
artistic training, to relocate with family, or to leave
unsatisfactory locations. As a result, their careers benefitted
from overlap with fellow artists as companions and trailblazers.
Through categorization of temporal, spatial, and source data,
this paper also offers methodological strategies for managing
levels of certainty and ambiguity inherent in historic data
specific to this field. The project of recovering records of women
artists has been largely dependent on semi-legendary and
incomplete historical accounts. By integrating evaluation of
speculative data with geographic information systems, this
mapping approach permits a broadening of the conversation by
uncovering layered relationships among artists, their social
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conditions, and spatial environments.

The Sevillian Market for Paintings (1500-1700) through GIS:
Indeterminate Historical Information and Statistical Analysis
Felipe Alvarez de Toledo, Duke Art Law and Markets
Initiative
The question of how space and place affect production and
consumption is of special interest to a scholar of early modern
art. The period was molded by a market revolution based on
trade between far-flung places, a fact especially true for Seville,
Spain. This city was the exclusive port of trade with the Spanish
colonies between 1503 and 1714, linking Europe and the
Americas. Paintings soon crossed the Atlantic by the thousands,
to the benefit of painters and dealers alike. The study of markets
has a natural referent in the field of economics, which, like the
humanities, has also faced a ‘spatial turn’ The field’s quantitative
bend, the proliferation of datasets and economists’ adoption of
GIS have coalesced into the sub-fields of urban economics and
economic geography. Yet in contrast to art historians, who tend
to use maps as a visualization tool, economists view GIS as a
means to an end, a way of creating geographic data for
statistical analysis. This approach opens possibilities, but also
challenges, for the socioeconomically-minded art historian. In
this paper, GIS is used as a means for producing quantitative
historical data while dealing with indeterminacies and lacunae
of historical information. We transform evidence from Sevillian
archival documents into geospatial data of two types: artist
addresses and painting destinations. With these, we study the
intra-urban organization of painters over the period and the
geographical distribution of demand. We use this data to
measure and visualize changes in production and consumption
of Sevillian painting from 1500-1700.

Medieval and Early Modern Hospitals: The Benefits of
Geotemporal Analyses
Brittany Forniotis, Duke University

In this paper, | argue that due to their significant geotemporal
relationships, the medieval and early modern hospitals of the
Mediterranean benefit from an analysis in which they are
considered as part of a broader system of ongoing intellectual
exchange around architectural practices and the sciences. The
medieval Mediterranean saw the birth and expansion of hospital
building. In the fourth century, hospitals, charitable institutions
open to the public and offering health care for extended periods
of time, emerged in Byzantium. During the ninth century
hospitals likely existed in both Lower Egypt and Baghdad, in the
eleventh century urban hospitals functioned in the Italian
peninsula, and by the twelfth century both Egypt and Syria had
major hospitals in their urban centers. The tradition of hospital
building in the Mediterranean continued to develop and spread
steadily throughout the thirteenth and fourteenth centuries,
until it became a standard practice in large cities in the fifteenth
century. Although the interconnectivity of the premodern
Mediterranean is no longer in dispute, scholarship concerning
medieval and early modern hospitals remains disparate, siloed
by disciplinary, geographic, and temporal interests that ignore
the interconnected intellectual and architectural histories
between these institutions. In this study, ArcGIS is used to
visualize and analyze the spatial and temporal relationships
between hospitals across the region. Architectural, scientific,
medical, and political data about a continuously growing dataset
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of hospitals are layered to produce rich analyses that enhance
previous findings from traditional methodologies.

Reconsidering the Monza Holy Land Ampullae through Digital
Spatial Analysis
Clara Pinchbeck

The Monza-Bobbio ampullae collection has been celebrated as
the material legacy of the Holy Land pilgrimage that flourished
between the fourth and seventh centuries. The small flasks date
to 600 CE and held oil from the Holy Cross in the Holy
Sepulchre. They were intended to be worn and displayed by
individual pilgrims who had visited Jerusalem. The topographic
imagery on the ampullae collapses past and present by
depicting scenes from the life of Christ alongside elements
contemporary to the pilgrims. In the seventh century, the
collection came to be connected to the northern Italian Lombard
Queen Theodelinda (590-628 CE) who gifted them to the royal
basilica in Monza and monastery in Bobbio. The Monza-Bobbio
ampullae have been studied by art historians and archaeologists
through various lenses including iconography, material culture,
object agency, and sensory theory. The collection’s spatial
relationship has been previously neglected despite its
geographically-oriented social, cultural, iconographic, and
architectural history. This paper will consider the ampullae’s
multiple relationships to space through digital analysis. The
flasks in Jerusalem, Italy, and the greater geopolitical landscape
will be mapped using ArcGlIS, a digital geographic information
system. These maps allow for the visualization of the
multidimensional role of the ampullae in pilgrimage, patronage,
and geopolitics. | argue that spatially analyzing these objects
adds to the larger understanding of Byzantine constructions of
kingdoms, religion, gender, and identity.
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ASSOCIATION OF RESEARCH INSTITUTES IN ART HISTORY

Chairs: Cynthia Roman, The Lewis Walpole Library, Yale;
Catharine Dann Roeber, Association of Research Institutes in
Art History

Discussant: Jan Stuart, Smithsonian Inst. Freer&Sackler;
Zhixin JASON SUN, Metropolitan Museum of Art; Stephen
Dole Allee, Smithsonian Institution

Following a successful three-year East Asia Fellowship Program
ending in 2019, and in keeping with ARIAH’s goal “to promote art
historical research throughout the world and to encourage
interchange and collaboration among research centers
internationally; this session will explore the benefits and outcomes
from the East Asia Fellowship initiative toward broadening our
mutual understandings of art history practice across international
borders. ARIAH’s East Asian Fellowship Committee Members will
work with host institutions to identify three fellows from the
program who will be invited to participate in a panel discussion on
the diversity of methodological and professional practices in art
history. We will strive as much as possible to select fellows from
different East Asian countries. Each panelist will be asked to
deliver a short presentation (15 minutes) on their research in the
United States with special focus on the methods they brought with
them from their home institutions and on any new methods they
encountered at their host institutions. Representatives from ARIAH
institutions who hosted program fellows will also be invited to join
the conversation. A leading U.S. scholar with expertise in the
subject of Asian art history or engagement with Asian
methodological approaches to art history practiced in Asian
institutions will be engaged as a respondent. Generous support
from the Getty Foundation will help cover costs of travel and
accommodations. We will entertain options for remote
participation as pandemic circumstances may require.

Discussant
Jan Stuart, Smithsonian Inst. Freer&Sackler

Investigation of Chinese Paintings in American Museums

Ziru Li
During the seven-month period, Li Ziru reviewed 794 works at
Freer&Sackler Gallery of Art and took photos of the details,
especially for the silk styles and fabric of most of them. In the
following nearly three months of the museum visiting in other
states, he visited six other museums with collections related to
his research. He consulted around two hundred works most of
them not published. This research supported multiple projects
including research on the Chinese Horse Painting in Yuan
Dynasty; research on the collection of Chinese painting and
calligraphy in the United States in modern times; research on
the collection structure and history of Freer Art Museum;
comparative study of early domestic paintings in China from
materials and seals. These opportunities will inform his future
thinking and research directions.
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Eiko Yamazawa’s Photography and America
Tsukasa Ikegami, The Museum of Modern Art, Shiga

Tsukasa lkegami conducted research in several collections with
the goal of building a comparison between abstract color
photography in the United States and the work of the US-trained
photographer Eiko Yamazawa, the first woman professional
photographer in Japan. While in residence at the Center for
Creative Photography, Ikegami studied correspondence between
American photographers and Yamazawa, consulted library works
about U.S. photography between 1920 and 1960, and viewed 80
prints from the collection. He also visited the San Francisco Art
Institute to study records related to Yamazawa’s time as a
student at the California School of Fine Arts; the Brooklyn
Museum to view a work by Yamazawa’s mentor, Consuela
Kanaga, as well as correspondence from Kanaga; the Archives of
American Art to view archival collections from Albert M. Bender
and Imogen Cunningham. Ikegami met with Maki Kanedo, a
specialist on Japanese-American artists at the University of
Kansas, and with Barbara Kasten, a Chicago-based artist who
conducted an interview with Yamazawa. He also traveled to Los
Angeles to attend the College Art Association conference and
attend panels about photography history.

The Architectural Images in Duke Wen of Jin Recovering His
State
Ziqi Wang, Renmin University of China

Duke Wen of Jin Recovering His State (B X/AEEE) is an
important Chinese painting collected in the Metropolitan
Museum of Art. While scholars disagree on the date of this
painting, it is generally attributed to the Northern and Southern
Song Dynasty painter Li Tang (Zf&, ca. 1070-1150). By
analyzing the architectural images in the painting, the following
conclusions can be drawn. First, illustrating an event that took
place in the 7th century B.C., the architectures depicted in the
painting belong to the late Northern Song Dynasty but were
painted in the early Southern Song style, suggesting the
architectural images may come from an earlier draft of the work.
Second, the artist of this painting is someone trained in the
imperial painting academy and depicted the scroll in a very
careful and meticulous way. Furthermore, by studying the
architectural images not only the Chinese architecture history
research will be enriched and benefited but also the
understanding of the paintings and artists. Last, but not least,
close reading of the paintings is a very important way of
studying the architectural images. Then, the interesting details
and subtle differences will be highlighted and become
meaningful. This case study is particularly benefited by the
fellowship opportunity at the Metropolitan Museum of Art,
which possesses a rich collection of Chinese paintings,
especially a series of the landscape paintings and ruled-line
paintings of the Song to Yuan Period.
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Chairs: Tijen Tunali, Aarhus University; Brian S.
Winkenweder, Linfield College

Jean-Luc Nancy appropriates the term ‘communovirus” to describe
how isolation paradoxically creates a way of experiencing
community—as the pithy #alonetogether reductively proclaims. In
contrast, there are alarming developments amidst the COVID-19
crisis: the turbulence of state apparatus in managing the crisis and
questionable assertions of states’ authority, an increase in
domestic violence and the rising vulnerability of refugees in camps
and the incarcerated. Sheltering in place is a secure option only for
the reasonably affluent—divisions are starkly laid bare in such
times as our lowest-paid workers are deemed “essential”. Such
volatile conditions make many of us question: what roles and
responsibilities do the visual arts shoulder as society undergoes
such sudden and profound change? As educators, practitioners and
curators of art and its social history, how can we contribute to the
emergent forms shaping humanity’s understanding of community,
both at local and global levels? Does art have the power to unite
and connect in times of crisis, as Audrey Azoulay, the head of the
UNESCO, proclaims? Papers in this session analyze art produced
during periods of extreme societal rupture (such as war, famine,
drought and illness) to reveal the necessity of creative expression
in defiance of overwhelming hopelessness. Through a Marxist lens,
presenters seek to understand parallels between art’s response to
today’s pandemic and its precedent during prior episodes of
collapse, both epidemiologically and economically.

Complicating Melancholia: The Hopelessness and Redemptive-
Potential in Alfons Mucha’s Late Paintings
Julian Adoff, PhD Student, University of Illinois at Chicago.

Sigmund Freud’s work on mourning and melancholia (1856-
1939) transformed the study of melancholia from its medieval
perception as a consequence of imbalanced humors, and into a
condition of the mind. These psychoanalytic studies situate
melancholia within the individual psyche, which reacts to
external pressure by retreating into itself, where it then becomes
trapped. Escape becomes impossible. Working concurrently with
Freud, the Czech artist Alfons Maria Mucha (1860-1939) and
Polish artist Jacek Malczewski (1854-1929) created paintings
that allow us to either confirm Freud’s notions of melancholia or
question his findings. The two Slavic artists created artworks
responding to the precarious national situations of their people,
celebrated their eventual freedom after WWI, and then saw their
hard-fought freedom come under fire as WWII drew closer. In the
face of war, oppression, and threats from abroad, Malczewski

and Mucha’s artworks engaged with melancholia in distinct
ways. The unresolvable tension between the secular and the
theological typified both artists’ relationship with melancholia.
In this paper, | intend to show that Malczewski’s paintings can be
defined by the Freudian, psychoanalytic version of melancholia.
Conversely, Mucha’s intense study of mysticism and theology
ultimately resulted in a worldview that denied the Freudian
variant of melancholia. By contrasting Malczewski and Mucha’s
versions of melancholia along the secular-theological divide, |
intend of analyze Mucha’s struggle with melancholia through
the lens of Walter Benjamin’s (1892-1940) understanding of the
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term, which combines the hopelessness of melancholia with the
potential for later redemption.

Pandemic Visual Regime: Strategies and Tactics

Julia Ramirez Blanco, Universitat de Barcelona and

Francesco Spampinato, University of Bologna

Visuality and performance have such a major role in the COVID
pandemic, to the point that we can even speak of the emergence
of a “pandemic visual regime”, a very specific way of seeing and
representing the world under such a global sanitary emergency.
This paper addresses the role of COVID-related visuality and
performance from a twofold viewpoint. On the one hand, those
ways of seeing and being that are imposed on citizens by power
structures, notably governments and media, creating
infographics or urban signaling systems. On the other hand,
those visual and performative responses developed globally by
citizens, often collectively, to cope with the effects of epidemic-
control measures such as social distancing and domestic
isolation adopted by many countries. These community practices
include performances on balconies, speculative design projects,
bottom-up forms of solidarity, and artistic interventions. By
echoing Michel de Certeau’s dichotomy of strategies and tactics,
we aim to address the role of creativity as an approach to
resilience and resistance, investigating the renewed role of the
visual arts, design and performance in reinforcing community
bonds and demanding for transparency and the right to health
care, also taking into account issues of class and gender. A
crucial element for the understanding of this “pandemic visual
regime” is the continuous shift between online and offline
activities, as a proof of the major role that digital technologies
and the Internet play in this new uncanny scenario.

Drop My Body on the Steps of Mar-A-Lago: ACT UP in the age of

COVID-19

Josephine Zarkovich, Stony Brook University
In June 2019 the Queer Liberation March brough t over 45,000
people to the streets of New York, demanding protections for the
LGBTQ community. One of the most visible actions of the march
was a mass ‘Die In’ organized by the AIDS Coalition to Unleash
Power (ACT UP), drawing attention to the 17 HIV+ asylum
seekers who had recently died in ICE custody. One year later,
ACT UP’s strategies and tactics have gone through a significant
change as the 33-year-old organization expands its focus to
address the impact of a new pandemic, Covid-19. The group,
which was founded in 1987, has a long history of using dynamic
graphics and public spectacle to draw attention to AIDS deaths.
By repurposing and updating these images, slogans, and actions,
to respond directly to COVID, the group has used its own well-
publicized history to draw important parallels between the two
pandemics. This paper looks at specific actions taken by the New
York chapter of ACT UP in response to COVID-19 in order to
analyze how the group is evolving beyond its original mission.
Social media has played a key role in this evolution, with posts
being used to publish lists of demands made to the government,
an update of the 1987 AIDSGATE poster with an image of NYC
major Bill de Blasio demanding that public schools be closed,
and an image of a facemask with the text “If | Die of Covid-19—
forget burial.
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“Where Shall We Place Our Hope?” COVID-19 and the Imperiled
National Body in South Africa’s “Lockdown Collection”
Pamela E. Allara

During April 2020, for the first twenty-one days of the South
African "Lockdown” (the quarantine), prominent South African
artists were invited to create work that spoke to COVID-19 and
its unfolding crises. A second series was organized in May 2020
as the national Lockdown was extended. Termed “The Lockdown
Collection” (TLC), this project was underwritten by sponsors in
business and cultural communities and has generated funds to
support vulnerable artists as well as the South African
President’s Solidarity Fund. The initiative also occasioned an
open call to other South African artists and the creation of a
special collection devoted to works by student artists. We will
discuss representative works from each series. Our presentation
explores how the initial project came about, and how this
diverse group of creative figures engaged with the challenges of
representing Covid-19 disasters. In contrasting ways, these
artists approached the Covid-19 crisis as an opportunity to pose
challenging questions about the nation’s past and its uncertain
future, grappling with climate change and environmental
catastrophe, socioeconomic inequality, social fragmentation, and
the unresolved legacies of colonialism.

PUBLICATIONS COMMITTEE
Chair: Karin J. Zitzewitz, Michigan State University
Discussant: Tatiana E. Flores, Rutgers University

In the Winter 1991 issue of Art Journal, CAA President Ruth
Weisberg published an editorial that celebrated its fiftieth
anniversary. She summarized the journal’s history before turning to
its present. CAA had recently made key changes to their handling
of publications to more broadly represent the organization’s
membership. That included lifting the requirement that editorial
board members all live in New York. The concern with
representation was also reflected in Art Journal's changing
approach to content, which, she noted, had become more inclusive
of art from outside the West and contemporary art and more
reactive to key issues of the time, such as tussles over censorship
at the National Endowment for the Arts. Indeed, the issues
Weisberg identified as important to Art Journal at fifty continue to
be relevant thirty years later. They reflect our common effort to
understand and represent the vital field of modern and
contemporary art in as engaged a way as possible, while
identifying and addressing the most crucial issues that artists,
curators, art historians, and CAA members more broadly confront in
the present. We invite submissions of abstracts for papers that
mine the Art Journal archive, exploring the historiography of the
field of modern and contemporary art and art history. What modes
of scholarship and forms of art practice has the journal
championed? What critical possibilities has it foreclosed? What
sort of unrealized possibilities for the field might we locate in its
pages to help usher in the next phase of Art Journal?

Before Art Journal
Barbara Jaffee, Northern Illinois University

Before Art Journal there was Parnassus, CAA's monthly journal of
news and opinion, first published in 1929. In its twelfth year, the
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journal reinvented itself: "Devoted to Modern Art, Art Criticism,
Art Education, and Art News,' its new masthead proudly
proclaimed. For some eight numbers starting in October 1940,
Parnassus promoted the integration of intellectual ideals with
more specialized, technical concerns in teaching art. But this
synthetic and (it turns out) partisan approach (the editors would
conflate the cause of modern art with anti-fascist sentiment)
came to an abrupt end when incoming CAA president Sumner
Crosby announced in May 1941 that the publication was to be
suspended permanently. Acknowledging continued interest in
the interrelationship of instruction in art history and art practice,
CAA replaced Parnassus with a more modest, quarterly trade
journal—The College Art Journal (today’s Art Journal). Still, this
denouement begs the question, why? Was Parnassus
¢c1940-1941 sui generis (definitely not: | will argue that interest
in integrating fine arts with art history and design was
widespread, particularly in the Midwestern United States during
this period). Or was the problem that its editors’ tastes were. .. a
bit “immature” (as Meyer Schapiro so delicately phrased it)? In
fact, both Schapiro and Crosby would contribute vitally over the
next two decades to a reshaping of the modernist canon, each in
his own way helping to fashion what has come to be called the
‘great divide” separating modernism from mass culture in the
second-half of the twentieth century.

The Art of the Interruption: Scholarly Becoming and Art Journal
Rebecca M. Brown, Johns Hopkins University

How might a journal—in its quarterly, steady rhythm and its
location at the institutional center—create productive
interruptions of our scholarly practice, our disciplinary thinking?
Art Journal has been a venue for debating pedagogy, for shaping
the trajectory of the field as a whole, for artist’s voices and for
artistic work. It has been a space focused on 20th and 21st
century art, a space for guest-edited special issues, a space
welcoming individual submissions. This paper traces my own
moments of intellectual rupture with and through Art Journal as
it has challenged, supported, and reshaped my scholarship and
even my very being as a scholar and teacher. In its pages | saw
that South Asian art, and South Asian contemporary art, were
vibrant spaces for debate and research; | saw scholars grappling
with the format of the survey and reshaped my own practice
with their ruminations in mind; | offered my first foray into
twentieth-century Indian art history to Art Journal and as such
was afforded a space to experiment in its pages; and in taking
on the position of editor, | engaged with the physicality of the
journal alongside and with artists, rediscovering a joy in art and
creativity at mid-career. | offer here my own set of productive
interruptions from the 1990s to the 2010s in hopes that these
echo others’ experiences with the journal, to trace moments of
struggle and epiphany that continue to unfold in and through
the journal.

Writing Art Criticism and Art History in the age of Black Lives
Matter
Eddie Anthony Chambers, University of Texas at Austin

None of us can help but be aware of the ways in which dreadful
events in Minneapolis, and other equally shocking
manifestations of the US’s ongoing war against Black lives have
impacted the ways we think about our fields. Those of us who
are art historians face a particular number of increasingly urgent
challenges. These range from increasing the diversity of our
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students within the art history programs of universities with
which we might be affiliated, through to addressing questions of
what it means to write art criticism and art history in the age of
Black Lives Matter. Art Journal has a distinguished history of
expanding the discipline of art history and it's very much the
case that this trajectory, this identity is needed now, more than
ever. What strategies can be enacted, or redoubled, to ensure Art
Journal remains fit for purpose? How can we ensure that Art
Journal is the journal of choice for emerging and established
scholars to publish pioneering scholarship that both advances
our field as well as taking to task the many ways in which art
history has failed so many people? With a number of new and
recent PhD graduates undertaking wonderful research that
contributes so much to our field, it is perhaps the responsibility
of Art Journal to ensure it increasingly presents itself as a
worthy home for progressive scholarship. Eddie Chambers, the
Editor-in-Chief designate, will briefly expound on some of these
matters.

Chair: Vasile Ovidiu Prejmerean, The Institute for
Archaeology and Art History of the Romanian Academy Cluj-
Napoca/ University of Fribourg, Switzerland

Turner’s stirring chromatics made sure that his trains and ships
resonated perfectly with the blazing sunsets, smoke and light
blending together into an all-encompassing atmosphere which
always strikes the right key, irrespective of the artist’s mode. One
generation later Monet’s Saint Lazare series offers us quite a
different perspective as steam and sky forthrightly resist osmosis
and the train station’s modern architecture looms large in between
man and nature. George Perkins Marsh’s writings and Eunice
Newton Foote’s pioneering experiments show us that despite its
current perception as a young discipline climate science actually
originates in the XIXth century, the clear awareness of the massive
upcoming changes becoming painfully obvious in Spitzweg’s
Gnome Watching Railway Train. This panel will seek to address the
way painters, photographers or sculptors -but not only, proposals
discussing new intermedia techniques, as well as the rejuvenation
of classic ones, being welcome- understood and interpreted this
fundamental change. Given the necessarily global scale of the
phenomenon (e.g. both the depiction of the Meiji Era innovations
and New York’s modern architecture’s impact on Pictorialism will
be understood as early facets of the new and complex world we
are facing now) no geographic restrictions will apply in the choice
of subjects. In the hope of learning the gnome’s lesson, we
encourage proposals discussing artworks depicting trains,
steamboats, engineering works or factories, along with the new
sciences and technologies impacting on society and the
environment, as the indispensable markers of a fundamental
paradigm shift within the transhistorical mindset of humankind.

Painting vile air in the age of Turner and Ruskin

Sarah Gould, Paris1-Panthéon Sorbonne
In his February 4, 1884, lecture at the London Institution, John
Ruskin described an uncanny meteorological phenomenon: what
he called “the storm-cloud; or “plague cloud”. In his attempt to
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name something that had not yet been conceptualized— “There
is no description of it, so far as | have read, or by any ancient
observer™— Ruskin manifested his concern with the atmospheric
pollution produced by the age of industry. By doing so not only
was Ruskin making his audience aware of the negative impact of
the Industrial Revolution, he was also coining a term which
enabled him to point to a broad, European phenomenon that
had already been the subject of some of JLMW. Turner’s
paintings. In such works, industrial fumes and mists fuse with
the natural fog. They aptly echo both Ruskin’s “storm-cloud” and
contemporary paradigms of ecocriticism, such as Timothy
Morton’s concept of “hyperobject” (2013). This paper wishes to
investigate the extent to which Turner’s experimental handling
testifies to the ever-changing experiences of early
industrialisation and globalisation that were later described by
Ruskin. While recent research in aesthetics and epistemology
influences the theoretical underpinnings of this paper, its
approach will not merely retroject an anachronistic analytic of
the “Anthropocene” onto 19th-century works. Rather, it will seek
to understand contemporary ecology within a broader historical
framework of reckoning with the environment in ways that in
Turner’s art and Ruskin’s writing ramified aesthetically and
materially.

Momentous and Catastrophic: Origins of the Oil Industry in

Edwin Austin Abbey’s 'The Spirit of Light' (1908)

Josephine W. Rodgers, Yale University Art Gallery
In 1902, Edwin Austin Abbey (1852-1911) accepted the
commission to design a series of murals for the rotunda of the
Pennsylvania State Capitol. 'The Spirit of Light, one of four
lunettes measuring thirty-eight feet in length by twenty-two
feet in height, narrates the origin of the American oil industry by
depicting flames illuminating a dark sky against the backdrop of
seemingly endless oil derricks. In March 1908, the final
canvases, including 'The Spirit of Light, were exhibited at the
University of London Imperial College before being permanently
installed within the dome of the Pennsylvania State Capitol in
Harrisburg. My research draws upon international contemporary
reviews and preparatory studies of 'The Spirit of Light’ within
the Yale University Art Gallery collection to reveal the struggle
Abbey endured to develop a new innovative style of mural
painting. The narrative defines a history that prioritizes
economic growth and competition over the environment. | argue
the flames of kerosene and oil derricks do not simply
aestheticize an industrial landscape, instead Abbey offers an
interactive description of the Pennsylvanian landscape at the
peak of the nineteenth-century oil boom to portray the origin of
the American carbon economy. He fractured and foreshortened
the composition to engage his audience in a visceral response or
immersive experience. As the Pennsylvania government
continues to grant licenses for oil wells, themes that emerge
today can help broaden a new global understanding of this
history and reclaim elements of culture that existed prior to the
permanent scaring the region’s landscape.
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Chair: Angie M. Wojak, School of Visual Arts

Panelists: Stacy M. Miller, Parsons The New School for
Design

Now more than ever, it’s important for artists to understand the
new landscape that COVID-19 has imposed on all our careers. In
these fast-changing times, with perilous climate change and the
current epidemic changing new restrictions and challenges for
MFA graduates, emerging, mid-career and seasoned artists, they
will most likely need to reassess their options, issues, and
opportunities facing them today. Bringing together leading authors
of books on professional practices for artists including Heather
Bhandari of Art/Work, Rhonda Schaller of Create Your Art Career,
and Stacy Miller and Angie Wojak of Starting your Career as an
Artist and Career Management for Artists, this panel will highlight
current breaks with traditions, new spaces to consider, unique
possibilities and collaborations as well address the many concerns
and issues in the current landscape of our profession. The authors
will also address the closure of galleries and exhibition
opportunities in the wake of the virus and discuss how both artists
and educators are now having to work remotely and manage their
careers. In times of profound change, there are always
opportunities, which is what this panel will be able to assess and
address. Panel Chair will be Angie Wojak, Director of Career
Development at the School of Visual Arts. She specializes in
creating collaborations and cultivating relationships with industry
creatives, talent recruiters, and inspiring cultural figures in
animation, art, design, and film.

Artists’ Career Development in a Time of Crisis
Stacy M. Miller, Parsons The New School for Design

Now more than ever, it's important for artists to understand the
new landscape that COVID-19 has imposed on all our careers. In
these fast-changing times, with perilous climate change and the
current epidemic changing new restrictions and challenges for
MFA graduates, emerging, mid-career and seasoned artists, they
will most likely need to reassess their options, issues, and
opportunities facing them today. Bringing together leading
authors of books on professional practices for artists such as
Jerry Saltz of How to be An Artist, Rhonda Schaller of Create
Your Art Career, Stacy Miller and Angie Wojak of Starting your
Career as an Artist and Career Management for Artists, Heather
Darcy Bhandari of Art/Work this panel will highlight current
breaks with traditions, new spaces to consider, unique
possibilities and collaborations as well address the many
concerns and issues in the current landscape of our profession.
The authors will also address the closure of galleries and
exhibition opportunities in the wake of the virus and discuss
how both artists and educators are now having to work remotely
and manage their careers. In times of profound change, there are
always opportunities, which is what this panel will be able to
assess and address. Panel Chair will be Angie Wojak, Director of
Career Development at the School of Visual Arts. She specializes
in creating collaborations and cultivating relationships with
industry creatives, talent recruiters, and inspiring cultural figures
in animation, art, design, and film.
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Presenter Rhonda Schaller
Rhonda Schaller, Pratt Institute

Presenter Rhonda SchallerRhonda Schaller is a Visiting
Associate Professor, Assistant Vice President for Student Affairs,
and founder of the Meditation Incubator project at Pratt
Institute. She is the Mindful Making immersion fellowship
recipient for Made in NYC, and founding chair of the Mindfulness
in Student Affairs Committee and Mindful Pratt at Pratt Institute.
A recent scholar in residence teaching creativity and meditation
at UNSW, Sydney and 2018 Fulbright Roster Specialist in
Mindfulness in Higher Education, she is the author of Create
Your Art Career (2013, Allworth Press), Called or Not, Spirits are
Present (2009, Blue Pearl Press), and contributed chapters for
The Mindful Eye: Contemplative Pedagogies in Visual Arts
Education (2018, Common Ground Publishers) and Starting Your
Career in the Fine Arts (2011, Allworth Press).

Presenter Healther Bhandari
Heather Bhandari

Presenter Heather Bhandari is an independent curator; a co-
founder of the project-based curatorial team and podcast, The
Remix; an adjunct lecturer at Brown University where she
teaches professional practice to visual arts majors; and Partner
and Program Director of Art World Conference (AWC), a business
and financial literacy conference for visual artists which debuted
in New York City in April of 2019 and Los Angeles in February of
2020. The second edition of her book, ART/WORK, was published
by Simon and Schuster in October of 2017. Bhandari is on the
board of directors of visual arts at Art Omi (an artist residency in
Ghent, NY) and the advisory board of Trestle Gallery in Brooklyn.
She was on the board of NURTUREart for nearly a decade. From
2000 to 2016 she was a director of Mixed Greens, a commercial
gallery in Chelsea where she curated well over one hundred
exhibitions while managing a roster of nearly two-dozen
emerging to mid-career artists. Most recently, she was the
Director of Exhibitions at Smack Mellon, a nonprofit in Brooklyn.
Recent curatorial projects include a solo exhibition of Keith
Lemley’s work at Urban Glass in Brooklyn and the group
exhibition, Fertile Ground, at the David Winton Bell Gallery in
Providence, RI, that included work by Maria Berrio, Zoé Charlton,
and Joiri Minaya. Bhandari received a BA from Brown University
and an MFA from Pennsylvania State University. Her career
began at contemporary galleries Sonnabend and Lehmann
Maupin, both in New York City.
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SECAC
Chair: William M Perthes, The Barnes Foundation

Multidisciplinary collaborations bring together practitioners from
diverse fields who cooperate across expertise to generate
imaginative solutions to often challenging problems. In education,
where disciplines often exist in silos of specialization,
collaboration offers the opportunity to learn by synthesizing ideas
from diverse perspectives and by considering alternative way of
acquiring knowledge. Contributors from the arts and humanities
bring fresh perspectives and creative problem solving skills to such
projects. These cooperative efforts move beyond old right-brain vs.
left-brain dichotomies by encouraging participants to bridge
disciplinary boundaries, to consider other viewpoints, and to
compare and contrast concepts across subject areas. This session
seeks examples of unusual and/or unexpected multidisciplinary
educational collaborations which engage the arts and humanities,
particularly ones resulting in surprising or unanticipated outcomes.

Co-Teaching Problem Solving + Collaboration Using STEAM
Principles
Kristen Tordella-Williams

Follow the Money: A Case Study in Multidisciplinary
Documentary Film Production
Becky Beamer, American University of Sharjah

Financial crime analysts crunch the numbers to uncover
questionable spending, human rights violations, and
controversial environmental practices buried in public
documents. Their processes and outcomes are typically reported
through spreadsheets and then follow-up by governmental
institutions. While it is essential to document and convey this
information to the government, it is equally vital for evidence to
reach stakeholders and the general public. One solution involves
visual documentation of the narrative and investigation through
a medium like a documentary film. In this exploratory case
study, an Art & Design Assistant Professor, Becky Beamer, teams
up with a Finance Department Professor, Dr. Kim Gleason, to
develop a cross-discipline project to united students across the
college in the visual documentation of financial crime violations
and risky behavior. Teams of students from the Financial Crime
Course and Junior Multimedia Studio Course collaborate on a
semester-long investigation. This opportunity breaks invisible
boundaries between silo-ed disciplines and between the general
public's understanding of financial crime. Faculty and students
are challenged to build new connections, learn unfamiliar
vocabularies, work remotely in teams, and creatively document
finance. Experimental processes, outcomes, benefits, and areas
for improvement will be presented as a starting point for the
conversation for continued educational and multidisciplinary
collaboration.

12 Big Ideas: An Interdisciplinary First Year Seminar

Nina L. Bellisio, St. Thomas Aquinas College
The First Year Seminar (FYS) at most colleges is an introduction
to the college experience, emphasizing the skills necessary for
academic success. A main goal of the seminar is to familiarize
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students with the academic and social norms of college and to
support them as they learn to navigate them. Additionally, the
seminar aims to establish a foundation of civic knowledge to
help students to engage in a more informed way with their
community. To that end, the FYS exposes students to enduring
questions concerning identity, diversity, inequality, citizenship,
democracy, privilege, social responsibility, and ethical action.
Spurred on by COVID-19 and the desire to create an experience
that more closely reflects the mission of St. Thomas Aquinas- a
small, liberal arts college- the structure of the seminar
drastically changed in the last year. Instead of teaching
individual sections focused on an overarching theme, each week,
one of the twelve FYS faculty members delivers a lecture on a
particular Big ldea that they feel is essential to academic
success. Students have the opportunity to work directly with
their assigned faculty member and also indirectly with the
eleven other professors that teach in other disciplines at the
college. At the same time, students also work to produce a
podcast that is a mash-up, reflective response to two or more of
the Big ldeas. The inclusion of this creative project provides a
platform for students, working collaboratively, to demonstrate
how they connected with and synthesized the multi-disciplinary
material.

Chairs: Benjamin O Murphy, Princeton University; Daniel R.
Quiles, School of the Art Institute of Chicago

This panel highlights a neglected area of inquiry in Latin American
art and cinema history: the ubiquity of screens from the end of the
1960s through the 1980s. Figuring as a surface for projection, a
point of transmission, a medium of broadcast, or an interface for
participation, the screen emerges during these decades across a
range of time-based media among artists and collectives of Latin
American origin. Such practices can be linked with prevailing
tendencies of the 1960s such as media intervention,
conceptualism, mail art, and protest aesthetics, strategies which
coincided with the dramatic expansion of commercial and state
television throughout the region. We welcome papers that yoke
together this prior era to the increasingly technologized 1970s and
1980s, as well as ones that critically re-visit well-known
experiments in film, expanded cinema, slide projection, video, and
television from these decades by taking the screen as a new angle
from which to address this historical context. In foregrounding the
screen, furthermore, we seek a focal point from which to consider
the importance of transnational networks in Latin America,
particularly in relation to the circulation of expensive
communications equipment such as the Portapak. In shifting
emphasis from recording apparatus to substrate of projection, we
seek to both engage and challenge recent theorizations of video,
such as Ina Blom’s conception of the medium as a uniquely de-
anthropomorphized agent. The panel thus seeks to open up a
technologically non-specific field as it pertains to the geopolitical
and economic exigencies of the Latin American region.

Lent for Exhibition Only: TV Screens at the Sdo Paulo Biennal
Paulina Pardo Gaviria
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Argentina Intermedios: A two-night show and a fitting
descriptor of Buenos Aires at the turn of the 1970s.
William Henry Schwaller, Temple University

Argentina Intermedios was organized by the newly founded

Centro de Arte y Comunicacidn as an event of live performances
for the proscenium stage of the Teatro Opera in Buenos Aires by
a diverse roster of dance, theater, experimental music, and visual

artists. The event’s line up of interdisciplinary and “intermedia”
performances aspired to present total works of art, unions of
aesthetic disciplines, multisensory effects, and collaborations
with professional technicians. My presentation will analyze the
historical significance of the evening’s events, despite its few

and uncharitable reviews, for what they reveal about the state of

intermedia and interdisciplinary collaboration of artists and
technicians in Buenos Aires by 1969. Notable visual artists
Antonio Berni, Osvaldo Romberg, and the Equipo Frontera
staged audio-visual performances with actors, musicians, and

various forms of projected lights and imagery. In its form and its

ambition to provide a venue for interdisciplinary and
experimental performance, the event bears resemblance to
events like 9 Evenings: Theatre and Engineering by the group
that would become Experiments in Art and Technology. Beyond
resemblance this event betrays CAYC’s director Jorge Glusberg’s
attempts to establish an Argentine branch of the E.A.T’s
international network and foster similar efforts to connect
artists and industry professionals in the development of new
media arts. | will assess Glusberg and CAYC’s indebtedness to
E.A.T. and earlier local examples of new and intermedia arts,
including the environments and performances presented at the
Instituto Torcuato Di Tella.

From Screen to Shroud: Burying the Criollo Republic with Juan
Javier Salazar
Dorota Biczel, University of Houston

Out of the Human and into the Screen: Leopoldo Maler and

Television in the 1970s
Agustin Ricardo Diez
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Chair: Ted Hiebert, University of Washington Bothell

In a 2015 lecture, Mark Dion spoke the usual facts of accelerating
climate change, global warming, resource depletion, and
overpopulation that define the age of the Anthropocene, noting
that as we impact the planet we are quite literally ruining the
world for ourselves. But he also said something else, that,
strangely, these changes are not equally terrible for all species—
and while humans might be sealing our own fate by ruining the
planet, in the process we may be actively creating a world that is
conducive to the flourishing of, among others, jellyfish. This is
almost certainly not what Joseph Beuys had in mind when he so
eloquently spoke of how ‘everyone is an artist” and together we
are creating the “total artwork of the future social order” But what
would happen if we brought together these two perspectives? We
are living in what, for Beuys, would have been the future, and
collectively this is the future we have made—an unintentional
human creation or an artwork of geological scale? It may not be a
very good artwork, but perhaps by taking ownership of our
collective creative impact there are lines of artistic and political
speculation to be found. This panel invites submissions from
artists, theorist, curators and scholars interested in the question of
how art can mediate and mitigate imaginations of the future
and/or how we can make art for jellyfish.

Nonhuman Judgments and the Aesthesis of Marker Horizons
Amanda Boetzkes, University of Guelph

If the Anthropocene is a paradoxical sign of human power but
also its impotence, as Bruno Latour contends, then we might
wonder how nonhumans will interpret it in the future. The
marker horizons of the Anthropocene may well be sites of
aesthetic flourishing for nonhumans. We might therefore pose
the question, will nonhuman interpretations of the
Anthropocene be inflected by judgments that we could properly
call “aesthetic”? This paper will imagine aesthetic judgment as a
sensorial-minding process undertaken from the perspective of
nonhuman beings and of the earth itself. | will therefore
consider how the Anthropocene demands that we consider
nonhuman criteria of judgement of earthly environments.
Deliberation over the most significant marker horizons of the
Anthropocene frequently orbits around discipline-specific
objects of study from the plastiglomerate (geology) to
concentrated greenhouse gas emissions and glacier melt
(climate science), to animal extinctions (biology). But rarely is
the marker horizon considered in aesthetic terms. Yet if
nonhumans experience the Anthropocene through their very
aesthesis—their sensorial navigation of the planet’s
affordances—do they not also experience the Anthropocene
according to species-specific forms of judgment, and perhaps
even as a work of human art? | will suggest that not only do
nonhumans demonstrate aesthetic judgment, they also cultivate
their own criteria at these marker horizons. | will develop a
working notion of nonhuman aesthetic judgment through a
discussion of Pierre Huyghe’s Influants (2011), and Linda
Stupart’s video After the Ice, the Deluge (2018).
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Molting together: using artscience to explore gender and
otherness with songbirds
Silas E Fischer, University of Toledo

Gray Vireos (Vireo vicinior) are under-studied, arid-land
migratory songbirds that serve as proxies for how we “Other”
different bodies and objects as mere commodities. Gray Vireos
generally breed in overlooked, remote habitats across the
southwestern USA and migrate to rugged nonbreeding sites
primarily along the Baja Peninsula and mainland Mexico within
the Sonoran Desert. | collected field data on Gray Vireo breeding
and migration ecology from 2016-2020 in New Mexico and
simultaneously created a body of data-informed work that
conflates songbird migration with my gender transition as a
queer, transsexual person. The urge to migrate in birds can
manifest as a form of abject anxious restlessness (i.e.,
zugunruhe), induced by the endocrine system (e.g., hormonal
changes). Prior to and even during these migrations, migratory
songbirds must prepare for their journeys by molting. Molting is
a “profound disturbance of endogenous metabolism,” a process
wherein animals shed worn tissue (e.g., feathers, hair, and
exoskeletons), often prompted by annual life cycle stages such
as the transition from breeding season to migration. | use
process as memorial to draw parallels between my transition
through hormone replacement therapy (i.e., testosterone) and
the transition between annual life cycle stages that many
migratory songbirds, such as Gray Vireos, undergo. In effect, Gray
Vireos and | are molting together. Here | propose to present this
work and to raise questions about how scientists, artists, and
non-human kin can collaborate to transgress binaries of gender
and discipline for a more equitable world that reimagines
“Otherness’”

How to make Art for jellyfish? Self-world of a jellyfish
Ryuta Nakajima, University of Minnesota Duluth

Due to climate change, the world ocean is changing rapidly.
Some of these changes include increasing water temperature,
acidification of seawater, expanding the no-oxygen zone, and
increased volume of plastic pollution. These changes cause
detectable and visible consequences such as bleaching coral
reefs, declining world fishery, depreciation of natural resources,
integration of plastic into marine organisms, and seafood.
However, human society driven by market economy has shown
little remorse for these impacts and seems to continue with its
agendas. In the past ten years, my creative practice has
investigated invertebrates' visual communication systems by
designing corroborative projects with squid, cuttlefish, and
octopuses. The results suggest a shared schematic of visual
communication between humans and cephalopods, an essential
sign recognition ability that is important for the longevity of the
species. To produce an art for jellyfish, one must understand the
selfworld a jellyfish governed by the hierarchical organization of
their sensory system. A world of jellyfish, which has no central
nervous system, is significantly affected by stimulus inputs
gathered by its sensory organs. Instead, it is directly
proportional to the input. The known behavioral response of
scyphomedusae to sensory stimuli includes sun compass
navigation, diel vertical migration, avoidance of low salinity, and
escape from contact predators, and formation of aggregates.
Considering these behavioral repertoires, artwork for them will
need to be tactile, chemical, and light-based interactive
installation that offers a sensory overload. This presentation will
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present my ongoing project with cephalopods and attempt to
design an artwork for jellyfish.

Chairs: Michelle Foa, Tulane University; Jennifer Van Horn,
University of Delaware

This session seeks papers that shed new light on art produced in
the eighteenth or nineteenth century that was affected by physical
impermanence, damage, or destruction. While the session has
specific chronological parameters, we welcome examinations of art
works from any geographic or cultural context as well as cross-
cultural topics. What developments either fostered the production
of ephemeral or impermanent works of art or led to art works’
demise? What particular forms of iconoclasm emerged during this
period? How did changes in the manufacture of artists’ materials
influence the physical integrity and durability of art works? In what
ways did the practice of conservation reflect evolving views on the
longevity, originality, and materials of art? How did artists’
attitudes towards the preservation or deterioration of their work
shape their practice? What political, social, or economic ruptures
manifested themselves in acts of artistic destruction? We invite
submissions from art historians, curators, or conservators whose
research engages with these questions in new ways. Papers might
take the form of case studies, broader considerations of
impermanence, degradation, or damage in the art of the period, or
discussions of interpretive models and tools that are useful for
approaching these issues.

Clodion, Terra Cotta, and the Commodification of Fragility
Oliver Wunsch, Boston College

What is the difference between the fragility of the disposable
commodity and the delicacy of an artist’s transcendent touch?
This was the question posed by the proliferation of fragile terra
cotta sculptures in late eighteenth-century France. The medium
itself, which consists of clay fired in a kiln or baked in the sun, is
an ancient one, and sculptors had relied on it for preparatory
studies throughout the early modern period. During the 1770s
and 1780s, however, it became a lucrative medium for finished
works, which were purchased by a newly wealthy class of
merchants and financiers. These objects played into a critique of
ephemeral consumption, earning the ire of critics who regarded
material decay as emblematic of French moral degradation. Yet
skillful practitioners in the medium presented its fragility in
nobler terms, appealing to the emerging discourse of artistic
spontaneity and the temporal instability of inspiration. Claude
Michel, better known as Clodion, was the most notable among
these artists, producing fanciful terra cotta sculptures with a
tantalizing sense of weightlessness and fragility. While Clodion’s
work has often been interpreted as a swan song of Rococo
frivolity before the onset of the Revolution, this paper argues
instead that he represented the beginning of a new paradigm.
By reframing the debased temporality of the marketplace as the
transcendent instantaneity of artistic creation, Clodion
embodied the union of artistry and commercial spectacle that
would endure long after the fall of the old regime.
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Napoleonic Dress and Accessories during the French
Restoration
David O'Brien, University of Illinois at Urbana-Champaign

The fall of the Empire and the restoration of the Bourbon
monarchy in 1814/15 unleashed an iconoclasm in France, as the
government destroyed—or encouraged the destruction of—
Revolutionary and Napoleonic objects on a massive scale. It also
forbade the production and possession of objects with
Revolutionary and Napoleonic themes or motifs. These policies
notwithstanding, an abundance of such objects appeared. Some
were produced and consumed clandestinely, others openly, in
brazen defiance of official policies. They spanned the full range
of material culture, from high art to the most ephemeral,
vernacular, and banal things. My paper focuses on the latter, and
in particular on clothing and accessories that proclaimed
allegiance to Napoleon and/or his political legacies. The practice
of incorporating national politics into everyday objects had
expanded greatly during the Revolution—and Revolutionary
images continued to be produced throughout this period—but
never before did a contemporary or near-contemporary figure
dominate their decoration to such an extent. These objects, |
argue, solidified social and political networks while
simultaneously articulating difference, not just in politics, but
also in other aspects of identity such as class and gender. They
highlight the weaknesses of iconoclasm and censorship as
modern political strategies, as well as the emerging
intersections between mass culture, politics, and the cult of
personality. Clothing and accessories, in particular, drew
attention to the relationship of politics to, on the one hand, the
individual and the body, and on the other, fashion and
consumption.

"A [Nearly] Complete State of Decay”: Exhibiting Wreckage in
the 19th-century Musée de la Marine
Kelly Presutti, Cornell University

One of the first things the nineteenth-century visitor to Paris’s
Musée de la Marine encountered was a monument, seemingly, to
impermanence, degradation and destruction: a towering obelisk
adorned with the rusted, decaying ruins of a shipwreck. The
obelisk celebrated the famed eighteenth-century explorer, Jean-
Francois de Galaup, comte de Lapérouse. Lapérouse’s two ships
had been lost off the coast of Australia in 1788 and for forty
years his disappearance remained a mystery. In the 1820s, some
of the wreckage was recovered and the findings were one
impetus for finally opening a long-anticipated naval museum
within the Louvre. Yet the recovered objects hardly made for
compelling display: rusted bits of iron rigging, remnants of
swords, pieces of anchors and loose cannons. One contemporary
commentator put it plainly: “nearly all of this debris is in a
complete state of decay” The solution was to affix the scraps
onto an obelisk, whose proud form would presumably lend
grandeur to a monument intended to “perpetuate the memory of
Lapérouse’s glory.” The tension, however, between the structure
of the obelisk and the materiality of its adornments speaks to a
more ambivalent relationship to Lapérouse’s memory—and to
the French marine more broadly. The decades between his ships’
disappearance and recovery were fraught with war and political
upheaval that left the navy in tatters. This paper will trace the
ways in which the refashioning of the wreckage of the last great
ancien régime voyager under the Restoration negotiated a
complex politics of materiality, history and (failed) ambition.
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Big Enough to Fail: Monumental Oil Paintings in Early
Nineteenth-Century Britain
Catherine Roach, Viriginia Commonwealth University

On the crowded gallery walls of early nineteenth century
London, larger canvases had a better chance of standing out.
Reputations could be made and coveted Royal Academy
memberships secured on the strength of a single monumental
picture. Profits could also be garnered from admissions to
standalone displays of grand works. But vast scale could prove
detrimental: it was an open secret that large, prestigious works
could prove difficult to sell—rare was the buyer willing to house
eight, ten, or fourteen feet of canvas. As a result, many of these
works are now lost, known only through fragments, studies, and
engravings. Even such now-canonical works such as Théodore
Géricault’s The Raft of the Medusa, which was successfully
exhibited at Bullock’s Egyptian Hall in London in 1820, narrowly
escaped being cut up for resale. The most extreme example of a
canvas big enough to fail is perhaps James Ward’s Allegory of
the Battle of Waterloo, also shown at the Egyptian Hall (and
later destroyed). Ward conceived his picture on an epic scale,
over twenty feet wide. Because the work was too large to fit in
his studio, the artist designed a mechanism that allowed him to
roll up portions of the canvas. But rolling cracked the paint,
leading to a Sisyphean process as Ward repeatedly furled and
unfurled, damaged and repainted the work. This paper argues
that we should think of such canvases as ephemeral
performances in which oil painting served more immediate ends,
rather than as a quest for permanence.

Deliberate Defacement: The Institutional "Vandalism” of a
Portrait of a Black Woman from Antebellum Louisiana

Mia Bagneris, Tulane University and Lucia Olubunmi Momoh,
UC Berkeley

In 1985, the Historic New Orleans Collection (HNOC) announced
the acquisition of its first portrait of a Black sitter, an 1837 work
by Franz Fleischbein. An image reproduced with the
announcement in HNOC's newsletter depicted a regal woman of
colour in a gold tignon (headwrap), her brown face set off by
accessories that underscored her status—a sparkling, jewel-
encrusted gold brooch with matching earbobs and a voluminous
double collar of delicate lace accented with a gold silk bow.
However, by the time the portrait was displayed in the HNOC
galleries, the woman appeared significantly diminished. Among
other changes that compromised the integrity of the portrait
following its ‘restoration’, the sitter’s elegant collar and bow had
conspicuously vanished! Asserting that no antebellum Black
woman could have owned such finery, HNOC's contracted
‘restorer” took the liberty of removing them. The "theft" of these
adornments also robbed the sitter— almost certainly an elite
free woman—of her social identity. Instead, HNOC advanced a
fictitious narrative identifying her as "Betsy", an enslaved woman
in the painter’s household. In demoting a free Black woman to
the status of “slave”, both the vandalism of the portrait and the
invented narrative produced an image for the sitter designed to
align with white viewers' expectations and comfort.
Simultaneously, they denied the historical reality of free women
of colour that the portrait, in its original state, represented.
Moreover, the treatment of this painting, steeped in anti-Black
racism, represents a common pattern for portraits of Black
sitters in Southern art institutions.
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Chairs: Yinshi Lerman-Tan, Trinity University and San
Antonio Museum of Art; Eunice Uhm, The Ohio State
University

This session invites papers focusing on Asian American artists,
from nineteenth-century to present, whose work was in some way
shaped by the cultural, political, or historical forces of internment.
Thinking of internment both as a watershed historical moment in
Asian American history and as a political discourse, this panel
explores questions of citizenship and confinement in the work of
Asian American artists. How did making and/or teaching art in the
context of internment produce particular aesthetic subjectivities?
How did the aftermath of internment continue to ripple through
the production of artists who were both directly and indirectly
impacted? How does Asian American art trouble the boundaries of
citizenship and nationhood within political and cultural realms?
How does discipline of art history articulate and reproduce the
cohesive nation-based framing principles of art history?
Consciously rejecting the singular notion of Asian American
culture, this panel seeks papers which center the political and
aesthetic subjectivities of Asian Americans, investigating how
artists have navigated historical trauma, surveillance and othering
of their body, and racist policy and rhetoric. We expect this panel to
trouble the cohesive nation-based framing principles of art history,
and also highlight the presence and contributions of Asian
American artists to modern American art. We welcome papers on a
range of media, including illustration and material culture.

Self-Effaced Views of Modernism: Soichi Sunami and Exhibition
Photography at MoMA
Yechen Zhao, Stanford University

Soichi Sunami (born Okayama, Japan, 1885-1971) was an Issei
artist who worked as a staff photographer for nearly four
decades at the Museum of Modern Art, producing some 20,000
images of its exhibitions and acquisitions. This talk proposes his
exhibition photographs constituted a visual strategy of self-
effacement that, despite helping construct Alfred Barr Jrs ‘ideal’
disembodied spectator of modernist art, was indelibly shaped by
the personal and professional opportunities available to a
Japanese-American artist before, during, and after internment.
Specifically, his skill as a photographer-having worked with
modern dancers like Martha Graham-allowed him to adapt
modernist pictorial conventions to exhibition photography,
crafting an illusion of objectivity based on erasing the
photographer and his labor from the image. Such effacement
was not only crucial to making photographs that embodied an
understanding of modernism as universal and autonomous, but
also helped Sunami evade the scrutiny and surveillance of anti-
Japanese policies in the 1940s. Focusing on the exhibitions he
photographed that bookend internment-Modern Primitives
(1941) and Art of the South Seas (1946)-1 show how Sunami
composed views of modernism that have shaped scholars’
understanding of modern art’s history and theoretical premises.
Analyzing these pictures only deconstructs the apparent
neutrality of exhibition photography but also complicates the
idea that modernism is premised upon whiteness: working at
MoMA Sunami was able to be everywhere and nowhere at once
in the history of modern art.
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Constructing Asian American Political and Aesthetic
Subjectivities: Contradictions in the Works of Ruth Asawa
Eunice Uhm, The Ohio State University

In The Making of Asian America, Erika Lee writes, “to be Asian
American [...] is an exercise in coming to terms with a
contradiction.” Indeed, Asian Americans are simultaneously
included in and excluded from the assurances of US citizenship
on the basis of race. This is particularly evident for Japanese
Americans during and after World War Il. Ruth Asawa
(1926-2013) was excluded legally and culturally, despite her
legal and physical belonging to the US. Calling attention to the
racialized experience of Asian Americans, this paper explores
the ways in which the notion of contradiction provides a
framework not only to examine the formal qualities of Asawa’s
work, but also to discursively contextualize her work within the
cultural politics of the US. In Asawa’s work, the contradiction
becomes a generative force that allows formal arrangement to
be re-structured. In consideration of the contradictory impulses
in Asawa’s work, my research further asks: how does Asawa’s
work strategically intervene in the hegemony of American
modern art? How does her work navigate the politics of Asian
American femininity? Through a critical engagement with Asian
American and feminist theories, | interrogate the ways in which
the contradictory impulses generate aesthetic subjectivities that
articulate and negotiate the cultural politics of Asian Americans.
Asawa’s works not only bear witness to the deeply complex and
contradictory experiences of displacement of Asian Americans,
but they also become a site in which she challenges the notions
of belonging and nation(al culture) at large.

Reframing Photographs of Japanese American Women
Internees: An Examination of Tomie Arai's Topaz (1995)
Kylie Ching, University of California, Irvine

My paper considers how late 20th century Asian American visual
art serves as a site for alternative memory practices and a
vehicle to navigate historical trauma. During the 1990’s, artists
revisited and (re)presented internment in light of the fiftieth
anniversary of the end of World War Il. | analyze representations
of women in a work entitled Topaz (1995) by third-generation
Japanese American Tomie Arai. Although Arai was not interned,
she (re)envisioned her grandmother’s camp experiences at
Topaz. Arai’s work contests government-sanctioned photographs
of the internment camps from the 1940’s. For example, Ansel
Adams’ portraits of women at Manzanar seen in the exhibit and
accompanying catalogue Born Free and Equal (1944) attempted
to fashion internees into loyal American citizen subjects. He
portrayed women smiling and wearing American-style clothing,
particularly military uniforms, and using decontextualized close-
ups. In contrast, Arai reclaimed an image of an unidentifiable
woman as her grandmother’s proxy. The proxy-grandmother
refuses any notion of assimilation through her downcast gaze
and kimono. Additionally, Arai connects the female body to
motifs like a steamboat alluding to longer histories of
immigration. | argue that Arai’s highlighting of familial memory
foregrounds a feminist epistemology of internment, one that
examines notions of citizenship and the inaccessibility of
memory.
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Chairs: Laura L. Kina, DePaul University; Chang Tan, Penn
State University

This VERGE: Studies in Global Asias journal sponsored panel brings
together artists, curators, and scholars to consider the intersections
and interventions of art and activism. Our panel discussion is
framed by a series of open ended questions. How can Asian
American art trouble politics as usual? How have Asian American
and Asian diasporic artists and cultural workers intervened in and
critiqued US imperialism or other forms of oppression within or
beyond our communities? How does Asian American art function as
activism? And what are the impact and consequences?” How have
radical epistemologies such as indigenous, decolonial, feminist,
Marxist, and queer informed our relational understanding of local,
regional, global, transpacific, oceanic frameworks? At the same
time, how has Asian American art with its cultural politics of
identity and history of liberal multiculturalism been complicit with
white supremacy? How have our arts and creative practices been
bound to or co-opted by ‘good” or “bad” politics? How are Asian
American artists currently complicating, challenging, or troubling
political boundaries? Viét Lé looks at Trinh T. Minh-ha’s film
Forgetting Vietnam to ask, “What does it mean to forget, and to
remember? Does one foreclose the other?” Terry Park examines the
incorporation of volcanic rock in Korean American artist Michael
Joo’s installation Migrated (2016) and Absentialis (2018). Emily
Putnam introduces “Inheriting Redress,” an exhibition she curated
for the Ottawa Japanese Community Association Archive. Balbir
Singh discusses Sri-Lankan-Canadian artist Rajni Perera's A
Primordial Culture (2020), which explores how forms of
ornamentation can be reimagined as anti-colonial armor.

It Takes Two: Trinh T. Minh-ha’s Forgetting Vietnam
Viet Le, CCA

What does it mean to forget, and to remember? Does one
foreclose the other? “It all begins with two”: departure/return,
earth/water . . =--the film Forgetting Vietnam evokes dyadic
relations to then unsettle them. This paper unsettles binaries
between national and transnational, local and diaspora, high
and low art forms through Trinh T. Minh-ha’s latest film. From
the mundane to the metaphysical, Forgetting Vietnam holds
both in tandem: images of a torrent of motorbikes filmed in
1995 in Hi-8 video; temples wafting incense captured in HD in
2012. Yet to behold (to look, to gaze) is to be bidden, bound by
history and memory’s unflinching gaze. Case in point: in 1995,
President Clinton normalized diplomatic relations with Viét
Nam. Viét Nam’s image within the Western imaginary partly
shifted. A year earlier, the U.S. lifted its trade embargo with Viét
Nam. D&i M&i, Viét Nam’s shift into a socialist market economy,
instituted in 1986, can be traced in between these vignettes of
markets and mandalas, rivets of highrise constructions and rice
field rivulets. For all this migration of images and people,
however, Steyrl and Trinh suggest that spectacular excess
camouflages the growing divide between the haves and have-
nots. Artist and theorist Hito Steyerl notes that like classes of
migrants, ranging from the priveleged to the disposessed,
images are hierarchical. Forgetting Vietnam thus trafficks
between the borders of “hi-rez;” high theory, limited run art
house auteurship and “low brow” vernacular videos uploaded by
residents and tourists for all to access.
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Demilitarizing Animacies: Michael Joo’s Migrated
Terry Park, University of Maryland College Park

“Demilitarizing Animacies: Michael Joo’s Migrated and
Absentialis” looks at the incorporation of volcanic rock in two
installations by Korean American conceptual artist Michael Joo.
As part of his 2016 show “Perspective: Michael Joo” at the
Freer|Sackler Gallery in Washington, D.C., Migrated consists of a
large mobile sculpture made up of ten brass rods of varying
lengths. The position and scale of each rod is based on satellite
images that chart the migration patterns of the red-crowned
crane, an endangered species that makes the DMZ its temporary
sanctuary. Hanging overhead, Migrated’s balance is maintained
by the measured interdependence of each component, as well as
by small basalt rocks affixed to certain rods. Scavenged in South
Korea, these rocks are thought to have originated in volcanic
eruptions that flowed down from what is now North Korea.
Similarly, the site-specific Absentialis (2018), part of The Real
DMZ Project near the Korean Demilitarized Zone (DMZ), revolves
around seven volcanic boulders in the Peace and Culture Plaza
in Cheorwon, a town located in a patrolled area adjacent to the
DMZ. These boulders surround a sculpture that is itself made up
of digitally scanned and enlarged fragments from small samples
of volcanic rock collected by local schoolchildren. Drawing on
Seo-Young Chu’s understanding of the DMZ as a myeongdang or
auspicious energy site within the context of Korean geomancy, |
analyze Migrated and Absentialis as “‘countermyeongdang;
aesthetic reconfigurations of a landscape marked by war, empire,
and militarization through a kinesthetic choreography of its
animacies—avian, lithic, human.

Community Archives as Visual Culture: A Legacy of Activism for
Japanese Canadians
Emily Putnam, Carleton University, Ottawa, ON

Inheriting Redress: The Ottawa Japanese Community Association
Archive exhibited at Carleton University Art Gallery in Ottawa,
Canada in 2019. A community-driven curatorial initiative,
Inheriting Redress explored the visual culture and history of the
redress campaign, through objects generously loaned by the
Ottawa Japanese Community Association (OJCA). The exhibition,
realized through situated knowledge, brought to the forefront
the significance of community-built archives for understanding
and articulating a legacy of activism for Japanese Canadians. My
presentation postulates questions about the importance of
community-built archives of activism: What does it mean to
build a community archive, who inherits it, and what can future
generations can learn from it? How does a community archive
both empower who it represents and mobilize anti-racist
solidarities? As with the parallel campaign in the United States,
Japanese Canadians mobilized during the 1980s to gain
acknowledgment and reparations for the human rights
violations of WWIl-era incarceration of 22,000 Canadians of
Japanese ancestry. Redress was a significant historic moment not
just for the Japanese Canadian community, but for the nation,
marking the first time that a large-scale campaign of redress
proved successful and garnered widespread public support. Its
success has been a defining motivator for the actions that have
followed since including redress campaigns for Chinese head
tax, and numerous apologies by the state. Despite this, it
remains largely unacknowledged within the public sphere,
making the display, and further archiving of the OJCA community
archive - and archives like it — invaluable to understanding a
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terrain of activist history in Canada.

Divine Adornment: Weathering Diaspora in Rajni Perera’s ‘A

Primordial Culture”

Balbir Singh
In this paper, | examine work by contemporary Sri Lankan-
Canadian artist Rajni Perera, specifically a 2020 photo-essay
titled “A Primordial Culture” This work features Perera herself
donning masks; various form of head dress; and textiles adorned
with patterns, multiple textures, and ornamentation. Along with
the artist’s text, the garments provide a particular divinity to the
artist as subject, highlighting a collective need for protection
from the elements in everyday movements, forms of migration,
and the making of diaspora. Using Perera’s work as part of a
larger body of textile-based arts by minoritarian artists, |
theorize “divine adornment” as a means of exploring the ways in
which forms of dress have been transformed and reimagined as
forms of anti-colonial armor. | study how these forms of
ornamentation—their forms of covering and layering—can be
understood as both the exaltation of a particular people, as well
as a way of shielding oneself from the overwhelming elements—
the climate—that animate social worlds. | analyze the way that
Perera’s collaborative textiles have been designed with migrant
personal security in mind, given the imminent danger and the
forms of weathering that diasporic, racialized bodies face:
through quotidian and spectacular forms of inhabiting space,
navigating boundaries, and migrating beyond national borders.
Such forms of collective self-protection are particularly creative
and aesthetically singular, responding to the dystopian, colonial,
hierarchical order that dominates our planet.
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EDUCATION COMMITTEE

Chairs: Alysha Friesen Meloche, Drexel University; Jenna Ann
Altomonte, Mississippi State University

Discussant: Laura Ahola-Young; Jenna Ann Altomonte,
Mississippi State University; Robin Cass, Rochester Institute
of Technology; Susan M. Altman, Community College
Professors of Art and Art History

For practitioners of art, art history, and design, teaching remotely
presents challenges to what was considered possible in these
diverse fields. Although the fields of art and design have
maintained efforts to remain at the forefront of technological
advancements, certain pedagogical experiences were thought to be
sacred, necessitating face-to-face interaction. In the move to
emergency remote instruction, during a remarkable period in
history, art and design education shifted methods of delivery to
replace experiences and practices that were heretofore
unthinkable. These reimagined policies necessitated a new level of
assessment regarding online/remote teaching. After a presentation
of emergency remote assessment in action, members of the
Education Committee of the College Art Association will lead group
discussion and brainstorming sessions that address emergency
remote assessment of unusual pedagogical practices and
experiences. Facilitated breakout sessions will address assessment
of studio teaching in the pandemic, advantages and disadvantages
of the discussion board platform and ways to assess online
participation, using learning-management-system-provided metrics
to assess online courses, and facilitating and assessing student-led
critique. Virtual break-out groups are expected to propose or begin
work on a deliverable that can be shared with CAA participants.

Discussion Board
Jenna Ann Altomonte, Mississippi State University

Transforming Critique: A Conversation - Assess the Unexpected:
Remote Assessment During Crisis

Susan M. Altman, Community College Professors of Art and
Art History

Engagement Metrics in Online Education
Robin Cass, Rochester Institute of Technology

Transformative Learning & Teaching: Strategies for Creative

Assessments in the New Normal

Sohee Koo, UMass Amherst
The Covid-19 global pandemic has required many teaching
professionals to develop not only effective teaching strategies
but also emergent assessments. Yet we are just beginning to
study how such emergent educational approaches and thinking
could help us to fully engage with students in these new and
experimental digital infrastructures in remote art education.
This presentation will encourage participants to explore
questions: When and how did students engage for the first time
inmeaningful learning in virtual art classes? How might students
creatively be successfully and authentically assessed in remote
art classes? At what point did students and instructors realize
the need for open learning apart from fixed conventions? Why
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did students engage or not engage in remote learning tasks?
What were the critical incidents that sparked students’ identities
as creatives and their perspectives about the arts in the midst of
the pandemic? This presentation will share early findings and
strategies of a pilot action research of remote art classes using
Critical Incident Analysis to assess not only student learning
outcomes but also to foster instructors’ reflective teaching
practices. | draw on Transformative Learning (Meziorw,
1991;2007) and Critical Incident Analysis (Tripp,1993) as
gateways for creative art pedagogy and assessment. Specifically,
the presentation will share in-class activities and assignments
as well as retrospective surveys, peer assessment, focus group
interviews, and learning & teaching evaluations.

ASSOCIATION FOR LATIN AMERICAN ART

Chairs: Barbara E. Mundy; Beth M. Merfish, University of
Houston-Clear Lake

The aim of the ALAA-sponsored open session is to provide a
platform at the annual conference to highlight work produced by
advanced graduate students and recent Ph.D’s, who concentrate on
the histories of Latin American and U.S. Latinx arts and/or visual
and material cultures. Papers may focus on any region, period, or
theme related to the Latin American and Latinx experience,
including, Pre- Hispanic/Ancient American art, colonial/viceregal
art, art of the nineteenth century, modern art, and contemporary
art, including folk/popular art and craft studies, from Latin
America, the Caribbean, and the U.S. In reviewing submissions and
selecting the papers for the session, the co-chairs will be looking
for strong proposals that cover a range of subjects across each of
the noted areas. Subject Areas: Latin America, U.S., Mesoamerica,
Andes, New Spain, Peru, Caribbean, Central America, South
America, ancient art, indigenous art, colonial art, nineteenth-
century art, modern art, contemporary art, Latinx art, innovative
methodologies, historiography.

The Flesh Made Word: Indigenous Catholicism and the Met
Feather Mosaic Triptych
Nathalie Miraval, Yale University

This paper examines a sixteenth-century feather mosaic triptych
housed at the Metropolitan Museum of Art. Crafted in New Spain
by Indigenous featherworkers called amanteca, the object
presents Biblical images and text related to the Last Supper.
While the Met Triptych is in some respects a representative
example of amanteca craftsmanship in service of European
conversion projects, it also bears unusual features that direct our
attention beyond the entanglements of material base and
iconography. Indeed, the object resists easy categorization, as
the amanteca drew from and manipulated myriad European and
Indigenous artistic forms to create a multivalent object—one
capable of negotiating multiple notions of the sacred and its
relationship to the material world. The nature of the tryptich's
engagement with both the sacred and the material comes to the
fore through one of its most prominent features: the text. This
paper examines the role of text in featherworks by situating the
Met Triptych within its historical context, and locating it among
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the competing theological programs of the sixteenth century. It
argues that the triptych materializes the prototypical book, that
is, the Word of God. The feathers in which the words are
depicted, however, also fold the triptych into a Nahua aesthetic
program concerned with manifesting sacred wisdom. The Met
Triptych's text thus facilitates its function as a multivalent vessel
of divine knowledge, one that effectively addresses diverse
conceptions of the sacred.

Anarchist Muralism: Rosendo Salazar and the Revolutionary Art
of Post-Revolutionary Mexico
Rosalia Romero

This paper explores the art theory and practice of the Mexican
anarchist Rosendo Salazar (1888-1971). Known primarily as a
radical anarchist leader during the Mexican Revolution and co-
founder of the anarcho-syndicalist organization Casa del Obrero
Mundial, scholars have long recognized Salazar’s contributions
to the political landscape of revolutionary Mexico. Yet Salazar
was also a painter and wrote extensively about the role of art in
Mexican society. This paper excavates his largely unknown role
proponent of Mexican modern art between the 1920s and
1940s. In contrast to his contemporaries who interpreted
Mexican muralism through the lens of state and communist
ideologies, Salazar argued that anarchist philosophy and politics
provided the key to understanding mural painting and its
relation to the Mexican nationalist project. This notion emerges
in Salazar’s writings about murals by Diego Rivera, José
Clemente Orozco, and Dr. Atl in the Ministry of Education in
Mexico City. Yet it also emerges in the subject matter and form
of Salazar's own paintings between 1929 and 1939, a period
when this political leader transformed into a “pintor-
revolucionario” (revolutionary painter) whose work reveals a
commitment to the muralist aesthetic.

Envisioning Modern Life in the Unincorporated Territory: Puerto
Rican Graphic Arts, 1950-1960
Ana Gabriela Rodriguez, The Courtauld Institute of Art

In 1952, Puerto Rico officially became a Commonwealth and
unincorporated territory of the United States. While the years
from the late 1940s to 1960s saw impressive economic and
modern industrial growth on the island, this period also brought
profound socio-political transformations. In order to address
these changes, Puerto Rico’s first democratically elected
governor, Luis Muioz Marin, initiated a program of community
education in 1946, renamed the ‘Division de Educacién de la
Comunidad’ (DIVEDCO) in 1949. The government agency
produced an array of films, posters, and booklets to promote
awareness on essential issues such as democratic principles,
health, sanitation, and modernization. Local graphic artists
working for the print department of the DIVEDCO, however, were
also producing independent artwork that in contrast to their
government-sponsored work, revealed a more critical response
to the island’s new political status. Contrary to the earlier utopic
visions of modern urban spaces propagated by the government
both in print in and film, local graphic artists were envisioning
an alternate decadent and conflicting city landscape. This paper
will particularly focus on a select series of prints produced by
Puerto Rican artists during the 1950s, a decade permeated by
both economic promise and political anxieties. It will consider
the binaries of democracy and the print’'s power to both promote
and oppose.
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Misaligned at Nazca: Juan Downey's Ruptured Video
Landscapes
Julia Bozer

Juan Downey first presented footage from his Video Trans
Americas (1973-1979) in "Nazca, a video-performance mounted
at The Kitchen, New York, in February 1974. Onstage, he
recreated and interpreted a 1937 episode in the construction of
the Pan-American Highway, which plowed through a figure from
the Nazca Lines, a series of pre-Columbian, zoomorphic
geoglyphs in the southern Peruvian plains. Downey's
performance -- coming in the direct wake of the US-backed
Chilean coup -- broke from his earlier approach to the Trans
Americas project. Originally, he had hoped to drive across the
Americas, from New York to his native Chile, alternately
recording and screening video to promote a “holistic
perspective" among isolated populations. In this paper, |
demonstrate how Downey's series in fact unfolded as a
multilayered interrogation of American identity - one that (like
the Nazca incident) progressively deconstructs, rather than
prescriptively performs, any fantasy of hemispheric coherence.
Through a close reading of the Nazca piece -- as well as
attention to Downey's ambivalent use of transnational
infrastructures, cartographies, trade networks, and
communications -- | explore why the VTA is not a “Pan™
American project, but a “Trans™American one - which, as it
travels through space and time, responds to shifting natural and
political landscapes. My analysis takes into account not only the
immediate global context of the Cold War -- and related US
interventions into Latin American affairs -- but also the histories
of colonial travel and exploitation that have attended cultural
exchange in the Americas since the European conquest.
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Chair: Robert R. Shane, The College of Saint Rose

Discussant: Aviva A. Rahmani, University of Colorado at
Boulder

Ecoartist, feminist, and composer Aviva Rahmani has been engaged
with transdisciplinary art practices and social/ecojustice for over
50 years. Leading her performance group American Ritual Theater
(1968 to 1971), Rahmani was one of the first artists to treat the
topic of rape and went on to play a formative role in Ablutions
(1972) with Suzanne Lacy, Sandra Orgel, and Judy Chicago. Since
1989 Rahmani has been pioneering ecoart projects, including
Ghost Nets (1990-2000) and her continentally-scaled Blued Trees
Symphony and Opera (2015-present). These projects not only
address climate change, but make major changes to ecosystems
through small-scale but strategic interventions she calls “trigger
points™—the focus of her interdisciplinary PhD research. This
conference session is similarly an intervention that seeks to make a
major change by introducing Rahmani’s body of work to art
scholars, evaluating her legacy thus far, and engaging with her
current projects that address the most pressing issues of our time.
This session’s four papers by curator Rebecca Lowery (MOCA, Los
Angeles), art historian and curator Monika Fabijanska
(independent, New York), art historian Chave Maeve Krivchenia
(MA, School of the Art Institute of Chicago), and lawyer Gale Elston
(Law Offices of Gale P. Elston, PC, New York; Cardozo Law School,
JD; European Graduate School, Switzerland, ABD) will illuminate
Rahmani’s work with feminist art, ecoart, and law. Rahmani herself
will participate in the session as a discussant. This session aligns
with both the Committee on Women in the Arts 50/50 Initiative
and the CAA's 2021 theme of climate crisis.

Tender Investigations: The Early Work of Aviva Rahmani
Rebecca Skafsgaard Lowery, The Museum of Contemporary
Art, Los Angeles

Young artists across Southern California developed, in the late
1960s and early 70s, a loose, geographically diffuse, dynamic
performance art scene in which they sought, in various ways, to
explore the possibilities of creating art in situations of
experience rather than in physical objects. Reacting against the
violently charged and turbulent historical context, some of these
artists sought to their give their work politically cogent shape
via thoughtful countermeasures, using collaborative, horizontal,
and communitarian strategies. Aviva Rahmani, who enrolled at
the University of California, San Diego in the late 60s, began
investigating the social form, following a sense that art could be
a field of freeform experimentation with true ameliorative
potential. In her work, Rahmani followed an intuition that
substantive shift in human behavior, and thus society, could be
aided by attentive consideration of the human behaviors; thus
quotidian practices, ingrained habits, and the negotiations of
interpersonal relations were all areas that could be creatively
studied. This state of observation could as well be deemed a
state of wonder: a patient attitude of not-knowing, both in terms
of defining the task at hand and predicting or steering toward its
outcome. This paper explores Rahmani’s early such work as an
artist, following her student years in Southern California from
her founding of the American Ritual Theatre (1968-1971) and
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the formative impact of Herbert Marcuse’s lectures at UCSD to
her enrollment and performance activities at the California
Institute of the Arts.

Models of Healing after Rape and Ecocide: The Art of Aviva
Rahmani
Monika Fabijanska, Independent Art Historian and Curator

The recognition by pioneer ecofeminist artists that patriarchal
philosophy and religions serve to subordinate and exploit both
women and nature is particularly resonant in the era of #MeToo
and climate change. One artist who made the connection
between rape and ecocide the subject of her art is Aviva
Rahmani. Her pioneering ecological art projects are rooted in
works about rape she created as part of early California
performance scene. Predating the now iconic “Ablutions” (1972),
realized with Judy Chicago, Suzanne Lacy and Sandra Orgel, they
remain relatively unknown. This paper discusses Rahmani’s
earliest, experimental body of work concerned with rape, and
how it inspired theory and strategies on which she built her
ecological art practice. Performances, such as “Pocketbook Piece”
(1968) inspired by both consciousness-raising feminist groups
and Fluxus, “Physical Education” (1973) connecting ecocide and
female sexuality, ‘Ablutions” (1972), and the film “Meat Piece
(1969)", along with “Synapse Reality” (1970)—a living sculpture
with communal farming intended as ecological art model,
formed the base of Rahmani’s later “practical ecofeminism™“the
work of artful repair to damaged ecosystems.” Analyzing
disturbance theory, she realized that just as some people never
survive PTSD, neither do some ecological systems; but she also
imagined means for possible healing and partial repair. Her first
ecological site-model to explicitly identify rape as a metaphor
for ecological devastation and to initiate partial repair and
healing was “Ghost Nets” (1990-2000), where she restored the
site of a former town dump in Maine into flourishing wetlands.

Rock Formations: Aviva Rahmani's Blue Rocks (2002)
Chava Maeve Krivchenia, Alumni SAIC (School of the Art
Institute of Chicago)

Formation is a flexible term referring to the uniting or
developing of a whole. A group of agents, often with varying
strengths and capabilities, working in relation to one another as
a whole or formation. This paper was inspired by a desire to
examine artworks that lead to formations, in particular
formations that result in successful ecosystem conservation.
Aviva Rahmani’s "Blue Rocks" (2002) is an exemplary artwork
that implemented strategies of aesthetic activism to create a
focused and specified formation. "Blue Rocks" contributed to the
subsequent investment of over $500,000 by the USDA,
contributing to the restoration of degraded wetlands in Knox
County, Maine. The artwork’s impact can be appraised as the
twenty-six acres of wetlands that were restored, or by the
shifting of consciousness of the town’s inhabitants about a local
wetland. My analysis of "Blue Rocks" is guided by ecological
thought that entangles elements of science and aesthetic
activism. In particular | will focus on strategies implemented in
the artwork which result in altered relationships and
perceptions. This study considers "Blue Rocks" in connection to
Rahmani’s contemporaneous works with specific regard to
process and temporal conditions. | claim that this work is
pertinent to the discourses of both environmental justice and art
of the Anthropocene, providing a method to face environmental
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degradation.

Law as Medium: VARA and Eminent Domain Law in Aviva

Rahmani’s "Blued Trees Symphony”
Gale Elston, CUNY

Aviva Rahmani uses the Visual Artists’ Rights Act, 17 USC
106A(a)(3)(B), (hereinafter referred to as “VARA"), and Eminent
Domain Law as a material aspect of her artwork “Blued Trees
Symphony” Rahmani pioneers the use of VARA by stretching its
current definition to include protection for the trees and rocks
that she paints with a blue buttermilk slurry to create a
geographic sculptural composition, which is also a
representation of her musical notations for a symphony. The
legal system has rarely been used as a portion of an artist’s
artwork and her usage is unique and effective. The legal system
is a political and juridical system resulting in case law and
statutes as a social product. In fact, society is both the subject of
the legal system as well as the object of it. Rahmani uses the
legal system as a tool to highlight the destruction of the
environment, often referred to as “ecocide” She also uses the
legal system in an effort to strengthen protection for the
environment by using VARA and Eminent Domain common law
and statutes to increase protection for the environment. She
does this through the visionary and novel action of declaring
artwork a part of the ‘common good” and thereby protected by
Eminent Domain. Eminent Domain is an area of law in which
property can be taken for the “‘common good. This paper will
examine the novel ways in which Rahmani uses the legal system
as part of her artwork.

CATALOGUE RAISONNE SCHOLARS ASSOCIATION

Chair: Carl Schmitz, Catalogue Raisonne Scholars
Association / Independent

“I guess what I'm asking is this: are these the only kind of
questions that art historians should be asking: Whodunnit? Or
whatisit? Is there nothing else we can say?” (Michael Ann Holly)
From the proposition that the ontological basis of art history
remains a ground for discovery, this session seeks perspectives on
the relationships between the objects and subjects of study within
the discipline. How can the single artist catalogue raisonné
—perhaps the ultimate expression of subject and object
specificity—be recontextualized as part of a speculative art history?
Through all of the genealogies within art historiography, what are
the conditions of possibility for an art history oriented toward the
art object? What other ontologically dichotomous or even non-
dichotomous art histories are possible?

Exit the Artist (Again)? Enter the Artwork: On Object-based Art

History

Dan Karlholm, Dep of Culture and Learning, Sodertorn

University, Sweden
Despite numerous theoretical efforts during two centuries to
conduct art history based on something else than the subject,
academic art history as we know it is basically artist history.
Although Hegel’s presumption to read artistic monuments as so
many materializations of Spirit was largely rejected in the
nineteenth century, the dominating perception of early art
history was still that art documented the inner aspirations of a
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people, a nation or a disembodied will. Artists were seen as
mediators rather than the creators of art. Even Wolfflin
envisioned a pure morphology of art, a record of shifting sense
perception, almost like a slowly projected film on art’s formal
developments. While it was only a through-away remark, he did
envision, in 1915, “an art history without names”. Such a project
was not only left unrealized, it probably appeared unrealistic
and odd at the time. Regardless of the theory referred to here,
art history was already, in practice, deeply invested in
establishing the output of the most eminent artists, in Vasari’s
phrase. During the twentieth century, a matrix of national
schools and international styles was used to compartmentalize
the achievements of an increasing number of great names.
Contemporary art history in our time is more preoccupied than
ever with canonical art stars. To think of an alternative is hard,
and most welcome. The problem with object-based art history,
however, is that it is subject-based. In so far as this is a label for
museum-based efforts to determine authorship and authenticity,
via art conservation and technical art history, the most
distinctive discursive format of which is the catalogue raisonné,
we have a subject first, and objects or works second. The
tradition aiming to “research a single artist’s body of work to
establish a reliable list of authentic works, their chronology, and
history” is certainly important for documentation, archiving and
musealization, thus also a basis for the nomocentric art market,
but what could a different kind of object-oriented account
entail? An object-based art history “without names”, centered
around the body of the object, the literal corpus of the work?
What would a catalogue raisonné of the work encompass, and
accomplish? That is: to establish the work’s intrinsic change
(aging, relative deterioration countered by restoration) as well as
extrinsic connections (literally through collecting and exhibition,
figuratively through reception and representation); to index the
properties of the work (material and conceptual) along with its
capacities (to affect, reflect, symbolize, dramatize, perform, etc.);
to consider the work’s history and proverbial life as ongoing and
potentially never-ending, instead of viewing its history as the
record of its past. Only at the operation table is an artwork
reduced to an object or mere thing. Outside of such a state of
exception, artworks are better seen as assemblages or singular
multiplicities, between various ingredients and materials,
between a material composite and a conception of art, but also
in the sense that the work, as (once) worked but (still) working,
is able to produce inexhaustible effects and attachments. To
paraphrase WJ.T. Mitchell: what does the artwork want? To be
collected as the legitimate infant of a parent, or to have a life,
adventurous at best, tedious at worst, but fundamentally
perpetual? To be listed as an inventory or the element of an
obituary, or to be acknowledged as an individual able to make a
difference in the world?

The Art Group Zvono: A Catalogue Raisonné of Institutional
Critique
Sandra Bradvic, University of Bern

A Biography of the lonides Collection: Public and Private

Transformations

Helen Glaister, Victoria and Albert Museum, London
A biographical approach to the study of individual or groups of
art objects has increasingly gained favour in recent years,
building on the formative work of Appadurai and Kopytoff (1986)
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as a means of teasing multifarious meanings from objects
traditionally categorised as ethnographic. Anthropologist Alfred
Gell and later scholars emphasised the agency of objects in
motion and the application of these interdisciplinary
methodologies to the field of Art History may illuminate the
variety of ways in which art objects have been classified,
interpreted and understood in diverse spatial and temporal
contexts. Taking the lonides Collection of Chinese Export
Porcelain as its subject, now in the national British collections at
the V&A and British Museum, this short paper will consider the
transformations which occurred in the life of the collection as
objects passed from the private to the public sphere, the impact
of methods of display and interpretation and the relationship
between subject and object, from the private residence of the
collector to the public gallery and museum. Once at the national
museum, this paper will consider the impact of classificatory
boundaries which defined the manner in which individual
objects were situated within established museum taxonomies,
questioning the role of museum specialists and institutional
priorities which shaped the shifting status of this specialist
category of ceramics. As a result, objects were inserted into
multiple museum narratives, from the history of Chinese art, the
ceramic history of China and global ceramic history where they
continue to play a significant role.

"I must be seen whole”: Seeing Manet Anew
Kathryn Kremnitzer, The Art Institute of Chicago

This paper breaks from historically medium-specific divisions
within museum collections and catalogue raisonnés to consider
a series of object-based case studies that attest to Edouard
Manet’s working methods across media in the 1860s, from
painting through drawing to printmaking. Throughout the early
decade of his career (1860-1867), Manet made watercolors after
his own oil paintings to reproduce them in etching, a practice he
repeated for several of his most accomplished and controversial
canvases. These drawings helped Manet translate painted
compositions onto printing matrices, affording the artist an
opportunity to reimagine each iteration according to the
material attributes of whichever medium. Guided by
collaborative efforts in conversation with curators and
conservators, this project offers new technical images and
findings, particularly for often overlooked works on paper, that
demonstrate how a revised account of Manet’s works could be
more productively organized, according to what | call image
genealogies, to consider related works across media—taking the
“whole” of Manet’s production together, the way he wished to be
seen, as he told Antonin Proust: “| must be seen whole”” This
methodology was put to practice in recent and forthcoming
projects at the Art Institute of Chicago which demonstrate how
object-based study can guide curatorial strategies in and beyond
the galleries from installation to labels, catalogue, lectures, and
online interactive features.
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Chairs: Kate Kramer, University of Pennsylvania; Martha M.
Schloetzer, National Gallery of Art

Right now is not an easy time to be an emerging professional in
the arts. Tenure track teaching jobs are scarce. Competition for
museum work is stiff. The art world as we know it will not be the
same one that emerges from the other side of the pandemic. This
session will explore how to best support undergraduate and
graduate students by considering the digital shift in education and
professional practice. We seek lively, ten-minute presentations that
develop the knowledge and skills art, design, and art history
students need for the transition to a professional career. A
significant portion of the session will be dedicated to discussion.
Presentations might share teaching strategies that transfer well
from brick and mortar classrooms and studios to the virtual
classroom; explore how digital or online teaching brings new
perspectives on curricular and training standards like internships or
guided research; or recommend ways that practitioners can apply
these strategies to their own courses or suggest new approaches
within their departments or institutions. Topics may include:
interviewing and networking, putting together a portfolio,
preparing students to be adaptable and resilient in career pursuits;
and reckoning with the often-invisible digital divide. This session
will benefit from a variety of perspectives. We encourage
submissions from faculty and staff in higher education, museums,
arts advocacy organizations, and libraries.

Researching in a Pandemic: Setting Realistic Goals for Success
Giana Ricci, New York University

The nature of art research changed dramatically with the
onslaught of the international COVID-19 pandemic. As we
pivoted practically overnight to a mainly online environment,
librarians have been working to ensure that students and faculty
have as much digital access to resources as possible. Those
working in the humanities, especially in the arts, have been
faced with extra challenges due to our fields' traditional reliance
on print materials, slow acceptance of digital publishing and
open access, and often limited access to high resolution images
of artworks. How can currently enrolled students and those
pursuing careers in academia set realistic goals for overcoming
these research challenges? Many students and researchers of all
levels were not fully prepared for how the pandemic would
affect their research. As we move forward, it is necessary for us
to understand how the landscape of arts research has changed
during the pandemic, and as we continue to battle COVID-19
worldwide, making a long-term game plan for our research
needs is proving to be essential. Some questions that will be
addressed in this presentation include: Why are so many art
resources not available online? What are some ways that
students and faculty can work around this challenge? How
should we expect the landscapes of art research and publishing
to change as a result of the pandemic?

An Educational Crisis or an Exciting Breakthrough? A Case
Study of Transitioning from F2F to an Online Format
Kimberly Marie Mitchell, University of Tennessee
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Because of past experiences developing several traditional face-
to-face art and design courses to be taught entirely online, when
COVID happened and we were told to quickly change the format
of our classes to be taught virtually, adrenaline ran strong
through my body as | prepared my senior students for an
exceptional online conclusion of their college career. As an
active freelance designer myself, | work with clients from all
over the world, remotely. In fact, a lot of the design industry is
now remote - so instead of seeing this as a crisis, | quickly
turned to the tools that I've used as a remote designer in
helping the creation of my courses, and knowing that by doing
so, I'm helping prepare my students for remote work success.
During my presentation | will discuss current technologies and
trends of successful online courses, and how to successfully
transition from traditionally in-person graphic design courses to
a rich online format utilizing appropriate technology, guest
lectures, unique critique methods, and patience.

Remote possibilities: Virtual Internships in the Time of
COVID-19
Martha M. Schloetzer, National Gallery of Art

In response to COVID-19, museums canceled internships, or
transitioned to a virtual experience, in many cases for the first
time. This year of disruption meant students and emerging
professionals missed out on traditional museum internships. As
a program administrator for internships and fellowships at a
large museum, | will recount some of the challenges and
successes of pivoting to virtual internships. The following topics
will be discussed: setting expectations, on-boarding,
communication, team building, networking, and transferable
skills. In addition, | will make the case that museums should
continue to offer virtual internships as an option even after a
return to “normal” operations. Meaningful learning can be done
online. In addition, virtual opportunities offer flexibility and help
break down barriers to internship participation, benefiting
candidates who cannot afford to relocate to a new city, those
with school and care-giving responsibilities, and people with
disabilities.

The real-world skills that art history can teach
Leda Cempellin, South Dakota State University

| am the solo art historian in the School of Design at South
Dakota State University, with a solid interdisciplinary
background and serving undergraduate students in the studio
art and design disciplines. Clearly, art history is not their priority,
so | have been wondering how to make art history relevant to
design practitioners? After the sudden shift online in spring due
to Covid-19, over the summer | took three courses at South
Dakota State University towards the online instructor
certification. | have redesigned all my fall online and hybrid
courses. The online pedagogy, combined with my recent self-
training in two modern languages, have helped me understand
that even if art history is a very structured discipline that needs
to be built progressively by adding and connecting content,
there is a possibility to use the online platform to create a more
flexible pedagogical structure with multiple entry points. | will
share how | structured the online LMS shell of some classes into
weekly modules that create a rhythm alternating content
understanding and team activities involving higher levels of
Bloom’s taxonomy. | will discuss how to build scaffolding
activities within the art-history discipline to help students from
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professional backgrounds to learn the transferable soft skillset
that will enable them to collaborate at distance. | will share my
experience and learned strategies in structuring teams,
monitoring student productivity, communicating leadership and
collaboration concepts to pre-professional students, encouraging
and enabling self-regulatory behaviors within a team.

Online Peer Mentoring between Museum Studies MA Programs
Lisa M. Strong, Georgetown University and Laura Schiavo,
George Washington Univ

As professors and directors of Museum Studies programs, we felt
the impact of the pandemic in the disruption of professional
mentoring and internships as well as teaching. Our experiences
teaching and advising over the spring and summer immediately
revealed the need for wider peer interactions, both for
professional development and networking opportunities.
Students quickly adapted to studying and socializing with their
own cohort over Zoom, but they lacked the introduction to a
wider network of emerging museum professionals that their
internships ordinarily offered. When Laura put out the call for
another Museum Studies Program’ class to join hers in a shared
activity and discussion, Lisa answered. Our classes and
assignments were similar, so we decided to bring the two
cohorts together to hear and respond to each other’s group
presentations on museums and social justice. While we have yet
to see the results of the meeting, we view this project as more
than just a step towards enriching our programs. Recent
discussions on the future of higher education have focused on
the importance of increased cooperation between universities in
order to save costs. Sharing resources, courses, administration or
programming offer a chance to save money and reduce the cost
of tuition (and debt) for our students Although the shape and
scope of those changes are beyond our administrative reach, we
see our partnership as laying the groundwork for more
substantial resource sharing, with the goal of reducing the high
cost of tuition in the future.
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HISTORIANS OF GERMAN, SCANDINAVIAN, AND CENTRAL
EUROPEAN ART AND ARCHITECTURE

Chairs: Eva Forgacs, Art Center College of Design; Barbara
Jaffee, Northern Illinois University

The period between 1945-1948 was one of great hopes and
initiatives to culturally reunite the war-torn European continent
and the world. The 1945 Yalta Conference issued the Declaration of
Liberated Europe promising the European nations "to create
democratic institutions of their own choice,” while Stalin would
increase Soviet influence in Eastern Europe and by 1949, an ‘iron
curtain’ would descend, cutting the region off from the Western
half of the continent and the world, placing it under Soviet rule.
After the war, many artists in Europe pursued a new, united,
internationally open European art and culture. The Stedelijk
Museum in Amsterdam, the Salon des Réalités Nouvelles in Paris,
the “European School” in Budapest, worked on reestablishing
continuity with interwar modernism as well as supporting nascent
postwar art. The international CoBrA group was one of the first to
reach out to such Eastern European artists as the Czech "Ra" group,
hoping to develop further contacts. Papers discussing the
apparently wide open possibilities of the post-World War Il period
internationally, or within the boundaries of any one country, are
invited to discuss this chapter of art history, when the recovery of
pre-World War Il modernism and the fostering a new
internationalism was a worldwide effort, anticipating the global,
international culture of the late twentieth and early twenty-first
centuries. Send paper proposals by August 17, 2020. Contact Eva
Forgacs (Art Center College of Design, Pasadena) at:
eva.forgacs.ac@gmail.com

International Architectural Exchanges of the Immediate Post-
WW Il Era
Anna Jozefacka, Hunter College, CUNY

Ruination and Regeneration in Hella Nebelung's Postwar
Gallery
Lauren Elizabeth Hanson, Harvard Art Museums

K.O. Gétz and Meta: The International Journal for Experimental

Art and Poetry

Lynette Roth, Harvard Art Museums
The art of the immediate postwar period in Germany was an
extremely diverse product of dispersed pockets, unwieldy
networks, and a host of self-organized artist organizations.
Initiatives and exhibitions took place across a country—and a
capital—divided in defeat into four allied sectors. In January
1948, German artist K.O. Gotz published the first issue of "Die
Metamorphose" (The Metamorphosis), thereafter known as
"Meta." Produced on the inexpensive paper available at the time,
the journal featured art and poetry by Gotz and fellow artists
such as Willi Baumeister, Anneliese Hager, Karl Hartung, Heinz
Trokes and Hans Uhlmann. "Meta" drew the attention of the
Dutch group Reflex and, as a result, Gotz was invited to
participate in the definitive CoBrA exhibition in Amsterdam the
following year. There, he was both participating artist and
curator of the German contribution to the show, which he carried
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to the Stedelijk rolled up under his arm. This paper will look
more closely at the ten issues of "Meta" (1948-1953), as well as
the “German edition” of the CoBrA journal that G6tz produced in
1950, as a key platform connecting the German art scene to
proponents of a postwar global surrealism. While groups such as
CoBrA may have been short-lived, the close contact between
artists established in these early postwar years often continued.
Later issues of "Meta" were categorized by country of origin:
France (Paris), England, Holland, Austria and Denmark, and
Mexico.

Democratic Art Par Excellence? The 1947 Polish-Czechoslovak
Exchange of Modern Graphic Art Exhibitions
Petra Skarupsky

In May 1947 in Prague, the Hollar Society of Graphic Artists
welcomed an exhibition of ‘Contemporary Polish Graphic Art;
prepared by the Polish Ministry of Culture and Art. In return, in
September 1947 the Polish audience was able to attend a
presentation of ‘Contemporary Czechoslovak Graphic Art’
organized by Hollar, the National Museum in Warsaw, and the
Polish Committee for Cultural Cooperation with Foreign
Countries. Based on archival material | examine how the
presentations portrayed the tradition of inter-war modernism,
which new tendencies they highlighted, and how they
positioned graphic art within art history. The Czechoslovak
presentation featured works by Czech Cubist Emil Filla as well as
by Group 42, whose bold formal solutions were described as
new realism for the new social system. The Polish show praised
Jozef Pankiewicz as a master of etching who followed Western
Impressionist tendencies. It highlighted the continuity of inter-
war masters’ teaching visible in students’ works. Interestingly,
the youngest generation of artists was represented by renowned
Polish art historian Jan Biatostocki. The choice of graphic art for
the show was justified by reference to the democratic properties
of the medium. Analysis of the 1947 exchange offers an
insightful case of cooperation between a well-established
artistic society and the controlling institutions of a newly
formed socialist state. It also illustrates attempts to create a new
modernist narrative and to negotiate a balance in the appraisal
of the modernist tradition and upcoming Socialist Realism.
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Chairs: Chih-En Chen, SOAS, University of London; Julie
Bellemare, Bard Graduate Center

“Trompe loeil; which means to “deceive the eye, is often used to
describe an illusionistic depiction of three-dimensional space on a
two-dimensional surface. While trompe loeil has been produced
for hundreds of years, existing scholarship has largely been limited
to its deployment in European painting, yet the basic mechanisms
of trompe Loeil extend beyond painting to a variety of material
emulations. Roman glass was cast to imitate precious stones,
sixteenth-century potter Bernard Palissy recreated scenes of
aquatic life in ceramics, and Chinese artisans fired enameled
porcelain resembling fruits. Trompe Loeil fools the eye, producing
an object that appears real while being materially different from
its referent, and is typically so skillful that it can be visually
mistaken for the original by an uninformed viewer. This panel
understands trompe Lloeil as an artistic device that has been
employed transnationally and across mediums. Moving across time
and space, we invite submissions of papers that aim not only to
explore the scope of trompe Loeil in a global context, but also to
decipher the manufacture and operation of this device in the
history of art and material culture. Themes and questions worth
considering include: What are the intentions of makers when using
trompe loeil, and what are the responses of viewers to illusionistic
surfaces? What are the technical means by which verisimilitude is
achieved? How does trompe Loeil relate to forgery, authenticity,
and value? And in what ways do trompe Loeil works serve to
facilitate the transmission of artisanal knowledge across mediums?

Material Emulations and the Arts of the Ancient Americas: A
Study of Ica Visual Culture (c.1000-1600CE)
Sara Morrisset, The University of Cambridge

Although the practice of trompe Loeil has been widely studied in
European contexts, few havediscussed how the mechanisms of
trompe loeil can also be found in the arts of the
ancientAmericas. Related to the concept of skeuomorphism, the
mechanisms of trompe Loeil can be foundin Prehispanic
indigenous contexts of modern-day Peru. My research has
brought to light howceramics of the coastal Ica society
(1000-1600CE) were painted to emulate the appearance oflca
textile designs, despite the differences in artistic production and
material affordances of themediums. Textiles are highly valued
in Andean societies and served as the foundation forentire
aesthetic systems of the ancient Andes. Architecture, sculptural
reliefs, and ceramic paintingin many Andean contexts share the
forms of fiber arts, although these examples have rarely
beendiscussed in the global context of skeuomorphism and
trompe Loeil. Investigation of Ica visual culture has revealed
atemporal delay between the style and design of Ica textiles and
ceramics, suggesting that designelements may have been
experimented with and codified in textiles before being
translated toother mediums, such as ceramic painting. This
practice would have major implications for thetransfer of
knowledge and workshop structure of Ica artisans. The influence
of the fiber arts onother mediums in the Ica Valley, such as
carved wood and pyro-engraved gourd, will also beexplored.
Ultimately, my research contributes to discussions of the global
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context of trompeloeil through investigating material
emulations in the arts of the ancient Americas.

Fragile Architecture: Seventeenth-Century ltalian Quadratura
and the Non-Functional Image
Nicholas Pacula, Yale University

Seventeenth-century Italian quadratura is a painterly technique
focused on the representation of illusionistic architectures and
the ensuing transformation of the tectonic surface over which it
has been applied. Although quadratura appears in a variety of
art-historical studies, little work has been done to examine the
tension between the significant labor involved in producing
these illusionistic images and the lasting fragility of the
illusions’ cohesion and legibility. Three rooms in the Pitti Palace
painted in the quadratura style by Angelo Michele Colonna and
Agostino Mitelli between 1639 and 1641 confirm that the
instability of these illusionistic images is due the painters’
attempt to bring the laws of one-point perspective out of two-
dimensional pictorial space and into three-dimensional lived
space. It follows that the “station point” from which these
illusions are geometrically projected onto multiple vertical walls
and domical as well as vaulted ceilings coincides with the ideal
position at which a viewer is intended to take in the resulting
composition. Given the expansive rooms that these paintings
occupy, viewers are far more likely to encounter non-functional,
non-illusionistic pictorial fragments than a singular and
immersive image. In conclusion, this paper turns to two
contemporary examples (one artistic, the other architectural) in
which fragile images have not been treated as liabilities but
assets, demonstrating that in a time when we are wholly
engrossed by illusionistic images and the surfaces that carry
them it is productive to recast the historical precedents from
which they descend.

Calculated Trickery: To Weave an Engraving in the Age of
Mechanical Reproduction
Hampton Des Smith, MIT

In 1842, Charles Babbage deceived British intelligentsia with a
portrait that appeared to be an engraving, but was actually
woven upon a Jacquard loom. Titled A La Memorie De J.M.
Jacquard, the silken trompe Lloeil depicts the loom’s inventor.
Two years later this woven visage would reappear. Still
mimicking ink on paper, but now as a mise en abyme -- a woven
picture within a woven picture. Textiles like these flourished
during the nineteenth century and prompted transatlantic
accounts of the Jacquard technique’s ability to mime engravings.
But unlike other period trompe Loeil, these woven images
engage a ‘trick of the eye’ through an altogether different
pictorial syntax: binary punch-cards coordinating warp and weft.
These binary operands of the Jacquard loom are often said to
prefigure contemporary digitality. But however integral to
histories of computation, these discussions are based upon
reading back into history of what came to be. This paper
remedies this deterministic oversight by taking the illusionistic
ambitions of these images -- using art’s most self-conscious of
devices -- seriously. By better accounting for the uneven
networks of craft labor central to such images, | contend
weavers recursively engaged the social and political nature of
their trade through trompe Loeil: an artistic device that “works”
only through erasing the labor it requires. | reveal how these
woven metapictures engaged the changing conditions of labor
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in France’s silk empire, thereby recovering flows of materials and
labor between Lyon, Northern Africa, and a global luxury market.

Vija Celmins: Nature morte
Harrison Adams, Tsinghua University

My talk will examine Vija Celmins’ unorthodox use of trompe-
Loeil over the course of her career. While trompe-loeil has
traditionally served as an opportunity for an artist to
demonstrate her virtuosity, | argue that Celmins’ intense
commitment to verisimilitude has the opposite effect. Rather
than invigorate her work, it drains it of life. In her most
sustained and complex engagement with the trompe-loeil
tradition, To Fix the Image in Memory (1977-82)—a collection of
11 found stones and 11 painted bronze facsimiles thereof
—Celmins’ fidelity to appearances, on the one hand, does indeed
call attention to her skill, but on the other, her skill is so
advanced that any trace of the artist is erased. The irony of To
Fix the Image in Memory is that by placing the facsimile next to
the real thing—and that this thing is a rock, the most inert of
objects—the frisson of uncanniness we expect when looking at a
work of trompe-loeil is lost. The copy is so good and the object
so banal that we are inclined to ignore it altogether, or
undertake an especially tedious kind of looking, one that feels
anticlimactic even once you learn to tell the difference between
the two stones. Celmins’ self-effacing practice of trompe loeil
underscores the highly theatrical nature of the genre, going
back to its Western origins in the competition between Zeuxis
and Parrhasius, and her difference from it. | ultimately connect
this deadening impulse in her art to Robert Smithson’s roughly
contemporary interest in entropy.

Chair: Nichole Van Beek

In this session, artists and educators using biodegradable materials
are invited to present their work and their process. The focus is on
artwork made with materials grown in-house or locally, or obtained
through waste collection or foraging, that can be composted in
personal or municipal facilities. Examples may include
mycocomposites or mycofoam, kombucha leather, bioplastics,
recycled paper pulp, or bio-based colorants. Presenters will discuss
how the life-cycle analysis of materials contributes to the
conceptual framework of their practice, and connects to larger
conversations about climate change mitigation, waste reduction,
and regenerative systems. How might art reflect the necessary shift
away from a destructive linear economy to refocus on a circular
economy? The question of archivalness of materials and the
possibility of reframing a limited life-span as an asset will also be
addressed. Presenters will talk about the interdisciplinary nature of
their projects: how they intersect with design, architecture,
agriculture, biology, or material science for example, and how this
might be utilized as a pedagogical cornerstone.

Agar garden: A flower making process explores between bio,
digital and recycled fabrication
Yi Hsuan Sung
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Living with Mycelia
Maria Whiteman

Biodegradability as process within interdisciplinary art practice
Katie Taylor

Biohue
Judi Pettite

Chairs: Christen Sperry Garcia, University of Texas Rio
Grande Valley; Indira Bailey, Claflin University; Leslie C
Sotomayor, Edinboro University

Systemic institutions and Eurocentric White academic canons have
historically marginalized, oppressed, enslaved, and deemed inferior
underrepresented people in the United States, making it difficult
for underrepresented learners to thrive within higher education.
Our COVID-19 environment exacerbates student and educator
challenges and further exposes disparities. With decreasing
enrollments in light of uncertainty and social distancing,
universities are forced to re-envision inclusive education that
serves diverse learners impacted by the COVID-19 pandemic in a
multitude of ways. This panel focuses on re-imagining pedagogy
via virtual environments as we work towards disrupting historically
patriarchal White academic canons through feminist practices. We
seek papers, performances, and presentations that consider how
the intersectionalities of our identities produce new ways of
thinking for online higher education curricula. Questions to
consider: how, as educators, curators, designers, art historians, and
artists are we re-imagining virtual spaces and teaching practices?
How do we disrupt White hegemonic canons in our fields? What
new possibilities for inclusivity are available through virtual
teaching? As faculty of color, how do we embed our experiences
and perspectives into our curricula that serve White students and
students of color? Using Latinx, Chicanx and/or Black feminism,
how can we situate ourselves within our lived experiences,
observations, and critique suppressed knowledge in order to re-
form and re-imagine teaching?

Teaching Chicana, Chicano, and Chicanx Art Histories:

Pandemics and Pedagogies

KarenMary Davalos, University of Minnesota
This presentation argues that teaching in any modality (online
or in-person) against the Eurocentric pandemic through
Chicana/o/x art histories, a term that attempts to represent
various gendered, trans- and non-gender binaries, triggers white
fragility and the desire for an alibi. Using decades of classroom
observation at Predominantly White Institutions (PWI), the
presentation documents how efforts to disrupt historically
patriarchal White academic canons, particularly art historical
canons, requires both the teacher’s vulnerability and
imperviousness. PWI are particularly difficult settings for
challenges to Eurocentric art histories because white students
are emboldened by enacting entitlements with impunity. These
entitlements are enacted in many ways and correspond to
defensiveness associated with white fragility (DiAngelo) and
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rationalization, liberalism, and minimalization of racism
(Bonilla-Silva). White fragility is most unsettling because it
manifests as as annoyance at and dismissal of the material as
well as verbal attacks against the teacher, especially when the
teacher's intersecting identities are read as biased. Framed as
feminist pedagogy, the dual response of vulnerability and
imperviousness support the survival of the teacher and students
of color. Although the online modality can decrease enacted
violence and direct forms of resistance to Chicana/o/x art
histories, the virtual classroom is not safer for teachers and
students of color. In effect, this presentation questions the
romantic view of the online environment, finding that students
whose privileges align with the pandemic of Eurocentric thought
and dominate in virtual space just as they do in physical
classrooms.

Contestation and Subversion of Racial and Gender Constructs in
Works By Artists Kerry James Marshall, Kehinde Wiley, and
Other Black Artists

Glynnis J Reed

The artist Kehinde Wiley presents complex conceptualizations of
race, gender, class, and sexuality through his paintings of Black
men and women that appropriate the style and subject matter of
masterworks by European painters from art history. Wiley
subverts the established order by positioning people of color at
the center of a movement that is bending the trajectory of art
history towards the inclusion of Black bodies imagined by Black
artists. Arguably, Wiley has constructed a new canon in which he
has imploded existing narratives around identity and developed
a sovereign terrain for himself and his cohort of artists of the
African diaspora. The paintings of Kerry James Marshall contest
the dominant cultural regime through critique from within
rather than by overt subversion. While poised in opposition to
legacies of racial domination, Marshall’s work brings
heteronormative representations of black female and male
bodies, in contrast to Wiley’s multifaceted and often homoerotic
views of masculinity and femininity. | will examine the male
gaze in relationship to the treatment of black male and female
bodies as subjects and objects in Marshall’s paintings. | will
discuss strategies of student engagement employing feminist
and queer informed readings of Wiley’s and Marshall’s work to
disrupt White hegemonic canons within virtual teaching spaces.
| will share images from my own artistic practice, and analyze
works from other black artists to support feminist and queer re-
imaginings of Black representation in an inclusive higher
education art curriculum.

What are you? Bringing the Personal into the Professional

Maryanna G. Ramirez, Jordan Schnitzer Museum of Art at

Portland State University
My father is Cuban, my mother is American, and they adopted
me from Saltillo, Mexico. Throughout my life, | have been asked,
what are you?, by strangers who are curious about my ethnic
identity. Quite often, | will deflect the question, saying, “I'm from
Michigan,” or “I'm Latina” Sometimes, if a stranger presses, which
they often do, | will say, “My father is Cuban” and leave it at that.
| imagine there are other professionals, like me, who downplay
their racial identity. If you were a high achieving student, you
didn’t want your peers to think you earned your place because of
a quota. Look at my accomplishments, not my race, was my
mentality for the first 30 years of my professional career.
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However, over the past several years, | have reconsidered my
identity and the need to share it with others because
representation matters. In August 2020, | co-curated an
exhibition featuring Mexican and Mexican American artists, and
| began my virtual tours, presentations, and panels by
identifying my racial identity. | did this because | felt it was
important for students and members of the public to see me as
a Mexican American professional. | would like to suggest that
instructors, educators, curators, or other professionals in our
field consider sharing their unique identifiers as a way for those
emerging in our profession to see themselves represented.

Drawing Out the Mycorrhiza: An Arts-Based, Latina/x,
Ecofeminist Approach to Fomenting Vital Forms of Care During
Coronavirus Capitalism

Xalli Zuniga, The Pennsylvania State University

This paper offers a Latina/x, ecofeminist conceptualization of
the arts-based practice of 'drawing-out, which entails
conducting a series of virtual drawing encounters between
underrepresented individuals experiencing precarity. This
introspective, yet playful practice involves convivial artmaking
and is designed to help participants identify situations and
instances in their lives where labor-based subordination
becomes oppression. 'Drawing-out’ is meant to foster the
creation of reflective works that point to the crisis of care within
what cultural theorist Naomi Klein has called ‘coronavirus
capitalism' The present crises we face are considered
symptomatic of the shortcomings of capitalism, from the
perspective that frames it as an institutionalized world order. As
Professor Nancy Fraser contends, care encompasses broader
social-reproductive roles that have been historically assigned to
inferiorized populations (primarily women and people of color),
and that range from housework, healthcare, childcare, eldercare,
as well as sustaining community ties. Fraser explains that this
crisis is inherent to the operational contradictions of
financialized capitalism, where production is overemphasized
and reproduction occluded, unwaged and undermined. Drawing-
out is thus an ecofeminist theory-informed practice that
entangles Maria Lugones's concept of 'hanging out’ with Chela
Sandoval's 'differential consciousness' Its purpose is to, literally,
draw out insightful considerations toward care as theorized from
the perspective of a visual metaphor inspired by plant-fungal
symbiosis, or mycorrhiza. For this project | am consequently
framing the mycorrhiza as a caring' network of nutrient
exchange, through which different plants are able to tend to the
needs of each other as members of the same forest-like
community.
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Chairs: Alessandra Raengo, Georgia State University; Lauren
Cramer, University of Toronto

Discussant: Nikki A. Greene, Wellesley College Department
of Art

Toni Morrison described the artistic entanglement in Romare
Bearden’s work as not just porous but liquid, a liquidity denied by
rigid disciplinary frameworks--including art historical discourse. As
Founder and co-editors in chief of liquid blackness: journal of
aesthetics and black studies, we find this assessment affirming and
descriptive of our investment in shaping a new critical discourse
for the way black art practice has “indexed” its own liquid
processes, i.e., not only the entanglement Morrison describes, but
also how these practices might challenge disciplinary frameworks.
This panel examines an eclectic, intergenerational group of
artists— David Hammons, Akosua Adoma Owusu, Bradford Young,
and Jenn Nkiru—-who focus on processes of black art making that
are also processes of blackness-making: whether that blackness is
produced by art history’s definition of black art/black artists; the
attachment of black movement, rhythm and style to the mechanics,
aesthetics, and poetics of the photographic and cinematic
apparatus; or, more radically, through the association of art-making
with the proprietary subject. These artists reflect on blackness’s
liquid processes by thinking about the conditions of their objects’
own making. After organizing a session on the “color theory”
implicit in the contemporary art and discourse on black abstraction
(CAA 2019), we are now exploring black liquidity as an antidote to
the dispossessive properties of abstraction and addressing
“indexing” in the fullest terms possible, to address ways artists
ignite forms of social gathering, archiving, and stylistic
transformation while refusing proprietary attachments to both the
artwork and the critical discourses surrounding it.

How David Hammons Has Us All Wound Up
Sampada Aranke, School of the Art Institute of Chicago

"HAS ANYONE ELSE SEEN THESE" Scribed on a wall in pencil,
this fragment served as crude wall text for a vitrine in David
Hammons's 2019 exhibition at Hauser & Wirth in Los Angeles.
The vitrine, filled with memorabilia, photocopies, and rare
primary documents, was but one of many locations where
Hammons displayed Hammons. To ask, "has anyone else seen
these" is to slyly ask a question that already has an answer: yes,
or maybe, or no. Any answer to that question proves Hammons's
point: that Hammons himself is the subject and object who sees
and to see. This methodological maneuver is part and parcel of
Hammons's decades-long practice and serves to enact a Black
aesthetic determination already sleeved in its own method. This
paper will work to unpack how Hammons throws into
methodological disarray the question of art's histories by his
relentless invocation of Black aesthetic practices that deform, if
not refuse, their own making.

Blackness: An "Intermittent Delight”

Lauren Cramer, University of Toronto
Akosua Adoma Owusu’s short film Intermittent Delight (2007) is
part of a body of work that addresses black style as the tie that
binds. Owusu’s films about braiding hair and weaving fabric are
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themselves intricately knitted together in ways that graphically
and rhythmically explore the entanglement of black bodies and
mass production. Intermittent Delight combines a Westinghouse
Electric Corporation commercial for refrigerators from the 1960s
with contemporary images of Ghanaian women weaving fabric.
Initially these distant worlds are divided by thick black gridlines,
but as the film’s percussive score quickens, the domestic work
that separates black and white women disappears. In the end,
white couples wearing African batik patterns dance frantically,
and even mechanically, around appliances covered in the same
print. Using archival and documentary footage, the film
constructs a record of labor and property relations, but it also
visualizes the accumulation of blackness (black aesthetic
traditions, black bodies, and black cinematic space) as the
inevitable breakdown of one archive for the creation of another.
In other words, style transforms. This presentation explores the
ways Owusu’s film visualizes the process of coming apart and
coming together through her ambivalent use of interlocking
gridded shapes that function as ornament on fabric and are
repeated as order in the film’s framing. | argue blackness is an
intermittent delight, much like the intermittent mechanism first
used in sewing machines that was essential to cinema’s
animation of still images; it is an aesthetic suture that
dismantles ontological distinctions and revitalizes the order of
things.

Bradford Young’s Futural Archives: Practicing Black
Intentionality
Alessandra Raengo, Georgia State University

ReKognize (Bradford Young, 2017, Carnegie Museum of Art) is a
3-channel installation that stages the working process of African
American photographer Teenie Harris who famously only took
one shot of anything. And yet, Harris was seemingly everywhere
in the African American community in Pittsburgh from the 30s to
the 70s: weddings, funerals, baptisms, parties... The film’s two
outside channels show the code derived from software that
processed Harris’s use of light, dark tones, and figure
placements. The middle channel flashes the original
photographs from which the data was retrieved. In this work,
Bradford Young studied Harris’s “black intentionality; i.e. his
commitment to his own artistic process as it manifested in his
praxis. Black intentionality is both Young’s object of study—the
careful examination of works of “masters” of the past: Teenie
Harris and Roy DeCarava, primarily—and the inspiration for his
praxis. It is both archival and futural. My paper explores the
implications of this double temporality by discussing ReKognize
alongside Young’s Black America Again (2016), a short music art
film made in collaboration with rapper Common, in which black
intentionality as praxis spends its futural possibilities. The
“again” Young inherits from Common’s title propels two
aesthetic strategies: the saturation of DeCarava’s black
photographic aesthetics and the elongation of Common’s
original track, stretched out by a cappella breaks including a
Spiritual, a Ring Shout, and Common rapping in a deserted
Baltimore intersection. In each case, Young’s black intentionality
intensifies previous practices while indexing its own processes
of “black study”

Jenn Nkiru’s Critique of the Proper: Black Sociality in "Hub

Tones" (2018)
Jenny Gunn, Georgia State University
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For our 2019 research project on British-Nigerian filmmaker,
Jenn Nkiru, the liquid blackness research group approached her
work as a mode of black study as an aesthetic practice.
Demonstrating this methodology, this presentation analyzes
Nkiru’s music video for jazz musician, Kamasi Washington’s Hub
Tones (2018). While my reading strategy emerges from the
collective study of liquid blackness, in this paper | will describe
its application in my own research. As a critical media study of
digital technologies of self-mediation, which | argue suggest a
reinvestment in the proprietary subject, my current book project
necessitates the radical disavowal of the Enlightenment subject
as so cogently articulated in black studies. In Hub Tones, Nkiru’s
intensive study of three female dancers’ improvisatory
movements enacts black performance in all its fugitivity.
Recalling Fred Moten’s analysis in Black and Blur of an 1882
Thomas Eakins photograph of a young African-American girl
whose sudden movement away from the camera disrupts its
ethnographic gaze, fugitivity similarly emerges here through the
performance of Hub Tones’ central dancer who continually
refuses (for the entirety of the video’s lengthy nine minutes) to
meet the look of the camera. As | argue, Hub Tones’ denial of the
look achieves a radical rejection of the subject as a form of
property, both to have and to be had. Forgoing individuation,
Hub Tones’ assemblage of female dancers enacts the collectivity
that black studies describes, improvising blackness as social life
and expenditure, lived in the present tense.

After the Hurricane: Art, Race, and Climate Change in the
Modern Caribbean
Joseph R. Hartman, University of Missouri - Kansas City

Hurricanes are not solely catastrophic meteorological events.
They also effectively made the complex visual cultures of the
greater Caribbean. This essay examines, in particular, how
hurricanes have framed modern art histories of the region,
alongside narratives of imperialism, racism, and disaster
capitalism. The discussion opens with Winslow Homer’s series of
watercolor paintings made in the Bahamas circa 1899. Of
particular importance is his work After the Hurricane. Identified
only as a “luckless man; the image depicts a half-nude, Black
male subject, whose unconscious (or perhaps deceased) body
has washed ashore along with his wrecked craft after a recent
storm. Scholars have commented on the painting’s formal
characteristics -- its “frothy” waves and “surprising” green
strokes. Yet, the main figure has received relatively little
attention. Analysis of Homer’s watercolor exposes the often
overlooked and ongoing cultural life of hurricanes in Caribbean
art and society. The image is a synecdoche, revealing how
“natural disasters” have disproportionately affected communities
of color within both colonialist and capitalist social structures.
Taken alongside earlier images of Atlantic storms, such as
J.MW’s Turner’s Slave Ship of 1840, a counter-formalist history of
art, environment, race and racism emerges, rooting back to the
plantation economies of the colonial period; and projecting
forward to the inequities of our present-day climate crisis.
Angelika Wallace-Whitfield’s post-Dorian humanitarian project
Hope is A Weapon: Bahamas Strong (2019) thus concludes our
discussion, showing us how art may serve to combat, as it once
recorded, the historic effects of human-made catastrophe,
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climate change, and capitalism today.

Ozhope Collective, Racial Capitalocene and the Politics of Oil in
Malawi
Emmanuel Ngwira

This paper focuses on an art project titled “Row” by a Malawian
art group called Ozhope Collective. “Row” is based on the
dugout canoe and is produced in conjunction with fishing
communities along the shores of Lake Malawi. The project is a
response by Ozhope to Malawi government’s plan to drill for oil
in Lake Malawi. Using the concept of racial capitalocene
especially as championed by Jason Moore, this paper argues
that, through “Row”, Ozhope unmasks and critiques social and
environmental injustices that local communities are likely to
suffer once the project takes off. By working with local fishers in
producing these artworks, Ozhope does not only ground their
work in the quotidian summarily neglected by those at the deal-
negotiating tables. Such an approach also ensures that the local
community’s perspectives become central to Ozhope’s artistic
expression.

Crip Ecologies: Vulnerable Bodies in a Toxic Landscape
Amanda Cachia

This paper addresses how contemporary disabled and
chronically ill artists navigate the toxicity of the environment
insofar as its violence on crip embodiment through the
coronavirus pandemic. Even though COVID-19 has affected the
old and unhealthy, sick and disabled people have also been
disproportionately affected by the pandemic. While the world
was cripped by the coronavirus, where entire infrastructures
were thrown into disarray, people who are chronically ill,
disabled, or immunocompromrised noted that the world
experienced life as their bodies always already did. Just like
within crip ecologies, during the pandemic, there was an
inability to move freely or access information with ease. There
was isolation, frustration with institutional procedures and
practices, and anger that one’s plans had been disrupted.
Chronically ill artist Ezra Benus states, “Suddenly, people are
realizing that better hygiene and access to remote work and
learning are societal obligations. Until something like the
coronavirus affected the general population, these things were
presented to disabled people as impossibilities” This paper will
explore art practices by chronically ill, disabled and
immunocompromised artists including Ezra Benus, Jeff Kasper,
Alex Dolores Salerno and Yo-Yo Lin and also the collective care
work of Crip Fund, an ad-hoc care collective comprised of
disabled, chronically ill, and immunocompromised people who
pooled funds for direct distribution to chronically ill, disabled,
and immunocompromised people in serious financial need living
in the United States during COVID-19.

Climate of Violence: Art and Warfare in the Arab World
Amin Alsaden

Militarization and organized violence are the primary causes of
environmental degradation today. Informed by recent studies in
political theory and environmental science, this paper argues
that the war enterprise—rooted in the history of colonialism,
slavery, and genocide, and sustained by extractive capitalism—is
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a force that has structured and continues to shape much of the
world. Western Asia, or the region known as the "Middle East," is
highlighted here as the fulcrum of prolonged conflicts and
frequent international intervention, largely motivated by a
desire to control fossil fuels. From regular testing of new
intelligent weapons and frequent deployment of lethal drones,
to armed factions waging guerrilla attacks on governments and
civilians alike, violence in all of its contemporary manifestations
cripples the region, and has a ripple environmental effect on the
rest of the globe. Ongoing warfare serves to obfuscate pressing
issues such as rising temperatures, water scarcity, and
deteriorating air quality, which are in turn exasperating existing
economic disparities and other socio-political predicaments that
have plagued the region for decades. The paper surveys works
by artists who interrogate the impact of modern conflict,
including Mona Hatoum, Thomas Hirschhorn, Shona Illingworth,
and Abbas Akhavan, shedding light on issues that geopolitics
constantly attempt to suppress. Beyond critique, these artistic
practices invite us to revisit our understanding of the
environment in ways that transcend the customary focus on
climate change.

Chairs: Lilian Crum, Lawrence Technological University;
Meaghan Barry, Oakland University

As designers, we think a lot about the role of place in our research
and practice. Whether we are working on a site-specific project,
responding to cultural or environmental conditions, moving
through a building in virtual reality, or taking our students on a
study abroad trip, both physical and virtual locations factor into
our collaborations, discovery, and decision-making in significant
ways. The Covid-19 paradigm shift poses limitations to our
physical mobility as well as our ability to share physical spaces
with others, forcing us to “shelter in place” and embrace the virtual
realm. How will collaboration be affected? How will design
education evolve? How will the nature of our projects change?
What would McLuhan say about tomorrow’s “global village™? This
session asks design practitioners, researchers, and educators to
speculate about the role of “place” in design under these new
conditions. The format is a panel discussion that includes seven-
minute presentations from four panelists (~30 minutes), followed
by a panel discussion (~40 minutes) and a Q+A from the audience
(~20 minutes)

Rural Engagement through Design: In-person and Virtual Ways
to Impact our Communities and our Students
Peg Faimon

We often think of design within a large, urban context, but how
can design practice and partnerships impact our small, rural
communities and cities throughout the country? Using a case
study approach, this presentation will showcase and describe
the process of studying "place” and the implementation of
design projects that solve rural problems and engage people
where they live with respect and authenticity. Problems such as
recording rural histories, solving housing shortages, marketing
the benefits of small cities, and promoting the growth and
revitalization of small downtowns are all issues that can benefit
from the analysis of design students and educators. Engaging

57 of 303



109th CAA Annual Conference

with the “local” is of growing importance. How do we teach our
design students the power of place, the role of their disciplines,
and their social responsibility within this local context? How can
we partner with communities to prepare students for lifelong
civic engagement in an increasingly diverse and complex
society? How do we start the process and how do we
respectfully partner with community leaders and place makers,
whether virtually or in-person? Our design students have the
power to positively impact our rural communities and to better
prepare themselves through engaged learning. What is the best
way forward?

overlapping digital and physical experiences in public, shared
spaces. Additionally, this presentation will share projects that
exemplify these principles to show how they create mixed
realities for communities by offering unique experiences for
audiences. The takeaway will offer suggestions for best practices
in designing mixed reality interventions in community for
diverse audiences by showing a range of work that spans
multiple scenarios and reflecting on benefits and challenges
that result. With the added complexity and challenges of
COVID-19 and designing mixed reality experiences in the age of
social distancing, this presentation will also attempt to discuss
case studies within and through the lens of our current social-

Role of Collaborative Design Tools in International Design
Teams
B. Nur Saltik, Lawrence Technological University
Even before the pandemic, we started to see shifts in the
importance of place in creative practices. When we all “sheltered

cultural landscape.

Lean into the Chaos, Fall into the Void
Lindsey Larsen, Oakland University and Wes Larsen,
University of Wisconsin Milwaukee

in place” under the global pandemic, it was proven that most of
us can work from anywhere. The communication and the
creative tools we use to collectively design became the key
aspect of the design process. As the director of the international
design studio Form&Seek, | have been working with
international team members for over seven years. The time
difference and physical location might be seen as barriers for
some practices, but | have always seen it as an advantage. The
time difference naturally created time pockets that we work
alone and work together. This helped us to build on each other's
ideas. To be able to create and work together we developed a
system that includes a series of creative digital tools for
ourselves. Have you heard from your colleagues recently that
they are “zoomed out'? Their overwhelmed reactions suggest
these tools without a system won’t function alone, so an
established etiquette is required for studio culture. Like we
developed our craftsmanship and habits for sketching as
designers, we also need to develop good craftsmanship and
habits for these digital tools for a healthy studio culture. The
new work structures suggest there will more and more
international collaborations in the future of the design industry
and the physical places are irrelevant as long as we find the
right tools to create and collaborate.

The new COVID-19 paradigm has placed extreme limitations on
physical place, but graphic design research and practice have
been disconnected and disassociated from place (the
communities for which they design) long before the pandemic.
In fact, it has only exacerbated issues of class struggle, social
inequality, intellectual activity, and productivity. Franco ‘Bifo’
Berardi: “As connective engines are embedded in the general
intellect, the social body is separated from its brain, separated
from possibilities of self-organization, collective action, even
representation. He explains that “the production of knowledge
and technology [design] is deployed in a privatized corporate
space which is disconnected from the needs of society, and
responds only to economic requirements of profit maximization.”
The majority of contemporary graphic design practices and
research reflect, amplify, and perpetuate this disconnect. So, we
are instead concerned not with the role of place in graphic
design practice and research, but rather the role of graphic
design research and practice in place. Compounded by our
current paradigm, place has become increasingly chaotic. We
propose to explore graphic design research and practice through
the lens of chaos theory to dissect the frantic, uncertain,
disorienting state of place. Further, we propose a refrain from
drawing conclusions about the future of collaboration, design
education, the nature of projects and instead call for the

Mixed Realities as Design Intervention for Communities:
Blending digital and physical experiences
Catherine Normoyle, East Carolina University

Design interventions can contribute to creating a strong ‘sense
of place’ for communities and citizens through the activation of
spaces and the built environment. Design interventions that
merge both real and virtual worlds, where physical and digital
experiences co-exist and interact in real time, can result in
particularly engaging mixed realities within the built
environment and beyond that can connect with audiences in
multiple ways across multiple platforms. By integrating and
overlapping physical and digital experiences that emphasize
community engagement and participation, designers have the
opportunity to create stronger, more authentic experiences
between people and places, particularly in public, shared spaces
where community members can interact and engage with one
another and their environments. This presentation discusses
concepts of mixed realities as design interventions for
communities, specifically those that attempt to contribute to a
community’s sense of place through a combination of

creation of space for questions, discussion, complexity, and
uncertainty. Lean into the chaos, fall into the void, reconnect to
the needs of society.
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US LATINX ART FORUM

Chairs: Sam Romero, Florida Southern College; Gaby
Hernandez, University of Florida

What do Latinx and BIPOC (Black, Indigenous, People of Color)
graphic visual languages in the design fields look like? How are
our mixed/multiracial populations reinterpreting design and/or
conceiving and circulating powerful graphical images and
statements, particularly but not limited to social justice
movements, causes, and cross-cultural solidarities? This panel
seeks to explore the intersections of US Latino/a/x design with that
of BIPOC designers’ visual narratives and approaches, whether in
the present moment or historically. Our objective is to create
dialogue and unseat traditional design canons, while looking
forward to a decolonial design future from the Latinx and BIPOC
designer perspective. We welcome paper proposals that consider or
explore the concurrence, circulation, and exchange of identities,
symbols, patterns, colors, etc. as well as the visual languages of
historical US Latinx, indigenous and Native American, Asian
American, and Black political movements and expressive traditions.
Proposals may include historical case studies, discussions of design
professional’s own work, or design pedagogy practice, among other
topics.

Finding Purpose in the Design Canon
Alexandria Victoria Canchola, Texas A&M
Universitya€“Corpus Christi

What about living as a Latina today is making me feel
unAmerican? I'm from McAllen, Texas, a border town. In recent
years McAllen has been on the news a lot. It's where immigrant
children are detained, where a border wall is being built, where
people speak Spanish before English, it's where | call home. I'm
American, but I'm asked where I'm from originally countless
times, forcing me to doubt myself. | sit in a privileged position,
as a Latinx/Chicanx/Hispanic designer and professor, but it’s a
position in which | feel alone. This isolation manifests as a
reoccurring theme in my work both professionally and
personally. | have been working in design for over a decade. In
that time, I've focused my client work on designing for non-
profits that serve Latinx communities or clarify Latinx issues. In
designing for non-profits versus the corporate client world the
work carries an emotional burden. Additionally, there are much
higher stakes in failing to meet client goals. My design practice
works to dispel fear, share resources, and communicate the
realities of working and living in a country that shames you for
the color of your skin. This work goes beyond aiming to
understand the visual language of the Latinx community but to
communicate accurate information in a way that is accessible to
multilingual audiences. As surprising as it may sound it is never
my intent to fit into the traditional canon of graphic design,
rather to push past design’s goals of aestheticism and find
purpose.

Exploring the Indian culture through Devanagari
Shantanu Suman, Ball State University

N7 Nike Cortez: Who Does It Honor?
Sadie Red Wing
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Conversations on Design and Race
Kelly A Walters, The New School, Parsons School of Design

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

The CAA Conversations Podcast is an initiative from the CAA
Education Committee that continues the vibrant discussions
initiated at our Annual Conference. Educators explore arts and
pedagogy, tackling everything from the day-to-day grind to the big,
universal questions of the field. In this session we will record up to
two conversation podcasts with a live audience that will later be
published on the CAA website, iTunes, and Soundcloud. In an
attempt to align with the 2021 conference theme, we are
interested in topics addressing pedagogical solutions to address
the Climate Crisis. Individuals or pairs may apply.

Sustainable Design: Beyond the Stuff, Towards the System A
conversation between Rachel Beth Egenhoefer and Peter Dean
Rachel Beth Egenhoefer, University of San Francsisco

PROFESSIONAL PRACTICES COMMITTEE

Chairs: Robert Ladislas Derr; Michael Grillo, University of
Maine

Discussant: Denise A. Baxter, University of North Texas

CAA's Professional Practice Committee invites members to
participate in an open forum on assessment and evaluation in Art
and Design. Discussion regarding the importance and purpose of
learning, curriculum, and program assessment of visual art and
design at the undergraduate and graduate level, both resident and
online will be explored. Now that the terms assessment and
evaluation are familiar, and likely common practice in many
institutions from research universities, to community colleges, to
art schools, we are at the initial stages of drafting official
guidelines. These new guidelines are intended to promote
understanding and utility of various assessment and evaluation
methods without creating confusion or contradictions with
accrediting associations. This session’s aim is to define assessment
and evaluation, and discuss usefulness, as well as gather input
from educators. Some questions to generate discussion, feedback,
and more questions include: Why is there a need for diagnostic,
formative, and summative assessment and evaluation methods?
How can these methods substantively help improve art and design
education? Why is it important to collect, store, and analyze data
regarding student, curriculum, and program achievement? Why is
assessment a powerful tool? How can guidelines on assessment
and evaluation help educators deliver robust curriculum and
programs for 21st century students?

Writing Guidelines for Assessment and Evaluation in Art and
Design
Michael Grillo, University of Maine

Introduce the purpose of writing guidelines for assessment and
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evaluation in Art and Design.

Purpose and Types of Assessment
Richard D. Lubben

Presenting purpose and types of assessment.

Chair: Georgina G Gluzman, Conicet
Discussant: Frederick M Asher, University of Minnesota

Nowadays, information seems to spread rapidly around the world,
even as we are getting used to consuming information at an
unprecedented speed. Art is no stranger to this process: works,
discourses, practices, and events are constantly flooding our social
media feeds and our e-mail accounts, promising a sense of
immediacy with the artists and their works. However, the
circulations of information and people (both as slow leaks and as
massive inundations) have a long history. The blurring of physical
and political borders through art and ideas constitutes a key topic
for art history, across generations and geographies. While some
artistic productions have engaged with hybridity and have
highlighted cultural mixes, others have insisted upon local
(national or regional) identities. This session aims to explore four
different case studies that deal with matters of artistic networks,
deterritorialization, virtual collaborations, forced migrations,
defiant categories, and art historical imaginations. By examining
the specific ways in which artists, ideas, objects, and concepts
travelled, were appropriated, remained in the shadows, and
questioned the center/periphery model, we hope to move away
from the notion of art history as a nation-centered discipline and
from the role of art historians as “spokesmen of our civilization, to
use Gombrich’s contested term (1993). Through different
approaches and methodologies, the four papers included in this
session decenter national art histories, individual authorship, and
the passive reception of art and ideas.

‘Home Is Where the Heart Is”: Foreign Women Artists in
Argentine Art History
Georgina G Gluzman, Conicet

This paper explores the connections between women artists and
migration by focusing on two case studies of European women
artists who moved to Argentina in the first half of the twentieth
century: Andrée Moch (1879-1953) and Mariette Lydis
(1887-1970). Their condition as women and outsiders is at the
origin of their negation in art history. Their careers and
reception shed light on the ways in which gender, home and
displacement intersect. Andrée Moch, born in France, settled in
Buenos Aires in 1908. Throughout her life, Moch recorded her
experiences in memoirs and poems. The space she gave to her
many trips is a testimony to their relative importance. This topic
constitutes a central element of Moch’s memoirs: creative
freedom is achieved through displacement in space and the joy
of finding a new home away from one’s own birthplace. The
Austrian-born Mariette Lydis also chose Buenos Aires as her
haven, after having escaped World War II. Topics like vulnerable
children and religious figures replaced her preferred theme of
the 1930s: sensual female nudes. Her new home was the place
for adaptation to new mores and explorations of neglected
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realities. The history of modern art in Argentina is still a
masculinist tale of discovery. These case studies incorporate the
female participation in the art scene, explore women as agents
in search of new homes, shed light on the impact of the distance
from the familiar in art, and analyze how the detachment from
family ties allowed a new sense of freedom.

Movement Inside The Flow of Images
Richard Gregor, Trnava University

Bratislava Conceptualism exemplifies the flow of images and
ideas through the Iron Curtain. It represents a long-lasting
problem of the exclusion of East-Central European art and art
historical systems from the dominant Euro-American narratives.
The inner structure of what | call Bratislava Conceptualism
1963-1993 shows that the artistic society of Slovakia worked in
a very particular dialogic manner. The artists couldn’t publish
their opinions freely, but they could keep the dialogue going by
using their particular artworks as communicative tools. In my
research | have identified dozens of examples which function in
a similar way to Warburg's Atlas. | will discuss examples by
Julius Koller, Alex Mlynarcik, and Michal Kern in this paper.
These works suggest that the local art scene was engaging with
its peripheral status in idiosyncratic manner. The artists
symbolically and metaphorically simulated the rules of the free
world’s artistic expressions. As the problem of non-compatibility
between East-Central European and Western narratives persists,
| suggest that the dialogic relationship between East and West
has a much longer tradition. | am strongly convinced that the
‘flow’ of images, seen as an independent dialogue, is a common
way of solving this problem. So we need to return to pre-WWI
modern art to search for similar critical positions (e.g. Bohumil
Kubista’s critical dialogue with Picasso at the beginning of
Cubism). I will discuss aspects of this topic using Slovak, Czech,
Hungarian and Polish examples.

Revolutionizing Metal sculpture: A Hybridization of Junk and

Ingenuity

Adepeju A. Layiwola, University of Lagos
This paper discusses a unique collaboration between a Nigerian
based artist, Dotun Popoola, and a US metal sculptor, John
Lopez. In 2015, Popoola connected with Lopez via social media,
and instantly, they struck a bond that unveils a collaboration
that has spanned five years thus far. John Lopez grew up in
Lemmon, a South Dakota town in the area around the grand
rivers, a place where thousands of buffalos were killed during
the westward expansion of settlers and gold miners. Lopez
draws from a rich source of historical scraps comprised of
discarded machinery, relics of a past cowboy civilization. In a
sense, his works reveal an occupational history of his people.
Popoola, a painter and sculptor from Obafemi Awolowo
University, Nigeria, underwent tutelage as an intern with Lopez,
learning new methods of metalworking and the culture of
branding horses. They became involved in joint projects that
impacted the community at Lemmon. Popoola, on returning to
Nigeria, became an instant sensation. Using a wealth of metal
scraps from generators, motor parts, and detritus of a urban
environment in Nigeria, his work speaks to a complex social and
cultural history. The bringing together of Western and African
iconography in Popoola’s paintings and sculptures reflect a
hybridity that is unique and inspired by his sojourn in South
Dakota, Abeokuta, Lagos, and Ile-Ife. His engagement with social
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media propagates his new experimentation. The attention his
work receives continues to grow. Popoola’s art, which he terms
‘hybrid sculptures, reflects a reinvigorated metalworking culture
amongst younger sculptors in Nigeria.

Flows of Objects and Ideas: A Government of India Donation for
University of Malaya Art Museum, Singapore (1959)
Priya Maholay-Jaradi, National University of Singapore

This presentation problematizes a key donation in 1959 of
artifacts from the government of India to the National University
of Singapore (NUS) Museum (formerly the University of Malaya
Art Museum, UMAM) in the wider context of Cold War diplomacy,
the Non-Aligned Movement and decolonizing postures adopted
by Afro-Asian colonies and new nation states. The presentation
examines discursive trends in art history and exhibition-making
within India and Singapore as arbiters of ideas underlying this
donation. As opposed to reading this gift from an exclusively
Indian or Singaporean position of cultural diplomacy and its
attendant national cartographies, the presentation uncovers the
roles of ideologues and curators who sought to decolonize
museological imaginations within a transcultural framework.
Informed by their own mobilities and worldviews they displayed
a determined transcendence of colonialist binaries, Eurocentric
parameters and geo-political logic through the cross-country
migration of objects and ideas. This presentation seeks answers
to the following questions: Can these individuals be regarded as
early proponents of a “global art historical imagination” which
seeks to de-territorialize objects by facilitating trans-national
flows? By the same token, can museological narratives which are
typically bound within enquiries of nation- state and formal
diplomacy be opened to a porous realm of trans-boundary
circulation and its plural agencies? And lastly, and most
importantly in theoretical terms, can the notion of flows be
grasped via the methodological tool of transculturality to write
revisionist art histories?
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Chair: Judy Peter, Cape Peninsula University of Technology
Discussant: Anne Collins Goodyear

Recent times have seen the East Asia currency crisis of 1997, the
9/11 attacks in the United States in 2001, the SARS outbreak in
2003, the economic downturn that followed the global financial
crisis of 2007-08 and now COVID-19, the “ultimate crisis” - plagues
that infect our tangible realities. The question underlying “the
ultimate crisis” is: how do we plan for the public good as global
citizens and sustain our environment? The daily news headlines on
COVID-19 point to extreme partisan contestations in relation to its
origin, diagnosis, prognosis, cases of state failure in the Global
North, and examples of strong leadership in the Global South.
Similarly, there are strong polarities in theoretical assumptions
from modernists, postmodernists, and environmentalists
underpinning land art and “post-pandemic art”. How has the
discourse been mutated, disinfected, and contaminated in global,
local, transnational, and simulated spaces? This panel explores a
range of multidisciplinary frameworks embedded in technological,
ecological, modernist, necropolitical, and postcolonial
interpretations. Against this background, complex and symbiotic
relations between climate, land, pandemics, art, and scholarship
argued by the panelists further support the UN agenda to reach
the seventeen Sustainable Development Goals (SGDs) target in
2030. This session will provide contemporary readings and
antidotes on simulated installations, transnational and local
exhibitions. The panellists will further provide visual and
theoretical interpretations of how we disrupt prevailing socialist,
post socialist, post-apartheid, neo-Lliberal, and global capitalist
canons.

Environmental Crisis, Technology and the Intelligence of Nature
in the Amazon: Case Studies of the Installations Desbosque:
Unearthing Signs and Fireflies Memorial

Giuliana Vidarte

In recent decades, various artists have carried out research that
brings together knowledge from the scientific and technological
fields, with knowledge referred to as “intelligence of nature”,
learned from non-human forms of life. By linking natural
intelligence and methodologies adapted from the natural world,
some of these artists have created installations that address the
issues of deforestation, ecosystem destruction and violence
generated in the Amazon region. My proposal analyzes two of
these projects, which have become particularly relevant in the
current context of health and environmental crises. Both, from
different perspectives, affirm the need to rethink the way we
build the links that connect us as living beings, by making us
aware that our subsistence depends on many others, some
human and most of them "more than human. These projects are
Desbosque: Unearthing Signs (2020) by the FIBRA collective and
Fireflies Memorial (2017-2020) by the Peruvian-Swiss artist
Francesco Mariotti. In Desbosque the artists create, in
collaboration with oyster mushrooms, a space in which humans
experience the intensity of the deforestation of the Amazon
ecosystems, through light and sound stimuli, together with
sculptures made of mycelium. In Fireflies Memorial, Mariotti
reflects on this insect, which in some cultures is identified with
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the spirit of the dead. He does this by constructing installations
which bring together LED lights that simulate the flashes of
fireflies, recycled materials and natural elements, to make visible
the murder of indigenous leaders and environmental activists.

A Planetary Folklore against Contamination: Victor Vasarely in
Cleveland
Marton Orosz, Museum of Fine Arts, Budapest

In the early 1930s, the yet-to-become father of Op Art, Victor
Vasarely, came up with an unusual set of drawings focusing on
various types of diseases. His meticulously detailed sketches
were referring to imaginary medical products, however, they
were not commissioned by any pharmaceutical companies. He
first showed them to the public some 40 years later, in 1976, at
his own Foundation in Aix-en-Provence, which was modeled
after a laboratory. In the same year, he asserted that a
contemporary painter must “turn the urban landscape into a
place of aesthetic beauty that would be as indispensable to
man’s health as oxygen, vitamins, and love. In fact, Vasarely’s
concept, titled “Plasti-Cité; was based on the idea that art is a
type of vitamin that we need to digest in order to protect our
immune system. Enlarging the scope of this idea from the
individual to the civic he was seeking to express his obligation
in the revitalization of ailing urban communities through artistic
medi(c)ation, which he believed helps prevent the
contamination of the cityscape. My presentation will focus on
the artist’s forgotten urban vision in Cleveland, “the most
polluted city of the United States” where Vasarely aimed to
translate the concept of the polychrome city into reality. This
utopist project was never realized, however, some of its aspects
are still overdue today. Most importantly it raised the question
of art as a universal language that can be taught, enjoyed,
algorithmically programmed, and biologically coded as an
antidote against the odds.

Anthropocene and Capitalocene: Soil, Land, and Territory in the
Artistic Research of Anca Benera and Arnold Estefan.

Cristian Emil Nae, George Enescu National University of Arts,
lasi

What can art historians learn from artists, whose undisciplined
approach, employing transdisciplinary methodologies, subjective
commentary, and hybrid technologies of visualization defy
traditional scholarship? What new perspectives can artists bring
in researching the climate crisis? As Maja Fowkes has already
shown, Eastern Europe was a suitable matrix for rethinking
ecology from a non-capitalist perspective. Neo-avant-garde
artists from Eastern Europe during socialism were already
involved in ecological art practices, searching for alternative
ways of living together and for more sustainable ways of
inhabiting the Earth. For many artists, post-humanist
philosophical ideas transformed nature into a space for
alternative action art, while becoming often an opportunity for
rethinking industrial modernity based on locally-informed
epistemologies. Echoing such virtues of socialism, post-socialist
artists in Eastern Europe identified and criticized the conjunction
between geological changes and capitalist exploitation, that is,
between anthropocene and what some philosophers,
sociologists and art historians (Haraway 2015; Moore 2016;
Demos 2017) described as ‘“capitalocene’” In my presentation, |
intend to analyze critical research-based art projects generated
by Romanian artist-duo Anca Benera and Arnold Estefan in the
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past decade, which proposed alternative genealogies of the
climate crisis by mixing necropolitical analysis with geological
research to address the imbrication between globalization, war,
and climate change.

Agenda 2030 - COVID-19: A Cutoff Date for Colonial Distancing
and Disinfecting Pedagogies in Global Visual Art Histories...
Judy Peter, Cape Peninsula University of Technology

Reaching Sustainable Development Goals (SDGs, from the UN
Climate, Education and Partnership agenda) in Global Africa, the
Global North, Global South and the Asia-Pacific region could not
be more relevant than during the COVID-19 pandemic.
Ubiquitous catchphrases advocating preventative measures,
albeit from a contested position of privilege, such as ‘social
distancing;, ‘self-isolation’ ‘non-essential’ and ‘quarantine spaces,
permeate our fragile realities even as the World Health
Organization (WHO) declared a global health pandemic on 11
March 2020. At the same time, seventeen SDGs require
responsible leadership in all spheres of social, economic,
cultural and political justice challenges by 2030. Here, |
reference two collaborative transnational exhibitions organized
in 2015 and 2016 that seemingly respond to the UN goals 4 -
Quality education—and 17 - Partnerships—to achieve the goals.
| argue that the pedagogic agenda still needs to provide more
balanced readings of local and international narratives. | debate
the idea of redressing quality education through the
decolonization process and the impact of transnational
collaborations; in this case, the influence of collaborative
research projects. Artists who have participated in the two
aforementioned exhibitions, have agreed to share their work
produced in response to COVID-19. Therefore, | consider visual
representations in the context of colonial distancing and
disinfecting pedagogies in the multimedia works of Vusi
Beauchamp - ac, and in the filmic readings of Igor Grubic - bc
and ac. Other areas analyzed include the renegotiation of
identities and political landscapes in the work of Tanisha Bhana
- ac, and Cedric Nunn - bc.
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Chair: Daniela Lucena, University of Buenos Aires - CONICET
Discussant: Jacqueline Francis, California College of the Arts

This session explores power relations from the perspective of
artistic initiatives that sought to negotiate and destabilize
hegemonic visions. We seek to problematize the links between art
and power using a perspective that understands that the political
content of a work of art depends as much on the artist's creative
strategies and methods as it does on the outward appearance of
that art. When addressing these critical practices, we must examine
aesthetic decisions, concrete ideological positioning, de-
hierarchized forms of conceiving art, as well as social emancipation
projects through aesthetic tools and in association with social
movements, cultural organizations, gender roles, geopolitics and
political parties (predominantly left wing). A Latin American female
artist in New York during the apogee of the New York School, the
resistance narratives of a new generation of artists from Kurdistan
in the last decade, women's photography throughout the 20th
century in Eastern Europe, and the aesthetic-political program of
the Argentinian Concrete Avant-Garde post WWII are the four case
studies to be discussed. Even though the subjects vary, they all
allow a consideration of the critical power of art and its potential
to reconfigure discourses and conceive disruptive experiences. By
studying the artists as symbolic producers of meaning and
worldviews, and thinking about their possibilities to reinvent and
dispute hegemonic senses, we can have a deeper comprehension
not only about the ways in which power shapes relations and
subjectivities, but also about the challenges, reinterpretations and
disobediences against it.

Stories that need to be told: Forgotten women's photography in
Eastern Europe
Sandra Krizic Roban, Institute of Art History

Historically, women’s photography existed outside the scope of
major events. Nonetheless, it is directly related to the
development of modern society, its culture, arts, and science.
Active as assistants in photography studios, as photojournalists,
painters, and photography club members, women photographers
have recorded unique understandings of privacy, gender identity,
public space, and politics. Viewed from the perspective of
Western art history canons, Eastern European photography has
received less attention than other regions, and the lack of in-
depth analysis and interpretation of its specificities is
particularly noticeable in the field of women's photography.
Although there is a belief that in Eastern Europe, especially after
WWII, gender differences were overcome, and employment and
education opportunities reached equality, research in many
areas does not support these claims. Women enter photography
late and not without problems. Through a series of individual
stories—focusing on work by Nadezda Petrovi¢, Erika Smider,
Bojana Barltrop, and Ana Lazuki¢—this presentation will
introduce the development of women's photography in Eastern
Europe throughout the 20th century, including the impact of
print media and photoclubs. The privileging of male power and
control, and the marginalization of women, continued to be the
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reality in which Eastern European women artists were formed
and worked until recently. Despite this, the camera in the hands
of many almost unknown women photographers became a
powerful weapon, allowing them to interpret every single aspect
of human activity. As a result, women ceased to be “marginal
participants” and moved away from traditional hierarchical
values.

Art and Revolution: The Experience of the Argentinian Concrete
Avant-Garde
Daniela Lucena, University of Buenos Aires - CONICET

My paper explores the experience of the Argentinian Concrete
Avant-Garde during the 1940s and the 1950s, considering their
artistic practices in relation to social transformation. Using
conceptual tools from the sociology of art and cultural history, |
focus on the materialist aesthetic of Concrete artists and on the
disruptive program expressed in their interventions and works.
My analysis also reflects upon the effects they had within a
complex web of relationships and ideological positions,
including debates within international communism, the
strengthening of the first Peronist government, and the
emergence of design disciplines in Buenos Aires. As | will show
in this presentation, the artistic program of Argentinian
Concretism inextricably tied together the aesthetic and the
political. With an original interpretation of Marxist theory,
Concrete artists defined their art as a tool for revolution, capable
of creating new, more just, and classless realities, where human
beings reconnect to their creative essence and transform the
world that surrounds them. Contrary to the popular belief that
abstraction lacks political content, | will discuss that the
theoretical framework and the creation processes involved in
Concrete art provoked deep symbolic disputes over artistic
expression and its possibilities to reconfigure hegemonic power
relations.

Overcoming, Surviving and Thriving as a Latin American
Woman Artist in New York in the 1960s
Valeria Paz Moscoso, Universidad Catolica Boliviana

The influential Latin-American art critics, Marta Traba and José
Gbémez Sicre, each praised Bolivian artist Maria Luisa Pacheco,
who had migrated to New York City in 1956 and forged a
successful international career. While these critics’ ideas on art
were influenced by their desire to point to new aesthetic
possibilities for the region, they also reflected their political
positioning in a period marked by the Cold War. Argentine Marta
Traba was a stern critic of art associated with late capitalism
while Cuban writer Gémez Sicre was a paladin of an abstract
Lyricism in tune with the New York School and with the fight for
personal freedom. Pacheco’s painting was valued by these
antagonistic critics for her inspiration in Bolivian motifs and use
of a “universal” language in art. Although her view of art was
undoubtedly influenced by this paradigm, being a Latin
American woman artist in New York during the apogee of the
New York School had a definitive impact on her aesthetic
decisions and artistic career. In this presentation, | will analyze
the strategic choices she made, informed by the renewed
inspiration she found in New York but also by her understanding
of the power relations of a male and market-dominated art
system during the Cold War. | will argue that although she
managed to navigate this context successfully, she also
struggled to overcome the invisible restrictions that female
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artists from Latin America faced in New York in the late 1950s
and 1960s.

Chair: Ana Mannarino, Federal University of Rio De Janeiro
Discussant: C. Jean Campbell, Emory University

This session will discuss the urge to develop disruptive pedagogies
in the discipline of art history and the limits and possibilities of
effecting change, especially in countries outside the established
centers of Europe and North America. The Eurocentric canon of the
discipline has resisted major revisions thus far despite past efforts
to rethink and rebuild art and art history from local viewpoints.
Nonetheless, recently, the canon has increasingly been called into
question, demanding a more urgent revision. Universities across
the globe face the demands of students and society for a more
inclusive and representative discipline. Despite local singularities,
similar demands take place in very different contexts, suggesting a
wide and plural movement, which requires multiple and
decentralized outlooks. With papers from three different countries
and continents - India, South Africa and Brazil - this panel will
provide a debate about art history that considers possible
pedagogies, methodologies and theoretical models that demand
new epistemological approaches to the discipline. Topics such as
the consequences of postcolonial theories on the field; the
meaning of decolonization when it comes to the discipline;
different iconoclasms and their risks; the limits of visual studies as
an alternative to art history; new approaches to old canons; and
the achievements of past modernist attempts to defy Eurocentrism
will pave the way for a wider discussion about art history today.

Retooling Art History via Disruption: Postcolonialism
Reconsidered
Parul Dave Mukheriji, Jawaharlal Nehru University

What does disruption mean today when postcolonialism has
come under scrutiny with the global rise of hyper nationalism?
Disruption was one of the claims made by postcolonial discourse
to critique logocentricism of Western thinking (Said, Bhabha,
Spivak). However, its promise of disruption is far from being
realized even today. While this has ramifications across the
world, its predicament is acute in global south and its resurgent
ultra-nationalism. Ironically, these very disruptive strategies,
such as the rewriting of history, have been usurped by the
cultural right for its nativist agenda. Under these fraught
conditions, how do we place disruptive pedagogies? Has the
discipline of art history seriously taken note of postcolonialism?
After so many years of postcolonialism, the art practitioners and
theorists from the global south continue to face the charge of
derivative discourse! A disruptive pedagogy takes up this issue
and situates it within the politics of canon formation. Even after
decades of postcolonialism, the question today still remains:
does the rest of the world still submit to the canon produced in
Western art history? Unfortunately, the answer is still yes. Is it
possible to seek a radically different model of disruption which
may derive from a different knowledge system (African, Indic,
Chinese, Japanese, Islamicate, etc.)? Or do we deploy familiar
tools of thinking to raise radically new questions about
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aesthetics, history, politics and representation itself ? Such an
interrogation can let us expand disruptive pedagogy from
classroom inventiveness to innovative strategies of thinking that
can fundamentally reorient research and the discipline itself.

Framing South African Art History as a Particular Aesthetic
Language: Decolonization as a Process of Historical Recovery
Danielle Becker, Stellenbosch University

For art history in South Africa the question of colonial legacies
has a particular relevance both as a result of the nation’s settler-
colonial past and in light of ongoing calls to decolonize
universities. As a settler-colonial nation burdened by apartheid
South Africa has had its own art historical centers despite being
located on the African continent and as such within a zone
peripheral to Euro-American art history. The country has also
seen fervent student protests and rising dissatisfaction with the
slow pace of change in recent years, coalescing around the term
‘decolonization’. This paper seeks to provide an inquiry into
South African art history as a discourse and discuss what
decolonization means in this context. It also seeks to discuss
how pedagogical strategies have changed in South Africa since
the beginning of the student protests with the aim of
decolonizing higher education. Through an analysis of
university-level curricula | discuss both the need for
decolonization and the challenges in reaching that goal. This
paper discusses the merits of various methodologies that have
been used in the past five years that can be seen as disruptive
pedagogies. | argue that the movement away from art history
towards visual studies as a discipline has meant a focus on
contemporary art production that maintains a discursive
structure indebted to Eurocentric methods. To this end this
paper maintains that anti-colonial research needs to be based in
the recovery of a diversity of historical aesthetic languages
before it can use these to understand the present.

The Discipline of Art History as a Domination Instrument:
Possibilities of Revision Considering the Brazilian Case Study
Ana Mannarino, Federal University of Rio De Janeiro

Teaching art history is a challenge today, mainly in peripheral
countries, as we face the inevitable awareness of the colonialist
aims of this discipline. Should all the structures of art history be
reviewed? |s it possible to be completely conscious of our
guiding assumptions, of the implicit teleologies of domination it
often carries? What is the reach of universities - hierarchical
structures of knowledge - in these urgent revisions? | propose
as a case study the approach to Brazilian art history, focusing on
modernism, to think over these questions. Art in Brazil, since
modernism, deals with the contradictions between nationalism
and internationalism. Besides, artists and authors were aware
that, if art history, on the one hand, traditionally supposes a
dominant view, which chooses, classifies and hierarchizes
different cultures and knowledge-systems, on the other it is also
a fundamental discipline in the definition of cultural identities.
Nonetheless, as seen today, modernism also served dominant
interests that do not satisfy the complexity of Brazilian culture
and diversity. Parting from the Brazilian case, we will approach
art history as a discipline in a broad sense to consider it as a
domination instrument, throwing into question its Eurocentric
views. To that end, we will recur to authors like Boaventura
Santos (Epistemicide), Paulo Freire (Pedagogy of the Oppressed),
Walter Mignolo (Colonial Wound) and Anibal Quijano (Coloniality
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of Power), seeking an understanding of the objectives and reach
of the discipline in its broadest sense.

Recast: Classical Casts, the Canon and Constructive Iconoclasm
Federico Freschi, Otago Polytechnic

The University of Johannesburg has a collection of 25 plaster
casts of classical sculptures, acquired by its predecessor, the
former Rand Afrikaans University, in 1977. For most of their lives
the casts remained hidden in plain sight until 2016 when they
were relegated to storage. The marginalization of objects like
these is not unusual. Where antique statuary was once held up
as the supreme exemplar of Western aesthetics and taste, the
falling-off of interest in classical sculpture (and plaster copies) is
partly the consequence of the extent to which they are
uncomfortable reminders of an era when culture was didactic,
elitist, and emphatically Eurocentric. However, instead of
relegating such objects to the dustbin of discarded ideals, it is
worth pausing to consider what we might learn from them. In
the context of a decolonized curriculum, what would happen if
we recast these objects not as slavish proponents of Eurocentric
ideals, but as focal points of multiple and contested narratives?
What might we learn about the classical tradition and its long
shadows? What kinds of cross-cultural encounters might they
engender? Prompted by these questions, | curated an exhibition
of the casts, which provided an opportunity for dialog and
engagement with them, disentangling them from their
associations with Western didacticism. Guided by a principle of
‘constructive iconoclasm’, a group of undergraduate students was
invited to engage openly and frankly with the casts and
challenged to reconsider them as complex objects in their own
right. The results were surprising and enlightening.

Chair: Alison Kearney, University of the Witwatersrand,
Johannesburg

Round table discussion.

Intradisciplinary Dialogues in the Museum: What can Curators
Learn from Artists's Practices?

Alison Kearney, University of the Witwatersrand,
Johannesburg

Advocating the New: Contemporary Art in Light of Museum
Tradition
Daria Panaiotti, The State Hermitage Museum

Out of Place: Indigenous Arts Decenter the Modern Art Survey
Horacio Ramos Cerna, Pontificia Universidad Catolica Del
Peru

How to Look Past "isms”
Nora Veszprémi
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Chair: Jeehey Kim, University of Arizona
Discussant: Maria Pelizzari

This panel explores the ways in which photographs have been
archived and collected in public and private realms. The panel
attempts to diversify the history of photography by looking at
archival practices of institutions, individuals, and artists. Exploring
both vernacular and art photographic archives in Iran, Japan, and
the U.S., the session aims to discuss the ways in which
photographers and institutions structure the visual culture of each
region from the late nineteenth century throughout the mid-
twentieth century. In addition to shedding light on the hitherto
little-discussed photographic archives, the speakers attempt to
ruminate on how to globalize and decolonize the history of
photography, including methodological issues and conceptual
frame of modernity.

Nasir Al-Din Shah’s Photographic Archive
Faezeh Faezipour

The photographic archive at Golestan Palace, Qajar rulers’ main
residence in Tehran, Iran constitutes more than one thousand
albums and upwards of 42,000 photographs (approximately
9,000 glass negatives). The majority of this collection was
commissioned by Nasir Al-Din Shah (r. 1848-1896), who is
responsible for popularizing the medium through his realm. An
avid photographer, the Shah also took many photographs and
personally created many of the photo albums in the collection.
While many scholars have looked at Nasir Al-Din Shah as a
photographer and a commissioner of official court portraits, he
has not been examined as a collector of photographs, one who
amassed the largest body of photographic archives in Iran. The
Naseri period was strife with the intruding presence of Russian
and British colonialists who immensely impacted 19th-century
Iran and forced the Shah to walk a delicate balance of
concessions in order to keep his sovereignty. Studying the
archive with a view of the powerful State as its commissioner,
one questions the kinds of photographs selected and the
purpose behind such selections. What was the Shah’s intentions
in creating this archive that seemingly recorded every aspect of
the realm? Were these photographs meant for the sole
consumption of the Shah as with the portrait images of the
women at court, or was the collection created in the hopes of
public viewing? Can we trace the creation of this archive to the
ruler’s attempt at producing a visual representation of a modern
Iran in the latter half of the 19th-century?

Independent Journals as a Ground for a Theorization of Archival
Photography in the Late 1960s to the Early 1970s Japan
Kasumi Kugo, SUNY Binghamton, Art History Department

A Japanese photo critic Kdji Taki writes that photography should
not be an individual expression but rather be “anonymous
records.” From the late 1960s, with a number of other
photographers/critics, Taki began to formulate his notion of
‘anonymous photography” in independent art and photography
journals, such as Dezain hihyo [Design Review], Dezain [Design]
and, Kikan shashin eizd [The Photo Image]. Their idea of
‘anonymous photography” as “pure record” was developed while
handling more than 35,000 photographs from archives all over
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Japan, for curating the pivotal 1968 exhibition, 100 Years of
Japanese Photography. Situated within the historical context of
the exhibition, where most of the curatorial members aimed to
institutionalize a social status of photography and photographer,
Taki’s condemnation of photographer’s subjectivity was radical.
In the contemporary history of Japanese photography, the
publications are seen as a significant contribution to the
emergence of a new historicization of Japanese photography.
This presentation will highlight a formation of discourse on
photography by exploring the independent art and photography
journals in where a debate over archival photography was
actively in play. Examining the photographs and writings in the
journals, this presentation maps out the discursive framework of
‘anonymous photography” as “pure record” in the early 60s to
the late 70s Japan.

Disparate Archives: Bicycle Photography, Mobility & Technology
in the late 19th & Early 20th Centuries
Marya McQuirter

The bicycle figures prominently in the Netflix series Self Made
(2020), inspired by the life of Madame C. J. Walker. In one of the
series’ most compelling scenes, Walker timidly mounts a bicycle,
awkwardly learns to ride and then joyfully rides around the
perimeter of her house. It is one of several scenes that
cinematically archives mobility and technology in the early 20th
century. However, in terms of actual photographic archives, there
is no known photograph of Walker on a bicycle. In fact, one of
the most circulated photographs of Walker, and of mobility and
technology more generally, is her driving a c1912 Model T Ford.
While the series director may have taken license vis-a-vis
coupling Walker with a bicycle, there are plenty of textual
references to Walker’s contemporaries who were cyclists,
including Mary McLeod Bethune, W.E.B. Du Bois and Mary
Church Terrell. Yet, there are no known photographs of them
with bicycles. In this presentation, | will argue for the centrality
of photographs for uncovering, fabulating and illuminating
mobility and technology practices in the late 19th and early
20th centuries U.S. | will also share my processes for developing
a photographic archive of bicycle cabinet cards, postcards, prints
and tintypes culled from such disparate sources as private
collections, eBay, online auctions, newspapers.com and
crowdsourcing.

Picturing Athabascans: The Albert J. Johnson collection and

Tanana Athabascans in the Alaska and Polar Regions

Collections & Archive

Marie Elizabeth Teemant, University of Arizona
Since its purchase by the United States in 1867, photographers
sought to survey and codify indigenous populations in Alaska.
Analysis of the Alaska and Polar Regions Collections & Archives
(APRCA) held at the University of Alaska Fairbanks reveals
continued interest in similar documentation of Alaska Natives at
the turn of the century. In the early decades of the twentieth
century commercial colonization of Alaska shifted from
missionary and mining expeditions to agricultural settlements
and homesteaders. Embedded in the photographic record of
these colonizing shifts, Athabascan natives in the Alaska Interior
region are identified in the collections of local, professional
photographers, tourist and settler amateurs, and corporate
entities. While Alaskan Natives are represented throughout the
archive, the organizational structure favors the colonizers. This
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paper will analyze the Albert J. Johnson collection as a case
study of this organization replicated throughout APRCAs
photographic holdings and Alaskan Native depictions.

PACIFIC ART ASSOCIATION

Chairs: Carol E. Mayer, University of British Columbia; Henry
Francis Skerritt, University of Virginia

The world has finally come to the realization that the evidence for
rapid climate change is too compelling to ignore, and the very
continuance of life as we know it is in jeopardy. In this session,
artist-practitioners will demonstrate how they communicate
through dance, poetry, song, story-telling, painting, sculpture, video
and all forms of multi-media to send out calls for action designed
to raise awareness about the Global effects of climate change as
referenced by rising sea levels, tsunamis, eroding environments,
violent weather patterns and so on. Until fairly recently, exhibition
venues have been reluctant to display arts that tackle such difficult
subjects - it's not what audiences what to know about. Now that
scientific evidence cannot be ignored, audiences are listening a
seeking answers to the challenges posed by climate change. The
institutional lens has shifted from passive to proactive, towards
promoting artists who create compelling works that call attention
to the problems and also offer hope for alternative solutions.
Artists have always been at the vanguard of change and now they
have a new ally - the virtual world. Social media moves difficult
truths into the public eye at a speed unfathomable just a few years
ago. Climate change can no longer be hidden. As the reliance on
social media increases so does the potential of new dynamic
collaborations between institutions and artists. It'll be interesting
to see how this plays out at a conference that might be as much
virtual as it is real.

STUDENT AND EMERGING PROFESSIONALS COMMITTEE

Chairs: Astrid Kaemmerling, The Walk Discourse; Julian
Adoff, PhD Student, University of Illinois at Chicago.

Panelists: Edwige Charlot; Miranda Miller; Amy C Whitaker,
New York University

COVID-19 is dictating our lives, whether we want it or not. The arts
sector has been heavily impacted. For undergraduate, graduate
students and job seekers this poses a dilemma. Therefore, we are
posing the question: What are noticeable shifts in the field that
impact career trajectories? Are there new unconventional,
entrepreneurial business models emerging? What are new skill sets
one may need for the arts job market, be it in academia, the
museum, the nonprofit arts sector and/or as an independent artist,
for example?
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COMMUNITY COLLEGE PROFESSORS OF ART AND ART HISTORY

Chair: Susan M. Altman, Community College Professors of
Art and Art History

With the sudden and unexpected shift to remote learning in the
spring of 2020, faculty in the arts needed to re-think traditional
approaches to teaching studio and art history courses. We had to
rely on our ability to adapt quickly, think creatively, prioritize
learning objectives, and invent new ways to convey content to our
students. Many of our community college students found
themselves on the wrong side of the digital divide. In addition to
the difficulties with accessing reliable technology, our students no
longer had access to studio spaces and supplies that allowed them
to successfully create work. Museums were no longer available as
study spaces. How did we reimagine studio practice with limited
resources and without specialized tools, equipment, and studio
space? How did we replicate the studio experience where students
build skills, experiment with ideas, critique work, and learn from
their peers? Were we able to approximate the experience of
studying works of art at first hand, and how did we approach long-
standing curricula that were no longer available to our students?
What did we change to create a remote learning experience that
engaged our students and was inclusive and accessible? What
worked well, and what didn’t? What are our new priorities? What
new possibilities and opportunities to innovate will emerge in the
future? We welcome presentations and “Best Practices” to share
new approaches and possibilities for an inclusive pedagogy with a
re-imagined paradigm for the arts in higher education.

Impact of and Inequities Caused by COVID-19 on [Public
University] Design Studio Learning Experiences

Saskia van Kampen, San Francisco State University and Ellen
Christensen, San Francisco State University School of Design

We are conducting a case study of core design studio courses at
our public university with remote learning throughout the
2020-21 academic year. Because of our region’s high cost of
living, our campus exemplifies the current housing and
homelessness crisis in higher education. We are acutely aware of
the impact of home environments and spatial needs on
educational goals. Our study of both students and faculty will
explore specific pedagogical methods that work for students
attending remote/hybrid studio classes—especially those
experiencing challenges including barriers of access to space,
technology, and tools. Prior to the pandemic, design programs
were implemented within “hands-on” (active learning) spaces
that emphasized prototyping, revising, and building using a
variety of tools and technologies. The shift to remote learning
has limited access to these on-campus labs. Many assignments
planned for in-person were quickly revised and implemented
online, in new formats, with revised methods and outcomes. This
has immediate impacts on pedagogical practices, student
experiences of design processes, and the community learning
environment. By surveying faculty, we will examine assignment
development, assessment, and engagement. By surveying
students, we hope to gain insight into their lived experiences
both in and out of the remote classroom. We will have initial
findings from the first phase of our study to share at this
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conference session. Through this research, we hope to identify
pedagogical innovations that may be useful for a variety of
educational settings as we move toward more equitable design
education futures.

Empowering Student Participation Through Padlet
Justine R. De Young, Fashion Institute of Technology, SUNY

While | had used Padlet with students prior to the pandemic as a
sort of visual discussion or pinboard, with the shift to remote
learning, | ramped up my use of this online tool with some great
successes and some challenges. | had students curate art
movements and create collaborative class notes and timelines.
Students shared their responses to the readings and helped
each other find sources for their research papers. They also
posted questions and reactions to lecture, while | crafted a
visual version of my syllabus. This presentation will share what
worked, what didn’t, and what students and | gained from this
digital extension of our classroom.

High Resolution Photographic Technology: New Pedagogical
Opportunities in Art History
Allison Leigh, University of Louisiana at Lafayette

In the wake of the crisis brought on by the COVID-19 pandemic,
art history professors across the nation have been forced to
reassess how they convey the material properties and
mysterious wonder of seeing artworks in person to students who
are now participating in classes entirely in their homes. With
only the limited resources available to us in our virtual
classrooms, can we imagine an inclusive pedagogy that inspires
students to see artworks anew? Or was Max Weber right in
positing the wholesale “disenchantment of the world"—even
before the pandemic brought on new levels of collective
existential crisis? This talk posits that the novel coronavirus
might allow us to embrace the role that enchantment once
played in the viewing of artworks by using high-resolution
digital photographic technology in our virtual classrooms.
Comparing various image repositories—from Artstor and the
Google Arts & Culture project to Smarthistory and Flickr—this
research grapples with what is already available in terms of
demonstrating artworks’ material vitality and physical scale. At
the same time, it investigates the limits of what is currently
accessible and describes new efforts to create massive
repositories of high-resolution art photographs that will be
freely obtainable. In so doing, the technology that the pandemic
is forcing all of us to embrace might allow us to reimagine the
pedagogical tools and techniques in our field and center
ourselves more thoroughly around endeavors that promote the
enchantment which is naturally so present within art’s domain.
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Chairs: Margaret R. Laster; Samantha Deutch, The Frick
Collection

This session seeks to enhance our understanding of the American
art world of the nineteenth century, by placing female tastemakers
back into their broader historical narrative. While exceptions exist,
women collectors and dealers have been predominantly left out of
the discourse of the history of collecting. Many of their collections
were disbursed, and their papers were lost to history. In some
instances, women's identities were erased or obfuscated by their
husbands or overshadowed by male contemporaries. Over the long
nineteenth century, legislative inroads enabled women to exercise
a higher degree of agency over their lives. For example, in 1848,
New York State approved the "Married Women's Property Act,’
granting women more control over their finances—including the
ability to enter into contracts, inherit money in their own right, and
not be liable for debts accrued by their husbands. This legislation
became a model for other states. These changes, further fueled by
the growing ease of travel, increased access for buying,
commissioning, and selling of art on the part of women. With a
wealth of data now accessible through newly-processed archives
and digital repositories, we can begin piecing together their
legacies. As such, we seek papers that foreground contributions of
lesser-known female collectors, dealers, and intermediaries within
their social-historical moment, as well as those that present new
insights about more iconic historical figures. Innovative research
methodologies and approaches assessing contributions made by
women in the field of the history of collecting also welcomed.

From Savannah to the Supreme Court: Mary Telfair and Her
Museum
Christine Neal, Savannah College of Art and Design

Born into family wealth, inspired by European museums and
overcoming a posthumous legal battle, Mary Telfair
(1791-1875) bestowed on the city of Savannah a mansion to
house an eponymous “art temple” Even from her privileged
position, Telfair faced two choices: become a wife-mother, or
spinster. Telfair had no need of marriage as a means to financial
security, as her father was Georgia’s richest planter, owner of
numerous slaves, and a three-time state governor. Being an “old
maid, however, was not a life of drudgery for Telfair. An
insatiable reader with a curious intellect, she traveled to Europe,
where the old master collections inspired the dream that
became the Telfair Academy of Arts and Sciences. Although her
last will and testament established the art museum, posthumous
legal challenges almost prevented it. With no direct heirs, Telfair,
her vast fortune, and her dying wishes became the focus of
litigation that the United States Supreme Court finally resolved.
One of the oldest art museums in the southeast, Telfair
Museums, consists of the Academy, the Owens-Thomas House,
and the Jepson Center. These buildings manifest the resolve of
one southern woman who was determined to contribute to civic
life, resulting in the accolade that “No one since Oglethorpe
[Savannah’s founder] has done as much for the people of
Savannah as this one woman. This paper contextualizes Telfair
through the intersectionality of class and gender roles. Her
published letters and intimate correspondence reveal her love of
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art and determination to contribute to society.

"Too Independent for a Lady': Art, Capital, and Propriety in
Nineteenth-Century Tennessee
Rachel E. Stephens, University of Alabama

Although it is unknown if their paths ever crossed, the lives and
art collections of Adelicia Acklen (1817-1887) of Nashville and
Harriet Whiteside (1824-1903) of Chattanooga, parallel each
other in fascinating ways that involved overturning gender
norms, establishing taste through collecting and commissioning
artwork, and engendering strict racial hierarchies at each of
their nineteenth-century Tennessee estates. During their
respective first marriages, both women amassed enormous
fortunes, which they independently applied to helped build
grand estates and art collections in the years before the Civil
War. Each woman also oversaw an enormous enslaved
workforce. The husbands of both women died during the Civil
War (each from illness, not combat), and both Acklen and
Whiteside successfully monetized their assets during wartime,
variously vying for the honor of being the wealthiest woman in
the South afterward. Stepping outside of the bounds of propriety
for women in Victorian-era Tennessee, and facing extreme
criticism in the process, Acklen and Whiteside both managed
business deals, divorced their subsequent husbands, and used
art to project particular concepts about themselves. Applying
this dual case study to investigate questions of southern
femininity, identity formation through artwork, and the
significant roles played by enslaved and formerly enslaved
people, this paper seeks to center art history in these notorious
women’s lives, tracking their simultaneous use of Tennessee
portraiture and the European grand manner to explore ideas of
taste-making and wealth production in the transition of the
South across the Civil War-era.

The Abolitionist and The Slave Ship: Alice Sturgis Hooper,
Nineteenth-Century Collector of Turner and Allston
Nancy J. Scott, Brandeis University

The history of Alice Sturgis Hooper’s life is obscured in the
history of collecting both by her discretion, imbued by 19th-
century Boston Brahmin culture, and by her untimely early
death. Daughter of U. S. Representative Samuel Hooper, who
served as Chair of both the Ways and Means and the Banking &
Currency committees during the Civil War, Alice lived on Beacon
Hill in Boston and traveled extensively in Europe with her
mother, Anne Sturgis Hooper. Ardent art lovers, they acquired
the paintings of Washington Allston and also purchased works of
the Barbizon School. In 1870, Alice and Anne Hooper gifted the
first-ever painting for the newly-chartered Boston Museum of
Fine Arts — Allston’s Elijah in the Desert (1818). Anne wrote to
Martin Brimmer, the MFA's first director, that “we couldn’t better
testify our interest in this new art movement at home.” Building
the strength of the new Museum, within the decade, Alice
Hooper acquired The Slave Ship by J. M. W. Turner at the three-
day auction of John Taylor Johnston, first President the
Metropolitan Museum in New York. Hooper soon loaned the
painting to the new MFA in Copley Square, where visitors
examined the famous work under glass in early 1877, displayed
with the famous ekphrasis of John Ruskin. The later history of
the painting’s fate in the hands of Hooper’s errant nephew will
be examined in the context of the Museum’s own goals for
collecting and acquisitions.
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The New Sublime: Interconnectedness, Data, and
Representation
Giovanni Aloi, School of the Art Institute of Chicago

Buying and Selling Tapestries in the Gilded Age: Phoebe

Elizabeth Apperson Hearst and Charles Mather Ffoulke

Denise M. Budd, Bergen Community College
In 1889, Charles Mather Ffoulke (1841-1909), a retired wool
merchant, came to own the single largest cache of Renaissance Posthumanism'’s Postanimals: Sublime Figures in Changing
and Baroque tapestries in America, those comprising the famed Climates
Barberini collection. Working with a Florentine partner, Ffoulke Susan McHugh, University of New England
devoted himself to the herculean task of researching, repairing,
and shipping the tapestries to the States, where he hoped to
discover an abundant clientele, eager to adorn their Gilded Age
mansions with the trappings of the European aristocracy. More
often than not, Ffoulke found himself frustrated, as sales were
slow, and costs were unexpectedly high. There were, however,
two clients who not only sustained his business but presaged
the boom in the tapestry market in the early 20th century.
Phoebe Elizabeth Apperson Hearst (1842-1919) and Isabella
Stewart Gardner, both recently widowed women of inordinate
means, became his most prolific and astute clients, each buying
no less than three full sets of tapestries, with the former
purchasing single pieces and furniture as well. Indeed, archival
evidence reveals that Ffoulke maintained a close friendship with
Hearst which lasted two full decades, from the time they
became neighbors in the fashionable Dupont Circle
neighborhood of Washington, D.C. in the late 1880s until his
death in 1909. In these years, not only did Hearst function as an
influential member of the D.C. art scene but revealed herself to
be a prescient tastemaker, whose ownership of tapestries would
raise their value and influence the history of collecting.

The Subversive Sublime in Roni Horn's Work
Elliot Krasnopoler

Climate in Crisis: Activism at the Brooklyn Museum
Nancy Rosoff, Brooklyn Museum

Museum studies scholars Robert Janes and Richard Sandell write
that “museums not only have the potential to shape a more
sustainable, equitable and fair world, but also have an
obligation to do so”’[1] This paper explores the Brooklyn
Museum’s activism-centered museum practice by focusing on
the timely exhibition Climate in Crisis: Environmental Change in
the Indigenous Americas. This exhibition, which opened on
February 14, 2020 and runs until June 20, 2021, presents the
collection from North, Central, and South America through the
lens of climate change and its impact on the survival of
Indigenous people. History is key to the topic, and the exhibition
examines the environmental repercussions of clashing
worldviews of Native people and European colonizers. This
conflict of values continues today with government and
corporate development projects and the accelerated rate of
natural-resource extraction that are not only threatening
Indigenous homelands, ways of life and survival, but are also
undeniably contributing to the unprecedented level of climate
change affecting the planet. By focusing on the impact of
climate change on Indigenous communities, this exhibition
brings greater attention to Indigenous worldviews and
foregrounds their place in the creation of environmental justice.
This case study analyzes the relationship between activism and
the museum’s stated mission and values, but it also reveals the
more complex issues of corporate funding, institutional voice,

Chairs: Giovanni Aloi, School of the Art Institute of Chicago;
Susan McHugh, University of New England

How we represent the natural world deeply impacts our
relationship with it. The sublime emerged as a category of
aesthetic appreciation of nature during the nineteenth century as

the industrial revolution dramatically reconfigured geographies
and cultural realities around the world. As a difficult-to-pin-down
experience triggered by our perception of nature's uncontainable
force, the sublime tangles the viewer in a conflicted and yet

and the challenges of decolonizing the collection and the
institution at large. [1] Robert R. Janes and Richard Sandell, eds.,
Museum Activism (London and New York: Routledge, 2019),
XXVii.

alluring emotional response that has endlessly fascinated artists
and theorists alike. Today, climate change has deeply impacted
artistic practices on a global scale, bringing artists to thoroughly
reconsider their involvement with materials, institutions,
aesthetics, and also audiences. This panel is concerned with new
ethical questions raised by the Anthropocene, the
acknowledgement that we simultaneously are the victim and
perpetrator of environmental destruction and climate change, and
the urge to sensitize and mobilize large audiences in order to make
a difference. What role can the sublime play in audience
engagement and what are the risks, challenges, and productivities
at stake in the representation (or omission) of devastation, loss,
and mourning? Can beauty still play a role in this context? Through
contemporary philosophical lenses including, but not restricted to
new materialism, speculative realism, and posthumanism, this
panel explores the possibility of new and ethically aware sublime
modes of engagement for the arts.
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Chairs: Jessica L. Horton, University of Delaware; Patricia
Marroquin Norby, The Metropolitan Museum of Art

This panel takes as its departure point Potawatomi scholar Kyle
Powys Whyte’s assessment that “[c]limate injustice, for Indigenous
peoples, is less about the spectre of a new future and more like the
experience of déja vu” While contemporary discussions of a fossil-
fueled ecological crisis tend to focus on the immediate and
forthcoming state of emergency, the scholars, artists, and
community leaders on this panel take a long view of the ongoing
‘climate change” brought on by the colonization of the Americas.
We focus on extraordinary and imaginative acts of Indigenous
survivance (survival + resistance) in the face of land dispossession,
resource extraction, and disruption to customary cultures and
ecologies. We ask, how are creative strategies that Indigenous
ancestors used to withstand the colonial apocalypse relevant
today? How do they mend and strengthen the ties that bind human
and other-than-human beings into relationships of
interdependence and responsibility? How do Indigenous histories,
experiences, and ways of knowing inform contemporary practices
of art-making, community-building, political resistance, and
environmental stewardship? What might a climate-changed future
look like when informed by Indigenous precedents? Each
participant in this lightening roundtable will be asked to share one
such creative strategy in historical perspective, leading to a
discussion of climate “déja vu” and Indigenous ecological futures’

Evoking Ancestral Ecological Knowledge through California
Indian Visual Culture
Yve Chavez, University of California, Santa Cruz

Through a discussion of visual culture practices among the
Indigenous communities of coastal southern California, | will
examine the strategies that ancestors engaged to sustain their
ecological knowledge beginning in the late eighteenth century.
These strategies of survivance remain critical as our
communities strive to revive and maintain pre-existing art-
making practices that are rooted in environmental resources.
While considering the future of ancestral practices, | will also
discuss the work of innovative communities that are using new
materials and techniques to make art that reflects ongoing
resilience to ecological disruptions and displacement.

BREACH
Courtney M Leonard, Www.Courtneymleonard.Com

Shinnecock translates in English to "people of the level land" or
"people of the shore." As a small coastal community, we are on
the frontlines of the climate crisis. Pressing environmental
concerns include rising waters, coastal erosion, toxic shellfish,
and nitrogen run-off due to cultural eutrophication. In addition,
our sovereignty as a Tribal Nation and right of self-
determination including our fishing, water, and land rights are
under constant attack by the colonial state. Despite these
ongoing acts of colonialism we are resilient and rising up to
maintain the cultural stewardship of our landscape and
resources, including whales. Traditionally, one whale would feed
our community through winter. Our men were hired to act as
guides for whalers until the practice was banned off of the coast
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of Long Island in the early 1900s. In my practice, I've come to
think of myself as a visual whaler, logging an account of what is
happening above and below the waterline. The question that
persists in my ongoing project, BREACH, is “Can a culture sustain
itself when it no longer has access to the environment that
fashions it?”

The Time for Creation: Artistic Acts of Re-Matriation in a Post-
Onate Northern New Mexico
Patricia Trujillo, University of Northern Mexico

On June 15, 2020, the statue of colonizer Juan de Onate was
removed from the Northern Rio Grande National Heritage Area
after years of cultural contention and disagreement. This statue
was erected in 1994 and was made famous in December 1997
when Indigenous art activists sawed off the right foot of the 15
ft’ bronze statue shortly before commemorations for the 400th
anniversary of ORate’s arrival in New Mexico were to be
commemorated. Trujillo will discuss the creative ways in which
community members in northern New Mexico are having public
art dialogues after the statues have come down, contemplating
the questions: When the tension is gone — what are do you
have? What can you do? What do you create?

THE FEMINIST ART PROJECT

Chairs: Anne K. Swartz, Savannah College Of Art Design;
Connie Tell, The Feminist Art Project

Discussant: Mikinaak Migwans, University of Toronto

This session will be a dialogue between three Native Scholars
leading work at the intersections of Activism, Art, and Digital
Media on the topic of Indigenous climate relations towards
improving the quality of our lives. Artist Maria Hupfield
(Anishinaabek, Wasauksing First Nation) and theorist Jennifer
Wemigwans, (Anishinaabek, Wikwemikong Unceded Territory)
together with two-spirit curator, activist, and historian Regan De
Loggans (Mississippi Choctaw / Ki'Che Maya) will discuss recent
projects spanning Canada, Mexico, and USA. Their work combats
the structural violence of global national economy's based in
resource extraction on the macro/state-level to brutality against
the body specifically targeting women, non binary and gender non
conforming on the micro/civilian-level. In addressing the realities
of colonial patriarchal white supremacist practices in promoting
climate destruction. Through prioritizing Indigenous ontology their
radical approaches challenge and reframe mainstream thinking on:
archives, star / land knowledge, accountability, as well as non-
hierarchical ownership models based in collectivity and
storytelling; together they demonstrate how digital modalities
when used to protect and promote traditional forms of thought
introduce essential kinship bonds with the natural world and one
another. Hupfield, Wemegwans, and De Loggans will discuss how
the digital sphere enables connectivity towards reimagining today’s
toxic mainstream relationships with the climate. Combined their
approaches ultimately form a cutting-edge futurity model.

Artist
Regan De Loggans, Indigenous Kinship Collective
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Transdisciplinary artist
Maria Hupfield, University of Toronto

Theorist
Jennifer Wemigwans, Ontario Institute for Studies in
Education

Chair: Amy-Claire Huestis, Kwantlen Polytechnic University

Co-making this world This experimental session follows an
innovative format, peering into the subject of making and
formation of the world, positioning the artist as collaborator in this
making. The panel follows the example of the Black-capped
Chickadee, Parus atricapillus, who nests in existing holes made by
woodpeckers or humans, or in holes excavated with its own
partner-- the hole "lined by female with wool, hair, fur (rabbit),
moss, feathers, insect cocoons, cottony fibres..."l The panel builds a
session made of disparate parts-- artists and theorists form a new
construction of experience by repurposing existing works and ideas
in the current situation. What and who makes the world? What is
forming? What good material is there for us to use/re-use? Elaine
Scarry has observed,2 we are in an on-going process of making and
unmaking the world. But what role is played by our non-human
partners? In lively 7-minute lightning rounds, session participants
will consider the place of the artist as enmeshed in a world
human/non-human, with other species and things as co-creators.
Building our nest of words, experiences, and presentations we
construct a momentary understanding of togetherness. 1Hal H.
Harrison, The Peterson Field Guide Series: A Field Guide to Western
Birds’ Nests (Boston: Houghton Mifflin, 1979), 152. 2Elaine Scarry,
The Body in Pain: Making and Unmaking the World (Oxford: Oxford
University Press, 1985).

Bird Song Diamond: interspecies language

Victoria Vesna, University of California-Los Angeles
In this talk | will demonstrate and discuss our human
relationship to the complexity and diversity of bird song using
examples from the Bird Song Diamond project (2011-ongoing).
This interactive artwork was developed over the years in close
collaboration with evolutionary biologist, Dr. Charles Taylor
whose research was focused on mapping the acoustic network
of birds. After a few years of interdisciplinary experimentation,
the work evolved to be habitat specific and involved interspecies
communication by humans mimicking local bird songs
interrupted by anthropocentric auditory and visual noise as
instruction is given in different languages. Due to the COVID 19
pandemic, the piece is evolving into an online networked
meditation and | will lead the audience into a brief practice of
deep listening of interspecies and machine language
communication.

Breath as Discourse

Meghan Beitiks
Drawing on research in choreography, botanical sciences, human
anatomy, phenomenology, exercise science, inuit cultures and
artistic practice, artist Meghan Moe Beitiks will examine breath
as a dialogue in performance with plants. Breath has long been
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used as a signal in performance: as a cue for choreographic
moves, a ritual gesture, an authentic and character-based
expression of emotional and physical states. It is fundamentally
a molecular exchange that provides a resource for plants, using
waste from their own respiration, a trade of carbon dioxide for
oxygen, an articulation of interdependency. Breath harnesses
presence. Many meditative practices being with a focus on
breath as a way of quieting the mind and attuning to the current
moment. Some Inuit cultures have traditions of breath-singing
between women that facilitate warmth and kinship. Drawing on
work like that of Phillip B. Zarrilli and Gabriella Giannachi,
Breath as dialogue examines the articulation of networked
presence in the co-performing bodies of humans and plants.
Discourse frames the molecular exchange not only as a
mechanism of performance, but as an undermining of human-
centric paradigms, and a potential grasp at mutual
understanding. Breath as Discourse asks: How does including
plants in performance, either by design, proximity or incidence,
introduce a molecular choreography into every work? How might
breath become, in performance, a visible embodiment of
interdependence? What wisdoms are inherent in breath-
conscious indigenous performances? How might performance,
with its unique tools, enable a breath-based communication
across species?

Mockingbirds: Modelling Attention, Memory, and the Texture of
Repair
Luke Fischbeck

Mockingbirds: Modelling Attention, Memory, and the Texture of
Repair Mockingbirds is an experimental audio-visual
presentation looking at how attention and memory pathways
work to fill in gaps, creating cognitive and sensory continuities.
Through the use of Al models which work to heal separations in
image and sound sequences, we will present a close study of the
texture of repair in the context of relational and perceptual
notions of completeness. Particular consideration will be given
to appearances of ‘complete” variation, as in the examples of
comprehensive archives, or mockingbirds compressing all sound
into a song made to feel limitless. Luke Fischbeck is an artist
and composer based in Los Angeles, currently enrolled as a PhD
student in the University of Southern California’s
Interdisciplinary Media Arts and Practice program. Their research
examines how relationality, biology and psychology weave
together to create intersubjective experiences of pain and
illness.

Encountering the Stranger
Curtis Tamm

Encountering the Stranger For the last several years I've been
listening in places wrought by increased volcanism, seismic
activity, hurricanes, drought; seeking encounters with
inhabitants (past-present-future, human and nonhuman alike),
gleaning advice around questions of how to maintain energy
and optimism while living on a damaged planet. These are
subtle encounters, so bewilderingly immediate they usually
become transparent to any sensible observation. During
fieldwork, I've found it compelling to deploy microphones
sympathetic to ultra and infrasonic frequencies, and then pitch-
shift the captured sound into the human range of hearing. It
seems likely that events are occurring which leave sound-prints
there, and that hearing them could leave residual traces of
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sensitivities to the fluctuations of the medium we move through;
and, more certainly to new ways of appreciating, sensing, and
knowing ‘silence’; not as an object of perception, but as an
entity—a stranger we can be intimate and allied. For this
conference, | will develop an original sound composition
comprised of field-recordings from sites around the world; as a
way to mediate an encounter between the panelists and the
other ‘strangers’ with whom we are co-making this world.

Material is not Inert : Collaborative Agency in Sculpture

Jesse J Ring

| happened upon Bellarmine witch bottles while researching
undeciphered, glyph-based languages like Rongorongo, Proto-
Elamite, and Olmec. These alphabets are recorded on wood,
fired clay, and carved stone, respectively, and each projects an
object power free of the depicted languages meaning. There is a
connection between these tablets (that cannot be read yet
assert their power to preserve cultural knowledge in matter) and
the buried Bellarmine jugs that place a protective spell on a
space or body in time. Such occurrence draws attention to an
efficacy of objects in excess of the human meanings, designs, or
purposes they express or serve. Thing power may thus be a good
starting point for thinking beyond the life-matter binary” ... to
express a... “materiality that is as much force entity, as much
energy as matter, as much intensity as extension. 1 This power
of relics, as sensed in witch bottles and tablets, is known in two
ways: both as a fixed material form with a visual presence, a
thingness, accepted by the culture, and as a force or energy hard
to fully describe - one that is best felt. Through a brief survey of
my recent sculpture made in relationship to Bellarmine Witch
Bottles, | will make a case study supporting material as active
participant, as a presence in the studio which holds agency. 1
The Agency of Assemblages.” Vibrant Matter: a Political Ecology
of Things, by Jane Bennett

to trust and rely (not just “use”) machine collaborators as equal
team members. And what would such creative collaborations
between equals produce...?

BLACK-CAPPED CHICKADEE DATA-NESTS (2020) CNC carved

data-sculptures

Clarissa Ribeiro
https://www.instagram.com/clarissa__ribeiro/ Invited to consider
the place of the artist as enmeshed in a world human/non-
human, with other species and things as co-creators, |
metaphorically invite the black-capped chickadee as a partner to
design potential nests from the algorithmic transduction of the
bird’s song into a data informed sculpture. From the dB variation
of the original sound, a points’ cloud is generated using a
graphical algorithm editor to produce a series of potential nests
as data-sculptures. The final data-objects can be cnc carved in
plain wooden blocks and placed in trees as subtle interventions.
The poetics implies giving the black-capped chickadee the
choice or opportunity to actually use the algorithmic co-creation
that is back to nature as if it was never detached from it. The
experiment explores the potential of promoting the analog-
digital continuum as an integral part and expression of nature
itself in its cross-scale combinatorial complexity.

Chair: Pascale Helene Rihouet, Rhode Island School of
Design

Coffee or chocolate? The art and design of colonial conquest Coffee
and chocolate have been part of our everyday lives only recently.
Chocolate was first introduced to Europe as a drink, followed by
coffee and tea in the 17th century, and consumed - unlike their
countries of origin - with the addition of sugar. By the end of the

Creative Collaboration within Heterogeneous Human/Intelligent 18th century, these exotic beverages became much more common
Agent Teams: What is to become of us? in the West, a result of colonial plantation and human exploitation,
Christopher T Kaczmarek, Montclair State University with new addictions being established. This session explores
As we move towards a world that is using machine learning and coffee and chocolate as the subject of artistic creation. What
nascent artificial intelligence to analyze and, in many ways, meanings can we read in visual or material representations? What
guide most aspects of our lives, new forms of heterogenous global exchanges occurred in designing the necessary equipage
collaborative teams that include human intelligent machine (tableware) for preparing, serving, and drinking? What kinds of
agents will become not just possible, but inevitable. At this ritual behavior are attached to coffee or chocolate - past and
point, the use and development of these non-human agents present? What do visual or material sources tell about labor and
have been mostly in service to the accumulation of capital, race? What part do contemporary artists play in raising critical
addressing business problems across manufacturing, healthcare, awareness of these colonial and post-colonial products? This
transportation, energy, and nearly every other industry beyond session presents four case studies that discuss these issues within
the obvious applications in the technology sector. There is also a the framework of French imperialism: an eighteenth-century
second driver for this development in this area, the military. The painting of royals daintily holding porcelain cups; the luxurious
U.S. Army Combat Capabilities Development Command’s Army travel equipage of a French queen of the same era; late
Research Laboratory (ARL) has funded specific research targeted nineteenth-century chromo-lithographic inserts in chocolate bars
towards achieving a future vision that “includes teams of advertising whiteness and health; and contemporary art addressing
humans and intelligent agents working together to accomplish the abusive production of cocoa and coffee in West Africa.
missions.” The conscious participation of the arts in the
conversation about, and development and implementation of, Coffee or Chocolate? Sociability and Invisibility
these new collaborative possibilities is important. The arts serve Pascale Helene Rihouet, Rhode Island School of Design

in many ways, one of which is through the synthesis of
possibilities and the envisioning potential futures. How can we
as a society can leverage these same heterogenous collaborative
teams for envisioning and manifesting (or co-making) hopeful
outcomes? How we might we form collectives that will be able

Coffee or Chocolate? Sociability and Invisibility In eighteenth-
century Europe, coffee or chocolate were costly commodities
and status markers. These drinks around which the elite would
gather provided the occasion to display refined manners and
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exquisitely-crafted, luxurious, equipage (tableware). This paper
focuses on a large portrait of French aristocrats by J.B.
Charpentier, posthumously entitled - erroneously | contend -
“The Cup of Chocolate” (1768, Versailles). This presentation first
teases out ritual behavior and etiquette to distinguish chocolate
from coffee, too often confused in the scholarship. Subsequently,
it fleshes out typical artistic choices for depicting a highly-
codified sociability around an exotic beverage. In his
composition, Charpentier highlights the calculated nonchalance
of the sitters as they elegantly hold their cups of imported
porcelain. All the while, he obliterates the kind of labor that
made this elite past-time possible. In the same vein, images of
domestic preparation or serving idealize and eroticize these
tasks. Work associated with coffee or chocolate should be seen
within the larger framework of colonialism, the institution of
slavery and the correlated need for sugar. Coffee and chocolate
had different meanings according to who handled these
products, from the plantation to the living room, something to
bear in mind when examining representations of their
consumption.

To the Queen’s Lips: Whiteness in Marie Leszczynska’s
Nécessaire
Danielle Rebecca Ezor, Southern Methodist University

The long eighteenth century witnessed a freer and faster
movement of goods than had ever existed before. These
commodities included consumables such as coffee, tea,
chocolate, and sugar, but also raw materials, such as tropical
hardwoods and silver, and luxury objects, such as imported
porcelains. However, colonialism facilitated the movement of
these goods, and so colonialism marks these commodities. While
discussions of colonialism, racism, and slavery have
characterized the material histories of these consumables, these
important issues are less prominent in the history of those
objects used to consume them. In this paper, | argue that these
coffee, tea, and chocolate implements, as well as their
corresponding consumables, actively constructed racial
whiteness in eighteenth-century France. As a case study, | use
the nécessaire of Marie Leszczynska, wife and queen to Louis XV,
given to her upon the birth of her first son. The Queen’s
nécessaire includes all of the accouterments needed for making
and serving coffee, tea, and chocolate, made in gilded silver, and
Japanese, Chinese, and Meissen porcelain and nestled in a
mahogany box lined with red velvet. | consider how the material
properties of porcelain, silver, and tropical woods and the
sensorial perception of these objects and consumables led to a
construction of racial whiteness. Finally, | contend that this
particular nécessaire, which sustains the queen who sustains the
monarchy and as a microcosm of the global commodity trade,
exemplifies the French monarchy’s reliance upon colonialism to
maintain their powerful position at home and abroad.

Doctor’s Orders: Chocolate and the Commodification of Medical
Knowledge in the French Empire
Kathleen Pierce, Smith College

Purveyors of chocolate in fin-de-siécle France relied heavily on
the chromolithographed, mass-produced advertising trade card
to market their product. These cards, often free with purchase,
transformed in the hands of their collectors into well-loved
objects to be traded with friends or pasted into albums.
Significantly, many of these cards invoke the sphere of medicine.
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Some prominently feature physicians in their iconography, while
others advertise “health chocolate; cues pointing to chocolate’s
eighteenth-century status as a pharmaceutical. Yet as production
technologies improved and France expanded its empire in
cacao-growing regions, chocolate became more readily
available. By the mid-nineteenth century, chocolate moved
easily between the categories of food, drug, and dessert, priming
the commodity for its newest target consumers: women and
children. In my study centering these ephemeral cards, | position
the frequent representation of white, male physicians as directly
related to anxieties about gender, race, age, class, and
colonization in the French empire. While chocolate companies
certainly invoked the growing authority of the turn-of-the-
century physician to expand their market, their advertisements
also communicated specific messages about the relative and
unequal value of medical and maternal knowledge of health and
the body. By advertising health chocolate to children and young
women beneath the banner of the expert physician, chocolate
companies linked the consumption of mass-produced health
chocolate to the growth of hardy children. What’s more, the
habits of collection cultivated by trade cards echo larger
conditions of collecting present in imperial France, tying the
consumption of cards and chocolate alike imperial ideologies
and eugenic medicine.

Chair: Maria Bremer, Bibliotheca Hertziana

In political conversations spanning the globe, notions of
collectivity and individuality have grown increasingly urgent as
these terms and their relation continue to shift. Adding historical
and art historical dimensions to these debates, this panel considers
the ways in which artists and other cultural practitioners have
responded to and reimagined these themes during the epochal
transformations Italy has witnessed since its unification in 1861.
Throughout this period, efforts for national cohesion or
expansion—the Risorgimento, colonialism, Fascism, and
Resistance—have been interspersed with social isolation and
fracture, perhaps most acutely in the postwar period during the
turmoil of 1968, the Years of Lead, and the surge of globalization.
Alongside the rise of artistic groups including the Futurists, FORMA
1, and Gruppo N among others, individual artists and activists
addressed the impact of these pervasive sociohistorical
developments through innovative material and procedural
strategies. With a capacious lens, we examine how
documentarians, artists, critics, and curators have parsed
—respectively or cooperatively—the mutable, historically
contingent relations between the singular and the potential
collective subject throughout this era. Through a diverse array of
examples, the panel will illuminate the possibilities and
impossibilities of togetherness at the heart of modern Italian
society. Charting and elucidating these practices appears especially
timely as societies across the globe, already profoundly marked by
systemic inequalities and the ascendency of exclusionary
ideologies, begin to imagine a post-COVID19 sociopolitical
landscape.
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Othering Ruins: photography and archaeology in Sicily and
Persia, 1858—62
Nicole Susanne Coffineau, University of Pittsburgh

During the Risorgimento, Italian photographers explored

landscape and archaeology as symbols of identity and otherness.

Albums created in Sicily and in Qajar Persia demonstrate
comparative tactics for collecting and framing views of
culturally significant sites as sources of historical memory and
mythology. A notion of Southern inferiority that emerged from
the Risorgimento was based upon historical and cultural
stereotypes according to which southerners were neither fully
Italian nor fully modern, but rather stuck in a “primitive”
moment. At the same time, Greek and Roman archeological sites
in Sicily were valued as evidence of broader Italian cultural
depth and superiority in Europe and the Mediterranean.
Stereographic albums of Sicily simulate Grand Tour travel to
these sites, engaging vision and the perception of space in such
ways as to involve the viewer compositionally in the images,
and, significantly, in the optical processes of the stereoscopic
illusion of depth. Diplomatic missions to Persia also generated
photograph albums of archaeological sites, most notably the
ruins of Persepolis, the ceremonial capital of the first Persian
Empire. These images tend to isolate architectural and
sculptural details, denying senses of space and presence, and
were often motivated by the pursuit of scientific knowledge
within a framework of natural history. As photographs of Persian
subjects taken before the 1880s tend to be left out of the
literature on Orientalist photography, this paper will offer a
working-definition of orientalism appropriate to this imagery, in
dialogue with the complex and telescoping orientalisms at play
in Italy in the mid-nineteenth century.

Futurist. Fascist. Female.
Sophia Maxine Farmer, The Getty Research Institute

During the interwar period, many artistic and social movements
that were founded as international collectives became
increasingly nationalistic. The horrors of the First World War and
the rising nationalism spreading across the continent led to an
alignment of artistic groups with state institutions. In Italy, the
Futurists started as an anarchistic movement. With the rise of
Fascism, they became closely tied to Benito Mussolini and his
supporters. Futurism thrived under the new regime, taking
advantage of state-sponsored art projects, creating newly-
established artistic centers, and even impacting political
policies. However, the movement was complex and multifaceted.
Many members of Italian Futurism had divergent political and
social views, some even promoting extreme left-leaning
Communist sentiments. Moreover, Futurism included women
artists who worked against Fascist rhetoric that promoted
traditional gender roles. As a movement steeped in misogyny,
Futurism’s relationship to its female practitioners is paradoxical.
While significant research has been done on individual Futurist
women, there is little consideration given to their role in the
group dynamics of Futurism under Fascism. How did they
balance their gender identity and individuality with the
pervasive misogyny of Fascism and Futurism? How did their art
contribute to or work against the regime? How did group agency
and dynamics impact their relationship to dominant artistic and
political structures? How did tensions between individual and
group identities affect artistic and literary production? This
paper will address the impact of women on the Futurist
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movement and broadly consider their cultural contribution to
Fascism both collectively and individually.

Alberto Burri and the Generation of Arti Visive
Katie Larson, Baylor University

This talk will examine the core philosophical questions that
shaped the postwar Italian artist Alberto Burri’s early career.
Why make art in post-Fascist Italy? What role did art have to
play in reestablishing a sense of personal and national identity?
Such questions were rooted in the broader social and political
contexts of the country, whose citizens faced the daunting task
of reconstruction and reflection in the wake of World War II. A
sense of shared identity shaped young Italians’ experiences
growing up under the Fascist regime. Could (and should) such
community be resurrected in the postwar moment? Through a
close examination of the journal Arti Visive(Visual Arts)
(1952-57), this paper will chart the dueling desires by Roman
artists to establish communal and individual practices in the
1950s. Burri was actively involved with his colleagues Ettore
Colla, Piero Dorazio, and Emilio Villa in supporting the mission
of the journal to document and promote abstract art. Through
the juxtaposition of the journal’s editorial content and Burri’s
individual and collaborative work, the paper will examine the
successes and failures of community in postwar Italy.

Nanni Balestrini and the Collectivity of Collage
Marica Antonucci, John Hopkins University

Throughout the 1960s, Italy saw seismic social and political
consequences from the massive industrial and consumer
expansions characteristic of the Marshall Plan era. While the
economy thrived, grueling factory environments stirred labor
disputes that came to a head during the so-called Hot Autumn
of 1969. This period was marked by wildcat strikes and violence
propagated by militant groups that had emerged from
frustration with both the major trade unions and the Italian
Communist Party. Crafted from clipped newspapers, the verbal
collages of Nanni Balestrini speak to this turbulent time in ways
that both elucidate and exceed his better-known poetry, novels,
and activism as a founding member of the radical Marxist group,
Potere Operaio. While visually indebted to the historical avant-
garde and particularly Futurism, these works address a
contemporaneous, escalating tension between traditional
models of community and the reconfiguration of individual
subjectivity occurring within advanced capitalism. Alongside
politically charged subject matter, | argue that the unique
properties of collage allow him to materialize the swelling
contradictions of Italy’s prosperity and its unfavorable labor
conditions. These works, addressed to what the artist perceived
as emerging postwar industrial subjectivities, nuance and
enhance our understanding of this tempestuous moment in
Italian history.
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the communities they served.

Abstract Expressionist Walter Augustus Simon (1916-1979):
Artist—Art Educator—Art Historian
Earnestine L. Jenkins

Walter Simon entered the professional arts at a time when his
mentor-colleague, Hale Woodruff, urged Black artists to compete
on an equal playing field. Simon earned professional certificates
in commercial design and fine arts from Pratt Institute and the
National Academy of Design, BA and MA degrees in Art
Education from New York University, and the PhD in Art History
from New York University in 1961. His career was distinctly
enriched by a decade abroad as a cultural affairs officer in the
United States Information Agency during the 1960s in Egypt,
Afghanistan, and Ceylon. Black artists who matured during the
first half of the 20th century like Samella Lewis and John
Biggers, sustained multi-faceted careers as artists, art educators,
art historians and curators, still largely understudied. Simon’s
experiences were unique components the artist brought to his
long career as an art educator.

Chairs: Rebecca Keegan VanDiver, Vanderbilt University;
John W. Ott, James Madison University

Whether due to financial necessity, vocational choice, or a
commitment to mentorship, a striking number of Black artists had
decades-long careers as artist-educators. Importantly these artist-
educators did not stop making art when they stepped into the
classroom. This session examines the widespread phenomenon of
twentieth-century Black artists who worked both as studio artists
and as teachers. Taking an expansive view of what constitutes “the
classroom” or an educational institution, we invite presentations
that focus on Black artists who taught a variety of subjects (studio
art, design, architecture, other art-adjacent specialties, and even
disciplines further afield) and in variable contexts, whether
Historically Black Colleges and Universities, Predominantly White
Institutions, K-12 education, cultural and community organizations,
or artist collectives and other more informal settings. This session
seeks papers that not only recover particular teaching methods and
practices but also explore the broader cultural significance of

Pedagogies of Practice: The Politics of Black Art Education in
the Selma Burke Art Center (1971-1982)
Rebecca Giordano

activities in the classroom or consider the ways in which the

artist’s pedagogy and artistic production might have been mutually

informing. We also encourage papers that consider the
methodological or archival challenges in approaching the topic.
And while we welcome discussions of artists from across the
African Diaspora, we will give greater consideration to talks
centered on artists from or working in the United States.

African American New Deal Art Centers in Florida
Mary Ann Calo, Colgate University

This paper will explore New Deal art education projects
established for the African American population in Florida. The
Community Art Center program was a signature aspect of the
Federal Art Project, an important instrument in fulfilling its
ambition to democratize American culture by expanding arts
access in traditionally underserved populations. To
accommodate local conventions of racial segregation, it
developed a model that supported the establishment of so-
called ‘extensions”: galleries and educational programs
administered by regional centers but offering opportunities to
African American residents. These were generally modest
individual local undertakings. But the Florida programs took on
the identity of a collective initiative distinguished by its focus,
ambition and success. The first extension gallery in Florida was
established in Jacksonville in 1936 and headed by African

American artist-educator Harry H. Sutton Jr. Located in the Clara

White Mission, it presented a full program of exhibition and

teaching services, including outreach to local black high schools

and colleges. The eventual proliferation of these programs

under Sutton’s leadership—Tampa, Pensacola, St. Petersburg and

Miami all had some form of extension—resulted in FAP notions
of a “Negro unit” existing in the state, which might serve as a
model for other places in the South. Florida thus became an

After the 1968 uprisings in Black communities across the U.S.,
community art centers served as classrooms, studios, galleries,
and gathering spaces in U.S. Black communities as they fostered
new pedagogies in art education. Starting with the Harlem
Community Arts Center (1938-1942) run by sculptor Augusta
Savage, populist and technique-focused approaches of Works
Project Administration art education guided the early missions
and structure of midcentury Black community arts centers. By
the late 1960s, Black cultural politics were changing
dramatically. In this paper, | unpack multiple pedagogies related
to different Black political projects evident in the Selma Burke
Art Center (1971-1982), a Black arts focused community center
that operated in the East Liberty neighborhood of Pittsburgh
founded by Savage-trained sculptor and educator Selma Burke.
This paper maps pivots and convergences between the
technique-driven art education espoused by Burke herself and
calls from then-emerging Black Arts Movement and
PanAfricanism that centered the expression of authentic Black
identities that blossomed during the life of the SBAC. Drawing
from institutional records, documentary photography, exhibition
archives, and correspondence, | argue that the SBAC was a locus
of applied debates about the role of Black art and Black art
education. Historicizing these divergent approaches to
community-based Black arts education reveals the overlaps
between strains of Black radical thought and art education.
Debates about the political role of the Black artist that echoed
through the 1960s and 1970s influenced how Black children in
Pittsburgh learned to paint, photograph, weave, sculpt, and
dance.

Design Meets Science: Communication Alternatives to “Climate
Change”
Jess Irish, Parsons the New School for Design

The largest challenges of this new decade—from climate change

important site for addressing the challenges presented by an
organizational structure such as the FAP that sought to support
artists and art education without discrimination, but would not
fundamentally challenge existing conditions of segregation in
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to global health—rely on solid research and data. But without
human engagement, the message can become abstracted, and
thus bypassed. How can artists and designers communicate
science to effectively influence perspectives and policy on
climate change? | developed a cross-disciplinary course with
chemistry professor Bhawani Venkataraman at The New School
to test out new ways of thinking and prototyping effective
methods and strategies towards this challenge. Our course,
Design + Science: Communicating Climate Change, focused on
energy policy in New York State. Leveraging my design research
project, Visualizing Pipeline Impacts (vzpi.org), our class
examined the role of cognitive bias in how information is
received. In order to design participatory engagements that
address climate issues, our students brought specific research
questions into their home communities. Following our challenge
to entirely avoid the term “climate change; they returned with
new insights. Our students worked in teams to design
scientifically-sourced, memorable experiences that framed
relevant conversations around energy visualization, usage,
economy, partnership, and alternatives. We playtested their
projects during Climate Disruption Week and Earth Week at
Parsons School of Design in New York. I'lLL share some ideas on
how we might re-engage a climate justice communication
within our post-COVID reality.

Creating Bridges between Environment and Community through
Experiential Learning and Design
Danilo Ljubomir Bojic, Winona State University

With global warming and climate changes, environmental topics
—including awareness, conservation, and outreach—became
relevant topics in several humanistic disciplines, including
design. As part of the Advanced Typography in Visual
Communication course at Winona State University, students
engage with community members around current sustainability
topics involving Lake Winona, Winona, MN, and thus providing
an actual service to the local and regional communities.
Students raise questions, investigate a series of topics of
interest, and develop a creative response through project work.
The result of the project has an impact on the local community
in such a way to raise awareness and engagement. Based on
research investigation findings, students present a series of
factual information to the local community to engage people on
a myriad of current sustainability topics. Furthermore, research
information is gained through a partnership with regional
community organizations, such as Healthy Lake Winona, and
other topic-relevant departments at Winona State University,
thus fostering cross-disciplinary collaboration. Students find
creative visual responses to engage and educate the community,
thus raising overall awareness. Findings that are presented give
a better look at the overall health of Lake Winona, including
water clarity; blue-green algae and toxin levels; nutrients,
plants, and algae relationship levels; and dissolved oxygen layer
in regards to lake depth. Students’ call to action could result in
fertilizing reduction by the local community, fostering expansion
of naturally occurring native plants to filter water nutrients and
lowering yard waste entering and affecting the lake and the
local ecosystem.

Measuring the power of art: understanding the role of public
art installations in sea level rise communication
Carolina Aragon, University of Massachusetts Amherst
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In the U.S., sea level rise has the potential to affect and displace
up to 13.1 million people by 2100 if no adaptive measures are
implemented.[1] Despite this, public support for climate
planning remains low, in part as a result of challenges in
communication and public engagement. [2][3] Art is considered
to be able to bridge this divide by appealing to the affective and
providing experiences that elicit visceral responses.[4] While
public landscape installations have shown their potential to
make scientific information accessible, localized, and
memorable, much remains to be learned about the role of public
art in engaging audiences around issues of climate change. [5]
In this presentation, the author will discuss four of her recent art
installations visualizing future flooding due to sea level rise in
Boston, MA, and discuss how these projects have served to pilot
social science research inquiring into the effect the artwork. The
installations show an evolving hybrid practice which involves
collaboration with climate scientists, computer and social
scientists to generate the artwork, and to evaluate the public’s
response. The results of these pilot projects point to the
relevance of aesthetics in calling attention to the subject,
increased accuracy in understanding future flood risks, and the
perceived value of public art to call attention to local issues of
sea level rise. While social science may never fully describe
power of art, these projects present a model by which public art
may be better understood as a tool for public engagement with
climate planning.

Chair: Ariel Evans, The University of Texas at Austin

As much as projects like Adrian Piper’s Mythic Being series
(1973-75) and Martha Rosler’s The Bowery in two inadequate
descriptive systems (1974-75) engage Conceptual art’s
paradigmatic concerns—appropriation and the readymade,
dematerialization, semiotics, questions of authorship—these
women’s works rarely appear as signal examples of Conceptual art.
Whether by dint of the works’ raced or gendered content, their
artists’ identities, or their interest in meaning’s relationship to
power, art history describes such works as Conceptual variants of
identity-based art: Black art or Feminist art, respectively.
Conceptual art and identity-based art remain institutionalized as
distinct fields, highlighting different formal devices, key figures,
and texts. This panel asks: in what ways do our histories of
Conceptual art change when we understand the politics of identity
as one of its driving forces? What happens when artists’ political
aims, their investments in mass legibility and appeal—and the
ways such concerns fueled innovative approaches to new media
and representation—come forward in Conceptual art’s history? This
panel welcomes case studies as well as historiographical and/or
methodological analyses that address and recognize the role of
identity in Conceptual art from the 1960s to today. Panelists might
consider, among other possibilities, production, distribution, and
reception strategies; institutional inclusions and exclusions; artists’
social networks and working relationships. We encourage papers
with an intersectional and/or global lens.

To Break the Wall: Kazuko Miyamoto in New York
Elise Armani, Stony Brook University

A legend of the Lower East Side, Kazuko Miyamoto has been a
staple of the neighborhood artist community since 1968: as a
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longtime studio assistant to Sol LeWitt; an early member of
Artists In Residence; a constituent of the anarchic Rivington
School; and the founder of Gallery Onetwentyeight, an
experimental gallery that has supported generations of nascent
artists of color and immigrant artists since 1986. Born in Tokyo
in 1942, Miyamoto is a prolific artist herself, known for her
String Construction series: intricately woven, ephemeral
structures of dyed string and nails. However, since their debut in
the 1970s, the installations have been frequently read as
derivative of the LeWitt wall drawings she executed for decades.
Such readings reduce Miyamoto’s work to the labor she
performed in support of LeWitt, failing to account for the
dialogic relationship of influence between the artists as shaped
by differences in gender, culture, and power and leaving out the
myriad exchanges that Miyamoto had with other artists in Tokyo
and New York. Through extensive archival research and
interviews with Miyamoto and artists in her circle, this paper
provides a reading of Miyamoto’s work as neither derivative nor
transgressive in relation to LeWitt’s, but rather as deserving of
its own complex and nuanced art historical analysis. Without
reducing her to the gendered dyad of Minimalism and Post-
Minimalism in the context of American feminism, | consider her
contributions as a producer of both art and space to the New
York art world of the late 20th century.

Conceptual Art's Constriction of Interiority: Robert Smithson,
Confined
Suzaan Boettger, Bergen Community College

Conceptual Art was born from an exclusionary reconfiguration of
the artist's identity. In 1952, Harold Rosenberg proclaimed, "A
painting that is an act is inseparable from the biography of the
artist." By the 1960s, a cultural reaction was underway against
Freudianism and psychoanalysis; younger artists differentiated
themselves from both the 1930s’ social realism and the
Surrealist-inspired postwar abstractionists' eruptions from their
preconscious by inverting the artist's persona into that of a
coolly positivist constructor. Evading biography, Jasper Johns
asserted, "l am interested in things that suggest the world rather
than suggest personality” and Susan Sontag urged "The
Aesthetics of Silence.” The designation of a style as "conceptual”
privileges the noetic as the driver and mutes those who draw on
personal interiority as well as social and gendered identities.
Ambitious artists identified as thinkers first, masculinist and
abstemious, corresponding to the new professionalization of the
artist's role. What they thought about were externalities such as
structural systems and phenomenological environments. Robert
Smithson's transmutation from expressionist imagist who in
1961 insisted "These paintings are not for arty-chatter but for
the lacerated soul. Those without souls can continue seeing
‘truth’ in targets, to a cerebral sculptor who a decade later
declared "The whole investigation is external; I'm not interested
in dredging up my personal psychological situations” while
divulging to intimates, "I've always been a kind of a
psychoanalytic type. . . decisions are made based on one's
physio-psychological needs" exemplifies conceptual art's
constriction of artistic identity, engendering Smithson's disguise
of his complex self.

Mirrored Motions: The Theresa Hak Kyung Cha Collection at the
Berkeley Art Museum and Pacific Film Archive
Claire Frost, School of the Art Institute of Chicago
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This case study examines the Theresa Hak Kyung Cha collection
at the Berkeley Art Museum and Pacific Film Archive in relation
to the museum’s other significant holdings in the Conceptual Art
Study Center. | posit that our understanding of the role identity
plays in Cha’s work is a function not only of her biography as a
Korean-born American citizen and its exploration in her work,
but also of the shape and organization of her art and archives
within a single institution. A cornerstone of the larger
Conceptual Art collection at the museum, Cha’s works and
related materials are the only gift in the collection related
entirely to one artist and their personal and professional
archives—other sets of materials unite a large number of artists
through alternative spaces, collectors, or exhibitions. By bringing
together her work and archives in one place, the Theresa Hak
Kyung Cha Collection, which includes the artist’s videos, artwork,
and personal ephemera, consolidates the elements of the artist’s
practice and biography into a singular resource. This structure
mirrors the discourse that regards displacement in Cha’s work as
related to both her personal history and Conceptual strategies.
Interrogating the elements that define Cha’s legacy at the
intersection of biography, artistic practice, and institutional
collecting highlights how strategies of inclusion and exclusion
manifest within definitions and histories of Conceptual art.

Screening the Concept of Embodiment: Lorna Simpson'’s Texts
of Refusal
Kimberly Kay Lamm, Duke University

In the artwork from the late 1980s and 1990s for which she is
best known,Lorna Simpson creates images that are deceptively
simple acts of refusal: spare photographs of anonymous black
women posed with their backs turned or their faces and heads
excised from the frame. Textual fragments—stacked words that
evoke signifying systems as well as small narrative vignettes
—accompany these photographs and are crucial to their puzzling
compositions that resist readily available meanings. | argue that
in this body of work, Simpson does more than draw on the
stylistic signatures of Conceptual Art. She actually stages a
critique that questions the concept of embodiment consistently
foreclosed by Conceptual Art's canonical practitioners and the
scholarship that attends to them. By screening—making visible—
the largely unconscious and pervasive connection between
embodiment and images of black women's bodies, Simpson
makes embodiment a concept worthy of the meta-reflection that
is one of Conceptual Art's most significant contributions.
Drawing on scholarship (Campt 2019) that makes refusal an
aesthetic strategy appropriate to the "afterlives of slavery”
(Hartman 2002) and the violence deployed to make black people
live as embodiments of disposability, | trace how Simpson's
engagement with the text/image interplay mimes, materializes,
and refuses to make images of black women symbols of that
embodiment. In this way, Simpson's artwork begins to expose
the transcendental invisibility (Haraway 1997) associated with
the white Euro-American masculinity that subtends Conceptual
Art. Perhaps this is why, | contend, Simpson's artwork is not
readily associated with Conceptual Art's legacies.
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Chairs: Mira Rai Waits, Appalachian State University; Albert
Stabler, Illinois State University

From the origin of the term “police” up to the present day, the
concept has designated much more (and much less) than a specific
group of public officers tasked with maintaining civic order. The
emergence of modern police forces was tied to shifts in the
epistemological conception of crime. In the eighteenth and
nineteenth centuries the assessment of crime was transformed;
formerly a social evil, crime was now viewed as socially,
environmentally, and/or biologically produced. Modern police
forces were tasked with surveying society for potential crimes.
Visibility was central to police efforts. From nineteenth-century
taxonomic archives to contemporary forms of electronic and online
monitoring, the image of a harmonious society has relied on an
image of those who (that which) must be excluded. Like artists,
police attempted to represent an omniscient vision by imposing
order on spaces and bodies A body of work exists that grapples
with the role of the police, encompassing images such as Honoré
Daumier’s lithographs of police brutality in nineteenth-century
Paris as well as more recent projects such as Dread Scott’s
controversial lynching banner. This panel will highlight the work of
art historians and artists responding to modern and contemporary
policing practices across the globe. Possible topics include, but are
not limited to the visual cultures of police archives, representations
of the police or police imagery as social protest, the relationship
between police surveillance and art spaces, and the role of the
police in mediating non-traditional forms of art making.

In Harm’s Way: Encounters with the Police in Public
Performances by David Hammons and Pope.L
Martyna Ewa Majewska, University of St Andrews

Being black in US public spaces inexorably constitutes not just a
risk but even an intervention, both historically and at present
time. Tied up with the imagined threat carried by dark skin, is
the ever-recurring myth of black masculinity menacing an
otherwise orderly civil society. From the origins of the police
force in America, to the current rebellion against state-endorsed
brutality levelled at black men with outrageous—yet almost
rhythmic—frequency, the policing of blackness has generated a
variety of artistic responses. Drawing from US-based archival
research, this paper focuses on the medium of performance for
the camera in public space. Specifically, it posits works by David
Hammons and Pope.L as actively implying or knowingly inviting
interactions between the black male artist and US police.
Further, it explores the role of the cameraperson and the camera
itself in allusions to police presence and physical confrontations
engendered by Hammons'’s and Pope.Ls respective public
performances. It traces the spectrum of relationships created
between the artist, the photo- or filmmaker, the police officers,
the live witnesses (when applicable) and the beholder of the
images generated by the performance—to consider whether the
camera presence courts police attention by recording, preserving
and validating the performed act, or whether it may ever serve
as a safety net for the performing black male body. Issues of
self-harm in public performance have generated considerable
scholarship—notably, on the work of Chris Burden—yet the risk
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factor of black masculinity is often overlooked in theories of
performance art.

Police Propaganda and the Reproduction of Whiteness
Heath Schultz, University of Tennessee at Chattanooga

In this presentation | will share research on police-produced
propaganda since the Ferguson uprising in 2014. Specifically, |
will analyze two distinct but related police responses to a post-
Ferguson moment: the first police response depicts the police as
a force of good within the community; the second depicts police
as a categorically injured party. This content includes, on the
one hand: surreptitiously staged videos of cops tying boys’
neckties and giving “free hugs” to community members; on the
other, it includes: scripted videos claiming that “blue racism”
exists and press conferences claiming a “war on cops” is upon
us. Finally, I will discuss my ongoing video series entitled
Typologies of Whiteness, which appropriates and collages
police-produced video content with various contemporary media
to stage ideological juxtapositions and position white
supremacy as an iterative process tethered to policing. By
placing the collection of police propaganda in relation to this
ongoing investigation of performances of whiteness, | hope to
lay bare compulsory iterations of whiteness as malleable
ideological constructions performed through, and supported by,
expressions of policing. As Steve Martinot and Jared Sexton
argue, following Fanon, it is the policing paradigm that
articulates and (re)produces two racialized zones: those who
magnetize bullets and those who do not.

Extralegal Portraiture of the Surveillance Generation
Monica Steinberg, University of Hong Kong

Scholarship considering the intersection of art and surveillance
of the past decade has focused on issues of privacy (and
attribution), methods of control, and creative approaches to
meta- and counter-surveillance tending toward transparency.
But, what about the systems of law which facilitate the
surveillance apparatus itself—systems which are frequently
activated and contoured as a material component within so-
called surveillance art? Here, | consider projects such as Paolo
Cirio’s Street Ghosts (2012) and Obscurity (2016), Arne Svenson’s
The Neighbours (2012-2013), Heather Dewey-Hagborg’s
Stranger Visions (2012-2014), and James Bridle’s Citizen Ex
(2016). These artworks capture portraits of strangers through
digital, visual, bio, and data surveillance while simultaneously
contouring the space of the extralegal—a space outside of the
law (neither explicitly legal nor illegal). With a focus on the
United States, but with an eye toward a global perspective and a
wider artistic practice, this paper considers how a group of
artists perform ethically problematic yet perfectly legal actions.
Adopting a strategy of uncivil obedience—acting in accordance
with the law but outside of common practice—the artists
delineate the boundaries of legally unregulated spaces and thus
protest the very actions they perform. Their work thus
encompasses a kind of extralegal portraiture, a map of both a
private individual and the legal space which allows the details
of that individual to be accessed and shared.
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ASSOCIATION OF SCHOLARS OF CHRISTIANITY IN THE HISTORY
OF ART

Chairs: Jonathan Anderson, King's College London; James
Romaine, The Association of Scholars of Christianity in the
History of Art

Over the past three decades, a significant number of major
contemporary artists have accepted invitations and commissions to
install artworks, temporarily or permanently, in spaces devoted to
religious belief and practice: churches, chapels, monasteries,
synagogues, temples, and other religious sites. In many cases,
these artists do not personally identify as members of the faiths
celebrated in these sites, but they regard the kinds of meanings,
histories, and practices that their works are in conversation with in
these locations as important. In the most successful of these
instances, the artworks put interpretive pressure on these religious
spaces, interrupting familiar conventions and raising new
questions; but, in turn, these religious contexts also exert
significant interpretive pressure on the artworks, putting them into
direct relation to liturgical traditions and theological points of
reference. For its 2021 CAA session, the Association of Scholars of
Christianity in the History of Art (ASCHA) will explore this topic
specifically as it relates to contemporary artworks installed in
Christian religious spaces. We invite proposals for papers focusing
on artworks from the past 30 years that have been installed or
exhibited (permanently or temporarily) in Christian churches,
chapels, or other sites with a distinctively Christian context. The
religious site in question can be associated with any form of
Christianity and be located in any geographical region. We will
privilege papers that focus on close readings of single examples
(rather than surveys or thematic treatments), but within this focus
we welcome any approach to the topic from any perspective.

Raining through the Roof: Baptism and Community in Theaster
Gates’s "Black Vessel for a Saint”
Amy Meehleder

Created by Chicago-based multi-media artist, ceramicist, and
urban planner Theaster Gates, Black Vessel for a Saint was
commissioned by the Walker Art Center and installed in the
reopened Minneapolis Sculpture Garden in 2017. To enter the
structure, a twenty-three-foot-tall cylinder of recycled black
bricks with an interior partially covered by a Cor-Ten steel roof,
an individual must walk through one of two large doorways. In
the dim space, relatively narrow and slightly sheltered from any
noise and wind outside, one encounters an approximately life-
size concrete sculpture of St. Laurence raised on a low platform.
This figure of the martyred patron saint of the archive was
salvaged by Gates from a now-demolished Chicago church and
sealed by the artist using roofing tar before its placement within
Black Vessel. Gates and fellow members of the musical group,
The Black Monks of Mississippi, performed in the abandoned St.
Laurence Church prior to its 2014 demolition. During their
performance, rain began to pour through the church’s damaged
roof, falling on Gates in what the artist later described as a kind
of baptism and an affirmation of his work purchasing and
restoring other buildings located, like St. Laurence, on and
around Dorchester Avenue. This paper considers Black Vessel for
a Saint, Gates’s first permanent outdoor sculpture, in relation to
the artist’s broader oeuvre, and argues that the work acts as an
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invitation into Gates’s mission of community building by
recreating and allowing viewers to participate in the artist’s
experience of baptism in St. Laurence Church.

Sounding Sacred Spaces: Janet Cardiff and George Bures
Miller’s "Forty Part Motet" and "The Infinity Machine"
Melissa Warak, University of Texas at El Paso

In 2013, sound art made its way to the Cloisters. Canadian sound
artists Janet Cardiff and George Bures Miller installed their 2001
work Forty Part Motet, a recording of Spem in alium played over
forty speakers, in the Fuentiduena Chapel, a Spanish
Romanesque structure relocated to the Cloisters. This marked
the first installation of contemporary art at the Cloisters outpost
of the Metropolitan Museum of Art in New York. Two years later,
The Menil Collection in Houston opened the site-specific
installation The Infinity Machine, commissioned from Cardiff and
Miller for the Menil’s empty chapel that had formerly housed
two rescued Byzantine frescoes from Cyprus. For this
installation, the first in the Byzantine Fresco Chapel since the
return of the frescoes, Cardiff and Miller created a sound collage
that included sounds of the cosmos as recorded by the NASA
Voyager missions. How do these sonic works relate to the larger
collections of the parent institutions, and why was sound the
medium chosen for the first installations of contemporary art in
these spaces? This paper will compare the installations of sound
art in these two Christian spaces, exploring the music of each
work and the seeming contradiction of the artists’ use of digital
technology with the human experience of religious spaces
devoted to art of the Middle Ages. Ultimately, this paper argues
that in allowing visitors to experience a sensation of the sublime
through sound recordings, these installations fuse modern
technology with an ancient sensibility toward using sound as a
spiritual conduit.

Faith in Place: Race and Religion in the Art of Allan Rohan Crite
Martina Tanga, Museum of Fine Arts, Boston and Miranda
Hofelt

Where does faith manifest in a community? For Boston-based
artist Allan Rohan Crite, belief and social connection start in
spaces of worship and extend outside to the urban environment
and into private homes. Crite not only created art in churches,
religious bulletins, illustrations of spirituals, and vestments
—radically portraying Christianity’s central figures of the faith as
people of the African diaspora—but also located religious
experience in vibrantly lived urban spaces. For Crite, art
provided a means of creating community through shared
spiritual values. Interweaving faith, identity, and community, his
art drew upon black theology to offer hope to African Americans
and challenge their caricatures in popular culture. He portrayed
the people of Boston's neighborhoods as ordinary Americans and
extraordinary religious figures, visualizing religion as rooted in
contemporary American society. This paper will examine Crite's
work in the context of Christianity, and the visualization of
Christian themes, as a central component of African American
art and history. Enslaved Africans adopted Christianity’s power,
principles, and practices to blaze a path to freedom and
deliverance. By exploring the unique relationship between Crite
and his engagement with Christian subjects, this presentation
—which is connected to an exhibition at Munson-Williams-
Proctor Arts Institute, Allan Rohan Crite: Let My People Go
(Spring 2022)—will contribute to a vital conversation regarding
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the complexity of African American experiences as well as the
place of religion in contemporary art.

Syncretistic Siluetas: Ana Mendieta’s Untitled (Cuilapan)
Performances
Julie M Hamilton, The Other Journal

Between 1973 and 1975, Cuban-American artist Ana Mendieta
(1948-1985) was photographed doing a series of gestural
movements inside a Mexican church. Known especially for her
Siluetas series, in which she created ‘“earth-body performances;
Mendieta’s work explores cycles of death and rebirth through a
feminist lens, using the very outline of her body to create
moments of presence and absence. Through her exploration of
archaeological locations for creating site-specific work,
Mendieta discovered Cuilapan de Guerrero, a 16th-century
former monastery turned Dominican Church in a village just

outside Oaxaca, Mexico. Constructed on top of a Zapotec temple,

this sacred site integrates pre- and post-colonial practices, both
native and western, echoing the syncretism of Mendieta’s own
religious formation (Afro-Caribbean Santeria and Roman
Catholicism). In her Untitled (Cuilapan) photograph series,
Mendieta stages herself within an open-air courtyard niche,

wrapped in a white bed sheet, posed in six different positions. At
first glance, her image resembles an Etruscan sculpture, funerary

in style, poetically rendered through her ghostly fabric drapes.
For Mendieta, death was inseparable from life, and as such
death serves as a fundamental theme in her embodied
performances (that is, until her own untimely death). However,

within this particularly Catholic locus, she also echoes statues of

holy figures—Jesus, Mary, and the Saints—quietly veiled during
Passiontide, awaiting resurrection at the Easter Vigil.

Indigenous Women’s Self-Representation and the Algorithmic
Gaze
Claire Millikin Raymond, Princeton University

The roots of social media in masculinist culture are well known.

As Clive Thompson and Cathy O’Neill argue, a white male
privileged way of seeing is welded to how the algorithms that
power social media “see” This paper draws on Laura Mulvey’s

classic theory of a masculinist gaze, informed by critiques of that

work for its white-centered view, to argue for an “algorithmic
gaze” that manifests in and as the grid of social media,
contending that the way Al “sees” selfie posts shapes a new
supervisory gaze. In particular, | explore the grid of Instagram
through self-representation of Indigeneity in a feminist lens.
Developing a concerned critique of the algorithmic gaze with
regards to three Indigenous American women artists, | contrast
the selfie work, on Instagram, of Martine Gutiérrez, with
photographic self-portraiture of Shelley Niro and Cara Romero,
tracing ways that gridded social media images, controlled by
social media companies, impact self-representation in contrast

to photography not primarily exhibited on social media. Romero

uses Instagram to indicate works not primarily made for
Instagram, leading viewers to those works outside social media,
while Gutiérrez creates works primarily for Instagram as well as
exclusively print photographic magazine works. Shelley Niro
does not have an Instagram account. The question of what it
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means for algorithms to “see” an image haunts this paper, as |
unpack the algorithmic gaze in the context of Indigenous
women’s self-representation. My paper contends with
opportunities and limits of Indigenous feminist resistance in the
space of social media self-representation.

Future Progressive: Dennis Numkena's Indigenous Futurisms
Danya Epstein

The Hopi artist and architect Dennis Numkena (1941-2010) was
a vanguard who broke barriers for Native Americans: he was one
of the first Indigenous architects to have his own architectural
firm; he designed sets and costumes for a Hopi version of
Mozart’s Magic Flute that aired on national television in 1983;
and he was the creative director of the Pope's historic audience
with Native Americans in 1987. Yet, Numkena’s work has
escaped scholarly purview, and his name has not entered the
canon of Native American artists despite the recent enthusiasm
for Indigenous voices. | argue that Numkena anticipated
Indigenous Futurisms, a movement that creates a futurity
reversing the terms of settler colonialism’s trope of the
disappearing Indian. In contrast to the present-day Indigenous
Futurist movement, Numkena’s space-age aesthetic and time-
traveling themes originate from Ancestral Puebloan works and
Hopi cosmology directly, rather than from mainstream science
fiction media. Just as Indigenous Futurisms today actively deals
with real life apocalyptic scenarios not unfamiliar to Indigenous
people, so too did Numkena thematize his own archival
apocalypse in his work. Numkena’s work speaks directly to
Derrida’s twin imperatives of the institutive and destructive
nature of the archive, characteristics actively embedded in his
works that span multiple media. Inspired by architectural ruin—
such as the Ancestral Puebloan sites Chaco and Mesa Verde—
much of Numkena's work today lies in a state of ruin.

Breaching Decolonization: Indigenous Eco-Feminism in
Contemporary Native Arts
Kendra Greendeer, University of Wisconsin -Madison

As a settler colonial nation, the landscape of the United States is
shaped by not just a history of colonialism but also a colonial
present that affects our understanding of place and belonging.
At the same time, Indigenous concepts of place and place-
making strategies that recognize land as a living entity can still
be found in many facets of Native American arts and
contemporary Native art practice that promise alternative
approaches to environmental devastation based in decolonial
practices that recognize and work with the agencies of land. But
such decolonial projects are insufficient without gender
decolonization. And such gender decolonization necessitates
attention to the transformative place-making work of women
artists, like Shinnecock artist Courtney Leonard, and her work
depicting environmental issues of Long Island. The main
Indigenous concepts regarding the living nature of land
recognize women as having a closer connection to earth and
this is evident in the pre-contact art mediums Native people
continue to practice. Nonetheless, while scholars recognize
place-making as an important aspect of the work of potters,
sculptors, and other practitioners of “traditional” art forms, most
Native American arts scholarship perpetuates the settler
colonial privileging of male artists. When scholars have
attempted to discuss “place” in Native arts the focus remains
primarily on Native men. By emphasizing the work of women, a
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decolonial framework is put in place that not only challenges
how women are recognized in settler colonial art history, but
also within the Indigenous communities in which the artists are
working.

Going to Pieces: Cinematic Disintegration at the End of the
World
Yani Kong, Simon Fraser University

In the VR film installation, Biidaaban: First Light (NFB, 2017),
viewers tour a post-anthropogenic Toronto, exploring a deserted
city that has been retrieved by nature. Through VR technology
and a soundscape of multilayered Indigenous prayers, Canadian
Anishinaabe filmmaker, Lisa Jackson, invokes a politics of
immanence, where users ultimately find themselves
disintegrated into the cosmos, suspended in the vastness
without a body. Jackson’s VR installation offers a case study to
explore how accelerated technologies facilitate an enchanted
experience that renders visible something of the world that
cannot be seen from without. My methodology relies on the
early twentieth century writing of Siegfried Kracauer, whose
theory of film centred on the chiasma between the living and
the mechanical. Kracauer argues that cinema, as a tool of mass
culture does not just “mirror the world, that is literally going to
pieces” but instead drives this process forward by its capacity to
animate dreams and memory. Kracauer develops from a
sociological tradition that finds with increased mechanization
and rationalization, or “disenchantment;” humans become
alienated from the spiritual and other forms of community,
producing a withdrawal of meaning. In our contemporary period,
this idea is amplified as we self-isolate from Covid-19, relying
extraordinarily on technology to maintain our human
interconnections. In this presentation, | develop from Kracuaer’s
accelerationist tendency, a solution to the withdrawal of
community formed within and of technology, demonstrating
with Jackson’s film how a cinematic immersion in the world can
highlight our belonging and point to our place in advancing
transformation.
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Chairs: Marissa Baker, University of Illinois Chicago; Maya
Harakawa, The Graduate Center, CUNY

This panel explores how artists in the United States have
responded to and challenged narratives of “urban crisis” We are
interested in the ways artists negotiate such real and perceived
crises: the lived experience of inequality and the representations
that stigmatize urban communities. In the 1960s—when cities were
remade by government policy, grassroots activism, and
neighborhood uprisings—artists developed new artistic genres that
broke with modernist orthodoxies by reimagining the formal and
social potential of art. In the decades that followed, the rise of
neoliberalism and the professionalization of the artist in an
increasingly global art market coincided with the
instrumentalization of public art by state agencies and private
developers to conceal the growing bifurcation of wealth and
poverty within cities. Nevertheless, cities remained what urban
historian Thomas Sugrue has called “contested terrain, spaces
where artists could reimagine everyday life, consolidate community
solidarities, and protest the unequal distribution of power. How can
a re-examination of the dramatic changes in the material form,
spatial relations, and social processes of U.S. cities produce new
histories of postwar art? How have artists been implicated in and
resisted the ways social categories of race, class, gender, sexuality,
and physical ability affect the organization of urban life? And what
methodologies are necessary to grapple with the connections
between urban and artistic change? Potential paper topics include:
Property: redevelopment, eviction, homelessness, gentrification
Social movements: performance, protest, print culture
Representation: mapping, street and documentary photography,
abstraction Public art: government sponsorship, site-specificity,
social practice

“Michael Asher, Landlord”: LACE, Managerial Power, and
Remaking Downtown Los Angeles in the 1970s
Liz Hirsch

In January 1978, Los Angeles Contemporary Exhibitions (LACE)
opened a democratically-organized “white cube” in a 7,700
square foot loft at 240 S. Broadway. The artists who collectively
founded the gallery, including Roberto Gil de Montes, Marilyn
Kemppainen, and Glugio Nicandro (Gronk), were employed by
the C.E.T.A. Art Project of L.A. County, which had been
administering a youth mural program and a community art
gallery 40 miles east of L.A. in the city of EL Monte. Throughout
the 1970s, the Comprehensive Employment and Training Act
(C.E.T.A) disbursed the most federal funds to subsidize
employment since the WPA. Situated within the boundaries of
the 1975 Central Business District Redevelopment Project, for
which the city was struggling to attract private investment, the
formation of LACE coincided with deindustrialization and urban
redevelopment on multiple levels. Critical attention to LACE
usually neglects its multiethnic origins in C.E.T.A., as well as the
urban ideologies that inflected its later trajectory. This paper
pairs a lesser known history of a venerated alternative art space,
with analysis of artist and then-CalArts professor Michael
Asher’s contentious April 1978 proposal to take over the gallery’s
lease and assume the role of landlord for a four-month period as
a work of institutional critique. | argue that Asher’s rejected
proposal, which dramatized both artist remuneration and artist
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tenancy for speculation, has symbolic reverberations in the
transformation of not only LACE, but of wider cultural
infrastructure in U.S. cities under neoliberalism.

Blight Sculpture: Speculative Aesthetics, Real Estate, and Urban
Crisis in 1970s New York City
Christopher M. Ketcham

The mayoral administration of John V. Lindsay inaugurated a
dynamic era of public art in 1960s New York City. Facing crises
stemming from racial inequality, deindustrialization, and urban
renewal, Lindsay deployed sculpture as an instrument of spatial
authority to rehabilitate parks, plazas, streets, and piers. By
1970, however, Lindsay’s commitment to public art was derailed
by the city’s lLooming fiscal crisis. Alanna Heiss founded the
Institute for Art and Urban Resources (IAUR) in the vacuum of
Lindsay’s diminishing support. IAUR mounted exhibitions of
advanced sculpture, performance, and installation in the
marginal spaces of municipal control—derelict piers, city-owned
storage facilities, and shuttered public schools. In these spaces,
Heiss synthesized Lindsay’s rhetoric of spatial rehabilitation with
the speculative methods of private real estate development, at
once assuming an air of municipal authority while also
promoting IAUR to property owners as an instrument of
revalorization. The proprietary claims of IAUR supported an
emergent aesthetics of dispossession and homelessness,
property and community. IAUR developed upon a spatial logic
that was seen to be inherent to the work of artists that Heiss
supported, including Richard Nonas, Nancy Holt, Jene Highstein,
Tina Girouard, and Gordon Matta-Clark. Such artists produced
work that was derived from, merged with, and disappeared into
the city. IAUR, likewise, was not interested in the sculptural
object as an end but in the aesthetic reclamation of urban space.
Together, IAUR and its artists capitalized on the vacancies of
urban crisis, positioning real estate as a model and gentrification
as a goal.

"After the Revolution”: Mierle Laderman Ukeles and the Post-

Crisis City

Kaegan Sparks, CUNY Graduate Center
In her 1969 “Manifesto for Maintenance Art, the American artist
Mierle Laderman Ukeles vigorously demarcated two opposing
schemas for social and artistic operations. She ascribed “pure
individual creation” and “dynamic change" to culture’s death
drive, pitting romanticized notions of progress and the new—in
her words, “avant-garde par excellence™against understated
systems of survival, equilibrium, and sustainability. Ukeles's
formulation of “development” and “maintenance” as a theoretical
duality derives from two concrete contexts: a feminist
politicization of her own undervalued domestic labor, and the
rhetoric of the New York City Planning Commission’s
comprehensive plan, which distinguished initiatives for the city’s
growth from basic municipal functions necessary to maintain
urban life. My paper investigates the implications of Ukeles’s
foundational conceptual framework vis-a-vis her signature
public project, Touch Sanitation (1979-84), in which she
collaborated with New York’s 8,500 garbage collectors. | address
the implications of “crisis” not only materially—contextualizing
the work in the wake of New York's near-bankruptcy, which led
to the institutionalization of austerity measures that gutted the
social welfare state for decades to come—but also
historiographically. Ukeles’s work, | argue, urges a reappraisal of
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art historical paradigms that privilege rupture and crises as the
prime movers of history. Positioning Ukeles's 1970s art between
contemporaneous discourses on development and entropy, and
following the insights of Marxist feminist theory, | theorize
maintenance as a generative historical force, rather than a mode
of stagnation.

Chairs: Colin Fanning, Bard Graduate Center; Robert Gordon-
Fogelson, University of Southern California

In a 1946 Harper's Magazine essay, historian and critic Russell
Lynes suggested that business should "drop the pretense of being a
patron of the arts" to become "something better, something that
makes more sense in our society: a good employer and a
discriminating consumer.” This pithy formulation alluded to an
increasingly complex set of art-business relations, which, by the
postwar period, involved such activities as advertising, corporate
identification, industrial design, and office planning. Historical
attention to the interrelationships between business and the arts
has tended to center on the postwar U.S. and Western Europe,
foregrounding the aesthetic regimes of modernism; the charisma
of (usually white male) artists, designers, and architects; or the
leadership of ostensibly enlightened executives and companies.
Recent scholarship has dug deeper by questioning the ideological
blind spots of corporate design; critiquing narratives of
entrepreneurial innovation; and recovering the role of consumers,
educators, and governments in shaping the corporate landscape. At
a time when the social and environmental costs of business-as-
usual have become starkly apparent, this session seeks to intervene
in this historiography by cultivating nuanced, pluralistic, and global
understandings of the intersections between business and the arts,
broadly defined. Proposed papers might consider topics including
(among others): Shifting discourses on corporate patronage
Critiques of art and design’s relationship to capital The ethics of
art-business relations Professionalization in the arts The aesthetics
of corporate culture Art and design in the gig economy Craft and
handiwork in commercial contexts Visual techniques of marketing
and merchandising Technologies of industrial organization

“Mitsukoshi Design”: Posters and Department Stores in Modern

Japan

Nozomi Naoi
The department store played an important role at the onset of
modern Japanese consumer culture and the flourishing of design
culture and commercial design during the early decades of the
20th century developed in tandem with the rise in Japanese
industries in the post Sino- and Russo-Japanese wars. The
pioneering Mitsukoshi Department Store put emphasis on
design and brand image. Mitsukoshi’s famous advertising slogan,
"Today the imperial theater, tomorrow Mitsukoshi," illustrates the
concern of big department stores to generate a sense of high
culture even within its primarily commercial agenda. In such
efforts, Mitsukoshi created their own art studio where they hired
artists from the prestigious Tokyo School of Fine Arts to create
new kimono patterns and other designed goods. In 1909 they
created their first Design Department with its Director, Sugiura
Hisui. Hisui was tasked with creating a holistic "Mitsukoshi
design” that included the entire store—one that demonstrated
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the mingling of traditional Japanese and new modern Western
elements. This talk will examine Mitsukoshi and Hisui’s
contribution through poster designs for department stores, a
product of both the continuation of the aesthetics and skills of
traditional Japanese woodblock prints and the integration of
newly imported lithographic printing techniques and advanced
reprographic technology. This paper will contribute to research
in new areas of commercial design in reproducible media as the
image of the modern lifestyle constructed during Japan’s modern
era have shaped the basis of Japanese commercial design and its
role in integrating spheres of "fine arts" into the everyday.

advertising and trade fairs, Braun products helped consumers
create a masculinized, heterosexual, homogenized domestic
space that was modern and liberal while also recalling German
men’s military experience and the rationalized workplace.
Comparisons with the German erotica mogul Beate Uhse, the
Playboy empire, and the Eamses help show how Braun’s
products offered a consumable way to stabilize German desires
and drives that "felt out of kilter" (Dagmar Herzog) in the
postwar period. The paper closes with a consideration of the
relation of Braun’s products to the utopian political ideals in
Argentine concrete art.

Arts of Moderation: Restraining Capital at the Borsa Merci
(Florence, 1949-1953)
Manuel Lopez Segura, Harvard University

The Plexiglas Palace: Engaging Capital through Architecture,
Art, and Design
Grace Ong Yan, Thomas Jefferson University

The center, too, contains peripheries. Against conventional
notions on the heroic alliance between corporate expansion and
modernism, Florence’s Borsa Merci (commodities exchange;
Eugenio Rossi, 1949-53) invites an alternative take on business
and the arts during the early years of postwar capitalism in the
West. This paper will examine how the new political contract
-the European democratic and caring state- compounded with
the anxieties of reconstruction to impose checks on economic
agents that render typical accounts of visionary
entrepreneurship and patronage inadequate. Rather than a
numinous Protestant drive, the Borsa followed Italy’s then
prevalent Christian-Democratic agenda for interclass
conciliation. The municipal government keenly superimposed
employer-employee paternalism and iconographic
evangelization onto the edifice. Moreover, commissioned by the
chamber of commerce, the exchange’s services articulated
industry association above fierce competition. The murals inside
the trading hall further hailed civic togetherness in manufacture
and exchange, redolent of Florence’s merchant past. Immersed
within the city core’s polemical rebuilding, design strategies
such as contextual siting insisted on tradition rather than
disruption, and craftsmen and painters, all from the region, none
fashionable, worked in the moderate idiom of Neo-Cubism. The
Borsa eschewed the tropes of modern office art and space for a
mild historicism capable of lodging an updated infrastructure
while assuaging the trauma of wartime loss. In a province of
Europe disinclined, from inequity and conflict, to the corporate
hubris that the curtain wall’s infinite grid and the international
arts market proffered, capital yielded public signifiers of local
identity, the better to secure community-based legitimation.

Throughout the second half of the twentieth century, the
chemical company R6hm & Haas desperately sought to convince
markets that its proprietary material, Plexiglas, was more than
just a simple substitute for glass. The transparent, mutable
material had abundant potential applications, and after the
military used it successfully in WWII for such wartime
applications as aircraft windshields, the company pursued
domestic markets. The building industry proved to be a
profitable market when Plexiglas became used across the globe
for internally-Llit roadside commercial signage, such as gas
stations signs, retail fascias, and strip mall marquees. Ultimately,
Plexiglas became a well-circulated commaodity in the network of
capitalism. Yet the continuous re-invention of a product often
paradoxically devalues it in a way that exacerbates insecurity
and instability, as Marxist geographer David Harvey has pointed
out.This paper will focus on an alternative to global capital—a
case study in which Plexiglas was elevated and cast as art and
design. The "Plexiglas Palace,’ Rohm and Haas' 1964 corporate
headquarters in Philadelphia, showcased Plexiglas in art
commissions, "illumination designs” by artist Gyorgy Kepes, and
exterior sunshades by architect Pietro Belluschi. As such, the
building served as the experimental medium for the company's
message. This interpretation will not recap the narratives of the
modernist myth or of postmodern pluralism. Instead, | will tell a
story of creative capital as an alternate history that interprets
the R6hm & Haas headquarters as one that engages—rather
than antagonizes—the capitalist system on its own terms.

Designing Masculinity: Braun and German Domesticity in the
1950s
Patrick Greaney, University of Colorado Boulder

The cooperation between the consumer products company
Braun AG and the designers associated with the Hochschule fiir
Gestaltung (HfG) in Ulm is well known. It produced many of the
iconic consumer products of the German "economic miracle,’
from kitchen appliances to radios and electric razors. Historical
accounts of this cooperation have focused on the authorship of
certain objects, internal disputes, conflicts with conservative
politicians, and the influence of Braun/HfG products on Apple
designers. This paper places Braun and the HfG in a broader
context of, on the one hand, gender, sexuality, and consumption
in the 1950s and, on the other, the international concrete art
movement that the HfG’s founders belonged to. Supported by
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Chair: Erin L. McCutcheon, Lycoming College
Discussant: Ella S. Mills

This session will discuss the fine-art practice and aesthetics of
artists during the twentieth and twenty-first centuries in relation to
their diasporic parentage and heritage. Focusing on generational
and geographical inheritance between women, it will examine the
ways artists from these contexts formulated their aesthetic,
practice, and subjectivity in direct relation to the traces and
influences of their mothers. How do different understandings of
and approaches to creativity, craft, tradition, and labor intersect
and manifest in the work of fine artists? How have those creative
and/or cultural traditions been treated in formal institutions and
how have these artists negotiated institutional bias around
traditional forms of creativity and notions of the “domestic”? What
part have feminisms played in the passing on of skills and craft
across generations and geographies?

Revaluing Feminine Trajectories and Stitching Alternative
Genealogies in the Work of Yohanna Roa
Karen Cordero, Universidad lberoamericana

This paper focuses on the work of Colombian-born
contemporary artist Yohanna Roa, who takes up the family
tradition of her seamstress grandmother in her work, creating
pieces that both question patriarchal hierarchies in the arts and
weave new relations that trace and celebrate distinct
genealogies. Her series The Past, Instructions for Usage:
Imbrications and Erratas (2015-2018) returns to Art History the
materiality that its disciplinary trajectory has wrenched from it,
in its effort to rationalize sensoriality in verbal terms, to provide
it with a structure and a canon, and to integrate it into Western
History, with capital letters. Roa literally dismembers books
containing canonical images of art, and reconfigures them in
new formal and conceptual relationships (among them, as
domestic textile objects and clothing) through embroidery,
crochet, collage and painting, inviting new readings through the
corporeal acts of inhabiting, touching and manipulating the
pieces. Her most recent work highlights the maternal
genealogies of various women, through her intervention with
sewing, embroidery and beads on images of women who have
passed knowledge on to others and documents related to that
relationship. The piece was sparked by a found object: a sewing
box Roa acquired in a thrift store that contained beads and
indecipherable instructions left there by its previous owner; this
experience reminded her of her tie to her grandmother, and she
decided to use the found elements to create a piece on
collective memory that united objects and images related to the
passage of knowledge from one generation of women to
another.

Althea McNish: Designs Without Borders
Imogen Hart, University of California, Berkeley

Althea McNish defies many of art history’s borders. Born in
Trinidad, McNish trained in London. McNish’s work transgresses
the line between craft and fine art; she considered her textiles
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‘paintings in repeat’. Her work is a meeting place for two
histories that rarely overlap: the history of modern pattern
design and the history of Black British art. This paper
foregrounds the multivalence of McNish’s practice, exploring the
productive tensions and possibilities that arise from her work’s
location at multiple points of intersection. McNish’s work
embraces hybridity, repudiating purism - whether of nation,
medium, or specialism - and embodying in its complex screen-
printed surfaces the composite, multi-layered character of
cultures and identities. As a child McNish sketched ideas for her
mother, a dressmaker. Later, press reports highlighted her
supportive parents. Building on feminist critiques of the
continuing repression of the domestic, | argue that McNish’s
work has been underexamined because it occupies the
marginalized territory of the decorative. Focusing on McNish’s
textile designs of the 1950s and '60s, Hart considers how these
‘paintings in repeat’ negotiate the relationship between fine art
and decoration. Though her work is often presented as an exotic
anomaly in postwar design, McNish’s training in London at the
Royal College of Art and Central School demands that her work
be understood in conversation with the history of British design
and as part of a history of modern artists working between art
and craft. Her textiles, which frequently formed a background to
activism, exploit the subversive power of pattern.

Matilde Poulat: Discovering Her Nahua Past in Silver
Penny C. Morrill, Independent Scholar

Artist-designer Matilde Poulat was the daughter of Sra. Juana
Delgado, an indigenous woman, and Julio Poulat, a prominent
Mexican banker. Matilde was raised by her grandmother Maria
de Los Angeles Herrera, wife of a French emigré, Juan Maria
Amado Poulat. Upon Poulat’s death in 1875, his widow took on
large-scale commissions for monumental sculpture in their
bronze foundry. Although Matilde defied her family when she
enrolled in 1907 as one of the only women in the Academia de
San Carlos, her father and grandmother continued to support
her. Poulat aligned with Dr. Atl and followed him to Orizaba.
Poulat was fortunate to have had Jorge Enciso as her mentor.
She taught in an open-air school using Adolfo Best Maugard’s
techniques, which remained a significant influence. Eulalia
Guzman, a noted feminist and pre-Columbian anthropologist,
was a life-long friend. In 1930, Matilde Poulat’s decision to
adopt silver as her medium of expression was undoubtedly
influenced by her grandmother. Matilde also strongly identified
with her mother, and her ouevre remains a testament to her
deeply felt connection to Mexico's past. She adopted the mark
“MATL” for its relationship to her name and to the Nahuatl word
for water, atl. Poulat established a workshop with her nephew
Ricardo Salas and achieved international recognition for her
jewelry and sculpture. She remained a single woman until her
death in 1960 and, like her grandmother, was a fiercely
independent businesswoman and artist.

Racial performance and the maternal: Restaging Central

America in Rachelle Mozman'’s Photographs

Tatiana Reinoza, University of Notre Dame
Rachelle Mozman is a photographer born in New York to
immigrant parents. One of her earliest photography subjects
became her mother, a Panamanian woman who grew up in the
Canal Zone. Her mother’s stories of family rivalries based on
class and racial differences inspired Mozman to create a series
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called Casa de Mujeres (2009-2013). This paper examines this
series of staged photographs that mother and daughter shot on
site in historical Central American locations. | consider the role
that Mozman’s mother played as storyteller, muse, and
collaborator and how this has shaped Mozman’s aesthetic
practice. In one such image, her mother is seated over a bed in a
lavishly decorated colonial period room, while her dark-skinned
doppelganger dressed as a maid looks submissively toward the
ground. The affluent woman'’s skin tone resembles that of the
fine porcelain doll sitting with arms outstretched on the bed. A
mirror on the left offers a portrait inside a portrait with her
mother bathed in the light of a chiaroscuro painting. Prior
readings framed these works through the lens of melodrama.
But Mozman’s training in psychoanalysis offers other avenues for
interpretation, asking what the maternal might mean in relation
to a place marked by histories of violence. | argue that through
these performances of race Mozman and her mother use their
genealogy and migration as a prism to refract the layers of
colonial violence and US intervention in Central America that
continue to shape race relations for those on the isthmus and in
diaspora.

NATIONAL ART EDUCATION ASSOCIATION
Chair: Daniel T Barney, Brigham Young University

How does creative practice using artistic inquiry, artist
methodologies, and interdisciplinary collaborations inform
pedagogical practices? We explore the essence of personal art
practice as research—creative inquiry— and its link to pedagogical
practices. How does theory, practice, research and artmaking blur
boundaries with pedagogical practices? Drawing from narrative
inquiry to deeply understand one’s experience (Clandinin, 2013)
our narrative stories interplay with art-based practice using
multiple forms of artistic inquiry. Our narratives as professors,
former K-12 educators are layered with our own intersectionality of
identities from the lens of class, race, ethnicity and gender that
also impact our way of enacting and reenacting research and
curriculum. Whether from creating spaces for students to follow
trails of inquiry to develop dynamic, emergent and postmodern
curriculum, to engaging in everyday activities as artistic
provocations, and “school as material” for art practice curriculum
design, each presenter unfolds the connection and interplay
between making, thinking and teaching. Clandinin D. J. (2013).
Engaging in narrative inquiry. New York, NY: Taylor & Francis.

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
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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). In other words, the
artist and the communities they become a part of —as well
intentioned as they may be—cannot afford to dabble in bad
pedagogy/bad art! All the while expertise and 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.

Pedagogical Practice as Following Trails
Amy Pfeiler-Wunder, NAEA

How does creative practice using artistic inquiry, artist
methodologies, and interdisciplinary collaborations inform
pedagogical practices? We return to an exploration of the
essence of personal art practice as research—creative inquiry—
and its link to pedagogical practices. How does theory, practice,
research and artmaking blur boundaries with pedagogical
practices? Drawing from narrative inquiry to deeply 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 theorist and practitioner where we
theorize about our subject while also exploring and
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. Clandinin D. ). (2013). Engaging in narrative inquiry.
New York, NY: Taylor & Francis. Garoian, C. & Gaudelius, Y.
(2008). Spectacle pedagogy: Art, politics and visual culture.
Albany, NY: State University of New York Press. Marshall, J.
(2014). Art practice as research in the classroom: Creative
inquiry for understanding oneself and the world, The
International Journal of the Arts,13-24.

A/r/tography: Conceptual Doings and Ordinary Tasks

Daniel T Barney, Brigham Young University
Daniel T. Barney, an art education professor from Brigham Young
University, 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
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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. 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.

The Entomology and Etymology of Art Education: Arts-Based
Research as Praxis
Justin P Sutters, George Mason University

In this paper, the author narrates how his trajectory to make
visible the non-linear intersections and liminal spaces between
his professional identities. Arriving at a point on confluence, Dr.
Sutters aligns and connects varying personal and professional
interests that at different points in his career have either
emerged, descended or disappeared altogether. As a conscious
act and perhaps indignant reaction to post-tenure, the author
attempts to map out or redirect the current, to educe a new
stream. Heuristically, he builds and alters theories through
language with metaphor serving as the device. Arts-based
research, as a stock of symbolic conveyances, serves as a
methodology for ideation, creation, collection and visualization
of data. Pragmatically, this takes form through various
printmaking processes but also pedagogically through fieldwork
at a local elementary school where brook trout are raised in a
tank as an integrated curricular component through an
externally funded grant. The artist employs this site as an
intersection of his art, research and pedagogy wherein each
informs the other. Ecological source domains are theorized
through metaphorical lenses to understand target domains
related to teacher education. The intent is to reconsider and
reframe teacher education as an ecosystem and this line of
inquiry is informed by recent developments in contemporary art
such as the 2018 Taipei Biennial. In his own artwork, Dr. Sutters
digitally maps his wanderings while fly fishing and considers the
ethnographic capabilities inherent to handheld media in
contrast to the analog processes of printmaking processes such
as intaglio, risographs and bookmaking.
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Chairs: Jill Bugajski, Art Institute of Chicago; John P. Bowles,
University of North Carolina at Chapel Hill

What new potentials must digital publishing harness after the
experiences of 20207 Recent events have highlighted the utility
and necessity of digital publishing. As audiences—scholars,
students, and the public—moved into remote work, the digital
sphere emerged as the primary platform for learning, sharing
research, and viewing art. Simultaneously, this underscored
existing issues around equity and accessibility. This panel will
explore how digital publishing has adapted and thrived amid new
modalities of online engagement. How can we reframe long-
standing issues, especially accessibility and equity, findability and
engagement, technology and design? How does the current
atmosphere redefine connectivity? What do scholars and students
most need? How have recent shifts affected institutional
strategies? What are the social and civic responsibilities of digital
publishers? This ninety-minute session positions the crisis of 2020
as a frame for re-envisioning the future of digital publishing.
Strategies that were intended as short-term fixes—for example,
reducing the resolution of images to improve access from low-
bandwidth home networks, or adapting exhibition reviews to
address early closures and digital replacements—can point toward
long-term solutions by which digital publishing might become
more sustainable, dynamic, and equitable in the future. Five ten-
minute case studies from across the field offer new practices,
formats, and applications, followed by a discussion and Q&A
moderated by the editors of Panorama and the Art Institute Review.

Crisis Narratives in Open Access publishing: An Impasse?
Hanna Rebekka Kiesewetter, Centre for Postdigital Cultures,
Coventry University

For the formation of the diverse strands within the Open Access
(OA) movement, crisis narratives have served to carve out the
scope of OA and to advocate its relevance. Propagating OA
during the Covid-19 pandemic, actors within so-called
mainstream OA have considered the pandemic as a world-wide
health crisis that can be jointly battled by governments and
academics. Universalist notions of science and knowledge have
been emphasised, evoking a proximity between scholars as
members of a global field with a unified academic production at
its centre. Critical strands within OA publishing have
affirmatively criticised the trajectory of mainstream OA and its
totalising crisis rhetoric, subsuming all particularities into
ideological abstractions: They have perceived OA as an
opportunity to advance more diverse, community-owned, and
not-for-profit publishing forms able to confront historical
inequalities in academic knowledge production. These initiatives
have stressed the lineage of their approach in the early internet
cultures. This genealogy has shaped their strategic and
methodological horizon. | aim to shift this perspective and add
to the repertoire of these critical strands within OA publishing: |
propose a genealogy of OA publishing that takes into
consideration publishing undertakings active—within Latin and
US American 3rd World Feminism and European
Transfeminism—in non-digital realms before, and in parallel to
what the critical strands within OA have highlighted as their
digital origins. How these initiatives mobilised their
transnational efforts through publishing without homogenising
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distinct struggles, might help critical OA to re-frame long-
standing issues on the basis of the experiences of 2020.

The Tom Wesselmann Digital Corpus: Catalogue Raisonnés and

Digital Publishing

Huffa Frobes-Cross
Catalogue raisonné projects have only recently begun to explore
the possibilities of digital publication. The Wildenstein Plattner
Institute, founded in 2016, is one of the few institutions
dedicated to exploring these possibilities and building an online
database of catalogue raisonnés. The WPI’s first digital
publication, the Tom Wesselmann Digital Corpus launched in
June, 2020, is a public searchable database documenting the
research of the WPI's Wesselmann Catalogue Raisonné
Committee. The Corpus is an attempt to make catalogue
raisonné research more transparent and accessible, and an ideal
case study through which to explore the future of digital
catalogue raisonnés. Our approach to digital publication in the
Corpus is unusual within the field of catalogue raisonnés. While
catalogue raisonné research typically remains private until final
publication, and only then available in costly, physical volumes,
the WPI is making our work publicly available in a digital format
on an incremental basis. As a result of the pandemic, both our
final preparations for launch and all of our subsequent work on
the Corpus have been done remotely. During this time, we have
seen how the digital platforms we’ve already developed have
allowed us to continue work that would otherwise be impossible
and open our research to broader publics.

Raid the Icebox Now: Centering Creative Research and

Experimentation

Jeremy J Radtke, Rhode Island School of Design, Museum of

Art
In keeping with our mission as a museum and art school, The
RISD Museum looks for innovative ways in which digital
publishing contributes to creative research and experimentation,
as well as the museum’s changing role as collaborator and
producer. Raid the Icebox Now is a digital publication that runs
parallel to a series of exhibitions at the RISD Museum. Unlike a
traditional exhibition catalog, the digital nature of the
publication offered artists an opportunity to further expand their
practice and research beyond the physical parameters of the
museum’s exhibition space. As a result, Raid the Icebox Now is
an unconventional digital publication that presents original
work in the form of essays and artist interviews, video and time-
based work, musical compositions, fiction, and soundscapes
—offering new models for digital production in the 21st century.

SERVICES TO ARTISTS
Chair: Michael Hall, California State University, East Bay

Introducing the rapid response crowdsourcing of art and design
resources for educators on social media to teach remote studio-
based courses during COVID-19. Lightning presentations address
successful online/hybrid practices. Presenters discuss where we go
from here, the complexities of coordinating with administration,
and the impact on students/faculty.
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Pandemic Pedagogy for Visual Arts Professors
Mira Gerard, East Tennessee State University

Academic Arts Administrators in the Age of Social Distancing
Vagner Mendong¢a Whitehead, Penn State University

Printmaking Distance Teaching
Camilla Taylor, Occidental College

How the hell do we do this? Teaching Visual Art Online
Lindsey Guile, Dutchess Community College

Drawing and Painting Faculty Community Resource Group +
https.;/www.whatdowedonow.art/ with Stacy Isenbarger
Claudia McCain, Santa Rosa Junior College

Anti-Racist Art Teachers FB Group and
https.//www.antiracistartteachers.org/ with Dr. Lori Santos
Abigail Birhanu, Anti-Racist Art Teachers; St. Charles High
School

Anti-Racist Art Teachers FB Group and
https.//www.antiracistartteachers.org/ with Dr. Lori Santos
Paula Liz, Maryland Institute College of Art

NORTHERN CALIFORNIA ART HISTORIANS
Chair: Ja Won Lee, California State University, East Bay

This panel explores transcultural movements in Asia with an
emphasis on the mobility of knowledge and objects and their
reception across time and borders. It considers the way in which
the intensive cross-cultural interactions among artists and
intellectuals and the global circulation of art and objects
contributed to the establishment of cultural taste and aesthetic
principles in Asia. Questions to address include: How did artists
incorporate distinct aspects of different cultures into their own
understanding of the world? What strategies and approaches had
been integrated into the art production as a way of enhancing
meaningful engagement in the arts in the global context? How did
the idea of globalization shape the character of visual and material
culture in Asia, both in the region and beyond? How did
intellectuals articulate and pursue their cultural sophistication in
response to the growth of new networks? By focusing on the
complex dynamics of social, political, and cultural aspiration, this
panel aims to demonstrate the significance of cultural exchange
and to highlight the intellectual motivations of artists, scholars,
collectors, and patrons through interdisciplinary and comparative
approaches.

Unfolding Worlds and Looking Outside: Manuscript World Maps

and Star Charts on a Screen in the Late Joseon Dynasty

Yoonjung Seo, Myongji University
This study explores the interchange of knowledge and ideas as
well as the adoption of pictorial techniques, motifs, and styles
by focusing on the figured manuscript copies of world maps and
astronomical charts mounted on a screen in the late Joseon
dynasty. Such Korean copies have been produced since the 18th
century, modeled after Sino-European world maps and star
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charts by Jesuit priests including Matteo Ricci (1552-1610),
Ignatius Kogler (1680-1746), and Ferdinand Verbiest
(1623-1688). By examining these works as case studies, this
presentation will seek answers to the following questions: what
roles these object played in transmitting Western knowledge
and information to Joseon intellectuals, how foreign pictorial
images were understood and modified by Joseon intellectuals,
and how this newly imported knowledge, art, and techniques
affected on Koreans’ self-awareness and their understanding of
the world. Comparing diverse visual and textual sources from
China and Europe, it expands to scrutinize the formation,
development, and transformation of pictorial motifs and
geographical or astronomical knowledge from the standpoint of
cultural exchange between the East and the West. Last, this
study focuses on the characteristics of the screen as a pictorial
medium specific o the late Joseon art. While the Sino-European
maps and star charts were made to be hung on the walls or
printed in books in China, Joseon versions were transformed into
large-scale folding screens. This requires a socio-cultural
analysis of the multiple functions and significance of the screen-
format in the Joseon dynasty, which provides insights into
Joseon Koreans’ response toward “Global encounters’”

Berenson (1865-1959) considered to have made art history as
rigorous as the “physical sciences:” photography and the railway.
That the same technologies were part of the imperial war
machine that also secured his access to the site—Nagahiro was
aboard a military reconnaissance jet that may have produced the
first set of aerial photographs of the Yungang site—continued to
haunt him. Focusing primarily on Nagahiro’s journals, this paper
examines the various global entanglements that surfaced in his
musings at Yungang, and concludes with some thoughts on why,
despite his best intentions, Nagahiro never published anything
akin to a “Late Northern-Wei” Art Industry.

Diaspora (Made) of Replicas: Stone Art, Buddhism, Christianity,

and Zionism

Elizabeth Noelle Tinsley, University of California, Irvine
The "Nestorian Monument,’ constructed in China in 781 and
disinterred in 1625, was replicated in stone and plaster cast
several times in the 1910s by European scholar-explorers, and
sited in a variety of places from a sacred mountain in Japan, to
The Metropolitan Museum of Art in New York, to the Vatican.
Elizabeth Anna Gordon (1851-1925) was one of the replica-
makers. During the Anglo-Japanese Alliance (1902-1922) she
visited Japan several times and her conviction that esoteric

Beyond Boundaries: Chinese Objects in Korean Screens of
Antiquities
Ja Won Lee, California State University, East Bay

Buddhism in Japan was, in essence, Christianity, found
expression in her dedication of a replica to a Buddhist
community there. She also explained other stone objects

In 1909, the Museum of Ethnology Hamburg (Museum fur
Volkerkunde Hamburg) acquired from Consul Heinrich
Constantin Eduard Meyer (1841-1926) a Korean screen, which
exclusively depicts precious objects of Chinese origin in gold
pigment on black silk. A number of questions arise regarding
this screen: What inspired both painter and patron to render
such an array of Chinese collectibles? What were their models
and what was the function of these screens? Who commissioned
or possessed them? By focusing on the Shang Fu Yi ding (Tripod
for Father Yi of the Shang) and the Zhou Wen Wang ding (Tripod
for King Wen of the Zhou), this paper examines how Korean
artists appropriated motifs of Chinese bronzes and visualized
patrons’ desire for Chinese antiquities during the reign of
Emperor Kojong (r. 1863-1907). It provides a crucial cue for
patrons who attempted to highlight their cultural sophistication
and to pursue an antiquarianism that built on the cultural and
aesthetic values of Chinese bronzes around the turn of the
nineteenth to the twentieth century.

The Vienna School at Yungang, c. 1939

Jun Hu, University of California, Berkeley

When Nagahiro Toshio (1905-1990) arrived at the Yungang
Caves in the summer of 1939, this fifth-century Buddhist site in
central China had long been hailed within scholarly circles as
the junction of global artistic exchange. For Nagahiro, however,
Yungang presented the opportunity of a different kind of global
engagement. The Japanese translator of Alois Riegl’s
(1858-1905) Stilfragen, a historian of decorative arts by training,
and author of a series of articles on Gottfried Semper
(1803-1879) and Riegl prior to his trip, Nagahiro was eager to
theorize a structure of perception here at the other end of the
Late Antique. He filled the pages of his fieldwork journals with
neologisms, methodological speculations, and comparisons of
Buddhist reliefs with their Roman counterparts. Meanwhile, his
fieldwork was bolstered by the two technologies that Bernard
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important in this community as based on Old Testament
narratives. In this talk | will explain the political, religious, and
artistic context to Gordon's projects, and discuss the contrast
between her replica-making and that by other scholars - of an
object that signified an already globalized Christianity.
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Chairs: Ashley M. Dimmig, The Walters Art Museum;
Gwendolyn Collaco, Los Angeles County Museum of Art

Discussant: Xenia Gazi, School of the Art Institute of Chicago

Researchers of Islamic art indisputably rely on the objects offered
in permanent galleries and exhibitions as fuel for scholarly
creation. Likewise, the museums acting as the exclusive home of
most art objects fundamentally mold how the public and academia
engage with Islamic art. Yet the study of the museum’s role in
shaping the academic discourse has remained largely relegated to
contentious histories of collecting and display during the formation
of the field. This panel, however, reorients the conversation
towards the future. The coming decade will bring a new wave of
major reinstallations of Islamic art collections in museums around
the world—from Baltimore and Berlin to Singapore, Los Angeles,
and beyond. Such reinstallations arrive alongside a generational
shift, marking decades of institutional development and changing
curatorial leadership. These new installations will redefine the
concept of Islamic art for diverse audiences and redefine the
museum as they infuse their galleries with fresh standards of
interpretation. Yet museums are not a static monolith in form or
focus. Each type encounters its own unique set of changing
conceptual demands and spatial concerns. However, these
complexities often go unmentioned as curatorial voices remain the
minority in scholarship on Islamic art in museums in recent years.
To rectify this imbalance, this panel will elevate curatorial voices
and aid to bridge the gap between academia and the museum
world, demonstrating how this new generation of curators
reconceptualizes the galleries that will impact not only the public
that consumes them, but also the academic studies they stimulate.

Re-defining a Permanent Gallery of Islamic Art in Amorphous
Format
Gwendolyn Collaco, Los Angeles County Museum of Art

This year, LACMA broke ground on long-anticipated renovations
to their permanent galleries. Reopening in 2023, the renovation
will realize Peter Zumthor’s provocative design: a curvilinear
canopy, stretching across Wilshire Boulevard with numerous
connecting pavilions. However, the project presents a practical
challenge and opportunity to curators who begin planning for
installations of flexible thematic displays of our permanent
collections, rather than “purpose-built collection galleries”
devoted to “a particular culture or period” Therefore, curators
across LACMA will redefine the static permanent display for
numerous audiences in a decidedly amorphous format. These
flexible galleries will allow for more frequent and experimental
rotations of our materials so that more of our collections will
enjoy time in the public eye, while forging fresh collaborations
across departments. This talk illuminates the crucial (though
seldom discussed) early stages of the reinstallation process as
Islamic Art curators begin formulating gallery themes tailored
towards the wider museum’s transformation. Such institutional
changes prompted us to envision a living display of LACMA’s
permanent Islamic collection through this malleable format. |
discuss the renovation’s potential to construct a greater sense of
immediacy and relevancy with the thousands of visitors entering
our galleries every month by responding to changing cultural-
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political interests of our audiences. Moreover, the blurring lines
between curatorial zones may allow our galleries to experiment
with more global and diachronic connections within and
intersecting with Islamic art. These new avenues of display
further build upon LACMA's recent legacies of innovative
exhibitions highlighting the synergies between contemporary
and historic works from the Middle East.

Islamic Art at the Walters Art Museum: Engagement,
Accessibility, and Community
Ashley M. Dimmig, The Walters Art Museum

The Islamic art collection of the Walters Art Museum will enter a
new age with a reinstallation twenty years since the current
display was installed, poignantly, on September 11, 2001. In
conjunction with the Arts of Asia, the reinstallation of Islamic
Art will launch a series of gallery transformations across the
museum. Reinstallations of permanent collections offer the rare
opportunity to challenge inherited paradigms and think beyond
traditional disciplinary divisions in the museum. In recent
decades, galleries dedicated to Islamic art often have employed
the concepts of unity and diversity to define but not quite
dismantle the umbrella term, “Islamic Art” Yet, these
complementary concepts can serve as tools to rethink
approaches to collections, including but not limited to the arts
of Islamic cultures. Through reconsideration of various inherited
disciplinary biases and divisions, we might begin to demonstrate
the global diversity of artistic traditions with equitable unity.
Reflective of the International Council of Museum (ICOM)’s
redefinition of museums as “polyphonic spaces for critical
dialogue; the Walters strives to present a multiplicity of stories
with the art on view and thereby stimulate conversation. Making
our collections resonate with contemporary audiences can be
achieved in various ways. This talk will present some of the
proposed methods and points of ongoing discussion for
reconceptualizing and reframing Islamic art at the Walters Art
Museum, including strategic adjacencies, cross-cultural
juxtapositions, engagement with local communities, deliberate
and conscientious incorporation of contemporary art, as well as
thematic displays that evoke empathy, inspire curiosity, and
engage with universal human interests.

Iran in der Neuzeit, Qajar visual and material culture in the
Museum for Islamic Art, Berlin
Margaret Anne Shortle

The Museum for Islamic Art in Berlin is the world’s second oldest
museum dedicated to Islamic visual and material culture, and its
collection is closely tied to the formation of Islamic art history.
The field’s historiography, both is enduring strengths and
numerous gaps, is reflected within Berlin’s collection and its past
and current exhibitions. Berlin’s relevance to the broader field,
however, is often eclipsed by the museum’s and Berlin’s
turbulent history and the accessibility and divisions of the
Islamic collections and scholarship during the Cold War. Recent
scholarship and curatorial efforts have made great strides in not
only accounting for the divisions but also for reintegrating the
collection within the field of Islamic art history. Emphasis is
given not only to early twentieth-century collecting practices
and archaeological studies but also to clarifying the contextual
or socio-cultural frameworks of the objects exhibited. These
efforts are first steps or trial initiatives that collectively support
the museum’s multi-year project to restage and reinstall its
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permanent collection in the future galleries of the Pergamon
Museum in 2026. | aim to offer another similar initiative and
examine the history of objects from Qajar Iran in multiple
collections in Berlin. | will outline the various objects available
in State Museums’ collections and describe the conditions via
which they were initially acquired. Their current positions in
varying museums reinforce historical notions of Islamic visual
and material culture, and this presentation aims to reevaluate
their ideal location and presentation according to current
discussions of the broader canon in Islamic Art History.

Islamic Art at the Asian Civilisations Museum Singapore
Noorashikin Zulkifli

In 2018, the Asian Civilisations Museum (ACM) in Singapore
launched three new galleries - Christian Art, Islamic Art, and
Ancestors & Rituals - as part of the ACM’s first major
redevelopment works which will conclude in 2020. As a public
institution under the National Heritage Board, the museum
operates within an environment configured by governmental
directives and policies. When the ACM first opened in 1997, the
museum’s presentation was divided into geographic zones (West
Asia, South Asia, Southeast Asia and East Asia) to reflect official
population demographics, and the perceived corresponding
“ancestral cultures”” Shifting away from exploring difference, the
ACM’s mission now places the emphasis on interconnections
within Asia, and between Asia and the world, with the main
message that “Asia, like Singapore, has always been cross-
cultural” Toward that end, regional zoning was dismantled and
replaced with a thematic framework. Floor by floor, the galleries
are governed by overarching themes: “Trade; “Faith & Belief]
and “Materials & Design. In this presentation, | will discuss the
impact of a museum-wide thematic approach on the conception
of the current Islamic Art gallery - how this has translated into
a curatorial strategy to address pragmatic concerns regarding
space and collection gaps. This also includes the opportunity to
locate Islamic art beyond the designated gallery and relate it to
other sections of the ACM. | will also discuss how the narrative
framework was developed in consideration of its key audiences,
and the role that ACM plays in Singapore’s culture and heritage
landscape.
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RENAISSANCE SOCIETY OF AMERICA
Chair: Nicholas A. Herman

Discussant: Anne-Marie Eze; Lisa Fagin Davis, Medieval
Academy of America; Suzanne Karr Schmidt, Newberry
Library; Bryan Keene, Riverside City College; John McQuillen,
Morgan Library & Museum

The digital age has revolutionized our scholarly approach to books
and manuscripts by enabling their virtual study from almost
anywhere. But how has this technological transformation impacted
public exhibitions of such material, which have the capacity to
reach far larger audiences than even the most broadly distributed
monograph or journal article? In the COVID-19 era, how can the
plethora of new platforms, which can be deployed within gallery
settings and far beyond, allow for deeper audience engagement
with complex-but-fragile objects, while still respecting the material
specificity of the original? This panel brings together innovative
curatorial voices to discuss the challenges associated with
displaying fifteenth- and sixteenth-century books and manuscripts,
and creative strategies for conveying their beautiful complexity to
audiences that might never have the opportunity to handle the real
thing.

Curating the Renaissance Book, On-Line and Off-
Nicholas A. Herman

The digital age has revolutionized our scholarly approach to
books and manuscripts by enabling their virtual study from
almost anywhere. But how has this technological transformation
impacted public exhibitions of such material, which have the
capacity to reach far larger audiences than even the most
broadly distributed monograph or journal article? In the
Covid-19 era, how can the plethora of new platforms, which can
be deployed within gallery settings and far beyond, allow for
deeper audience engagement with complex-but-fragile objects,
while still respecting the material specificity of the original?
This panel brings together innovative curatorial voices to
discuss the challenges associated with displaying fifteenth- and
sixteenth-century books and manuscripts, and creative strategies
for conveying their beautiful complexity to audiences that might
never have the opportunity to handle the real thing.
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Chair: Mary McGuire, Mt. San Antonio College

Artists engaged in dance practices have long considered place as a
marker of meaning in their performances. From proscenium stage
to street, the place or space where dance is performed determines
choreographic decisions, aesthetics, and the potential for
metaphorical and symbolic relationships to emerge. The places
where dances occur can also signify and determine bodily
relationships to trauma, access, ability, gender, sexuality, and race.
In Nic Kay’s pushit!! (2017-), the artist challenges representations
of Black people in public space; in Still/Here (1994), Bill T. Jones
created movement as a place for people with life-threatening
illnesses to find liberation; and in Ernesto Pujol’s Time After Us
(2013), a downtown Manhattan site became a marker of survival.
Even in cases where the concept of place seems to play a less
relevant role, as in contact improvisation or task-based
performance, the location of a dance determines its meaning and
viewership. With an expansive notion of place expressed through
location, site, and space as well as movement, presence, history,
audience, and experience, this session seeks to answer some of the
following questions: How do dancers use the concept of place to
move beyond limitations placed on raced, gendered, or disabled
bodies? In the age of the pandemic, what dance spaces are longed
for and what has become newly available? How do mundane
spaces affect our perception and understanding of dance creation
and production? How does the history and experience of the body
and its surroundings influence the idea of place in dance?

How To Find A Dancer In The Dark: Ishmael Houston-Jones,

F//S/S/1/0/N/I/N/G, Nov. 1984

Christina Yang, NYU
Amidst burgeoning gentrification in the creative cauldron of
lower Manhattan and spanning the progressive Carter years
(1977-81), this talk returns to a place of possibly overlooked but
not unseen performance. Excerpted from my larger dissertation
project on The Kitchen Archive (1974-84), this proposal focuses
on a single camera-performance of F/I/S/S/I/0/N/I/N/G by
choreographer/dancer Ishmael Houston-Jones and cameraperson
Tom Bowes that took place in New York on November 16, 1984.
“How to find a dancer in the dark” furthers an archival approach
based on “listening to images” that is in conversation with black
feminist studies, in particular the work of historian Tina Campt.
Filmed in minimal lighting and performed mostly nude, this solo
dance and duet camera-performance is examined within the
context of New York’s police politics of the early 1980s and the
death/murder of Black graffiti artist Michael Stewart. This
performance also signals the concluding bookend of my
research performances while pointing forwards to a transitional
moment. Writing now in a time of global pandemic largely
during the Trump administration is a history not unlike what The
Kitchen faced in 1984/85 on the brink of the AIDS/NEA cultural
crisis when it moved from Soho to Chelsea. Not unexpectedly,
emerging from dance/performance-documents born as
sequentially coded and existing as objects of archive presence, a
discourse of futurity and queer time, blackness and hidden
alterity joins a feminist search for under-recognized and
formerly unseen bodies.
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A Body in Places: Spectrality and Performative Monumentality
in Eiko Otake’s Performances
Qiuyang Shen, School of the Art Institute of Chicago

In 2015, to work on their project A Body in Fukushima, Japan-
born performance artist Eiko Otake and photographer William
Johnston made two visits to Fukushima, where nuclear plants
were damaged due to the earthquake and tsunami in 2011,
causing serious radiation to local residents and landscapes.
Among the ruins, Eiko appeared in a kimono, covered in white
powder, feeble and pale. She danced slowly, sometimes fiercely
and violently. She looked like a specter, a haunting figure in pain
with unresolved wishes. Happening in the same years as the
Fukushima project evolved was Eiko’s another project, A Body in
Places, where she performed in social and sometimes historical
landscapes such as Fulton Center (a large subway hub two
blocks away from the 9/11 site), Wall Street, Philadelphia,
Hongkong, etc. In these performances, she appeared as a similar
spectral figure, carrying the red cloth that travelled with her to
Fukushima. For Eiko, in Fukushima and Places, the body is the
constant; it is the site where different temporality and spatiality
meet. Eiko’s performances do not merely mourn what happened
in the past, but actively summon the past, the personal,
decentralized past that hasn’t taken on a specific shape. The
specter, which exists in between past and present, is what
Walter Benjamin calls the presence of the Now, which awaits to
be brought into the present for its redemption. Acting as an
ephemeral, performative monument, the artist’s body creates a
space where imagination of the past is rehearsed collectively.

The Dancing Body: Uprooted Figures in Cao Fei and Wu
Wenguang
Xueli Wang, Yale University

This paper will examine the recurring figure of the dancer in the
work of contemporary Chinese artists Cao Fei and Wu
Wenguang. Particular works of interest include Cao Fei’s videos
Hip Hop Guangzhou (2003), Whose Utopia (2006), and Haze and
Fog (2013); and Wu Wenguang’s performance and documentary
projects Dance With Farm Workers (2001) and The Folk Memory
Project (2010-present). In the decades after Mao, China’s
physical spaces—whether built or natural—have been upended
and transformed at an unprecedented speed and scale. Cao and
Wu’s work, which both feature migrant workers and other
rootless urbanites dancing in unlikely, quotidian spaces
(factories, supermarkets, the streets), foreground physical bodies
as rare sites of revelation, resistance, and refuge in the face of a
disorienting new spatial order. Drawing from performance
studies, theories of space and embodiment, and the history of
dance in modern China, this paper will explore the following
questions: What kinds of body-space relations can be generated
by the act of dancing? How do the particular features,
requirements, and limits of the physical body reveal otherwise
invisible lived realities? How can embodiment function as a
mode of aesthetic critique that documents and disrupts the
dominant spatial logic in postsocialist China?

Sonia Delaunay’s Bal Bullier: A Female Artist Rendering the

Tango

Yinxue Wu
Beginning in the late-nineteenth century, female artists
participated actively in the life of cabarets and nightclubs as
customers, performers and decorators. Nonetheless, when the
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Tango hit Paris—the capital of pleasure in 1910s—Sonia
Delaunay was the only major female artist to paint dancing
scenes in public dance halls. She also made herself a dress to
wear at the dance hall that has become known as the
Simultaneous Dress (1913). By putting Delaunay’s work in this
period against the backdrop of Tangomania, this study
investigates her agency in rendering the dance and the ballroom
through various media as a female artist. In the face of the
scandalousness of her subject, Delaunay chose to circumvent
cultural connotations and evoke perceptual experience skillfully.
In comparison to her male colleagues, including Gino Severini
and Robert Delaunay, she eschewed references to specific Tango
steps and related metaphors in favor of a universal sense of
dynamism. By detaching herself from a Tango-dancing woman
while meticulously calculating the rhythm of color, she
visualized dynamism and passion, and integrated the abstract
and the sensual. Sonia Delaunay’s rendering of the Tango
artistically addresses the modernity she experienced as a female
artist. It responded to the gender dynamics associated with the
Tango and the ballroom, and also to those encountered in the
society generally.

Chairs: Kaylee P. Alexander, Duke University; Jessica Lynn
Orzulak, Duke University

Death’s visualization, materialization, or transfiguration has
permeated visual culture in various ways since the nineteenth
century, particularly as novel technologies and changing social
structures facilitated new mechanisms of production and
consumption. Contemporary artist Teresa Margolles, for example,
utilizes visceral materials from Mexico City’s morgue, creating
installations that dematerialize and reconstitute bodies destroyed
by violence. Her Vaporizacién (2001) saturates gallery spaces with
steam generated from water used to wash the dead. Viewers are
physically confronted with traces of death, radically destabilizing
distinctions between subject and object, life and afterlife. Such
works speak to trauma’s pervasiveness in modern Western society.
Likewise, Victor Hugo's death in 1885 sparked widespread
mourning in France, with some two million people attending his
funerary procession. Artists, including Nadar and Léon Bonnat,
flocked to his deathbed, hastening to capture the last portraits of
the renowned writer and statesman. These images flooded the
illustrated press, transforming the intimate deathbed scene into an
object of popular consumption, allowing the public to grieve
alongside Hugo's friends and family. This session seeks papers
exploring how trauma, social transformations, political shifts, and
emergent cultural concerns have informed the ways in which death
has been materially interpreted and communicated in the modern
period. Investigations into death’s social manifestations offer
insight into the everyday reconciliation with and/or resistance to
mortality, trauma, political violence and oppression, climate crisis,
and various other phenomena. Possible subject matter includes the
visual and artistic processes of burial rites; postmortem, lynching,
or anthropological photography; war and/or genocide monuments;
and art activism.
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The Fetus in the Museum: Personhood, Pregnancy, and
Anatomical Preparations, 1880-1900
Jessica Dandona

At the end of the 19th century, the legal status of anatomical
specimens was only slowly evolving into its modern form. Not
yet regulated by specific legislation, specimens were the subject
of rampant commodification, and were exhibited, collected,
traded, bought, and sold, internationally as well as locally. No
meeting of an anatomical society was complete without their
exposition, and no anatomical museum complete without their
display. This paper considers the status of anatomical
preparations at a moment when medical school curricula were
fast becoming standardized, surgical techniques increasingly
refined, and methods for preserving the body achieving ever
greater sophistication. Focusing on fetal remains, it
demonstrates how the study of anatomical specimens mediated
between the well-established, if still controversial, practice of
dissection and an increasing emphasis on the visual as a
privileged mode of encountering and describing the biomedical
body. Through a consideration of the display of fetal bodies in
professional and popular contexts, including close analysis of
collections in Edinburgh, Glasgow, and London, this paper traces
the shifting meanings, value, and significance attributed to
anatomical preparations in this era. Linking fetal specimens to
the medicalization of pregnancy, contemporary discoveries in
embryology, and debates around abortion, | will argue that the
emerging concept of fetal personhood challenged and inflected
the ways in which specimens were understood, highlighting
their hybrid quality as both human subject and object of
knowledge. It is through this encounter with death, in other
words, that 19th-century audiences were invited to comprehend
and articulate notions of ‘life’ itself.

Punishment by Camera: Death as Artifacts in China’s Age of
Public Exposure
Belinda Qian He, UC Berkeley

Amid the escalating divides and hostilities of today’s world, this
paper seeks to rethink what holds people together and what
drives them apart through the lens of socialist death and
necropolitics. Much emphasis has been put on either the violent
components of Maoist class war or China’s class struggle as an
art project saturated with displays, spectacles, and
performances. However, the intersection of class struggle as
both spectacular violence and spectatorial violence remains
underexplored. Through exploring the dynamics between
violence and spectacle within an overarching class-coded
system, this paper explores the mutual constitution of
imagemaking and justice, upon which class struggle was
legitimized and produced punitive violence both in and off the
frame, within and beyond exhibiting spaces. Situated in the
global history of mugshots, post-mortem photography, and
execution film, the paper examines a Chinese case of the making
and working of death as artifacts. By attending to cross-regime,
comparable cases of punishment by photographic/cinematic
means, the paper suggests the importance of locating the
socialist visual production of death within an age-old obsession
with public exposure (modes of shaming punishment; the idea
of public display in the name of doing justice) in China. | argue
that the camera played a crucial role in shifting modes of
visibility at the intersection of judicial punishment and popular
justice; central to the shift of the period was not solely the
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proliferation of images of death and execution, but also, more
importantly, human encounters with and the socio-political lives
of those images.

Allegory in Ezrom Legae’s Drawings of Steve Biko's Corpse
Mlondolozi Zondi, Wesleyan University

This paper tends to the aesthetic figuration of South African
political philosopher/activist Steve Biko's corpse after he was
murdered by the South African apartheid government in 1977. |
assess the uses of allegory in visual artist Ezrom Legae’s
drawings as attempts at picturing the corpse. | argue that the
depiction of the corpse is tied not only to commemoration, but
to indicting the apartheid government for killing Biko. In these
works, the viewer is invited through aesthetic approaches to
either empathize with the corpse or maintain a critical distance
that allows them to understand the structure that enabled his
death. Legae’s use of allegory pronounces an unsuturable
corporeal disassembly, how it came to be, and how it affects
Black life in total. Through these drawings, the viewer observes
the negotiation of figuring the corpse through either
incorporation into or critique of the category of the human. |
demonstrate how the viewer notices the rendering of the corpse
in non-/anti-human figuration as part-animal, as well as through
the deification of Biko to a super-/supra-human. These are
modes of gaining access to alternative ontoepistemes of the
human. What remains to be determined, however, is whether
humanism of any kind can be effectively repurposed in art,
theory, performance, and politics to re-accommodate the
blackness it is designed to destroy. Or will blackness and Black
art have to detach from humanism altogether, instead of
renovating it for purposes of incorporating itself within its
refurbished form?

Pornographies of Death: Unpacking Trends of Imagery and the
Breakdown of Prohibitions Against Traumatic Photographs of
Death in the 20th and 21st Centuries

A. Maggie Hazard, School of the Art Institute of Chicago

The American Civil War was the first time that graphic
photographs of dead soldiers were not only taken but were also
actively marketed to the public. By the end of the 19th century,
photographs of African American victims of lynching were
turned into postcards distributed through the mail and collected
in albums. This paper argues that the horrific nature of Civil War
photographs of the dead paved the way for photographs of even
more brutal, racialized depictions of death in lynching
photographs and set a precedent for the continued impact of
such imagery on cultural understandings of death and trauma
today. Circulated extensively in the public sphere, the
photographs of fallen soldiers signaled the removal of
prohibitions against raw, terrible images of death and made
possible a photographic industry centered around the
victimization of African American citizens. Combined with the
white supremacist ideals of the Jim Crow Era, lynching
photographs became a specific kind of mass media that
confirmed the continuing oppression of African Americans.
Today, the reverberations of these visions of death can be seen
in videos of police brutality and other tragedies that circulate
over social media, continually reactivating the reality and
trauma of a still present white supremacist ideal in the
representation of brutalized minority bodies. The exploration of
the connections between these photographs deepens our
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knowledge of how trends of disturbing imagery develop and

become a part of private and public memory, and how those

images shape our understanding of trauma, death, our world,
and humanity.

MUSEUM COMMITTEE
Chair: Sarah J. Magnatta, University of Denver
Discussant: Colette Apelian, Independent Scholar

As classrooms address inequities and institutional biases inherent
in the art historical canon, museums and galleries are rethinking
best practices for presenting canonical works. If the current art
historical canon - along with the celebrity art market machine and
wealthy collectors - is indeed forging a narrative of quality and
significance, what opportunities are at hand to reframe the canon
and at what cost? What can we make of institutions that contribute
significantly to the shaping of the canon, such as the Museum of
Modern Art in New York, which has inspired the content of modern
art history survey textbooks? MoMA juxtaposes multiple Pablo
Picassos with one Faith Ringgold in a single room: does this
reinforce the centrality of Picasso’s work and marginalize Ringgold,
as some critics claim, or does it achieve the goal of decanonization
and for whom? Participants on this panel will examine strategies
of decanonization used by museums on the front lines of this
discussion: museums at academic institutions with missions of
diversity and inclusion. We seek exhibition and programming case
studies from academic museums that have used or will employ
decanonizing strategies. What have or could academic museums or
galleries do to rethink the art history canon, however this is
defined, and its history of presentation? Does rethinking the so-
called canonical works in university collections lead to more
inclusive and accessible spaces? Conversely, how have these
programs or exhibitions been limiting?

Discussant for Museum Panel
Colette Apelian, Independent Scholar

Refiguring the Canon; Refiguring the Academic Gallery
Amy Shannon Halliday, Northeastern University and Helina
Metaferia, Brown University

In ‘Against a Sharp White Background' at Northeastern
University’s Gallery 360 (spring 2020), Helina Metaferia paid
homage to Zora Neale Hurston, who, in a 1928 essay reflects on
her racialized lived experience: “I feel most colored when | am
thrown against a sharp white background.” Metaferia layers the
original Hurston reference onto the monochrome walls of the
modernist “white cube” gallery, where canonical works of
twentieth-century American and European art (predominantly by
white men) were — and largely continue to be — given visual
and spatial primacy, rendering women of color distinctly “out of
place” In performance, collage, and video work, Metaferia
choreographs her own body’s mark-making in relation to the
“sharp, white backgrounds” of famous characters in western art
history’s exclusionary narrative, while also implicating broader
social, economic and political structures, including academia, in
their persistence. In this presentation, the artist will co-present
with curator Amy Halliday on how the work confronts art
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historical canons, and how it was activated through participatory
elements, curriculum-integration, and public programming. They
will examine the broader conversations stimulated from the
exhibition around exclusionary canons of knowledge and
practice across academic disciplines and divides (including that
of staff/faculty). They will also discuss the relationship of the
university gallery curator and artist in terms of an ethics of care
that guides a process of ‘constantly unlearning.” ‘Against A Sharp
White Background' will be traveling to Auburn University’s
Biggin Gallery in Fall 2020.

considering how decanonizing models can support goals of
diversifying museum narratives to change what stories
exhibitions tell visitors. Strategies used in the reinstallation
include transforming the gallery’s layout and lighting, displaying
non-canonical artworks, and rethinking interpretation to tell
alternative narratives of canonical works. The paper will
consider how approaches from the reinstallation to address
diversity, equity, inclusion, and accessibility raise questions
about the relationship between decanonizing and decolonizing
museums. It will show how rethinking artistic canons in a
museum gallery dedicated to the arts of Africa, Oceania, and

Revisioning the Spencer Museum of Art's Collection Galleries
Cassandra Mesick Braun, Spencer Museum of Art, University
of Kansas

Indigenous Americas coincides with larger collaborative work at
a university community to advance teaching and research.

From 1978-2008, the Spencer Museum of Art’s (SMA) collection
galleries presented a canonical, art historical narrative that was
chronological in design and segregated cultural groups into
discrete installations. Starting in 2007, multiple curatorial teams
redesigned these galleries into thematic presentations that
integrated the SMA’s global art collection. In 2019, SMA staff
and student interns from multiple departments began
developing four new thematic exhibitions that will (1) rebalance
the collection galleries to foreground works of art by Black,
Indigenous, and other artists of color and by women; and (2)
showcase a breadth of mediums, displacing the Euro-American
privileging of painting and sculpture. Through an interpretive
lens that prioritizes interdisciplinary connections, visitor agency,
polyvocality, and global citizenship, these new exhibitions will
recognize shared histories and establish shared points of
reference that transcend social, geopolitical, or art historical
boundaries. This paper will share our cross-departmental
perspectives in decanonizing the SMA's collection galleries
toward an expanded presentation reflecting the SMAs growing
emphasis on advancing social justice. Some key questions we
will address include: In what ways can these exhibitions make
visible and redress the colonial structures that have shaped the
collection and the SMA for over a century? What strategies of
display and interpretation serve to challenge dominant
narratives and voices that perpetuate dynamics of power and
privilege? How can the reimagined collection galleries invite
and support participation by welcoming and including new and
diverse voices toward a restructuring of the SMA as an active,
equitable, ethical, and just participant in society?

A Feast of Astonishments: Charlotte Moorman and the Avant-
Garde

Corinne D. Granof, Block Museum of Art Northwestern
University

A Feast of Astonishments: Charlotte Moorman and the Avant-
Garde was the first major exhibition to examine the career and
practice of cellist, performance artist, and arts advocate
Charlotte Moorman. In addition to exploring Moorman’s
innovative, spectacular, and experimental performances, it
looked at the hundreds of artists she promoted in fifteen New
York avant-garde festivals she organized between 1962 and
1980. Through her inclusive approach to these nearly annual
events and her own category-defying artwork, Moorman rejected
the art world systems that were meant to generate or promote a
canon and their hierarchical structures. Moorman’s open
curatorial framework was itself an affirmation of breaking down
boundaries and redefining art in the 20th century. Since much of
her work was not object-based, it was not collected by museums
or shown in galleries, and her collaboratives practices left her
outside of traditional art histories that champion singular
artistic voices. Drawn largely from the Charlotte Moorman
Archive at Northwestern University Libraries, the exhibition did
not privilege canonical artwork. The collaborative project,
including library curators, conservators, museum curators,
advisors and students, elevated the fragments, documentation,
and ephemera of Moorman’s life to tell the little-known story of
Moorman as artist, musician, and organizer, along with her
cohort of known and unknown art practitioners. In the session
on Decanonizing the Gallery, the exhibition would be presented
as a case study of a project, in which the content, as well as the

Changing Contours of Artistic Canons: Reinstalling the Arts of
Africa, Oceania, and Indigenous Art of the Americas
Emma Fulce, Eskenazi Museum of Art

This paper examines how a 2019 reinstallation of the Raymond
and Laura Wielgus Arts of Africa, Oceania, and Indigenous Art of
the Americas Gallery at the Eskenazi Museum of Art interacts
with and questions the broader art historical canon and the
canons of the arts on view. Located at Indiana University, the
reinstalled gallery features around 400 works from one of the
most important collections of the arts of Africa, Oceania, and
Indigenous Art of the Americas in an academic art museum in
the U.S. The reinstallation grappled with how to present
canonical works in new ways, as the collection grew out of the
early canon of African art through contributions and leadership
from Roy Sieber’s pioneering work in African art history and his
nearly two decades of teaching at Indiana University. The paper
reflects upon the curatorial process to redesign the gallery,

curatorial approach, were non-traditional and reflected non-
hierarchical values.
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Chairs: Joshua I. Cohen; Ming Tiampo

A growing literature across disciplines has shown how the city of
Paris, famous as an art-world capital and colonial metropole, also
incubated transcultural networks that fueled Third World
movements and civil rights activism. Drawing on work in global
urban history as well as diaspora and postcolonial studies, this
panel explores Paris-based, mid-20th-century art practices and
discourses in terms of their direct engagements with liberation and
anti-colonial struggles. The panel aims to consider the work of
artists and intellectuals—including from Asia, Africa, the Middle
East, the Caribbean, the Americas, and elsewhere—for whom Paris
became a place to exchange ideas and build alliances. By
highlighting these connections, the panel proposes to move
beyond centralized notions of Paris as a “capital of the arts”
radiating modernism outward, while also questioning the national
models that have long prevailed in art history, and at the same
time refining the occasionally totalizing and unstructured vision of
the “global turn” in more recent art-historical discourses. The panel
proposes to gather research on transcultural—or “horizontal”
—encounters that produced regional or trans-regional solidarities.
How did these solidarities generate new languages of resistance to
a Eurocentric order inscribing “peripheries” as secondary? What
was at stake in making the French capital a base of operations?
How did art serve as a staging ground for expanded visions of
autonomy and modernity? By situating Paris-based art practices
within histories of anti-imperialism, the panel invites novel
approaches to decolonizing modernism’s historical and theoretical
foundations from the “inside” out.

‘Les indigéenes” at the 1931 Exposition Coloniale Internationale

Chuong-Dai Vo, Asia Art Archive
Much has been written on the rhetoric and spectacle of the 1931
Exposition Coloniale, but little is known about the artists,
craftsmen and protestors. The Indochina Pavilion displayed
paintings, sculptures, engravings, furniture, and other objects
created by students and alumni of U'Ecole des Beaux-arts de
l'Indochine (EBAI) and les Ecoles d’Arts appliqués de Bién Hoa,
Tha D&u Mét, and Gia Dinh. Artisans were among the 1500
“indigénes” sent from around the world to perform live
demonstrations of their craft skills. Meanwhile, the Ligue de la
défense de la race négre, Parti annamite de l'indépendence,
Etoile nord-africaine and the Commission coloniale of the
Communist Party of France organized protests denouncing the
exposition. This paper draws on material from the archive of
Victor Tardieu, the EBAI founding director charged with the
Indochina Pavilion, and Vietnamese-language sources by and
about artists in the exhibition. In juxtaposing the labor of
various formations of the “indigene”—from the art schools of
Indochina to the anti-colonial organizations of the metropole—
this paper is part of a larger study that proposes a genealogy of
the modern underpinned by indigenous traditions, innovations
and resistance.

Paris and the Artists of the Casablanca School
Holiday Powers, Virginia Commonwealth University in Qatar

Following Moroccan independence, in the late 1950s and early
1960s a number of artists from Morocco went to Paris to study
at the art schools and attempt to establish their artistic careers.
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By the mid-1960s, many chose to return to Casablanca to teach
at the Ecole des Beaux Arts, where they became known as the
Casablanca School. I argue that Paris was critical as a site of
encounter with other Third Wordlist artists that informed the
establishment of the Casablanca School. Far from only being a
space to learn about European modernism, Paris was significant
as a space in which to meet other artists and intellectuals from
the (former) French colonies, and this presence must be
considered transformative for our understanding of the
development of French modernism as well. Nonetheless, artists
faced significant racism and had to actively claim their co-eval
modernism within the space of the metropole, as evidenced by
the exhibition Deux mille ans d’art au Maroc (1963). For the
artists of the Casablanca School, their time in Paris was
important in establishing both their own careers and the
discourses of Moroccan modernism. This discursive construction
predated their exhibitions within Morocco itself, and was formed
through a series of international exhibitions.

Seeing the Dark Continent in the City of Lights: Women'’s
Transnational Networks in 1970’s Paris, Capital of the Arts
Rakhee K. Balaram

Paris: Capital of the Arts was the title of 2002 exhibition co-
curated by Sarah Wilson. This paper seeks to extend the
conceptual frame of the exhibition to the 1970s, in order to
assess the way women were subverting the so-called center of
art’ through terrestrial and subterranean channels of production.
These women sought to disrupt the traditional modes of art
making through formal and informal transnational networks at a
time of periodic oil crises, right-wing policy, growing demand for
women’s rights and uneven support for tier-mondisme besides
the proposed urban infrastructure projects that followed the
events of May ‘68. Capital is often understood as an
administrative center; this paper focuses on ‘capital’ in its
original Latin - ‘caput’ or ‘head’ - to discover the ways in which
women sought to undercut hierarchical setups and institutional
authority in their city. In 1976, Algerian-born Héléne Cixous
published her ‘Le sexe ou la téte?’ (‘Castration or Decapitation?’),
a year after her famed ‘Laugh of the Medusa. How did women
artists involved in transnational networks in Paris respond to
such calls to action, to ‘decapitate; or undercut networks of
power through collective activity? This paper considers a series
of artists and activists, from the collaborative activities of Nil
Yalter and Judy Blum, the early, experimental videos of Indian
artist Nalini Malani, the tactics of embroidery employed by
French-Cuban Hessie, and the photo performances of Francoise
Janigot and others, which alongside street demonstrations,
revolutionary tracts and libidinal impulses, reveal another set of
drives reshaping capital.

Creative Repair: Sites of Innovation and Renewal
Keena Suh, Pratt Institute

As part of an exigent public, global discussion surrounding
material waste and its impact on the environment, creative acts
of repair reveal pathways of renewal and opportunities for
unique and sustainable designs. This presentation highlights
innovative design solutions for textiles, furniture, equipment,
and other objects in which acts of repair expose our culture of
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convenient disposal, challenge designs that obstruct processes
for renewal, and reveal possibilities for reuse beyond
refurbishment. Drawn from traditional as well as contemporary
art and design, these works of repair support rich narratives of
adaptation through creative strategies and techniques for
renewal. The act of creative repair is evolutionary, one of
transformative construction and renewal of values. It is an
imperative that confronts ethical, social, cultural, economic, and
environmental concerns. “Sites” of repair extend broadly to
include communities and social networks supporting the
transmission and sharing of knowledge. The growing popularity
of repair clinics in communities is an example of the
possibilities of such growing infrastructure. Beyond the
possibilities of diverting material from the waste stream and
decreasing demand for limited resources, acts of creative repair
acknowledge and build upon material heritage, creating
meaning in relation to materials, making, and people.

will talk about this exhibition and the contemporary practice of
graphic design in Iran. | will show some of the best posters and
a video made from interviewing some of the participating
designers. Moreover, | will talk about the role of graphic
designers in the social reforms in the world. The primary
purpose of this exhibition is to portray the beauty of the global
environment to the public, as well as informing them how
human activities can harm it. This exhibition will create a
professional environment for graphic designers from different
countries to come together and exchange their ideas and
experience with each other since the most important social
responsibilities of graphic designers are reacting against global
issues via the language of design. Speaking about this
international poster exhibition at the CAA conference will create
the opportunity to discuss these kinds of social activities that
shows graphic designers are their main heroes. Also, it
encourages other professional designers/artists/activists to talk
about their experience and ideas.

TYPE + CODE Series
Yeohyun Ahn, University of Wisconsin-Madison

TYPE+CODE Series are on-going typography researches to

Destroy/create: Graphic design dialectics and the climate crisis
John-Patrick Hartnett, John-Patrick Hartnett

advocate computational typography in graphic design education.
Embedding computation in graphic design education already
existing, but still touching entry levels lacking arranging in a
straight line with modern typography education. This research
aligns with the history, principles, functions, and practices of
modern typography. How we as graphic design educators would
foster foundational, essential, and evolving typography
methodology, education, practices, and solutions by using
computation, as an extension of the modern typography? It
initially began as an MFA thesis, TYPE + CODE, by the author, in
2007, then, it has extended to TYPE + CODE Il, I, IV, and V. TYPE
+CODE explores experimental code-driven typography by using
letterforms. TYPE + CODE Il reinterprets calligraphy into modern
and contemporary typography with computation. It uses
letterform, word, phrases, and sentences. It conveys diversified
visual messages inspired by nature, addressing environmental
issues design, healing through arts, exploring philosophical and
religious interpretation regarding life, death, and love. TYPE+
CODE 11l shows the possibilities of an extension of the aesthetic
of code-driven typography to physical space by using digital
fabrication. TYPE + CODE IV experiments on how to embed
expressive typography by using computation into graphic design
education as interdisciplinary graphic design research. TYPE +
CODE V(Typographic Selfie + CODE) suggests extended
typography practices to convey different emotions and moods on
generative selfies based on type choices. TYPE+CODE Series
(http://www.typeandcode.com) is a collection of interdisciplinary
visual researches in typography by using computation since
2007.

Life Tree

Maryam Khaleghi Yazdi

This individual presentation is about an international poster
exhibition with an environmental/ecological theme named “Life
Tree” This exhibition, which is established by Iranian freelance
graphic designers, will be held in Tehran, Tabriz, and Arak, three
of the largest cities in Iran, in the next few months. In this
exhibition, 120 graphic designers from 22 countries like Iran, the
USA, Canada, Mexico, Germany, Italy, Denmark, Ukraine, Turkey,
Indonesia, China, etc. are invited.In this individual presentation, |
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According to the most recent United Nations Intergovernmental
Panel on Climate Change report, the earth’s temperature is likely
to increase to at least 1.5 °C above preindustrial levels between
2030 and 2052, unless the targets set by the Paris Agreement of
2015 are met. The consequences for this rise are a worldwide
increase in the frequency of extreme heat, floods, and drought,
as well as the mass displacement of people living in the worst
affected areas (IPCC, 2018). This paper considers the position of
the graphic design profession within this dire situation, as a
community of practitioners who are implicated within its
creation from a range of different perspectives, though for the
purpose of this brief argument, two are addressed specifically: 1)
Corporate identity design for fossil fuel companies, with a key
example being Landor’s 2008 rebrand of BP (Landor, no date), in
light of assessments that the root cause of climate change is
fossil fuel extraction and burning (Carbon Disclosure Project,
2017; Klein, 2015); 2) Climate change awareness campaigns,
with a key example being Milton Glaser’s arguably failed yet
noteworthy ‘It's Not Warming’ initiative of 2014 (School of Visual
Arts, 2014). Drawing on the work of Tony Fry (2009) in particular,
the paper concludes by questioning whether the
‘environmentally-conscious’ graphic design community has
failed to understand the negation of its own well-intentioned
activities by the 'defuturing’ aspects of the profession as a
whole.
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DESIGN INCUBATION

Chairs: Daniel J. Wong, Design Incubation; Aaris A. Sherin,
St. John's University

Discussant: Elizabeth DeLuna

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/

One Year On: Reflections on the Launch of the Chinese Type
Archive

Caspar Lam, Parsons School of Design and YuJune Park,
Parsons School of Design

One Year On: Reflections on the Launch of the Chinese Type
Archive

Caspar Lam, Parsons School of Design and YuJune Park,
Parsons School of Design

Spencer Thornton Banks in St. Louis
Augusta Rose Toppins, Washington University in St. Louis

Adaptation in Design Research: Combatting Social Isolation in
Older Adults
Christine Lhowe, Seton Hall University

Feminine Archetypes on Women'’s Suffrage Postcards as Agents
of Propaganda
Andrea Lyn Hempstead

Teaching Communications Design History Beyond the Canon
Carey Gibbons, Pratt Institute

Edgelands: Using Creative Technology to predict the Future
Jonathan Hanahan, Washington University in St. Louis

Honeybee Colonies: An interdisciplinary approach to the studio

classroom
Mark Randall, Parsons School of Design Strategies
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Design Thinking X Medical Education: Empowering Empathy for
Patient-Centered Care
Hyuna Park, University of Kansas

DESIGN STUDIES FORUM

Chairs: Anca l. Lasc, Pratt Institute; Erica N. Morawski, Pratt
Institute

When challenged by economic crises the viability of design fields
might ride not least on their business processes and networks.
While design historians have addressed aspects of business history,
there is still room for critical engagement with the topic. Where
does design history end and business history begin? How do
methods of business history offer new possibilities for design
history? What role do public and private networks play in the
business of design, whether friendships, family relationships,
guilds/unions, design firms/designers, professional or political
affiliations, trade literature, international geopolitics, corporations,
manufacturing, commerce? How are businesses and networks
implicated in design processes or vice versa? What may be
considered “official” versus “unofficial” business practices, and what
may be the relationship between the two in what design history is
concerned? We define “business” inclusively to accommodate a
variety of economic and geographical contexts throughout time
and welcome research that proposes new ways of defining
“business” in relation to various design fields. How do we
understand business and networks in design of the past as we
inhabit the economic crisis of the present? How can design’s
histories help us consider what aspects and practices of business
and its networks might fall to the wayside or be reconfigured when
the current global pandemic won't allow us to continue with
“business as usual?” Our goal is to include enough participants in
the session to support a set of lightning talks, followed by a
roundtable discussion that encourages audience engagement in
the conversation.

Beaux-Arts, Inc.: Architecture and "Branqueamento” in Belle

Epoque Brazil

David Bijan Sadighian, Harvard University
When design expertise circulates across borders, what other
forms of human capital accompany it? This paper takes as its
focus the design and construction of Beaux-Arts architecture in
Belle Epoque Brazil (c.1889-1922) at the peak of the new
Republic's campaign for “branqueamento; or population
"whitening." Contrary to the halcyon image of peace and
prosperity suggested by the term Belle Epoque, these were years
of profound upheaval. The abolition of slavery in 1888 catalyzed
a wave of Black migration from northern plantations to the
southern cities of Rio de Janeiro and Sao Paulo. Faced with these
changing demographics, local municipal leaders in Rio beckoned
white European settlers with the promise of land, wage labor,
and “civilization” in Brazil's transformed capital city. | argue that
the perceived “whiteness” of Beaux-Arts architecture played a
vital role in Brazil's racialized campaign for national economic
development. | explore how local Brazilian entrepreneurs like
engineer Francisco de Oliveira Passos applied Beaux-Arts design
concepts—normally under the aegis of French national
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academies—in monumental buildings like the Theatro Municipal
that doubled as transnational business ventures. In the theater,
novel building systems, e.g., air-conditioning, prompted new
exchanges with industrial manufacturers across the Atlantic. By
tracing the circulation of foreign technologies and financial
capital into and out of the self-fashioned “Paris of the Tropics;
this research challenges distinctions between architecture,
business, and immigration as mutually exclusive historical
phenomena. Moreover, here architecture reveals how new
transnational business connections often come at a cost of
violent new modes of local exclusion.

opportunity to reflect upon the research methods we have
applied so far to the study of Knoll outside of the US and to
consider what analytic perspective business history can offer.
Knoll's purchase by a finance company and the subsumption of
Knoll Associates into Knoll International in 1968 have posed
problems for the established tropes of the company’s
historiography. By recognizing its corporate culture as a social
network that includes a broad spectrum of insiders (non-
designer directors, managers, salespeople, labor force) as well as
key outsiders (government officials, business partners, licensees),
we can better understand the company’s global rise, a facet that
is critical to our project to write a history of Knoll International.

Douglas Leigh's Bright Blackout Visions of 1944 or, Designing
in the Dark
Jennifer A. Greenhill, University of Arkansas School of Art

Design history’s objects tend to be the things that get made—the

Organization through Office Design: Kevin Roche as Corporate
Ethnographer
Jennifer Kaufmann-Buhler

evidence of an innovation backed by sufficient capital to achieve
material iteration. There is less agreement about where to
locate the business of design and what to make of material that
is ancillary to finished products. My paper argues that the
speculative propositions that circulate through inter-office
memos and/or in the press invite us to rethink the temporal and
material parameters of the designer’s business, art, and legacy. |
make this case by exploring the work of Douglas Leigh
(1907-1999), who in 1933 moved from painting billboards in
Birmingham, Alabama to strike out on his own with electric,
animated displays in New York City. Leigh became an industry
leader within just a few years, and devised his most speculative
innovations—with lighted signs incorporating three-
dimensional, tactile, and olfactory effects—during World War Il,
when blackout regulations shut down his Times Square signs for
two years. | explore Leigh’s 1944 proposals for the post-
blackout, multi-sensorial spectaculars he hoped to mount at
war’s end, when (period critics prophesied) people would be
drawn to light as never before. | situate Leigh’s bright visions of
what could be in the context of his creative process more
broadly, drawing on the understudied “spec. ideas” files Leigh
kept containing clippings from print media and paper
contraptions he used to dream up new novelties (contained in
his papers at the Archives of American Art). | consider the how
the “speculative” lived within the “spectacular” at Leigh’s
company as the backbone of its business model and as a method

In the latter half of the 20th century, American corporations
invested significant resources in hiring architects and designers
to help them refashion their corporate image from the design of
their products and corporate identity to their corporate offices.
In part because of the perceived importance of design, these
architects and designers often had a privileged view into the
internal workings and culture of the corporation and were privy
to internal debates, contradictions, and emerging issues ranging
from concerns about corporate structure and managerial
philosophy to their public image. How might the internal
debates around the development of a new graphic identity, a
new product design, or a new office reveal some of the inner
workings of the organization and perhaps open up new
questions about organizational culture? Using a case study of
architect Kevin Roche’s work for corporate clients, | examine the
internal dynamics and concerns of the organization that were
laid bare through the office design process. As an outsider
peering into the corporate culture, architects and designers like
Kevin Roche and his team had a front row view on the internal
dynamics of these organizations and were often mediating
among contradictory needs and goals in the design. | argue that
Kevin Roche and his team served as an interlocutor of the
organization itself, asking questions, listening, and ultimately
revealing the messy and complex inner life of the organization
in the process.

Educating Corporations: Networks of Design at the Cranbrook
Academy of Art, 1971-1995
Colin Fanning, Bard Graduate Center

When husband-and-wife designers Michael and Katherine

for designing new futures in the midst of global war.

Knoll International: Design History, Meet Business History
Cammie D. McAtee, Independent Scholar and Fredie Floré,
KU Leuven

Since the mid 1950s, the American-based furniture brand and
multinational Knoll International has had a global reputation as
producer of high-quality modern design. Despite the success of
the company’s international expansion, its historiography has
largely been dominated by essentialist studies that focus on the
early “golden years” in the US, the beauty of its “modern
classics, the innovations of Florence Knoll, and clever
advertising campaigns. However, a few microhistories, in
particular our studies on Knoll’s introduction in Belgium and
France, have revealed that the company’s expansion initiated a
variety of cultural dialogues that were critical to its continued
success. Understanding these dialogues, we argue, requires a
combination of design and business history methodologies as
well as a local and global perspective. This session offers us an
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McCoy began their tenure as joint chairs of the graduate design
program at the Cranbrook Academy of Art in 1971, they arrived
during a relatively quiet period for an institution that had
previously produced some of the giants of midcentury American
design. Over 24 years of teaching in the Detroit suburbs, the
McCoys fostered a remarkable renewal of the design program;
by the time they left the school in the mid-1990s, Cranbrook
again enjoyed a reputation as a bastion of innovative graphic
and industrial design. One of the McCoys’ key tools in this
transformation—relatively overlooked in retrospective appraisals
of their impact on American design education—was the savvy
construction and maintenance of partnerships with the
corporate sphere, both in the United States and abroad. The
McCoys assembled an expansive network that went beyond one-
sided models of patronage or exploitation, forming a more
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mutualistic process of feedback between the experimental space
of the Cranbrook studios and the pragmatic world of big
business. This network operated recursively, as the McCoys’
students entered the working world and opened new paths for
further collaborations. This talk presents key episodes in the
development of a “corporate Cranbrook;” examining the McCoys’
relationships with American furniture companies Herman Miller
and Knoll, Dutch electronics manufacturer Philips, and American
technology companies Apple and Nynex to show how, in the
context of a graduate design program, late-capitalist “business
as usual” resulted in some unusual outcomes for the agendas of
both business and design.

Doing 'Business’ in the Emerging Political Design Economy
Enya thomas michelle Moore, University Technology Sydney

Design as a driver for economic growth within national and
global economies is increasingly promoted worldwide by
governments, professional organisations, and designers
themselves. Government reports and strategies from the UK
through China to New Zealand focused on design’s economic
capabilities are proliferating. These design-focused initiatives
garner public attention through global initiatives such as
UNESCO's network of design cities and at city-based design
events. Using a Discourse Ethnographic approach, this paper
focuses on how political economic ideas about design are
introduced to wider society. It considers how these ideas are
adopted by state actors (from municipal to national level)
through two reports: The Design Economy 2018 by Design
Council (UK) and Creative State 2016-2020 by Creative Victoria
(AUS). Furthermore, it examines the introduction of the political-
economic ideas within these reports at Business of Design Week
Hong Kong in 2018 and the scheduled (but subsequently
cancelled due to city-wide protests) 2019 event. The design
economy is an emerging discourse that has gained hegemony.
This paper unpacks the role of universalising economic growth
narratives in its construction and considers the role of global
city networks in reinforcing these narratives. In the context of
this new discursive field, what does it mean to ‘do business’ in
the the emerging political design economy?

COMMITTEE ON DESIGN
Chair: Sarina Miller, Temple University

This session considers the ways we design and experience space
within the context of current social distancing and shelter-in-place
orders. It also explores our perception of place/location (physical
and virtual) and the implications of how we exist within those
places.

The Space Between Us: Bridging the Distance
Ann McDonald, Northeastern University

Numerous waves of handmade and printed signs helped us close
the gap between us during the 2020 COVID-19 lockdown,
subsequent reopening phases, and spasms of social and political
pain. These handmade and purchased signs proliferated on
storefronts, residences, and public surfaces. A cacophony of
visual signs and markings grew on storefront entry planes
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communicating with us at a distance - missing us, guiding us in
pick-up and delivery sequences, and spacing us apart. The signs
morphed with each successive phase of reopening local rules
and regulations. In addition to the communication of
commercial exchange, or lack thereof, messages supporting first
responders and evoking shared optimism and community
solidarity filled the commercial plane. Residential windows and
sidewalks increasingly became a way to connect with neighbors,
bridging the gap of isolation. Waves of signs were posted -
starting with local scavenger hunt artifacts, to messages of
community support, to graduation celebrations, to support for
Black Lives Matters, and/or our police and troops, to support for
the USPS. While residences may have previously have displayed
gay pride and US flags marking key months and holidays or a
political lawn sign in the lead up to election day, the COVID-19
proliferation of posted messages has been more intense. In
Abstentia is an ongoing project which aims to document and
examine messages of desperation, optimism, concern, logistical
specifics, and political awakening communicated via ever-
changing signs posted as part of societal responses to the time
of COVID-19, distancing, and social unraveling.

Judy Chicago’s Virtual Dinner Party: Taking up Zoom Space in
the Feminist Classroom
Christa Rose DiMarco, The University of the Arts

Recent essays warn us that Zoom can exacerbate student
vulnerability. However, in designing an online course on women
artists, | believe that Zoom may enhance considerations of
spatial inequity, especially when addressing the systemic
obstacles female artists faced. This paper considers how Zoom’s
virtual grid might enable students to explore the spatial systems
that literally and figuratively impede marginalized artists. As an
example, | will discuss my course’s project to hold a virtual Judy
Chicago Dinner Party. Having students arrive in the guise of an
artist will not only tap into the negative connotations of
intrusion and inequity with which Zoom is associated but may
also teach empathy. Spatial inequity for women has a long
history. When the seventeenth-century engraver Anna Maria van
Schurman became the first female university student in Europe,
she had to sit behind a curtain during lectures. Anthea Callen
and Deborah Cherry have established how the architectural
spaces of nineteenth-century female art students were
indicative of gender disparity. While Zoom continues spatial
inequities in the virtual world, it also offers opportunities for
analysis. Dinner Party makes visible the women who history
neglected. Compositionally, Chicago’s embroidered table runners
can parallel the rectilinear Zoom grid. Conceptually, Zoom’s
filters, identification features, and host-options can obfuscate or
elevate participants. | intend for students to explore how, like
Chicago, they can visually challenge and subvert the restrictions
of the online space. My presentation will offer an analysis of
student outcomes in the context of gender inequity on the Zoom
platform.

Care Crisis: Curating in a Time of Physical Distancing
Daniel Oliver Tucker, Moore College of Art and Design

This presentation will reflect on the creation of “Care Crisis - A
collaborative online zine about Physically-Distanced Curating” -
Resources compiled by students in Nehad Khader’s Keys to the
City graduate seminar and Daniel Tucker’s BFA Curatorial
Methods and MFA Curatorial Studio classes at Moore College of
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Art & Design. The students responded to the prompt: How have
curators been responding this moment of health-climate-
political-economic crisis and movements for racial justice? They
wrote profiles of DIY, Institutional, Public, Online, and Hybrid
forms of curatorial practice and created directories of analysis
about changes in the field more broadly.

Iranian graphic design with a focus on typographic approaches
in the graphic posters since the Islamic revolution 1979. Initially
setting a framework with roots embedded in the calligraphic
arts, the rise of typographic developments are brought forth
through case studies of multiple generations of contemporary
Iranian graphic designers.

ART CAST: A Collaborative, Interdisciplinary Studio Space
Jessica Teague, East Carolina University

The presentation reflects on the research project, ART CAST,

Consuming Letterforms: Arabic Calligraphy in Contemporary
Product Design
Lara Balaa, Rutgers University

which is a collaborative, interdisciplinary studio that
Investigates community and connection in these unprecedented
times of physical distancing and isolation. The project shares
creative work that seeks to understand these themes of
connection and community and calls to action what unique
narratives, processes, experiences, and/or outcomes and
opportunities might exist in such shifts. It also investigates how
engagement with ART CAST itself might engage our friends,
partners, and audiences in unique, interesting, and unexpected
ways. This project considers the collaborative, interdisciplinary
studio space as a liberating place that breaks barriers created by
physical boundaries set forth by the pandemic and opens
communication and connection through alternative channels.
We view the space as a studio space, a performance space, an
exhibition space, or a virtual playhouse of sorts that showcases
work that responds to the themes. As the project unfolds, we are
capturing pre and post data that seeks to understand how one’s
creative work reflects his or her typical practice versus our
current time of physical distancing and isolation, and how it has
shifted to reflect our current realities. We are assessing this data
based on shifting narratives, processes (workflows),
technologies, experiences (collaborations and remote
interaction), outcomes (media). ++ For more on this project, you
may visit the website: https://artcast.studio/ This project is
created in collaboration with Assistant Professor of Graphic
Design, Cat NORMOYLE.

Ever since its origins in the Umayyad Dynasty in seventh century
Damascus, Arabic calligraphy has served the dual function of
communication and ornament. This dual function persisted
through time periods and across territories as calligraphic styles
continued to develop. The twentieth century witnessed an
interesting fine arts phenomenon that attempted to dissociate
the Arabic letterform from both its semantic meaning and its
Islamic heritage. The art movement Houroufiyah explored the
Arabic letter as a plastic element that functioned as both a
cultural unifier and a signifier of Arab identity. Ironically, this
movement that started as a challenge to the Western obsession
with Arabic calligraphy, ended up nurturing this obsession
through recreating Orientalist tropes that appeal to the Western
eye. Contemporary design trends reflect a similar formal
exploration of letterforms; designers have been increasingly
using calligraphy in products such as scarves, lighting fixtures,
furniture, and other home décor items. Such products seem to
appeal to Arabs and foreigners alike. How can their appeal be
understood within our contemporary global context? The paper
that | am proposing briefly traces the evolution of Arabic
calligraphy and posits the practice as a form of intangible
cultural heritage. It explores entrepreneurship as a way of
safeguarding this heritage, and questions the act of
consumption within this equation: if the use of calligraphy in
product design is a way of safeguarding the practice, then how
can we understand its consumption? And does the symbolic
significance of this act of consumption vary across audiences?

Manifestations of a Luk Khrueng - Contemporary Evolutions of
Thai Papermaking Heritage
Jasmine Graf

Paper, one of the simplest forms of human technology,
revolutionized the proliferation and preservation of knowledge
worldwide. In this presentation, | will discuss the history, tools
and techniques involved in the development of hand
papermaking in Thailand. | intersect the practices of paper, print,
and bookmaking as a means to address environmental
sustainability, cultural preservation, and the economics of
human ecology. As a contemporary artist of mixed Thai heritage,
hybridity is inherent to my body of work which juxtaposes
synthetic and raw materials, the virtual gaze with organic
imprints, and satellite imagery with dust. | make books based on
ancient palm leaf manuscripts which were once forbidden to be
touched by women, while simultaneously using this book form
to honor the hidden role of women in a 21st century context. In
an ongoing project, | engage with Buddhist monastics to
transform their worn, sacred robes into sculptural paper
installations. In my work, | explore how paper, print, and books
contribute to the construction of national identities, operating as
social, cultural, and symbolic forms of capital. Referencing
endangered practices and ceremonial ritual, the role of

Tracing a Revolution : Contemporary Iranian Typography
Pouya Jahanshahi, Oklahoma State University

While Iran’s political agenda since the Islamic Revolution of
1979 has dominated the never-ending news cycles in the west, a
parallel realm of innovation in cultural arts has continually
brought forth an alternative lens to understand the complex
culture of Iran. Amongst these, the inauguration of Iranian
graphic posters onto the international arena in the late
twentieth century garnered the attention of the International
community. A combination of aesthetics of an ancient
civilization, combined with sporadic injection of western culture,
Islamic religion, and a more-recent revolutionary fervor, are
elements that make any attempt to analyze Iranian graphic
culture a complex task. Yet the political climate has created a
hostile environment for academic engagements with Iran and
exploration of her nuanced visual culture. This has prohibited
most in-depth attempts for engagement and analysis, hence an
absence of this narrative and its unique characteristic from the
framework of the 20th Century history of graphic design. This
presentation traces a historic narrative of the visual language of
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handmade paper reflects ancestral connection to the land,
bridging gaps between social strata, and its capacity to record
time, ecology and civilizations. This presentation aims to engage
in discourse around intergenerational memory, diasporic studies,
and cultural inheritance. (*Part of the CWA 50/50 Initiative)

"Will There Be Rain?” Production and Reception of
Contemporary Oracle-Bone-Script-Calligraphy in A Year of Big
Anniversaries, A Case Study on Mainland China’s Political
Climate in Global Context
This paper investigates production and reception of
contemporary ‘oracle-bone-script-calligraphy” in present-day
Mainland China, as seen through museum displays undertaken
in 2019, China’s momentous year of “Big Anniversaries.” Shaped
by and deeper shaping an acute sense of national identity in the
Chinese collective mind, 2019 marked, among others, the 120th
anniversary of the discovery of ancient oracle-bone-script
—occasion for the National Museum of Chinese Writing to
enterprise exhibitions themed on its commemoration and
revival, showcasing the successful entries of priorly held
calligraphy competitions. While the project posited itself as
explicitly “international;” not a single work from a non-Chinese
country was among the selected 100 of the “2019 International
Big Exhibition of Oracle-Bone-Script-Calligraphy; respectively,
the selected 200 of the follow-up “Chinese Written Characters:
World Feeling’ 2019 Exhibition of Old-Script-Calligraphy”
Undertaken in celebration of this museum’s ten-year anniversary,
the paper assesses status and significance of the project in its
embedded context—located uniquely in Anyang, the word-
pregnant “Cradle of Chinese Civilization; neighboring the
UNESCO-World-Heritage-Site Ruins of Yin—scrutinizing the
museum’s self-positioning and officially promulgated exhibition
agenda as to how “international dialogue” is established and
negotiated (or not) among the culturally contested field of
calligraphy—one considered by many inherently, exclusively
“Chinese’ Playing on typical inscriptions of Shang-dynasty
oracle-bones, originally utilized to perform regal divination rites
concerning existential matters like the weather, the prophetic
question “Will There Be Rain?” addresses the present Mainland-
Chinese political climate, to critically reflect upon China’s
modern history, current state, and future perspectives of
contemporary calligraphy discourse in global context.
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INTERNATIONAL CENTER OF MEDIEVAL ART

Chairs: Anne Heath, Hope College; Gillian B. Elliott, George
Washington University

Discussant: Bryan Keene, Riverside City College

The pressures historical sites and objects face regarding civil
unrest, human and economic development, globalization, and
climate change are not new, and neither is the recognition that
these monuments should be preserved. Monks moving reliquaries
to safe locations in anticipation of the Norman invasions,
civilizations of Palmyra continuously rebuilding after centuries of
conquest, Florentine citizens decorating altars with flowers in the
aftermath of war and plague, and faithful parishioners hiding
tabernacles in their homes while reformers decimate church
treasuries all attest to a history of patrimony, its fragility, and the
efforts to save it. Historians of pre-Modern art endeavor to
reconcile the destruction and preservation of monuments on two
fronts. Even as scholars interpret the effects of historical change on
works of art and architecture, they must also come to terms with
new dangers confronting these monuments. The production of
scholarship requires travel to archives, sites, and museums, thereby
adding to the carbon footprint. Monuments are becoming
increasingly less accessible, due to their fragile state or lack of
funding to keep them open. Manuscripts and art objects still in-situ
are in danger of perishing all together. In connection with the
content area suggested by the College Art Association on the
climate crisis, we invite papers (in-person and virtual) on the
theme of cultural heritage destruction and preservation. Papers
may explore historical instances of destruction or preservation, or
address these issues as they play out today in the face of climate
change, globalization, and social unrest.

Discussant
Bryan Keene, Riverside City College

Contemporary Reframing and Preservation of Ancient Religious
Sites in China
Christopher A Born, Belmont University

COVID-19 has presented a unique situation for international
researchers of ancient Chinese sites. Not only does China have
rigorous visa application processes, but an expensive 14-day
quarantine is required. In addition, the CCP government is
sensitive about accessing religious sites, and frequently creates
intrusive signage at such sites as a way of insisting upon the
“proper” view that the CCP wishes to instill in the masses. These
intrusive signs are a way of psychologically altering the physical
space, preventing pilgrims, visitors, and researchers from gaining
contextually unfettered access to these sites. Other sites within
politically sensitive spaces are off-limits due to pressure from
the government. This paper examines how the CCP regime limits
access physically, digitally, and psychologically to a variety of
important sites, hindering preservation and documentary
activities. Two sites will be examined as case studies for the
socialist reframing of ancient religious sites in Xian, Shaanxi:
The Giant Wild Goose Pagoda in Xi‘an (c. 652CE) and the Great
Mosque of Xi‘an (c. 742CE). Today the Giant Wild Goose Pagoda
is a UNESCO World Heritage site because it held sutras and
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figurines of Gautama Buddha that were brought to China from
India in the 7th c. In the wake of a massive earthquake in 1556,
the Giant Wild Goose Pagoda has been restored on several
occasions. Founded around the time of the introduction of Islam
into Northern China by Arab merchants in the Tang dynasty,
through successive building campaigns the Great Mosque of
Xi'an grew to be the largest mosque in China. Although the
ancient pagoda and the mosque have been preserved and
popularized in modern tour guides, their original historical
context has been repeatedly reframed over time to promote
contemporary political ideologies.

Rising Waters: The Conservation of San Marco in Venice and
Disappearing Cosmic Floors
Malarie Zaunbrecher

The thought of the floor of a holy space, a solid sea frozen in
time and space, is one that permeated the Middle Ages and
trickled down to historians until the modern age. This belief,
based in the visual and spiritual qualities of certain materials
such as marble, reinforced the concept of the church as a
microcosm of the universe and established a hierarchy of space.
The design of cosmic floors as bodies of water, drawing from
both Old Testament lore and ancient myth, was applied to many
of the most famous holy places in the world, including the Hagia
Sophia and San Marco in Venice. As the city of Venice has faced
the fierce effects of climate change over the decades, emphasis
has been placed on restoring and preserving historic
foundations. This project will look at the history and philosophy
of cosmic floors and consider how this perception influenced
later historians to act - or rather not to act - on the effects of
rising waters. This will be achieved by looking at historical
examples, namely the British architect George Edmund Street.
Street was so resolute in his understanding of cosmic floors that
he petitioned the Italian government not to restore the buckling
and undulating floors of Venice’s San Marco Basilica because he
believed it was an intentional design. The aim of this research is
to consider how the modern understanding of medieval thought
has had real and lasting consequences in the face of
encroaching climate disaster.

Continued Entanglements: Between Equestrian Oba and
Rumors of War
Noah Randolph, Temple University

Using Kehinde Wiley’s Rumors of War (2019) as a fulcrum, this
paper crafts a larger dialogue about the complex global
entanglements of art, trade, slavery, war, commemoration, and
race that have existed since the first contacts between Europe
and Africa. This monument, recently installed outside the
Virginia Museum of Fine Arts in Richmond, Virginia shows a
black horseman in contemporary dress, counterbalancing
postbellum Confederate equestrian monuments of white men on
nearby Monument Avenue, a one-and-a-half-mile boulevard
dedicated to Confederate memory. While this is an important
step in the ongoing debate about public monuments of the
United States, not all equestrian representations feature white
men. In the sixteenth century, Benin brass casters produced a
plaque depicting their ruler atop a horse, now owned and
displayed at the Metropolitan Museum. While the Benin plaque
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signifies peaceful relations with the Portuguese, it also marks
the beginnings of the transatlantic slave trade—which
ultimately served as the basis for the dehumanizing beliefs that
informed the Confederacy as well as the colonizers who
violently removed the plaque from Africa altogether in 1897.
This paper examines the interconnectivities of how the histories
of violence embedded within the Benin plaque inform Rumors of
War and can extend our understanding of the work beyond a
simple historic clap-back. Encounters in Nigeria centuries ago
that made the plaque possible and led to its eventual and
present decontextualized display at the Met undergird the
trenchant racial commentary of the monument made by Wiley, a
Nigerian-American artist, in America’s former Confederate
capital.

DIGITAL ART HISTORY SOCIETY

Chairs: Isabel L. Taube, Rutgers University; Carey Gibbons,
Pratt Institute; Justin Underhill, University of California,
Berkeley

This session will critically examine the digital art history article by
considering current trends and best practices in digitally-born,
online journals. Art historians are increasingly seeking to make
their work more accessible and innovative through publication
online, as online journals are exploring the potential for digital
tools—including images with zoom capability, streaming video,
audio components, visual essays, interactive maps, and 3-D
reconstructions of spaces—to engage readers while not
abandoning existing models and standards for art-historical
publication. We seek proposals for a session (15-minute
presentations followed by discussion) that addresses best practices,
innovative approaches, and concerns about art historical research
and its presentation online from representatives of online journals
and authors of already published articles. We hope this session will
explore practical concerns of access, archiving, review/publication
workflow, and reader engagement, as well as the theoretical
challenges of narrating and sharing novel forms of data, the double
nature of the art history article as case study and archive, linear
versus non-linear formats, and the impact of aesthetic choices.
Topics for investigation might address any stage in the production
and publication of the article and might include negotiating the
role of the digital tool and its interaction with the scholarly article;
the pros and cons of specific article formats and whether a linear
narrative is a necessity; establishing a productive workflow,
including peer review; the engagement of the reader; aesthetics
and user-friendliness; archiving, sustainability, and data access; and
tenure and promotion.

Articles as Data: On the Transformation of Publishing in Art

History

Harald Klinke
Over the centuries, structures have developed around printing:
institutions such as publishing houses and libraries as well as
standards such as pagination formats and citation methods.
Publishing online has the potential to change such structures.
The first step in the digital transformation has long been taken.
But a PDF-file on a server means only mimicking the printed
journal in a digital medium and publishing it in the rather
conventional format of consecutive volumes of numbered pages.
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The fact that those articles are digital means that data can be
taken into consideration. “Articles as data” allows the next step
in the digital transformation. Now we are able to reinvent the
workflow and the presentation of scholarly research. This will
allow readers to explore, navigate, and visualize the content of
the periodical in new ways. One of the first examples in this
direction is the interactive network on the website of the
International Journal for Digital Art History (DAHJ). The map uses
the metadata of articles to generate and illustrate information
about the relations between all of the articles. Thus, it provides
the user with a new meta-level of all the available content.
Instead of a predetermined “route” through the journal
traditionally established by an index or table of contents, the
map offers new paths among all the articles. This presentation
will address how the DAHJ plans to go further in that direction.

Between Text and Image: JHNA and Archiving Hotspot
Annotations

Jacquelyn N. Coutre, Art Institute of Chicago and Jennifer
Henel, Digital Art History Society

In spring 2020, the Journal of Historians of Netherlandish Art
released an enhanced version of Melanie Gifford’s “Rubens’s
Invention and Evolution: Material Evidence in The Fall of
Phaeton, featuring annotated hotspots. These hotspots, funded
by the Association of Research Institutes in Art History (ARIAH)
and developed by Jennifer Henel with Morgan Schwartz, enrich
the reader experience visually and rhetorically: they focus
attention on a specific passage within the image and explicate
that passage through text. In Gifford’s article, the annotations
clarify the complexities of the artist’s process using formal and
technical analyses, highlighting how the artist executed multiple
campaigns of changes inspired by visual sources. While the
content in these annotations dovetails with that in the article
proper, it also offers, in parallel, substantial commentary that
would otherwise detract from the momentum of the article’s
narrative. Both hotspots and annotations exist within the IIIF
OpenSea Dragon viewer, not within the space of the WordPress
web site. One of the unanswered questions inherent in this
innovative digital tool is how to archive the annotated hotspot
content. Currently, when the article is saved as a PDF, the
material in the annotations is not captured, resulting in lost
scholarly material. How can this important data be preserved?
Should it be included in the image’s metadata or with the
scholarly article itself? What kind of technology would need to
be implemented in order for this to become a reality? This
presentation will explore these questions, using Gifford’s article
as a case study.

A Love Note to the Future: Proactive Approaches to Journal and

Article Discovery

Alexandra Provo
Publishing a digital article or setting up a digital journal is just
the first step toward sharing one's ideas and scholarship with
the world. Taking inspiration from Jason Scott's statement,
"metadata is a love note to the future," this talk will discuss how
open access art history e-journals can be proactive about
making sure they are discoverable in shared databases and on
the wider web. Drawing on the presenter’s experience as Access
and Preservation Advisor for the art history e-journal Nineteenth
Century Art Worldwide, this talk will share lessons learned, pose
questions about what access means, and suggest a path forward
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for both individuals and organizations looking to share their
work now and into the future.

HISTORIANS OF ISLAMIC ART ASSOCIATION

Chairs: Glaire D. Anderson, University of Edinburgh; Matthew
Saba, Massachusetts Institute of Technology

Discussant: Matthew Saba, Massachusetts Institute of
Technology

In the last two decades, institutions and organizations have turned
to digital tools to document and disseminate global cultural
heritage. Digital databases have taken on an increasingly
important role in the presentation and preservation of cultural
heritage, and have influenced the way in which scholars undertake
art historical research. More recently, visual technologies such as
3D digitization have enabled the virtual experience of art objects
and works of architecture. The nonprofit organization CyArk, for
example, has led the process to digitally record, archive, and share
‘the world’s most significant cultural heritage’ since 2003, recently
partnering with organizations such as Google and Historic
Environment Scotland in its efforts. Likewise, major museums such
as the Smithsonian and the British Museum have embraced 3D
capture technologies as a means to carry out their mission of
education and widening access to collections. However,
organizations and institutions have not yet fully addressed Islamic
visual culture in such efforts, even amidst the growing calls for
decolonization in higher education and digital humanities.
Moreover, as Hussein Keshani has observed, in the field of art
history and visual culture, Islamic art lags behind other subfields of
art history in digital humanities research and resources, despite
important exceptions such as Archnet and the MWNF Discover
Islamic Art database. This panel brings together emerging and
established scholars to highlight current research and perspectives
on digital Islamic art history and visual culture.

Soft Eyes: Software’s Visualities and Islamic Art History in the

Digital Age

Hussein Keshani, The University of British Columbia
The attention of the Digital Humanities, Computational
Humanities, and the emergent discourse on Digital Art History
has often focused on how computers and software offer new
methods of analysis. Arguably, an instrumentalist and utilitarian
mindset prevails, or perhaps a somewhat naive distinction
between tools of study and objects of study. This paper
examines how software is increasingly the de facto theoretical
lens for the practice of art history in the digital age - an age
when art is experienced as digital remediations and art
historical practice is enmeshed with the use of software. If
theoretical reflection is agreed to be a necessary part of art
historiography, then digital art historical practice must entail a
critically reflective examination of software in ways that
illuminate embedded visualities and values, since software is
not culturally neutral. This reflective work can point to
alternative modes of generating art historical insight. The
consideration of embedded visualities in software is especially
relevant for the art history of the Islamic world, which has
occupied a marginal position in the political economy of art
history, digital humanities and contemporary software
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development. Using experiments with locative media,
animation, and 3D modelling software related to arts of the
Islamic World, this paper reflects on software as theory and
generator of insights. If historiography is the inescapable gaze
of the present upon the past, then practicing art history in the
digital age means navigating the intersections of digital and
historical visualities in our time.

Animating an Amulet: 3D Modeling, Materiality, and a Medieval
Arabic Amulet Scroll
Lyla Halsted, Institute of Fine Arts, New York University

While digital humanities allow us to increase virtual access to
Islamic artifacts, digital tools like 3D modeling and animation
can also expand our engagement with objects and our
understanding of the practices associated with them. This paper
will explore how experimenting with the digitization of an
object can assist both. It focuses on a block-printed scroll in the
Museum fir Islamische Kunst in Berlin. Featuring schematic
depictions of Mecca and Medina, the scroll elides the boundaries
between block-printed amulets and pilgrimage certificates. The
paper scroll is at first glance an unwieldy two-dimensional
object; however, it was not used in that form, as visible wear
patterns confirm that it operated as a portable amulet, folded
and carried on the body. How exactly might this 85 cm long
paper scroll have been folded? Folding the 12th century paper
could compromise its delicate state of preservation, but the
scroll’s materiality can be explored through virtual models of
this object. Using photography, image stitching, 3D modeling
and animation software to virtually fold the scroll, this paper
will determine what the folding pattern reveals about the
object’s apotropaic use and the relationship between its
materiality and content. | will demonstrate how, thanks to digital
tools, we can approximate patterns of use from centuries long
gone.

Visualizing Creative Collaboration in the Shah Tahmasp

Shahnameh

Yasaman Lotfizadeh, UBC Okanagan
During the Safavid empire, Shah Tahmasp (1524-1576)
continued to sponsor a huge illustrated Shahnameh project that
his father had previously started now known as the Shah
Tahmasp Shahnameh. While there has been much scholarship
that identifies the artists of the Shahnameh, less attention has
been paid to the patterns of collaboration among the
manuscript’s artists. This paper employs a Digital Humanities
approach, using the platforms Palladio and Circos, to visualize,
characterize and analyze the patterns of artistic collaboration
among the various artists of the Shah Tahmasp Shahnameh. The
visualizations display more clearly how the Shahnameh artists’
creative collaboration formed around several key variables: 1)
their position within the workshop hierarchy; 2) the duration of
their association with the workshop; 3) their previous
partnerships/relationships on other projects; 4) their style and
taste; and 5) their knowledge of earlier artists’ work.

Digital Sustainability in DH Projects: The Case Study of Archnet
Michael A Toler
The Aga Khan Program for Islamic Architecture (AKPIA) at MIT
and its affiliated entities has a long history of capitalizing on
technological innovation to advance the study of Islamic art and
architecture. Archnet.org is the most visible manifestation of
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that commitment, but it was not the first instance in the history
of the program. When the site launched the same year as
MySpace and a year before Facebook, it was composed of its
own virtual community, as well as the digital library. A decade
later, the site was re-designed, not only to ensure continued
viability as platforms and protocols developed, but to also take
advantage of improved search technologies. Now Archnet is
planning for the next phase in its development. This paper
surveys Archnet, from its antecedents through to the
development now being planned, to consider issues of
sustainability in digital projects, especially those focusing on
visual resources.

Chairs: Ali Place, University of Arkansas; Kathy Mueller,
Temple University

Emerging technologies, including augmented reality, virtual reality,
machine learning, and the internet of things, are quickly expanding
as vehicles for design that bridge digital technology with physical
experiences. Their value is regularly exploited for commercial
purposes, in which digital processes are utilized to enhance the
physical consumer experience and amplify brand loyalty. However,
such powerful tools for design hold potential for social impact as
well. Immersive digital experiences are utilized as tools for social
innovation, community organizing, empathy, visualizing a more
equitable world, or inserting marginalized people into spaces from
which they have traditionally been excluded or erased. This panel
explores the possibilities of emerging technologies for resistance,
activism, and social design. Today, designers, artists, and activists
leverage the power of emerging technologies by bridging digital
forms of resistance with lived experiences of oppression. What
opportunities might digital experiences, embedded within social
and physical spaces, provide for addressing lived experiences of
injustice, inequity, and oppression? How are traditional methods for
social design being applied and expanded in digital spaces? What
are the ethical considerations and potential for harm that these
new technologies present? As designers and artists continue to
explore new digital tools and processes, they are also increasingly
expected to be held accountable for the social, political and
environmental impact of their interventions. By capitalizing on the
affordances of emerging technologies, they can design outcomes
that address issues of systemic inequity and oppression to bridge
gaps not only in our individual experiences but also in our shared
humanity.

A New Lens
Designers who create cultural artifacts have a responsibility to
all members of society, including those of different races,
ethnicities, religions, beliefs, genders, sexuality, abilities, and
ages. Encouraging existing hegemonic systems can be
dangerous in communication design, which often sets out to
persuade its audience and can shape thinking. Emerging
technology, such as AR/VR/MR, afford designers the opportunity
to augment existing exclusionary texts and to alter spaces, in
order to address issues of equity and inclusion. | conducted a
literature review and examined best practices and case studies
(e.g., Lessons in Herstory is an app that uses AR to bring to life
the forgotten heroes in U.S. history textbooks—women). |
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focused on questions of interrogation, realignment and
expression. The questions center on 1) interrogating ideas,
images and text, 2) power, and 3) and how designers can realign,
augment, expose hegemony, and bring facts to light. For
example, designers would examine how AR/VR/MR could
augment their creative thinking by asking, Does the solution
contribute to any hegemonic systems of oppression or make a
case for equity and examination? Would any group be less
marginalized by this representation or message? Have | thought
about how the intersectionality of identities could be
represented? | will present three design solutions that utilize
AR/VR/MR to offer a new lens, promote reflection and actively

opioid epidemic, it brings to light much larger concerns— the
future of activism and the charting of seemingly unstoppable
censorship, the challenging of the capitalist system and its
destruction of the working class, and the timely need for those
with the ability to speak truth to power to step forward and act.
This will allow for engagement with emerging technology via
the democratization of the smartphone by bringing attention to
the power associated with such technological tools. Through
user engagement at this level, we can allow people to
understand and speculate what the future could hold, and give
them the means for a people’s takeover.

There’s no English word for that: design, translation, and
natural language processing
Juliana Castro, Cita Press, Access Now

participate in creating a just society. Designers must contribute
as little to hegemonic systems currently in place as possible

through our solutions and carry out due diligence to steer
towards a better future.

The Proletariat Hacking of High Capitalist Real Estate
Heather Snyder Quinn, DePaul University

Mariah is an augmented reality experience that narrates stories
of historical injustice through the backdrop of significant
cultural institutions and the funding that has allowed them to
exist. Mariah reveals memorials to those that have perished so
that “philanthropists” could have their names carved into marble
walls. She is a witness to injustice and an actor of protest. The
project's first location is the Metropolitan Museum of Art. By
utilizing a virtual landscape to augment a physical history, we
rebuild an earnest foundation on top of the owner's bedrock.
Filling this great hall with the voices of those gone and those
left to carry the burden of loss, we amend history through the
virtual hacking of space with these memorials, exposing the
power structure’s status quo and an understanding that our
blood is in the artifact. While this project has a lens on the
opioid epidemic, it brings to light much larger concerns— the
future of activism and the charting of seemingly unstoppable
censorship, the challenging of the capitalist system and its
destruction of the working class, and the timely need for those
with the ability to speak truth to power to step forward and act.
This will allow for engagement with emerging technology via
the democratization of the smartphone by bringing attention to
the power associated with such technological tools. Through
user engagement at this level, we can allow people to
understand and speculate what the future could hold, and give
them the means for a people’s takeover.

The Proletariat Hacking of High Capitalist Real Estate

Adam M DelMarcelle

Mariah is an augmented reality experience that narrates stories
of historical injustice through the backdrop of significant
cultural institutions and the funding that has allowed them to
exist. Mariah reveals memorials to those that have perished so
that “philanthropists” could have their names carved into marble
walls. She is a witness to injustice and an actor of protest. The
project's first location is the Metropolitan Museum of Art. By
utilizing a virtual landscape to augment a physical history, we
rebuild an earnest foundation on top of the owner's bedrock.
Filling this great hall with the voices of those gone and those
left to carry the burden of loss, we amend history through the
virtual hacking of space with these memorials, exposing the
power structure’s status quo and an understanding that our
blood is in the artifact. While this project has a lens on the
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Natural Language Processing (NLP) is an artificial intelligence
and linguistics emerging technology that studies computers and
human language interactions. It’s responsible for most of the
advances in processing large amounts of natural language data,
including machine translation, sentiment analysis, dictation, and
chatbots. Every day, people interact with these technologies
through design interfaces, often without realizing it. | want to
explore the role of design in technologies that incorporate
language and translation, mainly focusing on the challenges
that gendered languages encounter in an English-centric tech,
design, and art world. | will point at the capacity of such
technologies to be used as both inclusion and discrimination
agents. As Professor Karen Risager puts it, language is not only a
transactional information experience but rather a powerful
symbolic system that “creates” shared realities. NLP’s vision is
lofty—it aims to help translate complex languages, grade
students, assess people’s digital footprint, and judge job
applications and creditworthiness. As users, we won't likely
know whether we're interacting with a bot or a human down the
line. | plan to discuss examples of NLP and its interfaces, and
address its failures at representing certain languages. | will
show why, while the advancement of the technology is
extraordinary, human biases—both represented through and
embedded in language—still manifest into powerful algorithms
that lack transparency and shape our daily lives.

Climate Change Communication in 3D Environments
Victoria Rabelo Gerson, University of Houston

People perceive climate change to be a distant phenomenon
that is not relevant to them, this is referred to as psychological
distance, the perception of how distant or proximal something is
from an individual on four dimensions: spatial, temporal, social,
and experiential. An individual’s distance to an issue or event
influences whether it is mentally represented and evaluated as
abstract or concrete, in turn affecting behavioral responses and
action. In order to decrease distance, we must make abstract
concepts and experiences immediate and observable. Current
climate change communication is disseminated mainly through
traditional media channels, which are limited in their ability to
successfully decrease distance to climate change and engage
people in meaningful action. This research proposes that virtual
reality is a promising channel for decreasing psychological
distance due to the ability to transport users through time and
space, and provide tools to exert their agency. This study
investigates how the design of interactions within 3D
environments can decrease an individual’s psychological
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distance to climate change on each of the four dimensions.
Through working with graphic design students to design 3D
interactive environments, the researcher developed a prototype
for a system of tools intended for use within a virtual reality
experience.

Chair: Gabe Duggan

As physical experiences become increasingly digitized, hand-
controlled digital jacquard looms, such as the TC1 and TC2, are
particularly suited to address critical contemporary issues. In this
panel, four artists present their studio practices which utilize this
technology to develop contemporary work. The digital weaving
processes and technologies practiced by artists Duggan, Haller,
Nartker, and Woodbridge, are historically and functionally
intermeshed. As with other digital fabrication processes, digital
data (the pixel) is rendered in physical space through the medium.
A unique characteristic of this process however, is an additional
transmitter of this data- the human body. In this process, ancient
craft and digital organization are at work simultaneously as the
artist’s hand guides both file design and physical translation. These
questions are furthered by the works of these artists through
material, data, image construction, repeat development, narrative,
and color theory. Questioning intersections of media, technological
dysfunction, identity, and imaging, Duggan situates digital and
physical breakdown to reflect larger social issues. Haller’s work
reflects broad confluences of personal experiences and current
events through constant refining of digital drafting and cloth
construction. Nartker’s practice considers the ‘eye as organ of
touch’ through cinema and haptic interpretation. Personal
narratives of brain trauma, obsessive behaviors, and barriers in
communication inform Woodbridge’s research, expressed through
rigorous formal studies.To consider at the same time that the very
pixels used to build these works are emulations of their
technological predecessors (thread on binary loom systems)
introduces timely pertinence to the evolving fusion of
digital/physical life and perception.

Glitched Metaphors: Dysfunction in Hand-Woven Digital
Jacquard
Gabe Duggan

By embracing and pushing expectations of traditional fiber work,
these weavings question inequalities within contemporary
performances of gender and exhibitions of power through
tension, balance, and precarity. My work on the TC1 digital
jacquard loom has primarily been tethered to one specific
machine that | have been engaged with for 12 years. Over this
time | have watched the machine's operations waver as it passed
through different hands, most recently to be neglected for
significant periods of time. Partnering with this machine and its
dysfunctions, | build and negate tension to challenge a broad
range of power dynamics. | exploit and guide this technology
through simultaneous states of construction and destruction,
building works in which control and chaos co-inhabit. These
thousands of threads coalesce to form and breakdown coded
images that are given to the machine to execute, by my own
hand. Through various layers of digital and material translations,
and combined software, hardware, and user malfunctions, the
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original image becomes further disassociated even from itself.By
balancing hand/space and digital/time with the TC1, | have been
able to blur boundaries between referent and reality.

Translations of Human Experience
Robin L. Haller

My research focuses on current events that are impacting the
diverse communities, cultures, and individuals within the United
States, and ultimately people worldwide. As events unfold across
the United States, whether tragic or triumphant, | find myself
engaged in a variety of conversations sparked by personal
opinions, beliefs, and affiliations. As a reaction to this dichotomy
of exchange, | create work anchored in traditional textile
techniques combined with digital technology to express this
debate. The creation of a piece, thread by thread, is a symbol of
growth from knowledge. Some works are inspired by my own
personal narrative, while others are meant to employ
conversations across the table. They become translations of the
human experience. My most recent work was inspired by the
current concerns with immigration and became a reflection on
my own heritage, family, and memory.

Textiles: the Original Cinematic Medium
Kate E Nartker, NC State University

For the past ten years, | have been working almost exclusively
between video and textiles. | am interested in seeing how these
two areas can inform one another, and provide a framework to
explore the perceptual nuances related to the haptic and
language of cinema. In this talk, | would like to look at textiles
as a cinematic medium and address the concept "haptic
visuality’, which film theorist, Laura Marks, describes as "a way of
looking where the eye operates as an organ of touch”. | will go
through historical examples that reveal how textiles were
essentially the first examples of cinema, followed by my own
work and the ways | have used animation and jacquard weaving
to explore haptic visuality. | will also discuss why textiles are
uniquely suited to interrogate cinema and digital technologies.

Giving Shape to the Invisible
Janie Fleming Woodbridge, North Carolina State University

As a person driven by the visual world | find communicating
through words to be extremely difficult. | have often turned to
art as a means of communication and have found weaving to be
an effective means of storytelling. The thread and pattern in the
cloth represent my own narrative and emotion. Inspired by the
balanced and controlled expression of the weaver Richard
Landis and the narrative/storytelling weaving work of Bhakti
Zeik, digital jacquard weaving has enabled me to communicate
these ideas more clearly and efficiently. Each thread is
represented by a pixel and can be arranged in infinite
combinations. The ability to communicate in this artform has
enabled me to convey very abstract thoughts and ideas into a
visual narrative. For this presentation | plan to show several
examples of these concepts and dig deeper into each one and
how | worked through the process of communication through
digital weaving. These examples include pieces that touch on
the idea of obsessive thinking/behavior to a piece about the
experience of recovering from a concussion.
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Chairs: Jessamine Batario, Lunder Institute for American Art,
Colby College; Lalaine Bangilan Little, Misericordia
University

Discussant: Pearlie Rose S. Baluyut, State University of New
York (SUNY) at Oneonta

During the late-nineteenth to early-twentieth centuries in the
Philippines, the imagining of a national community expediently
homogenized people, linearized time, and reconfigured language.
The Tagalog word “bayan” (town), the center of municipal power,
superseded vernacular designations of the periphery such as
“bukid” (farm/countryside) and later assumed the modern meaning
of “nation-sate” But what happens when diaspora has reconfigured
the ideological notion of “bayan” and the reciprocal framework of
“kababayan” (those who share a “bayan”)? The interpellation of
“kababayan” only occurs when Filipinx have left the “bayan’
Therefore, “kababayan” inherently exist in a state of loss and
otherness, always attempting to establish instant kinship outside
the “bayan.” Approximately 12 million Filipinx now live abroad
across 100 countries and often over the duration of multiple
generations. This panel aims to interrogate and accommodate the
changing spatio-temporal contexts through which artists create,
inside and outside the Philippines. Rooted in the forms of concrete,
words, and water, the three case studies in this panel explore the
relationships between architecture and transnational religious
initiatives, the intersection of public art and archival poetry, and a
contemporary installation informed by ecological disaster. Rather
than turn a nostalgic gaze towards an obsolete place and time, we
mediate on instability, ambiguity, and suspension as the defining
characteristics of Filipinx and Filipinx American art since the mid-
twentieth century. Engaging in transdisciplinary discourse, this
collaborative panel of intellectual “kababayan” presents differing
notions of “bayan” - a term that is perpetually in flux, lacking
singularity, and existing between forms and meanings.

Discussant
Pearlie Rose S. Baluyut, State University of New York (SUNY)
at Oneonta

Leandro Locsin's Typology of Congregation
Chanon Kenji Praepipatmongkol, Singapore Art Museum

Leandro Locsin (1928-1994) is perhaps best known as an
architect whose monumental projects represent the Filipino
nation in a vernacularized modernist idiom. His designs for the
Cultural Center of the Philippines (1969) and National Arts
Center (1976), while constructed in concrete, are said to be
inspired by the bahay kubo, a nipa hut indigenous to the
Philippines. If Locsin’s material legacy is embodied in these
buildings, his enduring intellectual legacy concerns the idea that
indigenous architectural typology should serve as the grounding
force for the coming together of kababayan. This belief proved
eminently exportable, as the bahay kubo came to serve for many
in the Filipino diaspora as an abstract and portable architecture
of belonging, constituted as a function of a simple roof over a
group of people who gather in oneness.This paper
problematizes the now-ossified nationalist trappings of the
bahay kubo by looking back at Locsin’s first commission, the
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Chapel of the Holy Sacrifice (1955). The project’s typological
underpinnings, | argue, owes as much to indigenous sources as
to a transnational dialogue on liturgical reform. By tracing
Locsin’s network of interlocutors, particularly church architects
practicing in the American Midwest, | suggest that his
understanding of belonging is inflected not by grand national
narrative, but by a particularly decentralized and postcolonial
understanding of Christian community. For Locsin, typology
offered a tool to revitalize an imagination of group form rooted
in the deep time of myth and religious narrative—but also, in its
flexible affordances, held the latent potential of veering off in
queer directions.

Perpetual Suspense: Docupoetics and Jerome Reyes's Abeyance
Jessamine Batario, Lunder Institute for American Art, Colby
College

“Baka malamig doon; reads the first line of Tagalog in Jerome
Reyes’s Abeyance (2017), an installation outside the Yerba Buena
Center for the Arts in San Francisco. The English translation is
“maybe it’s cold there; a phrase that introduces several
ambiguities: the uncertainty of maybe, the multivalent coldness,
and the unspecified locality of there. In three stanzas, Abeyance
quotes three generations of Filipinx Americans, laid over a
photograph of San Francisco’s Ocean Beach, taken by Reyes. Yet
despite such historical and local specificity, Abeyance has the
ability to affect audiences untethered to the particularities of
time and place. | consider Abeyance as a project in docupoetics,
a research-based practice that merges the historical archive with
the poet’s subjectivity. The inherent ambivalences of
docupoetics as a literary genre complements the indeterminacy
of the Tagalog phrase, and is further compounded by the
temporal instability embedded in the merging of text and image.
The work refuses to be wholly categorized ontologically
(document/poem/ photograph), linguistically (Tagalog/English),
and temporally (diachronic/synchronic). As the title suggests, the
image revels in perpetual suspense. Does the poetic seascape of
Abeyance speak to the fluid nature of kababayan, the primary
audience it likely engages? Moving from text to image to
community, | ultimately call on Paolo Virno to ask if kababayan
might be reconfigured from its circumscription as a singular
“people” tied to a homeland, into an unfixed, heterogeneous
“multitude”

The non-place of the Pacific Garbage Patch, and the queer work
of Camille Hoffman's Pieceable Kingdom
Thea Quiray Tagle, University of Massachusetts-Boston

This paper moves within the transpacific “ecologies of
entanglement” (borrowing from scholar Michelle Huang)
between the Philippines and the United States following the
oceanic routes of plastics and other synthetic materials made in,
and discarded from, these nations as material witnesses to state
violence and global racial capitalism. Between the land masses
of the United States and the Philippine archipelago is the Pacific
Ocean and the Great Pacific Garbage Patch, a site imagined as a
non-place of entanglement where the ideological refuse and
plastic waste of these nations are jettisoned and become quite
literally entangled with plant and animal life. This non-place is
one where animals, coral, and marine plants are shaped and
reshaped by their encounters with the manmade, even in the
absence of man; dwelling here can also productively help us
rethink histories and geographies of the Philippines and US, and
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its shaping of diasporic Filipinx lives. Spending time within
Filipinx American artist Camille Hoffman’s Pieceable Kingdom
(2017) - a room-sized installation of fantastic land and
underwater scenes of the Pacific Ocean constructed from
salvaged household goods, beach resort ads, and other paper
and synthetic materials - | ruminate on the ways that this
installation makes visible the non-place of the Great Pacific
Garbage Patch and its entanglements with the wasteful and
murderous regimes of the US and the Philippine states. Looking
queerly at Hoffman’s Pieceable Kingdom, | contend, offers an
alternative optic of disidentification for Filipinx diasporic
subjects entrapped within these two landmasses as home.

Chair: Judith K. Brodsky, Pennsylvania Academy of Fine Arts
Discussant: Ferris Olin, Rutgers University

This session is open to art historians, artists, curators, critics to
present papers on how women and transgender artists are
transforming technology under the impact of feminist theory,
making work that differs from the art of male artists, contributing
to the aesthetics and practice of digital art, and altering digital
technology itself. The birth of digital technology in the late 1960s
as a medium for artmaking is often linked to the rise of the
Conceptual Art Movement, a movement viewed by art historians as
originating among male artists. This session will propose a second
link, the rise of the Feminist Art Movement. As the 1960s and
1970s generation of feminist artists re-purposed traditional art
disciplines and sought out new art forms to express an aesthetic
based on women’s experience, it was inevitable that they began to
explore the new field of what was then electronic technology.
When one looks at the history of digital technology and art
through the lens of feminism, a picture emerges in which women
artists have not only played an important role in the development
of digital artmaking but also had influence on digital technology
itself, helping to free technology from the limitations imposed by
its male context and transforming it into an accessible way of
apprehending the world for people everywhere. Digital art is
defined broadly to include video, websites, internet art, social
networking art, virtual and augmented reality, cell phones, bots,
toys, video games, surveillance, bio-art, etc. Papers covering
international, race, ethnic diversity encouraged.

Context Collapse: Live Streaming as Feminist Art Medium

EL Putnam, National University Ireland, Galway
“Context collapse” is a phrase used in digital culture to describe
how the boundaries of different communication contexts
collapse on social media, as personal, professional, and family
spheres coalesce on these virtual platforms. Public health
restrictions that have followed the onset of the COVID-19
pandemic, which have meant the closure of schools, workplaces,
and other public spaces as people are encourage to “stay home;
have introduced another type of context collapse. Unlike the
online phenomenon, this context collapse is not virtual, but the
personal, professional, and family are now coexisting in the
same time and physical space. | have created the series Context
Collapse as a feminist investigation of maternal ambivalence,
where art becomes a strategy for coping while challenging
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representations of mothers online. | contextualise this series
within the longer history of live streaming or telepresence as an
feminist art medium, tracing it back to camgirls in the late
1990s and early 2000s. Certain camagirls, such as Ana Voog,
established an aesthetic language of online presence through
creative engagement with technological limitations as
networked experiments, creating spaces online where women
could challenge patriarchal norms of gender and sexuality. |
draw from this history to contextualise my own practice with
livestreaming, emphasising how it functions as a feminist art
medium, which has been usurped and undermined through
algorithmic capitalism. My intention in evoking this history is to
tap into its unrealized feminist potential, pointing to possible
means of resistance patriarchal mediation today.

Cyberfeminism on the Ground: Feminism, Techology, and Art at
the Banff New Media Institute, 1995-2005
Jennifer Kennedy, Queen's University

A decade before becoming the Founding Director of the New
Media Institute (BNMI) at the Banff Centre for the Arts in Alberta
Canada, feminist video artist and scholar Sarah Diamond
published “Whose Vision Will Rule the Future? Women,
Technology, and Art” (1985), an essay that draws from the history
of feminist video art to analyze how emerging communications
technologies reinforced gender-based discrimination, and
imagine how the same technologies might be harnessed to help
create a more egalitarian future. Looking back, the connection
that Diamond makes between technological innovation and
feminist politics in this text reads as a preface to the political
program that would become a defining feature of the BNMI in
the decades that followed, as artists, scholars, and activists from
around the world came to Banff to explore the convergence of
art and technology at the beginning of the internet age. Building
on the radical experiments with digital media that artists such
as early cyberfeminist Nell Tenhaaf had been leading at the
Banff Centre since the late-1980s, the BNMI’s programs were
frameworks for testing the possibilities and risks of linking art
and technology for the purposes of social critique and change.
Beginning with Diamond’s vision and offering case studies as
examples, this paper considers how an art centre in the
Canadian Rockies became a vital infrastructure for the
development of cyberfeminist artistic theories and practices
internationally, including work by Allucgeure Rosanne Stone,
Laurie Anderson, Shu Lea Cheang, Francesca Da Rimini,
Josephine Starrs, and Cheryl L'Hirondelle among others.

Reflections of a 1/2 Japanese 1/2 Brooklynite Expat MIT Geek
Grrrl
Tamiko Thiel, Munich Germany

Glitch Feminism

Legacy Russell
Simone de Beauvoir said, “One is not born, but rather becomes, a
woman.” The glitch announces: One is not born, but rather
becomes, a body. In 2012, writer and curator Legacy Russell
coined the term Glitch Feminism which, as Russell has defined
it, 'embodlies] error as a disruption to gender binary, as a
resistance to the normative". Glitch Feminism is now the subject
of Russell's first book Glitch Feminism: A Manifesto. The divide
between the digital and the real world no longer exists: we are
connected all the time. What must we do to work out who we
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are, and where we belong? How do we find the space to grow,
unite and confront the systems of oppression? This conflict can
be found in the fissures between the body, gender and identity.
Too often, the glitch is considered a mistake, a faulty overlaying,
a bug in the system; in contrast, Russell compels us to find
liberation here. In a radical call to arms, Glitch Feminism argues
that we need to embrace the glitch in order to break down the
binaries and limitations that define gender, race, sexuality.
Developing the argument through memoir, art and critical
theory, Russell also looks at the work of contemporary artists
who travel through the glitch in their work. Timely and
provocative, Glitch Feminism shows how an error can be a
revolution. As Russell puts it: "USURP THE BODY—BECOME
YOUR AVATAR!"

Panelists: Salah Hassan, Cornell University; Chika Okeke-
Agulu, Princeton University; Iftikhar Dadi, Cornell University;
Elizabeth Giorgis, University of Addis Ababa

Chair: Robert Ladislas Derr

Don't Just Stand There, Do Something explores ecological issues
from climate change to ecosystem degradation through
presentations by Markus Reymann (Co-Founder and Director,
TBA21-Academy, the exploratory soul of Thyssen-Bornemisza Art
Contemporary), Todd Anderson (visual artist and Associate
Professor of Art, Clemson University), Anastasiia Raina
(multidisciplinary designer, researcher, and writer and Assistant
Professor of Graphic Design, Rhode Island School of Design), Marek
Ranis (multi-media environmental artist and Associate Professor of
Art at the College of Arts and Architecture, University of North
Carolina at Charlotte), and Stefanie Hessler (Director, Kunsthall
Trondheim), and chaired by Robert Ladislas Derr (visual artist and
Professor of Art, University of Nebraska-Lincoln). In this session Mr.
Reymann investigates ‘environmental injustice against the ocean
through the lens of art;” Professor Anderson presents The Last
Glacier, visual artists, scientists, and literary figures researching
ecological changes; Professor Raina questions, “how can we move
from being inspired by nature to working with nature;” Professor
Ranis narrates native voices of the Arctic; and Ms. Hessler explores
the “responsibilities of the arts and artists with regards to climate
change, while arguing that responsibility cannot be outsourced to
art” The session will address systemic ecological devastation
through the rich experience of artists, educators, and curators to
deepen learning and engagement of emotional, ethical, and
practical sustainability.

Collaborative Artistic Practice for Social & Environmental

Change

Markus Reymann
TBA21-Academy is a contemporary art organisation and cultural
ecosystem fostering a deeper relationship to the Ocean through
the lens of art to inspire care and action. The Academy
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instigates intersectional and collaborative research, artistic
production and new forms of knowledge, resulting in
commissions, exhibitions and pedagogic programmes.
Commissioning and producing research-led projects for nearly a
decade, TBA21-Academy has grown an extensive network of
ocean practitioners and experts from the fields of science, policy,
law, big data and indigenous scholarship. The Academy believes
in transdisciplinary practise as a detector for the pressing issues
of our time and a catalyst for social and environmental change.
We commission collaborative research in immersive
environments in close proximity to the ocean, providing
transformative experiences in order to foster deeper
engagements and meaningful collaborations. Through a
kaleidoscope of viewpoints and thinking, we aim to agitate the
status quo of ocean policies, sciences, conservation and
education, populating these sphere with new ideas and actions.
Our approach to commissioning and producing research springs
from various perspectives: situated practise, interdisciplinary
collaboration, the inclusion of indigenous methodologies,
experiential pedagogies, social justice, and recognition of other-
than-human ethnographies.This presentation will outline the
core values of our commissioning practice and present the latest
developments in TBA21-Academy's research, including the
long-term commissions by Armin Linke: Prospecting Ocean, Joan
Jonas: Moving Off the Land Il, and Territorial Agency: Oceans in
Transformation, the itinerant exhibition Tidalectics (taking
conceptual inspiration from the Barbadian poet Kamau
Braithwaite), along with the presentation of the Academy's
educational, fellowship and local conservation programmes.

The Last Glacier
Todd D Anderson

Todd Anderson will discuss various The Last Glacier projects, an
art + science collective which he is a member, as case examples
on ways in which artists can maintain their autonomy while
working on common causes with other artists, writers and
scientists. By nature, and often by way of training, artists
sometimes approach making in the studio as individualistic
endeavors. Like the entrepreneurs they are, artists have nuanced
appreciation for how one spends one’s time, how one makes
decisions about ways of working and when that work is carried
out. Perhaps above all else, those in the creative industries prize
their autonomy. Anderson will share lessons learned and
strategies for retaining intellectual and creative autonomy
within the context of collaborations and convergent research
projects.

Posthumanist aesthetics in art and design: moving beyond

biomimicry

Anastasiia Raina
Few ideals have been as exalted or permeate the design field as
deeply as biomimicry. This formal imitation of nature in the
design of objects dates back to the 19th-century art nouveau,
notably reemerges in the design philosophy of the Bauhaus, and
continues through many works today. Rooted in the empirical
study of plants and animals, creations employing biomimicry
borrow credibility from both biology and nature, appealing to
people’s scientific and spiritual sensibilities. Such
romanticization of biomimicry leaves it particularly vulnerable
to exploitation by marketing power that ultimately enables the
production of objects under the guise of greening initiatives,
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afforestation, and other environmental do-goodisms that
paradoxically proliferate at the expense of the natural world. As
we construct sustainable futures, how can we move from being
inspired by nature to working with nature? With the insights
from posthumanist theory, this presentation will focus on the
broader decentering of anthropocentric aesthetics to create
space for inter-species collaboration among humans, non-
human species, ecosystems, and algorithms.

Decolonizing Climate Change, Artists of the Peripheries
Marek Ranis, University of North Carolina at Charlotte

It is about time to decolonize the narrative of the Arctic by
giving a voice to native artists there. In my paper | focus on four
contemporary Artists: Sonya Kelliher-Combs (Ifupiaq
Athabascan) based in Alaska, Maureen Gruben (Inuvialuit), based
in the Northwest Territories of Canada, and Aslaug Juliussen,
Hans Ragnar Mathisen (Sami) of northern Norway. Those four
artists, whose creative work has been inspired by their native
heritage and the current environmental and social conditions in
the Circumpolar North, strive to create art which is deeply
invested in recognizing and preserving traditional knowledge,
culture, and respect for the environment. They all tackle the
most important contemporary issues, from climate to social
justice and decolonization. All three are feeling firsthand the
urgency of oncoming environmental catastrophe; in that
context, they want to shape and decolonize the narrative of their
land and their people. All four represent thousands of years of
presence and cultural tradition in their respective lands, which
are wrongly considered extreme and empty peripheries of the
world. All four, literally and symbolically, are stitching the
narrative of their land while increasingly understanding the
global resonance of events in the High North. Global events
inspire many artists to travel to the remote corners of the world.
However, this project recognizes those creatives who are already
there, for whom not only their art but also their daily
experiences are determined by their geography and heritage, for
whom global events are their identity.

Once More with Feeling: Art in the Age of Climate Change
Stefanie Hessler, Kunsthall Trondheim

The last years have plunged the planet into an ever more
palpable state of climate change. As the atmosphere is heating
up, glaciers melt, and oceans toxify, many people are turning
towards the sciences for evidence and towards the arts for
imagination. Beyond calling upon the arts to show other,
speculative ways out of, or at least to grapple with, the
planetary disaster, the pressure on the internal workings of the
art system increases. The tension between the ethics talked
about on the surface and the way the art system operates is
becoming increasingly unbearable. In this talk, | will explore the
responsibilities of the arts and artists, while arguing that
responsibility cannot be outsourced to art. Greenwashing, or
bluewashing, with and through art compromises the possibilities
of art to question, to not deliver, to complicate, and to imagine. |
suggest that we need to consider responsibility as more than an
attitude and actions, and propose that rather than merely
changing ways of thinking and doing, we (by “we” | mean an
imagined pronoun for the Global North), need to change our
ways of feeling.
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Chairs: Nicole Danielle Pulichene, The Metropolitan Museum
of Art; Nancy Ann Thebaut, Skidmore College

Double-sided images are pervasive across art historical time and
place, yet they are not always considered in their full physical
integrity: one side is often studied, displayed, and photographed
more than its counterpart. In the historiography of pre-modern art,
for example, privileging one side of a work might reflect
methodologies borrowed from the study of easel painting. This
approach, however, risks flattening an object’s material complexity
and obscuring evidence of making and use. This panel seeks papers
that consider the history and historiography of double-sided
objects by attending to their many facets, whether “front” and
“back;” oblique angles, or otherwise hidden images. We ask how
more holistic approaches to works of art might complicate, or even
confirm, long-standing art historical narratives. Topics and
questions might include: if makers emphasized or concealed the
multi-sidedness of an object; if (and how) one side became
dominant over time; emergent iconographic or material patterns
within an object corpus; and multifarious or changing viewing
conditions. Participants might offer solutions to unsatisfying yet
common descriptors like front/back, recto/verso, or
obverse/reverse, which so often reinforce material hierarchies. In
keeping with this year’s CAA theme of climate crisis, contributors
may wish to explore double-sidedness as a solution to material
scarcity, namely through reuse and recycling. Proposals dealing
with multi-sided works of art are also encouraged to apply. We
hope that this panel creates a unique space to confront
methodological and visual blind spots within our discipline by
revising and challenging one-dimensional modes of looking.

Fool's House: Jasper Johns, Frontality, and Painting
Isabelle L. Wallace, University of Georgia

Jasper Johns has been interested in the two-sidedness of
paintings since the beginning of his career. In 1956, one year
after his inaugural painting of the American flag, he used a
painted canvas as a surface on which to display the backside of
a second, resulting in an object that played upon notions of
“front” and “back” to generate an opaque experience of both.
Four years later, in 1960, Johns executed Figure 3, a small, two-
sided oil on wood that uses the planarity of painting against
itself, resulting in a painting that functions like a vitrine. On one
side, the number three, which is painted in gray with white
highlights, is rendered “correctly; with the motif’s open side
facing the panel’s left edge. On the other side, the number three
appears in mirror reverse, with the motif’s open side facing the
panel’s right edge. The effect is of a “figure” trapped within a
transparent, if inaccessible box; its “front” visible from one side,
its “back” visible from the other. In later works, Johns takes yet
another approach, making several paintings whose left- and
right-hand edges, though separated by the expanse of the
painting’s middle, encourage the idea of contiguity, as if the
painting were once a cylindrical object, subsequently bisected
and flattened into a planar, frontal object. Attending to these, as
well as other strategies, Johns, and |, in turn, ask what is at stake
-- psychologically, conceptually, materially -- in maintaining or
dissolving a purely frontal conception of painting.
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Long Banner of Bodhisattvas: Its Economic Use of Materials &
Original Display as a Double-Sided Painting
Yoonah Hwang, University of Southern California

Long Banner of Bodhisattvas (c. 956), Stein Painting 216 in the
British Museum, is a distinctive painting discovered in Cave 17
at Mogao Caves in Dunhuang. In terms of its length, material
and display mode, this extremely long banner, which measures
396.0 cm in length and 59.0 cm in width, was originally painted
on a single layer of silk without backing or mounting on another
material. However, in the course of the mounting and preserving
process when the painting first entered the British Museum in
1920s, the whole painting was mounted on modern silk, which
prevents us from experiencing the original method of display.
Based on an interpretation of the painting’s original materials
—gauze-Llike, transparent silk and prominent red pigments
analogous to blood—the author argues that the banner was
meant to be seen from both sides by reconstructing its intended
display using Mogao Caves’ wall paintings and similar examples
excavated from neighboring regions, such as Turfan. The author
further argues that the painters fully utilized the qualities of the
painting materials. By painting primarily on one side and letting
the pigment bleed through to the back of the silk, the banner
showcases how efficiently the artisans accomplished the
painting process with limited painting materials. This painting
demonstrates a unique form of religious art and is a strong
example of how the other painted banners from Dunhuang
would have been produced.

Inside Out: A Reconsideration of the Tazza Farnese
Nora Lambert

Perhaps the most famous ancient engraved gem is the Tazza
Farnese, a massive double-sided sardonyx dish that has
appeared in the court records of Holy Roman Emperor Frederick
[I, Timurid Persia, and Alfonso I, King of Naples. Its illustrious
provenance is matched by its equally remarkable imagery and
materiality. On the dish’s interior, an ancient artist carved five
Egyptian deities into variegated layers of hard stone. Two nude
male figures seemingly fly overhead. The exterior features the
Greek monster Medusa with flowing hair that simultaneously
rises from and sinks into the stone. This doubled imagery
reflects an interest in both the stone’s precious material and the
techne required to manipulate it. It also precludes any resting
surface. Indeed, the cup begs constant manipulation, as its
varying layers provide a surface that vacillates between
translucency and opacity, alternately revealing and concealing
its exquisite carvings. Art historians have vigorously debated the
Tazza’s enigmatic iconography and the significance of its
medium. Yet these discussions privilege the vessel’s interior. Our
paper will instead consider the Tazza holistically and offer a
longue-durée examination, beginning with its ancient origins
and concluding with its circulation in the medieval and early
modern periods. We thus investigate not only the
interconnectedness of the Tazza’s two sides, but the intertwined
aspects of its materiality, iconography, and centuries-long
reception. By tracing the object as it traversed the
Mediterranean, we explore the implications the Tazza Farnese
held for the varied viewers who treasured, recorded, and
adapted this extraordinary object in its entirety.

Inside Out: A Reconsideration of the Tazza Farnese
Rebecca Levitan
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Perhaps the most famous ancient engraved gem is the Tazza
Farnese, a massive double-sided sardonyx dish that has
appeared in the court records of Holy Roman Emperor Frederick
[, Timurid Persia, and Alfonso I, King of Naples. Its illustrious
provenance is matched by its equally remarkable imagery and
materiality. On the dish’s interior, an ancient artist carved five
Egyptian deities into variegated layers of hard stone. Two nude
male figures seemingly fly overhead. The exterior features the
Greek monster Medusa with flowing hair that simultaneously
rises from and sinks into the stone. This doubled imagery
reflects an interest in both the stone’s precious material and the
techne required to manipulate it. It also precludes any resting
surface. Indeed, the cup begs constant manipulation, as its
varying layers provide a surface that vacillates between
translucency and opacity, alternately revealing and concealing
its exquisite carvings. Art historians have vigorously debated the
Tazza’s enigmatic iconography and the significance of its
medium. Yet these discussions privilege the vessel’s interior. Our
paper will instead consider the Tazza holistically and offer a
longue-durée examination, beginning with its ancient origins
and concluding with its circulation in the medieval and early
modern periods. We thus investigate not only the
interconnectedness of the Tazza’s two sides, but the intertwined
aspects of its materiality, iconography, and centuries-long
reception. By tracing the object as it traversed the
Mediterranean, we explore the implications the Tazza Farnese
held for the varied viewers who treasured, recorded, and
adapted this extraordinary object in its entirety.

Face Value: Figuring Blind Spots in a Fourteenth-Century
Breviary
Joshua O'Driscoll, Morgan Library and Museum

This paper examines the copious depictions of reversed figures
in a fourteenth-century breviary produced for the Carmelite
cloister of Santa Maria in Porto, Ravenna (PML MS M.373). The
anonymous painter of the manuscript (known variously as the
Master of B 18, or the Second Master of San Domenico)
consistently and creatively challenged the primacy of frontal
depictions of figures, particularly in the book’s historiated
initials. Whether best understood as entertaining distractions or
purposeful disruptions, these curious figures clearly subvert
viewer expectations. The reversals are all the more startling in
the context of a liturgical book made for a famously strict
mendicant order. Investigating the painter’s decision to flout
convention, this paper will consider a range of issues and
historical contexts, including the role of marginalia in
contemporary Bolognese illumination, the treatment of pictorial
space, and the potential for understanding the historiated
initials as anti-portraiture.
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Chair: Madeline Murphy Turner, The Institute of Fine Arts,
NYU

While a number of women artists in Latin America have worked
with ecological systems, many of these figures—such as Ana

Mendieta, Alicia Barney, and Cecilia Vicuna—have been analyzed by

scholars, critics, and even the artists themselves in terms that
emphasize a generalized notion of mysticism, ritual, or the
shamanic. Such perspectives risk creating an essentialist link
between women and the natural environment and rely on
narratives that can fetishize indigenous world views. This session
seeks emerging scholarship that presents new perspectives on
contemporary (c. 1960-present) self-identifying women and non-
binary artists who think critically about the human relationship to
land, water, and other living organisms in the context of Latin
America. While open to a range of approaches, we are particularly
interested in papers that examine links between gender equality
and environmental activism in visual culture. We hope to raise
questions related to the implications of extractive and settler
colonialism; theories of non-human agencies; art and food

systems; and issues of eco-feminism. We invite papers from a range

of fields that include performance, indigenous, and museum
studies, seeking to explore the multiple ways in which art, gender,
and ecology have intersected in the past and continue to do so in
new modes of visual practice.

Blood, Spit, and Tears: Performing Gender and Ethnicity in

Sandra Monterroso's "Lix Cua Rahro/Tus tortillas, mi amor”
Carlota Di Liscia

In her video performance, Lix Cua Rahro / Tus tortillas, mi amor,

Monterroso sits at a wooden table as she makes tortillas using a

paste prepared with corn and her own bodily fluids. The artist
does this by masticating corn, regurgitating it, and then
kneading it in a fine dough. By simply performing the laborious
task of food preparation, Monterroso exposes the tension
between a Euro-centric aspiration and the presence of a rich
indigenous history in Guatemala. Like the bovine industry in
Argentina, the changing gastronomic landscape of Guatemala

and broadly, the Maya region, is defined by a post-colonial order

which absorbs and oppresses indigenous practices. This is

particularly relevant when we consider the legacy of colonialism

in the Maya region; Maya women in Guatemala and Mexico are
seen as the gatekeepers of tradition, idealized through their

traje (traditional Mayan dress), native dialects, and their tortillas.

There is a well-defined, gendered duality within a collective
Maya identity which will be discussed in this presentation
specifically in relation to Monterroso's dissection of her own
identity as a female ladina—a term used to denote Spanish
speaking Guatemalans with indigenous descent. The final

portion of the presentation will address the Imperialist threat of

the proliferation of United States' fast-food chains within the
Latin American region, and how Monterosso's performance
should be viewed as a critique of globalist hegemony and a
return to an agro-ecological and autonomous gastronomic
identity.
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Inhabiting the Waters: The Art of Mapuche Artist Sebastidn
Calfuqueo

Florencia San Martin, California State University, San
Bernardino

In recent years, a crescent number of publications in the
humanities have turned to theories on water to expand on the
critique around settler colonialism in the Americas and beyond.
Tiffany Lethabo King for instance developed the metaphor of the
“shoal” to think simultaneously about the relationships between
Blackness and Indigeneity in the context of coloniality and
contemporary politics. In the field of visual studies, Macarena
Gomez-Barris coined the term “submerged perspectives” to refer
to the ways in which geographies of ocean and land together
can be rethought in the colonial anthropocene by celebrating
life otherwise that emerges from below. This paper analyzes the
work of mapuche queer artist Sebastian Calfuqueo from the lens
of the submerged. Examining their artistic strategies to
denounce coloniality of water, earth, and non-heteronormative
sexualities within Chile’s neoliberal extractive present, this
paper focuses more specifically on Calfuqueo’s 2020 video
Kowkiilen (meaning “Liquid Being” in Mapudungun), a 3 minutes
video encompassing a poetic journey regarding the relationship
between water, life, and sexuality in mapuche’s culture, history,
and decolonial struggles. Analyzing the work in relation to the
artist’s collaboration with mapuche feminist collective
Rangintulewfi (meaning “Between Rivers” in Mapudungun), this
presentation also addresses the ways in which language and
water relate, unearthing the memories of the territorial past and
the existence of different and more fluid worlds.

Opossum Resilience and Dry Twigs: Ecofeminist Cuir Camp in
Contemporary Latin American Video Performance
Gillian Sneed

Since the 1970s, Latin American women artists have addressed
women’s identities and naturethrough essentialist and fetishized
representations of “the feminine” and “indigeneity. Today, anew
generation of self-identifying women artists working in video
performance are returning tothese themes, but through
innovative approaches that address the legacies and ongoing
realitiesof colonialism and the insurgencies of dissident genders,
bodies, and sexualities in ways thatsatirize and resist
essentialist and fetishizing tropes. These include recent videos
by twoemerging Latin American artists: Naomi Rincon Gallardo
(b. 1979) and Maximiliano Mamani(b. 1995). Gallardo’s
Resiliencia Tlacuache (Opossum Resilience, 2020) is a campy
videonarrating a tale of Oaxacan territorial dispossession
through characters including an Opossum, aHill, A Mixtec Cave
Deity, and an Aztec Goddess of Agave, who come together to
combat theextractivism of the local mining industry. In the
music/dance video Ramita seca la colonialidadpermanente (Dry
Twig, The Permanent Coloniality, 2019), Mamani plays Andean
drag queenBartolina Xixa, costumed in traditional Cholita garb,
and dancing in a smoky trash dump tomusic with stridently eco-
feminist and anti-imperialist lyrics. Both works reject
neoliberalcapitalist and colonial codes and honor Indigenous
perspectives, marshaling the dissident bodyto resist both the
predatory and extractivist regimes of imperialism, as well as the
traditionalgender binaries perpetuated by folklore stereotypes.
They also both strategically engage camp asa form of critique
and resistance, exemplifying José Esteban Munoz’s contention
that cuir Latinxartists marshal camp to resist oppressive
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hegemonic regimes of straight Anglo-Americanwhiteness.

Embroidering Politics: Maya Cosmologies Influence in
"Zapantera Negra”
Madison C. Treece, UCSC

"Zapantera Negra" was a 2012 exhibition that resulted from
Black Panther Minister of Culture Emory Douglas’s residency at
the En Donde Era la ONU (EDELO), a collective space in Chiapas,
Mexico, run by American artists Caleb Duarte and Eve Mia
Rollow. "Zapantera Negra" developed out of the perceived
similarities between the Black Panther Movement and the
Zapatista uprising and was conceptualized as an exhibition that
would distribute artistic control among the Zapatista community.
This paper examines how Zapatistas visually address their
movement’s needs through a dialogic process of cultural
production within the framework of Zapantera Negra, looking
specifically at textiles produced by the Zapatista women’s
embroidery collectives that were assigned Douglas’s illustrations
to reimagine. In Maya cosmologies, order is brought to the
heavens and earthly realm through the structured weaving of
cloth. Weaving and textiles also bring meaning and structure to
the everyday lives of the Maya people. Within the charge of
women, textiles manifest indigenous Maya epistemologies and
speak to the ways humans participate in the construction of
community. Textiles are therefore a particularly poignant form
for visually addressing contemporary politics and activist goals.
Looking at the revisions, omissions, and additions made by the
Zapatista women to Douglas’s images, the embroideries draw
from indigenous practices in order to voice their unique
positionality and ideology as Zapatista women fighting their
own battles and asserting their own identities. Specifically, corn
motifs throughout the textiles show that people can only
flourish with the land, reinforcing Zapatista demands for
reterritorialization for sovereignty.
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Chairs: Iveta Slavkova, The American University of Paris;
Anne Marie Butler, Kalamazoo College

Suggestions of post-crisis landscapes, hybrid bodies, and a world
absent of humans pervade surrealist works. Surrealism was born
just after World War |, a global catastrophe that devastated the
environment through the use of heavy weapons, bombs, and toxic
gas, leading to a reflection on a crisis which would turn Earth into
a desert emptied of the living, including humans. This vision of
Earth as a desert prefigures our contemporary moment of climate
crisis although this concept did not exist at the time. Surrealist
texts, images, and exhibitions suggest that rationality, progress,
and scientific empiricism - fruit of the human pretension to
dominate and classify everything - are absurd and will cause the
ultimate absolute devastation. The “ecology” of surrealism
highlights this crisis of humanism and the reinvention of values in
the face of the specter of Earth as a devastated landscape. In
response to or in anticipation of a post-crisis world, many
surrealists sought to unleash the flux of thought subsumed by
rationalist productivity and consumption, free the multiplicity of
the self, and release desire and sexuality. With an emphasis on
interdisciplinarity of fields and methods, this panel seeks to
theorize broadly the ecology of surrealism. It aims to highlight
surrealist works from different time-periods and places, as they
point urgently to the crisis of humanism in the 20th century and
today, engaging a reflection on the devastating consequences of a
certain definition of Western civilization and of the human.

Submerged Surrealism
Christina Heflin, Royal Holloway University of London

The obsessive representation of and violence against the eye is
inescapable in surrealist art, with works like Luis Bunuel and
Salvador Dali’s 'Un Chien andalou’ and Georges Bataille’s
'Histoire de Loeil' being the most renowned for their depictions
of acts of ocular defilement. Over the years scholars like Martin
Jay have questioned these artists’ intentions and have even gone
so far as to position them as anti-ocular. However, compromising
the physical integrity of the eye is not necessarily an outright
rejection of vision. Instead, it questions the hierarchical
structure of the senses. The use of marine animals in surrealist
art seen in works by artists such as Jean Painlevé, Eileen Agar
and Man Ray represents beings which rely on other modes of
sensing, thus navigating their worlds without the primacy of
vision. My position is that these artists are taking an anti-
ocularcentristic stance and letting their work reflect this
position. Examining surrealist works featuring marine life, this
paper also focuses on research from popular science journals
which discuss advances in marine biology during the 1920s and
1930s that may have been read by the Surrealists. | contend that
surrealist depictions of marine life reflect an interest in
alternative sensory regimes, stemming from crisis and the
trauma of war, thereby rejecting vision above other senses and
calling into question the structure and position of the human-
animal boundary. These representations express a desire to
move beyond the eye to expand and explore faculties of
perception typically denied to the human sensorial experience.
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From Mythical Insects to the Poetics of Stones: Roger Caillois’
Critique of Human Exceptionalism
Donna Michelle Roberts

Ever provocatively keen to reveal human thought and behaviour
in the light of the least mammalian aspects of nature, Roger
Caillois developed one of the twentieth century’s most sustained
critiques of human exceptionalism. From his disconcerting
writings on the relations between humans and insects in the
1930s to his late writings on the mysterious syntax of stones,
Caillois sought ways of exploring how those dimensions of
human life long considered unique - such as myth, art, and
poetry — were apparent throughout nature at large. Caillois’
ideas on the interconnections between humans and the entirety
of nature ran distinctly against the grain of Martin Heidegger’s
view that ‘The stone is wordless; the animal is poor in world;
man is world forming. This paper will discuss how Caillois
expanded the surrealist concerns with the occulted
hieroglyphics of everyday life and developed a view of the
semiotics of the natural world that draws his work close to the
field of biosemiotics, with its attempts to define human semiosis
within a more general understanding of nature’s systems of
communication. True to the surrealist basis of his thought,
Caillois proposed that it was only through mobilising the
imagination that humans could grasp the interconnections
between cultural and natural phenomena, and thereby develop a
more appropriately modest sense of the capacities and true
nature of their species, one, he pessimistically but poignantly
defined as ‘late-coming, temporary, and transient - it will not
even last as long as the dinosaurs lasted.

‘Rien qui fit a sa place!”. Benjamin Péret’s Natural History
(1947-1958)
Julia Drost, German Center for Art History

Ecological thinking as a reflection on the interconnectedness
(Timothy Morton, 2010) of all natural phenomena and
manifestations characterizes surrealism’s approach to nature in
many ways. In my contribution, | propose to examine Benjamin
Péret’s poetic Natural History, published in 1958 together with
five illustrations by the Czech artist Toyen. Péret's two-part
poetic conte refers to ideas of the ancient theory of elements as
well as to modern natural history. The confrontation with the
mythical narratives of the explanations of nature as well as their
contrast and interaction with modern knowledge lead to a
revolutionary transformation of the phenomena of the natural
world. This is what Toyen takes as the starting point for her
illustrations. The result is an ecology of the marvelous that
questions established hierarchies as well as ideas of usefulness
and order within nature and its creatures. The driving force of
emergence and transformation of all natural creatures is the
desire, root and energy of a utopian vision, a position which
shows in many ways parallels to the Natural History of Max
Ernst. In fact, Péret deals with the crisis of humanism. The
largely dehumanized nature, having become a soulless desert
through war, is animated by humanized elements, plants, and
animals. The impenetrable, soulful life of nature challenges the
earth scorched with calculation. Péret and Toyen create surreal
landscapes of the marvelous, in which the inexplicable and the
illogical denies the ideals of progress and rationality and
postulates a unity of man and nature.
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Surrealism in the Desert: The Arizona Landscapes of Max Ernst
and Dorothea Tanning
Samantha Kavky, Penn State Berks

Many surrealist landscapes feature generic desserts as visual
analogs for the mental space of the unconscious. While there is
evident irony in visualizing the semantically and
iconographically replete mass of unconscious activity as an
empty dessert, the visual conceit became a common expedient
for the depiction of a space dislocated from physical reality. The
desert landscapes Max Ernst created while living in Arizona
break from surrealist norms by picturing actual deserts, real
locations that he visited or viewed from his house in Sedona. For
Ernst the desert functioned as an active ground for imaginative
vision and unconscious projection, rather than a neutral or
passive dream-space. Yet, as made clear with his first evocation
of the Arizona desert, Europe After the Rain, 1941-42, it also
carried apocalyptic signification during a period of world war. By
the time he moved to Sedona in 1946, the atomic bombs had
been dropped over Japan. Ernst must have been aware of the
role the American Southwest played in military and nuclear
testing. In 1942 the Dugway Proving Grounds in Utah became a
location for the testing of chemical and biological weapons, and
closer to home, the Yuma Test Branch in Arizona was activated
in 1943. This ambivalence between a mentally fertile space
associated with healing and spirituality, and an arid world of
devastation resonates in the images of the land produced by
Ernst during his tenure in Sedona from 1946 to 1956 as well as
in those produced by his wife Dorothea Tanning and others.

HISTORIANS OF EIGHTEENTH-CENTURY ART AND ARCHITECTURE

Chairs: Wendy A. Bellion, University of Delaware; Kristel
Smentek, Massachusetts Institute of Technology

How might an “ecocritical insurgency; to use Lawrence Buell’s term,
of environmental scholarship reorient studies of the decorative arts
in the long eighteenth century? Proposing “Eco Deco” as a term for
this inquiry, this session aims to catalyze an interdisciplinary
conversation about environmental history, decorative arts, and
design. The manufacture of early modern decorative arts involved
an astonishing quantity of material substances harvested from a
range of natural environments; the global systems of labor and
transportation that moved such products to consumers generated
corresponding environmental effects that have yet to be critically
examined. We invite papers that take a global view of the material
stuff of design and the decorative arts (e.g. wood, cotton, metal,
clay, glass, ivory, tortoiseshell, cochineal) within anthropogenic
and/or nonhuman networks (e.g. slavery, colonialism, capitalism).
How do the decorative arts expose historical ideologies and/or
period imaginaries of nature, materiality, technology, and
aesthetics? How were the decorative arts implicated in processes
of resource extraction, ecosystem disruption, species destruction,
industrial pollution, waste, and toxicity?

Fragmented Histories, Imperial Objects: The Specimen Table
Across Time and Space
Freya Gowrley
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Ebony Clothes/Ebony Bodies: Negotiating Ornament in
Coromandel Coast Furniture
Shweta Raghu

Trees, Orphans, and the Forgotten Figures of Savonnerie Carpet
Manufacturing (1662-1688)
Sarah Simpson Grandin, Harvard University

“A Toilette in their fashion’: Indigenizing the Dressing Table in
France and New France”
Philippe Halbert, History of Art Department, Yale University

DIASPORIC ASIAN ART NETWORK
Chair: Alexandra Chang, Diasporic Asian Art Network

Our enviro crisis has presented us with the need to acknowledge
the underrecognized exigencies of our individual and collective
grief, healing, and care. The artists on this panel explore their
practices with us, reflecting on their work in terms of shared
personal and community histories, memory, and trauma and the
processes of rituals and care that allow us to heal and look toward
the future. Jean Shin’s work tackles the enormity of our consumer
waste streams as well as the need for us to gather and pause to
share in the process of mourning during our ecological crises. Mary
Ting’'s work engages with grief and her personal history, tying her
family history with that of the broader context of Chinese History
in the 20th century and the global animal trade and climate-
related extinction in terms of the legacies of trauma and loss.
While Sue Huang’s interdisciplinary practice asks of us to
contemplate our sensorial experiences, to think discursively and
imagine both individually and together among other things about
clouds, asking us to contemplate narratives within and beyond
ourselves into realms of the non-human. This panel is presented by
the Diasporic Asian Art Network.

Transforming Consumer Waste Into Care and Urgency During

the Enviro Crisis

Jean Shin, Pratt Institute
Jean Shin shares behind the scene stories of recent large-scale
projects that address the urgency of the environmental crisis.
Allée Gathering at Storm King, salvages dying maple trees on
site and transforms them into a monumental communal
sculpture. The work offers a place of remembrance, to sit and
observe nature more closely while mourning our loss. Pause at
Asian Art Museum shows our increasing dependence on mobile
phones and other digital devices to connect, resulting in a vast
amount of obsolete technology and electronic waste. Engaging
the public on issues of plastic waste and environmental
stewardship, MalZE is a labyrinth of green plastic bottles stacked
to resemble cornstalks as a symbol of agricultural production in
the American heartland. Shin’s projects invite audience to slow
down and reflect on how our consumer behaviors impact the
environment.

Mary Ting: On Art, Grief, Ecological Collapse into Action
Mary Ting, John Jay College

Mary Ting will given an overview of her art, projects, lectures
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and research that examine and reflect on cultural trauma,
ecological loss, and the intersection of art, activism, research
and environmental justice. Her talk will end with a focus on
COVID-19 and future pandemics, wildlife trade, deforestation,
loss of bicultural diversity in our climate altered world.

Grieving the Nonhuman: Sensorial Approaches to the Climate

Crisis

Sue Huang, University of Connecticut
In order to attune ourselves to the unfathomable reality of the
climate crisis, we need artistic encounters that can expand
emotional awareness about ecological losses occurring beyond
the limits of the human sensorium. A number of works explore
this theme. Mesocosm (2012) by Marina Zurkow, for example,
collapses long timescales to explore human impacts on
decaying ecologies. Before Tomorrow (2008), a narrative film by
Marie-Héléne Cousineau and Madeline Ivalu, presents an
allegory of apocalypse through the story of a colonized Inuit
community. Sue Huang’s work similarly attunes audiences to the
temporal and geographic scales of the climate crisis. However, in
a similar vein as works such as Global Warming Hot Yoga Studio
(2016) by Pinar Yoldas and Plantén Mavil (2010) by Lucia
Monge, her work takes an approach that engages audiences
through immersive, sensorial experience and embodied
participation. In this talk, Huang discusses three of her pieces:
Freshkills in Eight Movements (with Brian House), a movement-
based sound installation that collapses disparate timescales
through sonified environmental data; In the Time of Clouds, a
participatory dining experience that collectivizes human
imaginaries about the sky; and Erotic Ecologies, a speculative
archaeology work that explores climate grief by linking
prehistoric practices to a posthuman future. These projects
utilize sensorial experiences to create an emotional repository, a
set of lasting memories that might foster new modes of
mourning the nonhuman entities that surround us—the clouds
and the earth (Cunsolo Willox, 2012).

The Artwork as Garden: The Hartman Historical Rock Garden,
1932-1944

Cortney Nicole Anderson Kramer, University of Wisconsin
Madison

Concrete pique-assiette art environments have acquired a
reputation for being masculine artistic assemblages by America’s
underprivileged immigrant, farmer, or factory worker. For
example, the anecdote follows that H. G. “Ben” Hartman created
hundreds of sculptures while laid off from his foundry job during
the Great Depression. The presentation of works such as his
Historical Rock Garden as an “against all odds” narrative
presupposes the myth of individual exceptionalism, or visionary
genius. These biographical approaches bypass the work’s roots
in broadly shared attitudes about home, garden, and personal
expression. Artists made the sculpture gardens in concert with
flower and vegetable gardens, which many of their wives were
responsible for curating. Mary Hartman created a decades-long
home economy cultivating and selling plants that she exhibited
with her husband’s sculptures. Feminist art history has explored
historical omissions in which ephemerality of women’s artwork
is a major challenge. By overlooking the centrality of the works
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as garden, we omit the contribution of women’s creative labor
and perceive only one side of a three-dimensional process. To
observe the artworks today, without their carefully curated
flowering gardens, is to perceive only one side of a coin. Using
historical photographs, | will interpret Hartman’s concrete
assemblage as garden vis-a-vis the rock garden ‘craze; victory
gardens, and WPA. | propose an interpretation that foregrounds
collaboration between artwork and nature, which propagate
themes on permanence and ephemerality while addressing
historical gender omissions.

Mythical Mushrooms: Hybrid Perspectives on Transcendental

Matters
Xiaojing Yan

This talk will focus on my own art practice, which juxtaposes
Eastern mythology with Western culture to discuss
environmental and social issues by creating ethereal
installations using lingzhi mushroom, pine needles, cicada
exuviates, and other natural materials. In this age of the
Anthroprocene, | am both horrified and fascinated by the way
technological advancement gives humans the “illusion” of power
over nature. Now I'm playing with a range of collaborations
between the human and the natural element by designing a
controlled, human environment that, over time, gives way to an
organic process. The beginning of this hybrid science/art
experiment satisfies me. | am no longer in control, nature is. For
me it’s important that each side of this equation has a chance to
shine. Lingzhi is called mushroom of immortality in Chinese
culture. The use of materials/techniques holds cultural
significance. I'm interested in the aspects of endurance,
repetition, and care, and the dialogue that emerges between
cultural traditions and contemporary contexts around ideas of
identity, belief, and obligation.

Walking with Trees: Bearing Witness to Loss

Ruth Wallen, Goddard College

For almost a decade | have been walking with dead and dying
trees in California. During that time, over 150 million trees have
perished in the state. Trees throughout North America have been
living in the midst of pandemics for years. My poetic
presentation, mixing images and words, will ask what the trees
have to teach us, while exploring the implications of their loss. |
will note the similarity of the origin stories of the current
pandemics--the mindless destruction of habitat and global trade
oblivious to the integrity of the local, that contribute both to the
many introduced beetles and pathogens that have ravaged trees
and to the origin and spread of coronavirus. | will place the
causes of these pandemics as contributing factors to the climate
crisis, which is causing even more massive tree mortality. Using
images of tree rings that | have diagrammed based on differing
models of future climate, | will show how climate change is like
a tightening noose, as the tree rings contract due to bark beetles
and drought, made worse by rising temperatures, until whole
forests go up in flames. Just as the trees have called me to stay
present to grief and loss, | will stress the importance of public
morning and bearing witness, of opening to the magnitude of
the crisis, the vulnerability of loss, and the recognition that as a
society we can’t go back to an old normal but must commit to
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radically different ways of being and doing.

A Bear at the Door: Transformation, Perception, and the
Wounded Bear Mosaic at Casa dell’Orso Ferito
Amanda Chen, University of Maryland, College Park

Just past the threshold of the Casa dell'Orso Ferito [VIl.2.45] in
Pompeii, the mosaic depiction of a wounded bear greets visitors.
Pierced by a spear, bleeding, and accompanied by the Latin
greeting “Have” (welcome), the wounded bear seems an unusual
image with which to decorate the entryway of the home. This
paper examines the wounded bear motif within the context of
the doorway, a space that was considered vulnerable and
regarded with anxiety by the ancient Romans. Drawing on
studies of perception and an analysis of a viewer’s interactions
with the image, the paper contends that the visual details of the
mosaic, along with literary and mythic characterizations of
bears, align the animal with various types of transition. |
suggest, through the example of the wounded bear, that the
inhabitants of ancient Pompeii engaged superstitions
surrounding doorways and other transitional spaces through its
visual and ideological counterparts. Thus, by decorating their
doorway with the image of a wounded bear, the owners of the
Casa dell’'Orso Ferito endeavored to protect both the home and
visitors from the dangers of ambiguous space through the bear’s
many associations with in-betweenness, to mirror the
transitional nature of the passageway. By anticipating the
movements of a viewer, the mosaic was also activated through
human interactions to police the passage in perpetuity. This
study of the Casa dell'Orso Ferito thus works illuminate the ways
in which the ancient Romans addressed ephemeral beliefs
through visual means, while demonstrating the importance of
interactions with efficacious imagery.
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Chairs: Alison A Boyd, Utrecht University; Sria Chatterjee,
Max-Planck Kunsthistorisches Institut

Climate change is primarily presented through a scientific and
technical narrative. However, climate change is deeply political and
the question of race is inherent to both contemporary climate
justice, and how the relationship between the environment, art and
society have been historically constructed. In the early twentieth
century, artists, critics and intellectuals across the globe used the
concept of “rhythm” to situate race in relationship to natural and
man-made environments. In an era in which blood (race) and soil
(nature) were seen as inextricably linked, rhythm was often used as
the lynchpin to connect these concepts. Art critics in the
1920s-1930s formed aesthetic theories premised on the belief that
the environment determined a person’s race or character. As
industrialization, new agricultural practices, migrations and
urbanization transformed environments and climates, many people
believed that modernity had misaligned these natural rhythms.
This led to cultural anxieties--from neurasthenia to racial
miscegenation and xenophobia. While “blood” and “soil” are most
infamously associated with constructions of Aryan German identity,
this panel explores how “rhythm” was mobilized across the globe
towards a range of nationalist projects that sought to create
authentic local artistic modernisms. Rhythm was a key term in a
number of modernist contexts, such as in Pan-Asian projects which
characterized “Oriental” art, engagements with indigenous and folk
art in the Americas, and in Pan-Africanism in the New Negro and
Négritude movements, among others. This panel seeks to excavate
transnational histories of rhythm and race, and their relationship to
the environment in the visual arts.

Yd aan xat kawdudlixetli dt/l have been blessed with this
weaving: Relational Tlingit Aesthetics in the Abstract Basketry
Collages of Edna Davis Jackson

Christopher Green, University of North Texas

Working primarily during the 1980s in the turbulent wake of the
Alaska Native Claims Settlement Act, the organic assemblages
by Tlingit artist Edna Davis Jackson incorporate handmade cedar
bark paper, fibers, and found objects. Drawing on land-based
weaving and gathering practices, Jackson’s work materializes a
relationship to her home territory of Kake, Alaska, and centers
her claims to Tlingit identity in the face of hybridity discourses
and essentialisms. This paper considers these claims through a
series of abstract collages based on Tlingit basketry designs. In
Tlingit world views, the gathering rituals and practices of
weaving embody sustainable and spiritual relations between
human and other-than-human beings. Such relations are
embedded in basketry and weaving and expressed in the
abstract decorative motifs, and associated names and stories, of
baskets and textiles, uniting the rhythm of the warp and weft
with that of the turning seasons and Tlingit oratory. Jackson’s
basketry collages appeal to geometric abstraction and the
legacy of avant-garde weavers to translate forms of so-called
women’s arts, historically undervalued, to mediums that also
enter into a broader contemporary art discourse. In doing so,
Jackson signals the contemporary in order to build upon the
historic forms at the core of her practice and counteracts the
stereotypical view of Tlingit women’s arts as mere craft. Jackson
visually and materially manifests her bodily experiences of the
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landscape, thus linking the cyclical rhythm and relational nature
of basketry to sovereign political claims to land and territory
that reconstitute ecological, social, and aesthetic relations.

Tropicality in Francophone African Architecture: Leveraging
ideas of Rhythm and Syncopation in Négritude after
Independence

Dariel Cobb, MIT

The French conception of the tropics as a clime inherently
intertwined with a primitive or childlike state of being as well as
alienation from this perceived natural state of grace is expressed
in the work of artists and poets like Charles Baudelaire. Aimé
Césaire, one of the founders of the Négritude movement,
refigures Baudelaire’s famed black swan as a symbol of
blackness itself, distanced from its birthright, longing to reclaim
its African past. Institutional architecture built after
independence in French West Africa embraced Négritude’s
ambitions, seeking to represent an imagined, ideal black past
projected over the framework of a modern, black future—a
future of global inclusion and economic equipoise between new
black nations and the post-colonial West. Throughout the 1960s
and 70s, a group of French architects collaborated with African
intellectuals to build an image of black modernity using
ornament, rhythmic composition, spatial syncopation and
Corbusian modernism as a demonstration of a unified, Pan-
African cultural reinvention. Using case studies from Benin, Cote
d’lvoire, and Senegal, this paper will focus on the work of the
Bureau d’Etudes d’Henri Chomette in collaborations with
Négritude thinkers, including the president of Senegal, Léopold
Sédar Senghor, who along with Césaire is the other major
founder of the Négritude movement, to articulate “Africanity” as
an amalgam of tropicality and modernity in a francophone
context.
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Chair: Lisa Marie Zaher, School of the Art Institute of
Chicago

In the midst of the pandemic, our interactions have become largely
mediated. The proliferation of virtual images leads to a general
attitude towards them as substitutes for the real, characterized by
a loss of embodiment. However, the history of art—as a history of
virtual images reaching back to cave paintings—teaches us
otherwise. In contrast to accounts distinguishing technological
images from embodied modes of production, the papers in this
panel ask us to think materially about technological media, as
formal interfaces that engage with an embodied subject, and as
subjects of embodiment themselves. Moving between film and
digital media, this panel acknowledges virtualization not merely as
representation but rather as the actualization of complex ecologies
concerning technology, historicity, subjectivity, and the body. The
papers each demonstrate the stakes—philosophical, sociological,
political and aesthetic—in understanding virtualization as
embodied acts of translation shared between maker and viewer.
Carolina Martinez investigates the virtual choreography in Marie
Menken’s 16mm film Lights, as “dispositifs” affecting the
spectator’s mind and body. Olga Kobryn examines how VR artistic
practices create new perceptions of time and reality. Jessica Tucker
demonstrates how new media practices reveal traces of their
embodied processes for spectators to reclaim their agency. Gala
Hernandez Lépez reads Shengze Zhu's documentary Present,
Perfect., featuring live-stream footage, as a reconfiguration of
visuality. Collectively, the papers propose models for re-framing
our everyday encounters with virtual images, from identifying the
structures shaping our identity, to re-imagining the
“temporalization of time” and the relationship of representation to
meaning.

The Hidden Virtual Choreography in Marie Menken’s Lights
Carolina Martinez-Lépez, EU ERAM (Universitat de Girona)

This paper explores the hidden virtual choreography in avant-
garde filmmaker Marie Menken’s Lights (1964-66), an abstract
film shot during the Christmas periods over three years. In this
film, Menken uses the camera in a performative way as if it were
a brush, painting with lights. She creates a virtual choreography
by integrating the movement of her body and camera with the
recording of the lights. The work engages the performance of
each spectator as they integrate the visible elements of the film
(the recorded lights) with other non-visible elements (Menken’s
body and camera), and perceive the dance of her body behind
the images. In this paper, | discuss this virtual choreography in
relation to Bergson’s idea of the “Present’s Image; (as discussed
by Rodowick in The Virtual Life of Film) as a continuous whole
composed partly of matter and partly of virtuality (related to the
aspects that our body cannot perceive due to its limitations).
Following Rodowick, Menken’s body would act in Lights as a
screen, filter and switch, releasing the forces of the non-visible
to produce a sensation (in the Deleuzian sense) in the spectator’s
body and nervous system, taking him beyond the mere
physiological perception of the tangible. | will argue that Lights’
virtual choreography acts as a “dispositif” that generates an
immersive experience affecting its viewers’ mind and body. In
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accordance with Fischer-Lichte’s performativity aesthetics
(2004), these dispositifs open the individual to the collective,
through a formal gestalt embedded in time and space, just as
Maya Deren did before her.

Translating Cinematic Form: The Philosophy of Space and Time

in Contemporary VR Artistic Practices

Olga Kobryn
What is the virtual? In what manner do new artistic media, such
as VR, stage and question this complex notion—a notion that
appears well before the digital revolution and in philosophical
traditions more or less distant and divergent (Aristotle, Bergson,
Deleuze, Serres, Lévy, Fuchs)? More than just a commercial
enterprise for entertainment, virtual reality constitutes a new
field of artistic experimentation that poses philosophical and
aesthetic questions. In this paper, | will demonstrate how these
practices establish a new poetics of the work of art, redefining
and translating cinematic form through a new economy of space
and time. Focussing on a selection of VR works by contemporary
French artists, including Jean-Baptiste Lenglet and Benjamin
Nuel, | explore how cinematic form itself acquires new
properties, characterized by spatial and temporal plasticity.
These forms now tend to be open, self-generative and process-
oriented, while deviating from the temporality of frame-by-
frame cinematic progression. The notions of the shot as well as
the frame no longer constitute the fundamental film unit: the
frame becomes mobile and the editing process changes in
nature. By accounting for the properties of the medium of virtual
reality (including the structure of image and sound in space and
time), while also addressing how VR practices differently
construct our understanding of interiority and exteriority,
subjectivity and objectivity, | will examine processes of
virtualization/actualization as fundamental not only to the
constitution of new artistic forms but also to our perception of
reality.

Virtual Residue: Accessing Embodiment in New Media Art
Practices
Jessica Tucker

In the overlapping histories of art and entertainment, new
technologies for interactivity and immersion have provided
audiences with new experiences of embodied reality. Yet,
interactivity and immersion can easily become gimmick,
caricature, or else a simplistic means of demonstration, limiting
the availability of deeper, more complex experiences with works
of art. Deployed playfully, with self-awareness and relevance to
a work’s central concern or premise, however, interactive and
immersive elements can serve as effective invitations into the
embodied thinking processes that are at stake in a world
increasingly virtualized by new media technologies. This paper
suggests that, in the traces of their embodied collaborations
with machines, new media artists can set up valuable entry
points for viewers to observe and recalibrate their own
relationships with technology and virtuality. Such gestures open
up new possibilities to deneutralize the perceived boundary
between virtual and IRL encounters and to reclaim agency in
how we participate in the sprawling social spaces they
constitute. Founded on an understanding that virtual media
reflect and reshape perception, this paper examines varied
strategies of embodiment and exteriorization in digital artistic
practices. Through accounts of my own recent work, alongside a

118 of 303



109th CAA Annual Conference

sampling of work by others, including Lorna Mills, Lauren
McCarthy, Constant Dullaart, Sara Ludy, and Samson Young, |
argue for the redemptive potential of new media artworks
recognized as residue of complex, embodied improvisations.

The Importance of Being Broadcast. Politics and Poetics of
Virtual Visuality in Present. Perfect. by Shengze Zhu
Gala Hernandez Lopez, Université Paris 8

Virtual space has become a popular gathering place in
contemporary China. Livestreaming has recently taken a central
role in the socialization of Chinese netizens, who spend hours
broadcasting their daily life, watching and commenting on the
lives of strangers, in order to develop a sense of communal
belonging. In her documentary Present, Perfect. (2019) director
Shengze Zhu collects hours of images from livestreaming
platforms and recycles them, reediting them to construct a
poignant portrait of contemporary Chinese netizens in a
cinematic form. The film depicts a world in which real and
virtual spaces are closely intertwined, developing
simultaneously, like mirrors. In fact, the roles of the virtual and
the actual seem to have been inverted in this world, as
accelerated digital capitalism (Rosa) causes social atomization
and the isolation of the subaltern, the exploited and the
oppressed. Their virtual existence has become their only means
of access to processes of subjectivation and social recognition
that are essential for any human being to exist. This paper reads
the film in the light of the theories of the economy of attention
(Citton), recognition (Honneth) and visuality (Mirzoeff) in order
to understand how Present. Perfect. participates in the politics
of virtual countervisuality. Paying attention and representing the
"without shares” (Ranciére) inside the livestreaming platforms,
the film performs a reconfiguration of visuality in the virtual
public sphere. Engaging with their right to be seen and heard, it
shows how these "without shares” actually claim a
countervisuality, which is, in fact, the right to reality.
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Chairs: Ellen Sampson; Ben Barry, Ryerson University

In his 2017 paper, Ben Barry uses the term ‘enclothed knowledge’
to capture the multi-modal and multi-sensory knowledges, which
acts of wearing and making clothes produce. This panel takes the
idea of 'enclothed knowledge' a starting point to examine the role
and position of practice-based research in fashion studies. It asks
what we know through making fashion objects, images and
exhibitions - and how these knowledges might differ from those
produced through more traditional academic research practices?
Historically there has been a division in both fashion academia and
education between those who study through making and those
who study through observation. However, the 'embodied turn, and
attendant reorientation of the field has revealed the porous nature
of these divisions, the ways that in ‘fashion thinking' theory and
practice are often intertwined. In the context of current attempts to
define and formalize the field, this panel seeks to critically examine
the role of practice-based fashion research in fashion studies. It
asks how methodologies of making and wearing clothes intersect
with and expand upon current concerns with embodiment, tacit
knowledge and the sensory experience of dress. This panel seeks
papers that challenge, interrogate and highlight the ways that
research through practice might develop, strengthen and expand
the field of fashion studies as it grows.

Cripping, Queering and Thickening Fashion Studies through
Participatory Making
Ben Barry, Ryerson University

Modus: A Glossary of Practices
Caroline Stevenson

The En[...]Clothed Collective
Fiona Dieffenbacher, Parsons School of Design

In an attempt to explore how clothing acts as a mediator
between various “bodies; states and environments,
En[...]Clothed seeks to explore the lived experience of
embodiment. Specifically, how may we speculate the space “in
between” ([...]) through the lens of body, clothing (or without
clothing), and identity? The En[...]Clothed collective consists of
artists, designers, practitioners, poets, performers, scholars, and
thinkers who aim to break down the barriers that have
historically existed within the formal domains of research,
scholarship, theory and creative practice. As a cumulative
project, the central goal is to intervene in existing discourses
between traditional sites of critical making and thinking in order
to generate new understandings and relationships. The
collective aims to move beyond hierarchical structures, avoiding
stereotypes of language, terminology and narrow definitions, in
order to articulate the “space in between”” The collective body of
work exemplifies the ways fashion thinking and making are
intertwined and offers an inclusive space for scholars and
practitioners to co-create, share knowledge, birth new forms of
hybridity, language, and terminology. The collaborative practice
and interdisciplinarity bridges a series of dualities: Interiority [...]
Exteriority, the visible [...] Invisible, Material [...] Immaterial,
Physical [...] Spiritual, Immanence [...] Transcendence, and
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Perishable [...] Imperishable that will yield new synergies across
shared domains of research. Key Words: Body, Enclothed,
Embodiment, Hybridity, Fashion, Theory, Practice

Clothing as Scent/Scent as Clothing
Lisa Z. Morgan, Rhode Island School of Design

The research connects with MOMA’s 2017 exhibition “Items: Is
Fashion Modern?” and explores specific iconic, ubiquitous and
archetypal garments and their typologies. However, the project
will be explored through a series of scents, in an attempt to
capture the embodied-ness of clothing i.e. the complexity and
breadth of meaning a garment communicates once it is worn on
a body as “an intersectional, global, cultural, social and political
phenomenon”’1 Fashion and fragrance are connected and
intertwined, at least since 1911, when Paul Poiret developed a
scent that was an extension of his designs and haute couture
house. Fragrance also supports fashion — making available the
‘essence), sensibility and ethos, of a brand. Although the body is
the connector between the two, each can be worn in similar
ways e.g. to adorn, to mask, to signify social and individual
identity/identities, moving from the conformist needs of a
uniform, to the subversive and fanciful. Both can be urgent, slow,
philosophical, gendered, cultural, political, expressive, open to
critical analysis and coveted as an aspirational choice. Thefocus
will be on only one, possibly two, ubiquitous garments e.g. a pair
of jeans (Levis 501’s) or a hoody — garments that are entirely
generic without the agency of a body. Through scent | will
explore relationships to attitude, cultures, signaling and
meaning and how different ‘bodies’ activate the clothes. 1
Antonelli, P and Millar Fisher, M, Items: Is Fashion Modern? , The
Museum of Modern Art 2017. p 19
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Chairs: Elizabeth Lee, New York University; Cathy Zhu,
Columbia University

As a discipline predicated on careful observation, the growing sub-
field of eco-art history has revealed and emended oversights
caused by our previous inattention to the ecology surrounding our
objects of study. Yet it often engages with oppositions between
terms like “nature” and “culture” - a polarity that is unclear in the
East Asian context. Localized concepts like “heaven” or the
Buddhist cosmos capture some of the same meanings, but not all.
How do we uncouple the idea that “nature” is outside the realm of
the human, that it is, in a sense, “supernatural”? Stepping away
from prevailing anthropocentric approaches to understanding
visual and material culture, this panel proposes the inclusion of
geological and zoological agency in the creation and aesthetics of
art to resolve the asymmetry of such terms as they arise in China,
Korea, and Japan. This session will also explore how artists and
artisans came to terms with shifting ecologies that were both
immediate and distant. Papers will address observations and
engagements with the immediate environment, in the form of
relief carvings and infrastructural incursions into the landscape, as
well as the construction or memorialization of environments that
were only accessible through secondary sources such as paintings,
prints, texts, and memory. By situating and historicizing the
practice of eco-art history in East Asia, this panel asks what new
insights can emerge if environments become central to our art
historical inquiries.

Ecological Considerations of Rock-Carved Buddhist Imagery in
the Mountains of Medieval Korea
Elizabeth Lee, New York University

Two striking images of Buddhist deities carved onto either side
of a large boulder loom over a deep valley leading up to the
peak of one of South Korea’s most historically significant
mountains. The reliefs are a popular devotional destination, but
few know that they were meant to be consecrated at this exact
location in response to the site’s built and natural context.
Engaging with medieval uses of the environment, this paper
examines the ways in which the ecological specificity of
monoliths, cliffs, and peaks are incorporated into the visual
schema of several Buddhist stone sculptures inserted into the
slopes around Biro peak (Vairocana peak), the apex of Mount
P’algong in South Kydngsang Province. A comparison of the
visual and conceptual approaches of these Koryd period rock-
carved images with that of an earlier cave temple triad reveals
an ontological difference between two types of Buddhist
imagery. The cave and the sculptures within, dating from the
late seventh century, evince a preoccupation with impressing
onto the landscape an ingrained iconography. The later
examples, however, evoke the geological substrate that the
images are situated in and arise from. This paper argues for an
ecological understanding of sacrality during the tenth to
thirteenth centuries and the translation of this understanding
into representational interventions in nature.

Patterns in the Ice: Omens and Song Painting
Cathy Zhu, Columbia University

In twelfth-century Song China, ecological events such as a
bumper harvest or successful flood control were interpreted as
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omens and a confirmation of the right to rule. Recent
scholarship often casts omens as a discursive tool for those who
are trying to seize political power, and the broad range of art
associated with omens as propaganda. Yet, this one-dimensional
approach to omens weighs political actors carefully while giving
passing treatment to the events themselves or the system of
beliefs which activates the omens. In conversation with the
current interest in the relationship of humans to their
environment, | argue that omen culture allows people to make
sense of and relate to their surroundings. It is a way for Song
people to domesticate the inexplicable and the anomalous, but
also a conduit for the environment to respond to human actions.
Through the study of the recently recovered narrative painting
[Llustrations of Auspicious Omens, | explore the importance of
specific localities in Northern China to the veracity of omens
about Emperor Gaozong’s (r. 1127-1162) early life and path to
the throne. Settings such as newly rerouted sections of the
Yellow River and chance meteorological events played a crucial
role in determining the outcome of a foreign invasion in 1127.
This paper suggests that omens allowed the court, which fled
south, to reimagine and remain in dialogue with physically
inaccessible territories in the north, which loomed large in the
national imaginary.

Fantastic Beasts: The Representation of Exotic Animals in Japan
Mai Yamaguchi, Princeton University

In the eighteenth and nineteenth centuries, as the study of
nature and natural history became popular in Japan, interest in
exotic animals increased, too. Publishers actively reproduced
texts on natural history from China and Korea, and worked with
writers who provided translations and commentaries of the
texts. People, especially city-dwellers, could see exotic animals
on display at curiosity sideshows and spectacles. Through trade
connections, some artists and scholars managed to obtain parts
of animals, such as a rhinoceros tail or tiger skull. In most cases,
however, the limited information available regarding the
animals meant that artists and scholars relied on secondary
sources for their own renditions, which in turn were copied by
others. For example, Diirer’s print of a rhinoceros first circulated
throughout Japan through a translation of Johann Jonston’s
Historiae naturalis de quadrupedibus, and then in the form of
drawings based on the publication. The rhinoceros straddled the
imaginary and the real, reconstituted from textual information
and silhouettes of images passed through numerous hands.
Tigers, too, underwent similar transformations by
misunderstandings as artists copied other paintings from China
and Korea, since the creatures were not indigenous to Japan.
This paper will trace the flow of knowledge that resulted in
specific depictions of exotic animals, and how the selective
transmission of information changed the shape of knowledge.
Now, as climate change and human intervention threaten the
natural environment, animals like tigers and rhinos are pushed
again to the brink of becoming imaginary, this time beyond
recovery.

Made from Earth, Shaped by Men: A geographical discussion of
Cizhou ware
Fosca Maddaloni, Brown University

While the term "Cizhou" is freely employed as an all-
encompassing term generally signifying a class of popular
ceramics that were principally made in northern China during
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the Northern Song (960-1127) and Jin (1115-1234) periods,
Cizhou wares are not a homogeneous category. The Guantai kiln
site in the Zhanghe River valley, Cixian, Hebei Province is the
largest, best preserved and documented among the numerous
kiln sites in Cizhou. The firing at Guantai kiln site had lasted
approximately 400 years, from the 10th to 13th centuries.
During the course of the Yuan Dynasty (1279-1368), the Guantai
kilns in the Zhanghe River valley stopped production, and the
Pengcheng kilns in the Fuyang River valley, about 15 km away
from Guantai, developed quickly and fruitfully, becoming the
new centre of ceramic production in the area. The very reason
for the decline of the Guantai site is still unclear. Some factors
that have been taken into consideration are war and ecological
degeneration. War created political instability and decline in the
Northern regions of China by the end of the Jin Dynasty.
Ecological degeneration, on the other hand, made it difficult for
Guantai Kiln to acquire necessary raw materials and water, as
the numerous floodings of the Zhang River in the late Yuan
Dynasty deteriorated transportation conditions. The aim of this
presentation is to analyze the relationship between the
infrastructure of the kiln sites and the immediate environment
surrounding the area of production.

Chairs: Martina E. Meyer, Stanford University; Susan J.
Douglas, University of Guelph

Social scientist Renee Lertzman argues that art is an ‘antidote for
blithe optimism and crushing resignation. If the purpose of Art is
to make people see the world in new ways, the need has rarely
been so urgent. When overwhelmed with facts and statistics, art
invites experience, returning its audience into a sphere of feeling
and affect. Artists already confront solastagia, the loss of place
associated with climate change, in their practice. Olafur Eliasson
extends the sensory experience in his series entitled Interventions.
Katie Paterson, 2007, invited participation when she submerged a
microphone at the foot of an Icelandic glacier, along with a phone
number that permitted the public anywhere in the world to hear
live its last creaks and groans. Tomas Saraceno, is developing what
he calls “collaborations with the atmosphere” Aerocene (2015-
present) in which he has created floating, solar-powered museums.
The message is not lost on the public. Recently, the Whitney
Biennial was marked by a protest against a museum board member
whose company manufactured the tear gas used on migrants, many
of them climate refugees. If the path to engagement is through
sensory experience, then creating connection in a time of isolation
seems an insurmountable challenge. This year’s Earth Day was
marked by self-isolation, yet the COVID-19 pandemic has shown us
that global, collectivized action against existential threat is
possible. This panel invites artists, art historians, museum and
cultural professionals to share the strategies they adopt that turn
an unprecedented challenge into an extraordinary opportunity.

When You Meet the Monster, Anoint His Feet: Meeting

Extinction with Resilience and Grace

Veronique d'Entremont
Veronique d’Entremont is a multi-disciplinary artist engaged in
an emerging, inter-species collaboration with a feral swarm of
honeybees. These sometimes-terrifying, yet unexpectedly gentle
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creatures have provided her a material relationship to her
deceased mother, a new-found connection to earth-based
spiritual practices stemming from her ancestral heritage and
have generated ideas about how humans might heal their
relationships with one another and with the earth’s endangered
biomes and environments. Within d’Entremont’s personal
cosmology, honeybees serve as both the earthly manifestation of
her actual mother, and as a more conventional symbol for a
universal mother - a planet, an earth, or an ecosystem. When
she speaks about bees and she speaks about them leaving, she
speaks about death in more ways than one. Narrative video and
writing offer a framework to understand the devotional
sculpture and world-building philosophy that encompasses
d’Entremont’s larger project. Critical texts, masquerading as
prayers or incantations are at the center of her most recent
work. d’Entremont will share images of process/development
and installation of Her Body Became an Antenna, Transmitting
the Message of God (2019), and read from a related text titled
Hail Holy Queen: A Novena to the Bees. She will also share
experiences and conclusions from her collaboration with the
honeybees, part of a research-based post-doctoral residency at
Los Angeles Clean-Tech Initiative.

Decolonial Technologies: Rebecca Belmore's Wave Sound
Georgia Phillips-Amos, Concordia University

In 2017, in celebration of the 150th anniversary of Canada’s
confederation, entrance fees to Canadian national parks were
waved and a series of public arts programming entitled
Landmarks was commissioned. On this occasion, Rebecca
Belmore created Wave Sound, a quartet of listening trumpets to
be placed on shorelines in four national parks. Media theorist
Jussi Parikka has observed that since the Renaissance and early
modernity, “new technologies of measurement from the compass
to techniques of mapping were instrumental to the nomos of
understanding and capturing global space, yet they were always
bordering on and negotiating the problem of water, which
remained more difficult to measure, map, and divide than land”
Belmore’s sculptures do not intend to measure, classify, or distill
the sounds they carry from the water. Instead, they amplify the
found frequencies and draw them in close, inviting us to sit
down and listen to the noise. Recordings from three of the sites
are now available online in digital form, through the Art Gallery
of Ontario’s website. In receiving rather than measuring or
mapping, Belmore’s technologies not only allow, but celebrate
the un-mappability of the water. | propose an analysis of Wave
Sound as decolonial technology which makes available another
orientation to the land, one which forsakes romantic wandering
for stillness and seeks not to claim but to listen. This paper will
study Belmore’s project in its various iterations, from the
shorelines, to the galleries, and now to the internet where its
documentation remains accessible.

Dead air: Sally Ann Mcintyre's "Twin signals at Silver Stream
(fragments of a landscape for specimens #50.766 & #50.767)"
Hana Nikcevic

Near the town of Mosgiel, in Otago, Aotearoa New Zealand, a
small river known as Silver Stream winds its way, occasionally
dipping under roads, from the Silverpeaks hills to the Taieri river.
Somewhere along this route, in 1884, an Austrian naturalist
killed and collected two laughing owls (Sceloglaux albifacies),
thirty years prior to the species’ official extinction; to this day,
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these birds reside at the Natural History Museum of Vienna.
Much as French theorist Roland Barthes attributed photographs’
melancholic status to their portrayal of the deceased as both
dead and bound to die, the preserved laughing owl has a
melancholic relationship to its species: these captured and
stilled traces retroactively portend their species’ extinction. It is
this eerie correspondence between the owl specimens and
species disappearance that is taken up by New Zealand-based
radio artist Sally Ann Mclintyre in her artwork Twin signals at
Silver Stream (fragments of a landscape for specimens #50.766
& #50.767) (2016-18): what are the potentials of performing
memorials and mourning rituals for long-deceased, and
irretrievably disappeared, creatures? In this talk, | suggest that,
through rendering silence perceptible through a Cageian
aesthetics of sound, situating silence as historical through an
ecological engagement with Jacques Derrida's hauntology, and
disclosing extinction as non-representable, Twin signals
proposes that the effects of extinction extend beyond our
perception and comprehension.

Coral Wombs blossom within Blue Ecologies
Roma Madan-Soni, University of Wolverhampton

Coral Wombs blossom within Blue Ecologies (2020) recently
performed by the ‘Waterwork/breaking Blue Ensemble’ is my
chromatic description of accords shared by women and oceans,
their ‘Coral Wombs’ being the basic source of birth and existence
of the Ecocene. Their chromatic flow is integral to both nature
and woman, regardless of spiritual, cultural, or national markers.
Paint lies Llifeless in my atelier until it assumes a gushing
moving form. Life-giving flow is specifically exhausted and
drained out by the colonization of oceans and women as a
means of war-based petro-masculinity (Dagget 2018). Both
women and oceans are the foundation to the survival of the
planet. Yet, their bodies are exploited and corrupted. Despite our
increased knowledge of the effects of climate change, both are
actively destroyed through greed and neglect; we discount their
functions as conservers of life and preserve them within the
legislations of indiscernibility (Buchanan and Jeffery, 2019). This
minimal discernibility and marginal significance subject them to
“slow violence” (Nixon, 2011). The potency of the enactment of
the colors is a form of engagement, which involves attention to
time, movement and changeability, “enabling the viewer to see
themselves seeing, to become aware of how they perceive the
world around them, and in so doing, participate in shaping it;
(Eliasson 2009). Coral-Wombs-blossom-within-Blue-Ecologies is
a shared, immersive and phenomenological experience for
appreciating the conversations and aesthetics surrounding these
critical ecological debates, evolving into a ‘Discovery’ space
where theory turns into action for community interface to
resolve our biome’s contemporary needs.

122 of 303



109th CAA Annual Conference

Chair: Kim S. Sexton, University of Arkansas

In the centuries before modern medicine, fears for the body did not
remain within the body. Actual pestilence and fear of contagion
became existential threats which were projected not only onto
objects created to help defend (or to bring harm), but onto people
who, through public stigmatization, were perceived as jeopardizing
social cohesion. During this season of our own pandemic, many art
historians have re-read Millard Meiss’s Painting in Florence and
Siena after the Black Death (1951). Whether one accepts or rejects
his argument, Meiss’s attempt to show how an epidemic of fear
moved beyond hospital wards to effect changes in the stylistic
logic of contemporary painting became a milestone in social art
history. This session aims to showcase new research into
psychologies of uncertainty around physical or social “infection”
and their effect on the visual cultures of the pre-modern society.
Given the interconnectedness of the pre-modern world in its
ethno-cultural diversity and religious pluralism, no geographical
Llimits are imposed on paper topics. Proposals that embrace
material culture in its myriad facets—from amulets and garments
to furnishings and buildings—are as welcome as those that focus
on two-dimensional media. Interdisciplinary scholarship that
exposes ideological investments between texts and the visual
environment are also of interest. The key roles that visualization,
as well as the production and consumption of objects, played in
the warding off the fear of disease and suspected ‘carriers” here
rally round premodern bodies in times of unpredictable crises.

Chair: Marsha L. Morton, Pratt Institute

In the wake of recent events, this session seeks to explore case
studies in the imagery of epidemics and the fears they engendered
during the emergence of modern medicine, the development of
international trade, and the expansion of colonialism (broadly
defined as the 18th through the early 20th centuries). To what
extent did visualizations incorporate known medical knowledge or
rumors derived from it? To what degree did they adopt and modify
earlier imagery of death and monstrosity that had circulated in the
pre-modern periods? Were there similarities or differences
between Eastern depictions and those in the West? Papers should
address ways that artists tackled the problem of picturing plagues,
cholera, influenzas, or widespread disease, whether by visualizing
the unseen (pathogens or germs such as bacteria and viruses), by
documenting the physical symptoms of the illness, by
anthropomorphizing sources of disease according to race, ethnicity,
or gender, or by constructing dystopian spaces. Possible paper
topics might also examine the rise and impact of popular and
medical illustration or the representations of physicians and
medical practices. Above all, this session hopes to highlight ways
in which this imagery was impacted by the development of new
scientific information and techniques. Interdisciplinary proposals
are therefore favored which directly reference the history of
medicine.
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Fear and Loathing in Nineteenth-Century England.
Ann-Marie Akehurst

American pharmaceutical millionaire Henry Wellcome
established his ‘museum of mankind’ to improve health by
supporting research. The Wellcome Trust Library houses 750,000
books, film and audio titles, archival collections, early books and
over 250,000 paintings, prints and photographs dating from
Antiquity to C21st born-digital archives that evidence
Wellcome’s desire to establish resources reflecting the cultural
and historical contexts of health and medicine; increasingly its
collections are online and freely downloadable. Cholera -
characterised as Death stalking the globe - originated in India,
caused more and swifter mortalities than any other C19th
epidemic, and severely impacted England between 1826-60.
This talk introduces ephemeral popular prints from Wellcome’s
collections. Thematically they address the aetiology and
progress of cholera in England, reflecting and reinforcing
medical and socio-political anxieties and unrest. Despite
Britain’s trading Empire, John Bull Catching the Cholera
xenophobically delineates cholera’s Indian origins pitched
against the national personification; elsewhere it appears as an
unwelcome immigrant. Known to be a waterborne infection, in
Cruickshank’s Salus populi suprema lex Esto, Britannia critiques
water companies’ avaricious moral neglect. Aesthetically these
inexpensive prints harness appropriate and incongruous graphic
and cultural traditions. Representing fears of unseen waterborne
organisms, Heath’s Monster Soup counterpointed
decontextualized images from the emerging science of
microscopy as Hooke’s Micrographia (1665) with grotesques;
elsewhere London’s Tutelary deity Old Father Thames, was mired
in effluence. Cholera’s debilitating symptoms licenced conflation
of medical observational recording with affective antiquarian
funeral effigies. Medical opportunism and administrative
confusion were condemned through deconstructed Regent
portraits and nursery rhymes.

Invisible Destroyers: Cholera and COVID in British Visual
Culture
Amanda Sciampacone, Queen Mary, University of London

The current pandemic has brought to the fore the continued
associations between epidemic disease and fears of both the
unknown and the Other. My paper will explore how the
representation of COVID-19 in the British press recalls a longer
visual history of the iconography of epidemics from plague to
cholera. More than most diseases of the nineteenth century,
cholera inspired intense fear in Victorian society, because of the
mysterious nature of its epidemiology. Due to its origin in India
and initial spread through Asia, British medics used the terms
‘Asiatic cholera’ and ‘Indian cholera’ to describe the new disease.
Cholera pandemics were regularly represented in text and image
as plague and through racial bodies. Illustrations and prints
visually evoked both the danse macabre of the Black Death and
the king’s healing touch from late medieval and early modern
images, while also creating an iconography of cholera as a
foreign ‘invisible destroyer’ that threatened Britain. Bringing
cholera to bear on coronavirus, my paper will also draw parallels
with present-day invocations of the state of war against what
has been described as ‘this invisible killer stalking the whole
world; controversies around calling COVID-19 the ‘China virus,
and images in the British press that conflate coronavirus with
Chinese bodies and national leaders as ostensibly protectors of
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public health. Through a comparison of this longer visual
history, my paper will offer a broader consideration of the role
played by media depictions of the pandemic in generating fear
and assigning blame.

Embodying Cholera: The Visual Culture of Disease and
Colonization in Early Modern Japan
Sara Kate Berkowitz, Auburn University

of civic and public health authorities- documenting
recommended social distancing measures and personal
protection practices. But at the same time, the photographs
reveal public anxieties in the “ghastly” masked faces of heath
workers and ordinary citizens, documenting the emotional
symptoms of the disease. In the battle to capture the invisible
enemy, the bodies and spaces of American citizens were the final
battleground.

After opening Japan to Western trade in 1854, the country
experienced a decades-long cholera outbreak inciting mass fear.
Although historians of medicine and art have long
acknowledged the impact of cholera on the visual culture of
hard-hit centers such as London and Naples, few have
considered the circulation of cholera in non-Western regions,
such as Edo, Japan, as a product of Western expansionist
policies. Japanese artists working during earlier and concurrent
epidemics, such as smallpox in the twelfth century, produced a
visual language of disease that blended the teachings of
traditional medical treatments with Buddhist and Shinto beliefs,
realized by anthropomorphizing illnesses in the form of demons
and animals. The depiction of cholera, however, presented
artists with a new visual problem: rendering a disease that was
both brought on by a Western intruder, and yet had the potential
to be cured through the incorporation of Western medical
practices. This paper explores the implications of Western
colonial practice on the representations of cholera in 1850s
Japan. Its primary focus, an Ukiyo-e woodblock diptych,
Defeating Cholera (korera taiji), portrays the disease as a
hypersexualized tiger lunging at a group of Westernized soldiers
posed with carbolic acid, or phenol, a treatment promoted by
the American doctor D.B. Simmons. Through an interdisciplinary
examination of the medical, visual, and cultural associations of
the West with cholera, | argue these images not only reflected
the fear of the unknown but also anxieties surrounding national
identity, race, and gender brought on by importation of Western
culture.

Chairs: Sabrina De Turk, Zayed University; Stefan Messam

A new generation of women artists is emerging in the Middle East.
They have come of age during a time of unprecedented local,
regional and global change and their lives have been impacted by
new technologies, climate change, political instability and shifting
social and cultural norms. These artists explore concepts of
individual and collective identity in unique and important ways
through their work in visual art and graphic design. From
reflections on memories of childhood trauma, to explorations of
social constructions of gender, to observations of nature and its
changes, their art offers a window into the minds, hearts and
experiences of these young women. Through Pecha Kucha™
presentations by students in the BFA program at Zayed University
(Abu Dhabi and Dubai, UAE) followed by audience Q&A, attendees
at this session will gain an insight into the exciting and
challenging new work coming from the latest generation of women
artists in the Gulf.

Gender, Identity and Pedagogy in the UAE

Sabrina De Turk, Zayed University and Stefan Messam
Sabrina DeTurk and Stefan Messam, Associate Professors in the
College of Arts and Creative Enterprises at Zayed University, will
introduce the themes of the session. The remainder of the

Capturing the Invisible Enemy: Photographs of the 1918
Influenza Epidemic
Louisa M. larocci, University of Washington

The 1918 -1919 influenza epidemic has been called the first
“mass-mediated” pandemic in the United States, arriving at the
beginning of the modern era of journalism. Photography played
a critical new role in urban newspapers and national magazines
that were covering this unprecedented crisis that would kill over
half a million Americans. This paper examines photographs of
the influenza epidemic in relation to developments in public
health. Advancements in germ theory in the early twentieth
century helped to shape the behavior and environment of the
populace, influencing disease control and promoting knowledge
about the importance of sanitation and hygiene. But
increasingly dense urban conditions reinforced outdated miasma
theories of disease, reinforcing existing prejudices against
tenement dwellers and the working poor, especially immigrants.
As the microscope was helping to capture microorganisms in the
lab, the camera was documenting the impact of the influenza
virus in the city. In views of empty streets and shuttered
buildings and interiors of temporary hospitals and inoculation
stations, photographers attempted to manage the task of
educating and encouraging the public. As “official” documents,
the photographs often aimed to reinforce the official messaging
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session will be devoted to Pecha Kucha presentations from 8-10
students from the College who have been involved in a research
and creative project exploring the ways in which young, Emirati
women artists use their artwork to express complex themes of
gender and identity. The specific students will not be identified
until fall 2020, however they are likely to include some of the
following: Hessa Abdulkarim Ismail AlFahim; Amira Nasser
Abdulla Mohammad Albastaki; Mouza Albedwawi; Mahra Eisa
Saif Rashed Al Qubaisi; Reem Malik Abdulazeez Mubarak Al
Mubarak; Shawg Salem Mohamed Mubarak Alkatheeri; Maryam
Khaled Omar Mohamed Alhashmi; Rafiaa Hussein Bolad
Alnassar; Hassana Jalal Abdulrahman Ahmad Arif; Moaza Saif
Ahmad Bin Kadra Alfalasi; Maitha Hussain Mohammad Bin
Hammad Alnuaimi. Examples of students' artwork are included
under the "images” section.

Beyond Our Surfaces
Hassana Arif

| reject the idea that we are supposed to conform to a specific
feminine ideal, or that all women should adhere to one. This
project is based on individual interviews with numerous Arab
women. | learned what memories shaped them and what objects
represent them. Beyond Our Surfaces focuses on the objects that
the women chose to represent themselves. An analogy that
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we've been hearing since childhood compares women to sweets.

| rejected the analogy by creating miniature clay versions of

messages. Hidden Truth brings to light what can be invisible
about mental illness and that it can affect any age group.

their objects and embedding them in a lollipop shape.
Hexa-Evolution
The Safe Haven of Women Salama Alfalasi

Amira Albastaki Hexa-evolution refers to a six-step cycle of mental growth

The Safe Haven of Women is an interactive installation that
represents the feelings of discomfort and suffocation that
women experience throughout their lives. My work explores the
subject of oppression of women, and the theme is social,
cultural, and psychological. | work with yarn-wrapped steel
wires and integrate them with found objects such as pillows and
chairs. The red yarn wires evoke discomfort, anxiety, and rage,
and | am displaying my personal experience and feelings
through them. | am presenting the subject of oppression by
making myself the focus of the work, as | am creating a scene of
a bedroom that consists of a baseless bed and a dysfunctional
chair that evoke anxiety and discomfort. The chair in this work
represents a human’s life, and | am showing the accumulated
pain throughout the years from battling with oppression. The
installation consists of other dysfunctional chairs distributed
around the exhibition, which represent other women and the
consequences of the oppression on them. The aim is to
represent the uncomfortable and suffocating life which society
forces on women in the name of protection, and to invite people
to experience it physically and mentally. As an artist, | want to
bring attention to an issue that is not being discussed in our
community, despite its negative effect on women’s mental
health and quality of life.

Tasteless
Hadeel Alshalan

The desire to be culturally current and project an awareness of
aesthetic trends, especially among teenage girls and women in
their early 20s, is globally prevalent. In the Gulf, one example is
the food trend "Mukbang, which is eating a huge amount of
food on social media and used as a place to not be lonely and
have someone to share a meal with. Also, my generation we all
have the same desire of eating something that looks good. The
installation Tasteless uses a Victorian era-like display inspired
by their exaggeration of being brainwashed of food. |
reproduced life-like food using a variety of materials like resin,
silicone, hair conditioner, and corn starch—most things you
would not typically eat. Through the project my goal is to raise
awareness for us to live our life as it is and that by not following
social media food trends will not affect our lives or make food
tasteless.

expressed in a series of paintings. The work depicts a
metaphorical narrative of a female figure, who is repeating and
interacting with other versions of herself. Through my research |
was able to divide the thought process into six main concepts
which are symbolized using the hexagon.| used the hexagonal
motif to resemble the growth of the figure as she develops into
the desired state. In every composition the shape of the motif is
in harmony with the figures’ movement. The motif changes and
gets more complex throughout the paintings creating various
patterns and shapes as it is stacked, layered and rotated.Through
this narrative of change, Hexa-evolution is meant to evoke an
introspective state in the viewer challenging her/his own
journey of progression towards finding one’s personal influence.

Tangible Poems
Fatima Alktebi

The idea of Tangible Poems came from my conversation with my
grandmother ‘Osha bint Obaid’ about materials that reflect the
Emirati culture in order to use it to create my typographic work
and through my experiments with the materials, | felt that my
work should be meaningful somehow. So, from the stories that
my grandmother told me about each material, | was able to
encourage her to recite poetry to describe each material that |
worked on. The aim of my project is to encourage designers to
start experimenting with their surroundings to create their own
designs. So, my project was about materials that reflect the
Emirati culture formed by poems from my grandmother
describing the material itself.

Alienation
Maryam Almannaee

My project is about “Alienation” It is the feeling of not belonging
in a space, a thing, orpeople. In short, being an “alien” or an
‘outcast”. | got to experience this feeling and will probably
continue to do so, hence why | decided to turn it into my senior
project. In this project, my aim is to use it as an instrument to
explore ways to understand why the feeling of alienation arises
and its effects on my perspective towards myself and the world.
In return, | aim to demonstrate that | am no longer fearful of
alienation.

Hidden Truth
Ameena Alnuaimi

Hidden Truth is my way to discuss dealing with mental illness,
specifically anxiety and depression, at a young age. My research
aim was to understand more of what | was feeling during that
period of time. | have created ten oil paintings with various
stylistic approaches that are distorted portraits of different
people visualizing the sense of how they feel when they're
anxious or depressed, such as the feeling of suffocating and
heavy with thoughts. The project also includes a sculpture of
resin petals with written messages contributed from different
participants through an online survey.The written messages are
to their younger or future self and visitors can continue to add

The Fabric of Cultures: Decentering Fashion History Through
the Practice of Collaborative Curating
Lauren Downing Peters, Columbia College Chicago

The history of fashion is often told through a Western lens.
Within this dominant narrative, hemlines rise and fall, trends fall
in and out of vogue and designers usurp one another as the
reigning king (and, to a lesser extent, queen) of fashion. This is
how the story has been told for centuries—repeated in films,
textbooks and exhibitions. What this story leaves out, however,
are the experiences of the marginal, the non-Western, the poor
and the non-white. This paper will present my attempt to
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challenge this narrative with students from my Fall 2019 course,
The Fabric of Cultures. It will discuss our efforts to re-
contextualize the garments variously labelled as “Native
American” and “Indian” in the 6,000-piece Columbia College
Chicago Fashion Study Collection—garments that were
originally collected as “inspiration” for design students—in a
collaborative exhibition that will engage the entire college in a
dialogue about the ethics and aesthetics of cultural
appropriation. The principal goal of the exhibition was to
“decolonize” the collection and to “decenter” fashion’s
Eurocentric focus, while also encouraging Columbia students to
reflect on the positions they occupy within the fashion system.
Within the broad field of fashion studies, exhibition-making is
becoming a popular way to move beyond more conventional
modes of assessment; however, there is no prescribed formula
for executing such an involved curatorial project over the course
of a single semester. In addition to discussing the project, this
paper will more generally reflect on the pros and cons of this
approach.

React: Resiliency and Ingenuity: A Virtual Runway Response to
Covid-19 Shutdown
Carolyn Kallenborn, University of Wisconsin - Madison

When the Covid-19 pandemic unexpectedly canceled the annual
live runway show, students in the Design and Fashion Event
class at the University of Wisconsin-Madison conceived of and
produced an alternative virtual event in five short weeks. Led by
Professor Carolyn Kallenborn, the student creative direction
team worked with a video editor to translate the runway plan to
video. The team found that the digital format provided a unique
opportunity for storytelling that would have been difficult to do
on stage. Thirty-two Textile and Fashion Design students sent in
over 800 photos, videos, and audio clips, the majority of which
were created by the students, with their cell phones, while they
were in lock-down during the first wave of the pandemic. The
collaboration between students and professionals generated a
final product with the polish of a professional production with
the creative, dynamic spirit and authentic voice of the students.
This compelling story of resilience celebrates the designers’
work and passions. At the same time, the film provides an
intimate commentary on losing access to their creative
community and studios during the shutdown. This is a video
submission - 20 min long. Link to Trailer https://vimeo.com
/413086950
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Chairs: Elspeth Mitchell, University of Leeds; Hilary
Robinson, Loughborough University

This panel addresses the intersection of feminism, art and
institutions in the wake of the COVID-19 global epidemic. Given
that major restructuring of pedagogies, curatorial practices,
institutional policies, community organising, employment practices,
and funding were evidenced during the pandemic and are
envisaged for after the pandemic, how should we be working and
organising towards post-pandemic work lives that are informed by
intersectional feminism? What feminist intersectional refiguring of
institutional structures must be done post-pandemic, following
lockdown periods distinguished by the cessation or transformation
of our ways of working and faced with funding cuts and mass
unemployment? How has the ‘new normal;, marked by increased
isolation, vulnerability and distance communication, called
attention to existing exclusions in art and its institutions? What
new (or old) structures, methods and pedagogies have emerged in
response, and to what effect? What does a feminist intersectional
response look like in these new contexts? How does it address the
new manifestations of existing racial, gendered, age, ability and
class-based inequalities? How can community organising and
mutual aid groups beyond/engaging with institutions be
responsive? and what is institutional outreach? What are norms of
solidarity and community? At this time of uncertainty, defunding
and radical change for cultural and educational institutions, we
invite papers that address feminist responses and interventions in
the arts, education, its institutions and organising.

Institutional Dilemmas in the Brazilian Feminist Post-Spring
Talita Trizoli, Sao Paulo University

The so-called Brazilian feminist spring had the year 2015 as a
period of explosion and wide media circulation. Young women
members of the cultural agency spectrum began to use
feminism’s critical agenda and tools to understand the fragility
of their work place in the artistic system, and sexism that
surrounds it. As a reflection of such movement, feminist
collectives, young artists and curators started to elaborate
projects of analysis on the gender disparities in the environment
and to propose feminist visibility actions. In this path of
propositions, the Brazilian feminist spring has become
institutionalized, and museums, commercial galleries and
cultural institutions across the country have started offering
feminist exhibitions and public programs - or so they called
their programming. In these last five years, is it possible to say
that feminism has become a wave in Brazilian art that never
ceases to return, but how far the institutionalization of the
feminist agenda has made effective changes in gender
inequalities? In a scene as peculiar as that of Brazilian arts, filled
with female artists, where was sexism and its grammatical game
of exclusion deposited? And what new steps will be taken with
the pandemic/political crises that arise in 20207 Taking some
relevant exhibitions on the Brazilian scene, from traveling
exhibitions "Elle" and "Radical Women", passing through
"Histérias Feminina Histdrias Feministas" at MASP and other
smaller exhibitions, this paper touches on problems faced by
feminism as cultural policy and the contradictions that still cross
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its relationship with art institutions in Brazil.

Intersectional Practices Amongst in Virtual Programming in
Feminist Communities
Marlo Jessica De Lara

The 2020 global response to the COVID-19 pandemic catalyzed
a need for feminist art collectives and organizations to reassess
the practicality beyond the pedagogy of intersectionality. With
the logistics of event planning, the need to reexamine the role
of accessibility surfaced as a previously neglected priority. The
pressures to produce programming with limited resources and
often without the capability to make needed adjustments to
timelines caused a rift between ideals of self- care and
collective care, furthering capitalist agendas that sacrificed
feminists' value for the situated lived experiences of the
marginalized. Using an autoethnographic approach, | aim to
unpack recent experiences as an invited speaker, collaborator,
and artist navigating Summer 2020's pandemic inspired events.
Namely, | will review the processes of open feedback in a
proposed conference performance collaborating with other
members of the Ladyz in Noyz feminist open collective, the
holding space created online by Sonic Cyberfeminisms research
cohort check-ins, and the problematic participation of invited
artists on a panel focusing on defining accessibility for network
musics. Additionally, | use close readings of Audre Lorde's
conceptualization of radical self-care as political resistance and
Sara Ahmed's 2004 article on 'Collective Feelings Or, The
Impressions Left by Others' to unpack these three events and
further develop guidelines on how to imagine intersectional
practices on the level of organizing in unprecedented times.

Sexuality and Power from Analogue to Digital
Hermione Wiltshire, Royal College of art and Annouchka
Bayley, Cambridge University

Pandemic restrictions caused researchers, educators and
students to sorely miss the bodily presence of the other so
critical to knowledge/ing the world. Rather than decrying what
is lost, this paper urgently summons the spectre of our bodies

that have been driven off campus and online. Out of sight but all

the more present, we are now particles of digital dust that
permeate each other’s homes through the surfaces of screens
and speakers. Sexuality and Power from Analogue to Digital

reimagines pedagogic environments as open, two-way apertures

that allow knowledge to flow between different and deeper
dimensions. These digital dimensions can breach the brick and
mortar of university buildings along with the patriarchal, racist,
homophobic and class ridden prejudices embedded within their
walls. Drawing on the work of Ahmed (2012) and considered
through Barad (2007), we will discuss ways power has been

functioning in Higher Education from four different perspectives

explored in a recent online symposium at the RCA. Detailing
prejudices revealed by gender distribution, hidden histories in
technological design innovations, urgent needs to decolonialise
the curriculum and ultimately, a passionate call for the sensate
experience of learning & teaching to be ethically instated and
held safely within new virtual academies. By bringing our
learning bodies with us into the digital (AR & VR) and the

collaborative methodologies required, technology can serve and

enhance our critical pedagogies as we move from analogue to
digital forms of learning & teaching and not re-inscribe the
violent exclusions practiced pre-pandemic.
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Subverting Confinement: mapping maternal art practices during
the pandemic and beyond
Martina Hynan, National Univeristy of Ireland Galway

“Bath Time' is about declining any further inequality and taking
space instead. It's about my time, my space, my body and my
domestic subversive response to this 2020 lockdown.” Amy
Dignam, Is Covid-19 a feminist issue? in’ Maternal Art Magazine),
Stay at Home (August 2020) Traditionally confinement was
associated with the weeks before and after childbirth when a
woman remained in the home. The pandemic lockdown was an
enforced confinement for all. However, social inequalities that
mothers experience became increasingly apparent during
lockdown. Mother/artist practitioners subverted their
confinement and worked collaboratively to share their concerns.
The intersection of their work with the complex entanglements
of art making, time and space during lockdown together with
the politics of motherhood are considered from feminist art
activist and theoretical perspectives e.g. Griselda Pollock, Katy
Deepwell, Lise Haller Baggesen and others. Artist, Amy Dignam
and members of organisations e.g. Birth Rites Collection,
Desperate Artwives, Mothers Who Make, The Museum of
Motherhood, m/other voices, Spilt Milk, Procreate Project and
others all created work during lockdown. What does this work
reveal about the social and cultural politics of
motherhood/mothering during the pandemic? Is it socially
engaged and/or justice driven? Does it intersect with feminist
reproductive and spatial justice issues? Does this work
intervene, interrupt or rupture the parameters of the dominant
hegemonic art paradigm? This is an opportunity to rigorously
engage with this work from feminist theoretical perspectives to
consider its location within the changing political cultural
landscape and its intersection with feminist art practices.
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Chairs: Kelly Murdoch-Kitt, Univ of Michigan, Stamps School
of Art & Design; Denielle Janine Emans, VCUarts Qatar

Discussant: Kelly Murdoch-Kitt, Univ of Michigan, Stamps
School of Art & Design

In response to COVID-19 campus closures, many faculty in art and
design disciplines scrambled to quickly move courses online. By
looking at the experience of teaching and learning as a human-
centered design process, panelists will explore potential silver
linings of remote teaching for a variety of art and design courses as
well as the unique challenges that affect creative disciplines,
which have historically relied upon hands-on learning. Additionally,
they will discuss the need for interpersonal connection and
importance of hands-on making in the context of digital learning
environments: the meaningfulness of ordinary materials, and how
virtual experiences can reveal both the cognitive and emotional
self—instead of obscure them. In light of the growing severity of
the climate crisis, further disruptions to teaching are likely. What
can we learn from COVID-19 in order to prepare us—as creative
educators and learners—for a future of uncertainty? How can we
prepare our students to create for the unknown, or design for
sustainability in an increasingly unstable world? The response to
the collective experience of a global pandemic demonstrates that,
at best, people can adapt quickly and better support communities.
How might we learn from positive and appropriate responses to
the pandemic, and apply this learning to other global challenges,
such as social justice issues and the climate crisis? These
presentations reveal how the art and design classroom, whether
physical or online, is an ideal venue to help students reframe
potential challenges as positive opportunities, introduce
intersectional thinking and problem-solving, cultivate empathy,
and redefine collaboration.

Obstruction #1: Teach Art Within a Global Pandemic
Rebekah Modrak, Stamps School of Art & Design UMichigan

“Walk out of the art school without knowing when you will
return. Communicate with students through at-distance media
only. Students are limited to materials available in their homes.
There is a global pandemic. Your obstruction begins now. I've
been preparing to teach within a crisis for 17 years, since Lars
von Trier’s film The Five Obstructions taught me the power of
‘obstructions” to inspire creative innovation. Obstructions are
creative challenges intended to relieve artists of established
tendencies hampering revelation. What began as an
experimental filmmaking game was adopted by many university
art programs for studio courses. Students write obstructions for
each other that set up specific impediments or escape hatches
using tortuous and playful perspectives: i.e, “As big as you.
Slimy” “Have an adventure. “Large painting. No brushes.” The
goal: creative breakthroughs by taking risks and shedding false
assumptions and limitations. When you're glad of obstructions,
it's not a huge leap to see opportunity within pandemic
teaching. Cling to what we know — to facilities and materials we
can’t access, demos we can’t provide, in-person communications
that no longer exist — and teaching online will be inadequate.
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But, reimagine teaching from the contexts of our home, the
collective experience of the coronavirus, the glitches and quirks
of video-conferencing, and the meaningfulness of ordinary
materials, and these prompts can launch us into never-imagined
vantage points. This presentation will describe this process,
resulting projects, and will speculate about how this type of
thinking can serve us well in the future.

Crisis Teaching for Unknown Futures Requires Empathy,
Systems and Intersectionality
Rachel Beth Egenhoefer, University of San Francsisco

| write this abstract without certainty on how, or if, this CAA
conference will take place given the current global pandemic
and social distancing protocols. The COVID-19 crisis has
propelled us into the unknown. Human behavior has never
before changed so drastically, so quickly. No one knows what the
world will look like when we emerge from this, yet we are
expected to prepare the next generation of students for it.
Teaching sustainable design already prepares students for an
unknown future of climate catastrophe, the COVID-19 crisis has
amplified this. Many activists argue the climate crisis is just as
dire as the COVID-19 pandemic, yet hasn’t received the same
response in swift behavior change, government regulations, and
financial support. We must acknowledge that our students,
communities, spaces, ourselves—are in crisis. If ignored in
teaching, students could become designers who will overlook
the true needs of problems that lie ahead. We can use this time
of remote teaching and learning, the experience of living in
crisis, and user-centered design processes as a way to teach how
to design for the future. While there are many unknowns about
the future, what is known is that wicked problems require
intersectional, systems-level solutions. Designers can play a
unique and powerful role in creating user-centered solutions. To
prepare our students, design educators need to teach empathy,
systems thinking, and intersectionality. This paper presents
examples in teaching these complex ideas in trying times,
drawing connections between design for sustainability, behavior
change, and crisis.

Maintaining the Feedback Loop
Emily Glass, Rochester Institute of Technology

For the last twelve years, | solely taught in-person until the
Pandemic forced classes online. What this transition has
emphasized for me is the layered function of communication in
the artistic practice that is both cognitive and empathetic. There
is no replacing the electricity of excitement students and | share
with each other over ideas, designs, or technical achievements.
Part of what propels beginning artists forward is the reward of
emotional feedback in response to thoughtful hard work.
Through the transition to newly made oil painting studios in
homes, apartments, and even quarantine hotel rooms,
adaptations such as solvent-free painting and made-at-home
recycled substitutes for palette knives and brushes were
employed. Yet beyond these adaptations of mediums and
methods what | find more critical is exploring and sharing how
to maintain a humanistic learning community online. The
importance of seeing each other’s faces and emotions in order to
understand the impact of artwork is essential for growing artists.
In this presentation, | will explore pedagogical approaches to
project development, platform use, and critique strategies that
support the development of online spaces where students can
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be vulnerable and explore difficult topics honestly and openly. |
propose that one of the silver linings to our move online is the
rare and valuable situation where the cognitive and emotional
self are both seen through the virtual experience rather than
obscured by it. It is those silver linings that | search for and that
| wish to underline.

Designing for mutual empathy across contexts
Denielle Janine Emans, VCUarts Qatar

As a branch campus of a US institution in the Middle East, our
rapid transition to online teaching involved a number of unique
challenges. For example, our student body cannot necessarily
show their faces on-screen during video-conferencing, and some
of our faculty had to quickly relocate to other countries—myself
included. In the midst of this difficult transition, | saw an
opportunity to apply some concepts from my recent book,
Intercultural Collaboration by Design, co-authored with Kelly
Murdoch-Kitt. One concept is the “empathic horizon; a term
frequently employed in user experience design to describe how
users feel when interacting with a design artifact. | emphasize
that students should cultivate empathy by thoughtfully
designing across a range of contexts and taking into account the
emotions of the people for whom they are designing. Learning
to employ empathy as part of design practice can help students
unlock skills they need for future success, but also requires
sensitive communication and critical thinking. With this in mind,
| worked with students to consider ways to expand their work
beyond the physical, but also to consider empathy as a two-way
street. We demonstrated empathy for each other: | created space
for them to discuss their fears and uncertainties, and they
gracefully worked with me as | woke at 1:30am Eastern U.S. time
in order to teach my morning class on Qatar time. Fostering
shared empathy is particularly pressing as we all work to pave
new ways to virtually collaborate and innovate during these
unprecedented times.
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JAPAN ART HISTORY FORUM
Chair: Ayelet Zohar, Tel Aviv University
Discussant: Midori Yoshimoto

On Aug. 1st, 2019, the Aichi Triennale opened in Nagoya, including
"After 'Freedom of Expression?" exhibition, showing artworks
which were censored in the past, never shown in public museums
in Japan. On Aug. 2nd, Mayor of Nagoya Kawamura Takashi
demanded its closure. In parallel, the Prefecture Offices and local
community were bombarded with emails and telephone calls,
organized by anonymous right-wingers, threatening the safety of
children in Nagoya. In a controversial act, the Triennale’s steering
committee (Aichi Governor Omura Hideaki, and Triennale’s Artistic
Director Tsuda Daisuke), the exhibition was closed, then reopened
for several days before the final closure of the Triennale. A
sculpture of a young girl with an empty chair next to her, and a
burned photograph of Emperor Showa were at the core of
controversy on the Comfort Women issue, and the right of
discussing Japanese responsibility in the Asia-Pacific War. Later, the
Ministry of Culture announced it will not pass the moneys
promised for budgeting of the exhibition, on grounds of "incorrect
information on application files." The rolling events sparked huge
outrage among artists and the public over questions of freedom of
expression, public figures intervention, use of public money, and
artistic reaction to political issues. Many artists in the Triennale
ordered the shutdown of their projects. An extended debate took
place over Japanese media, spilling into academic and art circles
within and outside Japan. Our panel considers issues of Art and
Freedom of Expression; Censorship and War Memory; The
Controversy in Japanese media and academia.
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AMERICAN SOCIETY FOR AESTHETICS
Chair: Andrea Baldini, Nanjing University

In the history of aesthetics, discussions of non-Western
philosophical traditions have been largely ignored. Though
comparative approaches are a significant exception, systematic
inclusions of notions and concerns typical of, for instance, Eastern
or African conceptions of beauty and the arts have been a rarity. At
the same time, also examples of non-Western artistic practices
have not found adequate discussion in the canon of Western
aesthetics and philosophy of art. Specimen from the history of
Western art have been the focus of philosophical attention. Since
its early days, the American Society for Aesthetics has championed
an inclusive understanding of the discipline. Tough somewhat
limited in quantity, qualitatively significant debates on non-
Western aesthetics have shaped the life of the association. In 2007,
The Journal of Aesthetics and Art Criticism dedicated a special
issue to ‘global aesthetic; while also returning to that theme since
then. In a 2017 article, past ASA president Kathleen Higgins argues
that “the default interpretation of ‘esthetics’ should be global
aesthetics, and the field should take as its starting point a basic
knowledge of aesthetics in various cultural traditions. Within this
understanding of global aesthetics, this panel aims at deepening
and building on that trend by considering both systematic
discussions of aesthetics in the Chinese context and examples from
Chinese art as salient to philosophical theorizing. The goal is to
bring both contemporary Chinese theories of art and beauty as
well as sustained analysis of Chinese art to the forefront of the
studies of the arts.

Beauty (Mei) in the Zhuangzi and Contemporary Theories of
Beauty
Peng Feng, Peking University (PKU)

This presentation outlines a reading of Mei in the Zhuangzi,
taken to mean “beauty” or “the beautiful” There is a possible
anachronism involved in such an approach because mei is not
central to Zhuangzi’s thinking. Nonetheless, | will argue that
interesting points of relevance between Zhuangzi’s comments
on mei and contemporary theories of beauty can be found and
that an intercultural interpretation of mei and the beautiful can
shed light on aspects of both traditional Chinese aesthetics and
contemporary Western aesthetics by placing the two in
conversation with one another. Zhuangzi seems to support
neither relativism nor universalism in his understanding of
beauty, though he touches on both relativist and universalist
ideas. | argue there are certain superficial similarities between
Zhuangzi’s aesthetics and positive aesthetics. But, on a deeper
level, Zhuangzi advocates a form of negative aesthetics that is
not dissimilar from those already prominent in contemporary
Continental aesthetics, such as Christoph Menke, Gernot Bohme,
and Francois Jullien. In this way, | highlight points for dialogue
between Zhuangzi’s theory of beauty and contemporary
discourse, as well as the ramifications of these ideas for thinking
about the future of aesthetic education.

Chinese Aesthetic Holism and Current Crises
Kathleen Higgins, The University of Texas at Austin
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A number of contemporary Chinese philosophers (such as Chen
Wangheng, Xue Fuxing, Zeng Fanren, and Cheng Xiangzhan)
have emphasized the ancient Chinese origin of the field of
environmental aesthetics. An ecological vision of reality has
been the presupposition in Chinese philosophy, with emphasis
on flows of energies as opposed to individuated units, an
outlook that contrasts with the dominant tendency in Western
thought. The lack of separation between human beings and the
larger environment and the interdependence of everything
within the whole are themes that shape Chinese aesthetic
thought and artistic practice. The ecological perspective of
Chinese thought offers important models for global
environmental aesthetic discussion, and it might well recast
certain debates in current Western aesthetic thought, such as
the relationship between environmental aesthetics and
environmental ethics. It might also help us to rethink our
relationship to the environment in the context of efforts to
contain COVID-19. A particular challenge in this context is how
to sustain a holistic interpretation of well-being in the context
of an epidemic, in which the flow of energies is the means of
transmission. Chinese models for viewing oneself as operating
within a broader dynamic flow of energies can provide a
foundation for comprehending patterns and possibilities for
coping with the current situation as well as underscoring the
fact of our global interdependence.

A Grand Materialism
Mary Wiseman, CUNY Graduate Center (Retired)

Material matters in the work of Chinese artists whose goal is to
call attention to its subjects through the directness and
immediacy of its material like dust from 9/11, 1001 Chinese
citizens, paintings made with gunpowder, written words, or the
specificity of its sites like the Three Gorges Dam. Artists are
working below the level of language, where matter and gesture,
texture and touch, instinct and intuition reign. Not reduced to
the words applied to them, art’s subjects appear in their
concrete particularity, embedded in the stories of their materials
or sites. The new art from China is contemporary in being free of
the high modernist narrative as this is characterized by the
philosopher Peter Osborne. Its reach is global in part because
matter is a least common denominator and because everyone
relishes stories, such as those that tell why an artist used the
materials or chose the site that she did. Finally, it is art in
satisfying philosopher and critic Arthur Danto’s characterization
of a work of art as what has a subject that it makes clearly
present by means of a rhetorical figure that the viewer is to
grasp as such. That these two western art theories apply to the
art from China shows both theories and art to have global
appeal despite differences in the conceptual geographies of
China and the west.

Tension between Action and Disciplined Approaches in Chinese

Aesthetics

Zhou Xian, Nanjing University (NJU)
In China, aesthetics is increasingly showing two different paths:
one is what | shall call disciplined aesthetics, and another is
what | label action aesthetics. On the one hand, disciplined
aesthetics focuses on constructing systematic models
knowledge of authorized institutional discourse about
aesthetics. On the other hand, action aesthetics emphasizes
socially engaged artistic practices and their societal and cultural
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roles, broadly construed. Obviously, there is a constant tension
between these two kinds of aesthetics. With the increasing
specialization and institutionalization of aesthetics, action
aesthetics has been largely marginalized in Chinese aesthetics.
The author argues that action aesthetics provides us with richer
and more pluralist ways of reflecting on artistic issues of
societal and cultural relevance: Action aesthetics, in this sense,
is more critical and reflective than the disciplined aesthetics,
and deserves more attention.

MID-AMERICA COLLEGE ART ASSOCIATION
Chairs: Michelle N. Corvette, Artist; Ann Bangsil Kim

During the pandemic, we as instructors need to innovate on how
hands-on learning experience can be brought into remote/online
teaching. This can include incorporating new Reminder App to
enhance one-on-one check-ins and individualized feedback, as well
as Zoom demonstrations and digital tools. How might we as
learning facilitators provide students with the possibilities of
redefining education and themselves during and hopefully, post-
COVID-19? How can we bring more vulnerability into online
teaching and cultural work? What could you do different next
time? How are you building spaces at your classroom that center
something outside of a normative idea of productivity, such as
moving away from product to checking-in? This session seeks
effective online teaching pedagogy of art and design courses
including foundations, drawing and painting. Hard and soft; direct
and indirect teaching approaches; Hybrid studio teaching practice
and the nuts and bolts of teaching online are also welcome. Please
share your favorite online ice breakers as these are often
overlooked but can be meaningful in establishing care and trust for
the learning community.

Gateways to New Creativity

Michelle N. Corvette, Artist
Digital technology and modern techniques strongly impact the
artists of tomorrow, especially in the fields of drawing, painting,
and performance art. This presentation will examine the
integration of digital tools and platforms in relation to teaching
online art courses, particularly during the current global
pandemic. The desire for connection and transcendence
constantly develops in the minds of artists while the
technologies for expression continue to change. By examining
some recent approaches for online teaching to facilitate
inclusionary discussions, critiques, and studio time, this
presentation offers educators strategies for facilitating creativity,
diversity, and vulnerability with a growth mindset.

Show Us Your Hand

Heather E Hertel, Slippery Rock University
Through this transitional time where there is a lot of change,
and art studios are converting to digital and virtual formats, it is
important to not loose sight of the traditional hand abilities.
While simultaneously leaping into this new unknown virtual
world, where the possibilities of creativity are boundless, we are
expected to teach the foundations and basics of painting and
drawing. Are the days of lugging a large portfolio case and a
tool box of art media gone? Hey wait, don’t through out your
kneaded eraser quite yet! This presentation aims to share
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project ideas for reaching students where they are at....on their
phones! How do we engage students virtually, achieve quality
technical abilities and garner a sense of community through
these small hand-held devices? Keeping in mind, the excitement
to squeeze out pigment onto a palette, and feel how stimulating
it is to mix paint, or how to achieve wonder in pulling a piece of
vine charcoal across rag paper; we can’t afford to let those
experiences vanish. Let’s take a look at how we may bridge the
studio with technology. We will explore collaborative ZOOM
drawings and Instagram projects for providing enriching and
challenging ways for students to grow in their environment. So
charge up those cell phones, and be ready to create!

It is Our Job to Care, Not to Harm: Compassion in the Virtual
Classroom
Madison Manning

In a time when the world is upside down, it is important to
remember that our classes are not our students top priority. With
non-traditional classroom factors like showing of personal
spaces and learning in open, familial spaces, non-traditional
teaching strategies are more useful than ever. Our students are
not simply seeking an education, they are living in the same
upside down world. In my virtual classrooms | utilize queer
empathy, contract grading, and collaborative small scale
research projects to ensure that each of my students feel not
only seen by their instructor, but feel a sense of community
among their peers. In pre-COVID studio art courses, the
encouragement of failure from experimentation among students
was crucial because ‘to fail is to try, to push boundaries. In non-
studio virtual classrooms, there is a shift to advocate for
experimental-failure so students can practice emphatic,
communicative non-traditional learning in a non-traditional
time.

Supporting All Learners During a Time of High Concern
Tommy A Taylor, Lone Star College

Some of the best adaptive teaching methods available to
educators have emerged during the pandemic, however some
methods have been in place for years with educators teaching
art courses online at large universities and community colleges.
It is through careful consideration of traditional and non-
traditional learners’ needs assessments and economic hardships
that innovative approaches to teaching emerge. This
presentation examines various hybrid and online art courses, in
both studio and lecture formats, which lend practical and
applied methods to facilitating an engaging and efficient
classroom. Emphasis on Drawing, 2D Design, and Art
Appreciation in relation to online enrollments, virtual office
hours, and assignment checklists to help students navigate the
challenges of working from home and feeling supported
throughout the process will be explored.

131 of 303



109th CAA Annual Conference

DESIGN HISTORY SOCIETY

Chairs: Vendula Hnidkova; Marta Filipova, Masaryk
University Brno

Approach to the environment has recently undergone a
fundamental reconsideration. Le Corbusier’s urban visions of high-
rise structures marked a radical disparity between nature and
human interventions in it, which shaped the human-designed
environment enormously. Many transformations of the urban
landscape took place in the name of economic interests; cities and
built environment became sites where political and ecological
interests clashed. After celebrating the revolutionary and
progressive outcomes of such collisions, attention to negative
human impact on natural environment has come to the fore in
recent decades. Practitioners started implementing into their
practice knowledge of the effects of extreme weather, insensitive
transformations of landscape, abandoned architectural sites and
the impact of reckless human actions. Focusing on the 20th
century, this session explores urban projects, buildings, and
product design affected by the impact of human activity on the
environment. These could be both pioneering as well as failed
attempts to “improve” the environment, approached from a
historical perspective or as case studies. We invite papers that
consider the aftermath of design practices on the environment and
explore the following questions: How did the knowledge of natural
disasters and limited resources affect the methods and approaches
to the design of objects, buildings, cities, and landscapes? How can
large-scale urban redevelopments be sensitive to nature? Who
were the pioneers of implementing sustainable growth in
architecture and design from transnational, national, and local
perspective? Topics may include: Responsible heritage preservation
Urban landscapes and sustainable cities Regeneration projects
Urban aesthetics Afterlife of extreme urban redevelopment

Integral Urban House: The Ecology and Economics of
Autonomous Architecture
Robert Gordon-Fogelson, University of Southern California

During the mid-1970s, a crumbling Victorian house in Berkeley,
California, became a nationally publicized testing ground for
cutting-edge ecological design. The Integral Urban House (IUH),
an experiment in urban homesteading administered by the
nonprofit Farallones Institute, sought to rescue capitalist society
from environmental catastrophe by demonstrating ecologically-
sound lifestyle alternatives. A staff of architects, biologists, and
engineers combined their expertise to construct a total life
support system capable of drastically reducing a household’s
ecological footprint. Yet the project was neither as innovative
nor as subversive as scholars have maintained. This paper uses
the IUH as a case study to consider the largely unexplored link
between corporate and countercultural design. | argue that in its
effort to model “a totally integrated example of energy- and
resource-efficient living,” the IUH employed methods of
integration that corporations developed a century earlier. By
growing their own food, conserving energy, and recycling
organic wastes, residents mimicked the corporation’s aim to
control all levels of industry, from the extraction of raw
materials and the reduction of overhead costs to the reclamation
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and reuse of scrap materials. The IUH thus translated economic
principles of resource management into ecological strategies of
self-reliant living, thereby returning economics to its origins in
the Greek ‘oikonomikos,” meaning “household management”
Rather than accept the normative view of ecological design as a
countercultural reaction to corporate hegemony, this paper
asserts a more entangled relation between design, ecology, and
economics.

AUROVILLE Experiment — The Past and Future of the
Pioneering Sustainable Urban Landscape Project in Modern
India

Helena Capkova, College of Global Liberal Arts, Ritsumeikan
University

Auroville belongs to nobody in particular. Auroville belongs to
humanity as a whole - this is the beginning of the charter of the
intentional spiritual community in Tamil Nadu India, established
under the leadership of French painter and occultist Mirra
Alfassa/the Mother (1878-1973). The concept of Auroville - an
ideal township devoted to an experiment in human unity - and
its architecture plan was drafted by Czech-American architect
Antonin Raymond (1888-1976) in the 1930s. However, the idea
came to fruition in the mid-1960s, when the vision was backed
by the Indian government, and the UNESCO resolution
encouraged the project in 1966. On 28th February 1968, some
5,000 people assembled near the banyan tree at the centre of
the future township for an inauguration ceremony attended by
representatives of 124 nations, including all the States of India.
The sustainable city plan was developed lead by French
architect Roger Anger (1923-2008). Diverse group of architects
contributed with architectural and other designs, such as one of
the well-known peace tables executed by architect/ furniture
designer George Nakashima (1905-1990). The table was
transported to Auroville in 1996. The city planned for 50 000
inhabitants counts currently about 2 500 Aurovillians. What are
the chances of the future for the city that promotes ecology and
sustainability on one hand, and to the beautiful design on the
other? What implications its existence has on the surrounding
Tamil communities and their modern, organically developing
ecosystems? This paper will present the key pioneering
achievements in implementing sustainable architecture and
design in Auroville in the context of modern India. The main
representatives from the transnational group of artists and
designers will be introduced. The argument will be based on the
extensive and critical archival research, as well as on interviews
with the designers and engineers themselves.

Reassembling the Urban: Reading the Post-Olympic City

Gangneung as an Assemblage

Seunghan Paek, Catholic Kwandong University
This paper aims to explore how disparate strata of the city bring
forth an assemblage that cuts across a set of binaries of
institution and individual, tradition and the modern, and nature
and culture in differing ways. In doing so, | will take the post-
Olympic city Gangneung as a case, which is located alongside
the east coast of South Korea. The city ministry co-hosted the
2018 winter Olympic Game with another nearby city
Pyeongchang. Hosting such a mega-event made the city vibrant,
and helped them to deal with the sustaining economic
stagnation. Newly constructed infrastructures such as railway,
flat housings and urban parks made the city comparable to other
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renowned global metropolises, but those urban strata quickly
became empty as soon as the event was over. It is because
implementing those strata were mostly driven by exhibition
administration which does not reflect enough what makes the
city operate in daily life. Clichéd images illustrating the city’s
natural resources, especially pine tree and the ocean both of
which are prevalent throughout the city area, were highlighted
over other considerations. However, those sleek images are in
drastic contrast to the city’s reality, exemplified by the ongoing
construction of thermal power station which is neither response-
able nor ecological to environment, the overpopulation of
automobiles and the related facilities such as car washes and
parking lots, and tourist investments resulting in the excess of
lodges and hotels. The disparity between the city’s ideal image
and its crude reality is derived from the narrow definition of ‘the
urban’, as well as a naive assumption that nature and culture are
clearly distinct from each other. By challenging such
assumptions, | claim that one needs to understand the city as an
assemblage through which to rethink the perennially dividual
identity of the city from the ground.

Biosphere 2 and Closed-System Design in the Space Age
Coco Shihuan Zhou, Bard Graduate Center

Among the giant cacti and crumbling rocks of the Sonoran
Desert, there stands a translucent structure with a dense, moist
green behind its glass-and-steel skin, its geometric outlines
recalling at once a science-fiction set and the ruins of early
civilizations. Modeled after planet earth, the ‘original’ biosphere,
Biosphere 2 is an ecological research facility in Arizona where
sensational experiments related to outer-space settlement took
place in the early 1990s. Known popularly as a “glass ark;
Biosphere 2 was designed as a prototype for a long-term closed
colony on Mars. | argue that in the United States, widespread
concern since the 1960s about questions of sustainability and
ethics of habitation led to renewed interest in an insurgent,
holistic framework of life. Endowed with an ethical thrust, the
concept of the biosphere emerged in the mid-twentieth century
as an alternative to the biology conducted by the cold-war
academic-industrial machine. However, this concept was itself
deeply indebted to military research, developing through a
tradition of closed-system design for space cabins and home
economics. With this historical context as my starting point, my
presentation will situate Biosphere 2 within a genealogy of
closed-system design, a legacy emblematized by R. Buckminster
Fuller’s utopian notion of “spaceship earth.” Using images from
the project’s promotional materials, | will demonstrate how
Biosphere 2 mediated the popular perception of the earth as a
closed system—a view informed by the iconography of satellite
photographs—through its interior spatial planning and its
spaceframe-enveloped, modulated references to global
indigenous architectures.
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Chair: Jennifer A Baez, Florida State University

The Ozama and Orinoco rivers span an area in the Caribbean with
highly diffuse narratives on art produced and consumed during
Spanish colonial rule. This is especially the case for the post-
Contact centuries, when the empire’s gaze turns to New Spain and
Peru. The Ozama River, bisecting the city of Santo Domingo, staged
the first European incursions into the Americas; the Orinoco River,
spreading across northern South America, channeled arrivals into
the mainland. The Spanish Caribbean basin is a distinct, yet
integral part of Latin America; encompassing the Atlantic coasts of
Mexico and Central America, and the northern rim of South
America. Studies have focused on regional clearinghouses such as
the Viceroyalty of New Granada, or punctual sites such as EL Cobre
in Cuba. However, there is a need to cast a steady and comparative
glance that articulates regional particularities and dynamic
exchange. This session examines issues that have informed
scholarly debate on the arts of Spanish colonies, i.e., the
Amerindian legacy; artistic training; the Bourbon reforms; Afro-
creole cosmographies. Our goal is to map the visual and material
economy of the region in the 18th century, under the framework of
imperial Spain, as an area with a historically overlooked population
of free and enslaved people of color, with rurality and dispersion as
common denominators. Abstracts may address: Free pueblos
Botanical and map-making expeditions Manuscripts and print
culture Religious art and praxis The Enlightenment and knowledge
regimes The Seven Year's War, Haiti, and The Age of Revolution Art
collecting and patronage

A very shocking contrast with the ornato of other buildings':
Value, Aesthetics, and Social Reform in the Requlation of Bohios
in Nineteenth-Century Puerto Rico

Paul Niell, Florida State University

In 1858, the Cabildo (City Council) of Ponce, Puerto Rico met to
discuss the convenience of ridding the city center of bohios de
yaguas (palm thatched huts) as these dwellings presented “a
shocking contrast with the ornato of other buildings....[and]...are
more prone than others to fire” The reformist invocation of
ornato publico (public ornament), couched this denunciation of
bohios in the language of nineteenth-century aesthetic
correction wielded by the Spanish colonial state and the Liberal
elite of the island. In tandem with the issue of beauty’s
denigration, the Council argued that these dwellings were of no
economic significance to the expanding city. Eliminating them
and creating lots where they once stood might have “particular
advantages because while these bohios are worth little to
nothing, the site they occupy is of some value” In the spirit of
nineteenth-century Liberal ideology of progress and urban
improvements, the City Council of Ponce dismissed bohios on
the basis of aesthetics, economy, and public safety. Yet, largely
unspoken was a contempt for the populations that lived in these
structures and their local autonomy. Putting people "on the grid"
and into the socio-spatial matrix of ornato would make wage
laborers, tax payers, and docile, governable bodies. This paper
examines the progressive attack on the bohio in nineteenth-
century Puerto Rico and its relation to colonial social reform.
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‘Dujo con Brazos': The Duho and the Planter's Chair
Lawrence Waldron

The planter’s chair, or Campeche chair as it is sometimes called,
is an item of furniture of undisputed Caribbean origins.
Historians of Caribbean material culture, however, have not been
able to account for the particulars of those origins. Eurocentric
glosses of Caribbean architecture and furniture commonly treat
the region’s built environment and furnishings as deriving from
Gothic and renaissance through Victorian-era models merely
inflected by so much neotropical flavor. They have even
overreached to classical Mediterranean curule seats, proposing
them as prototypes of the planter’s chair, especially its curved,
sometimes X-shaped legs. To Caribbean pre-Columbianists, on
the other hand, the origins of this seat of honor seem obvious—
the Taino duho. This paper compares the design and social
function of the pre-Columbian duho and late colonial-era
planter’s chair and proposes a possible historical lineage uniting
them across the occluded boundary of the Conquest.

On the Taino Extinction Paradigm and Oral Tradition as
Research Method
Jorge Estevez, Higuayagua Taino of the Caribbean, Inc.

Twentieth-century literature on Taino Indians of the Caribbean
state that 30 years after European contact the Taino population
was virtually extinct. The 21st century ushered in a new
mindset, challenging the extinction paradigm. DNA sequencing
revealed that many people still carry substantial local Native
DNA, and many Caribbean people identify as "Indio" (Indian).
How did they know they had Native ancestry despite 400 years
of academic extinction? How did oral traditions, the Indigenismo
movement, and fetishization shape and inform the transfer of
knowledge? In the Dominican Republic, the towns of Boya and
Banica were pueblos de Indios (Indian towns), noted as such in
colonial records, and with vibrant Taino-descendant
communities today. Jorge Baracutei Estevez, member of the
modern Taino community and Kashikwali’atunwa of
Hiwayawa’sauka, and former museum educator, will offer
signposts for historians embarking on researching "the extinct.

Between Early Contact and 19th Century Indigenismo: Locating
the Taino
Jennifer A Baez, Florida State University

Before Abelardo Rodriguez Urdaneta’s bronze sculpture of Taino
cacique Caonabo and the poems and plays that celebrated Taino
historical characters in 19th century Dominican Republic, there
are but fleeting references to Amerindians in colonial records of
Hispaniola. This paper traces Taino presence and representation
during those “missing” years between 1492 and the early leg of
the Indigenismo movement that exploded across the island.
Through historiography and two object case studies (a gilded
frame and zemi finds from the mid-to-late 18th century), we
articulate intersections between archaeological pursuits and
local Marian cults that can help us reframe a dialogue on
Amerindian visual and material culture beyond the extinction
narrative. The aim is to identify chains of knowledge
transmission, as well as the role played by creole agents in
transforming Taino cultural and material legacies, and in
mainstreaming colonial definitions of indigeneity.
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Chair: Cynthia Haveson Veloric, University of the Arts
Discussant: Susan E. Spaid

Since the 1970s, a surprisingly large number of environmentally
engaged artists have been women, although a review of the
academic literature and globally recognized exhibitions and
installations have focused primarily on men like Smithson, Christo,
Heizer, and Eliasson. However, in this last decade some significant
revisions have occurred with Joan Jonas’s US representation at the
2015 Venice Biennale and a major retrospective of Agnes Denes in
2019 at New York’s Hudson Yards Shed. But historically, women eco
artists have either worked quietly in local communities, or like
trailblazers Helen Mayer Harrison and Nancy Holt, alongside their
male partners. With the Climate Crisis universally acknowledged,
and the disastrous effects of the Anthropocene visible, multitudes
of artists have weighed in, hoping to inspire discourse, emotion,
behavioral change, and public action. This session invites a focus
on lesser known women artists, both the early pioneers as well as
the more recent ones who've recalibrated their antennae to engage
in new missions of activism, social practice, remediation, education
and communication about climate change issues. Hopefully
proposals will be offered by artists as well as critics, philosophers,
curators and art historians engaged with issues of the
Anthropocene narrative, including but not limited to eco-feminism,
deep ecology, air pollution, global warming, and the embodiment
of scientific data in artistic practice.

Call to Action Through Beauty: Making the Visceral Visual
Diane Burko

| am definitely one of those artists who hope °..to inspire
discourse, emotion, behavioral change, and public action..”
around Climate Change. For the first thirty years of my practice |
explored and responded to monumental geological landscapes
- for the last fifteen, I've redirected my focus to saving that
environment. To that end | make art about Global Warming
based on scientific data along with information garnered
through academic research, personal experience of bearing
witness and engagement with climate scientists, glaciologists
and marine biologists. | see this panel as a way to share how my
work expresses that experience as well as demonstrate my
process of investigation. | will also consider how
beauty/aesthetics and my being a woman contributes to success.
While information grounded in fact brings awareness, the mode
of delivery is crucial to how successful comprehension by the
public will be. | believe art is unique in its ability to reach and
enlighten a broad general audience because of its emotional
appeal. My practice links my creative abilities with visual
strategies grounded in scientific data. | call myself a “subversive”
artist. | endeavor to create works (paintings, photographs, time-
based media) which simultaneously attract attention through
formal, aesthetic devices of large scale, colorful, textured and
sometimes moving compositions - imbedded with visual
prompts and data points about climate change - all in order to
broaden the general public’s appreciation of this crucial threat.
All with the hope of inspiring action.
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The Tempestry Project: Visualizing Climate Change in
Philadelphia through Fiber Arts and Environmental Education
Christina Catanese, Operating at the intersection of art &
nature

The Tempestry Project is a global climate data visualization
project through fiber arts. Each Tempestry (or temperature
tapestry) shows the daily high temperatures for a given year in a
place. All Tempestries use the same yarn colors and temperature
ranges, creating a consistent and globally comparable mosaic of
shifting temperatures over time. To date, hundreds of
Tempestries have been made around the world. In 2019, the
Schuylkill Center for Environmental Education coordinated a
collection of Tempestries for Philadelphia from 1875 to 2018.
The Philadelphia collection was curated and organized by
Christina Catanese and created by 38 volunteer knitters and
crocheters. It took seven knitting circles, over 750,000 stitches,
about 8 miles of yarn, and countless hours to complete the
collection. The Philadelphia Tempestry collection is now on
long-term display at the Schuylkill Center to educate about how
climate change is impacting the region. Climate change
projections for Philadelphia include hotter, wetter weather and
more flooding from increasingly intense storms, with many
implications for human health, ecology, and infrastructure. This
collection reflects the changes that are already happening,
bringing climate data out of spreadsheets and graphs and into a
beautiful, colorful intersection of craft, personal experience,
community ‘craftivism,” and education.

Climate Data and Craftivism

Bonnie Peterson
| use embroidery to investigate environmental issues. Mixing a
variety of source materials such as scientific data and early
explorer’s journals, | stitch words and numerical graphs on silk
and velvet fabrics to make large narrative wall hangings and a
series of annotated topographic maps. The combination of
textiles and data provides a novel opportunity to consider
measurements of earth’s ecosystem. My work on geophysical
climate issues was initially inspired by an artist/scientist project
supported by the University of Wisconsin-Madison. For a fire
ecology project, Northern Arizona University brought artists
together with fire managers and scientists at the North Rim of
the Grand Canyon. Support from formal artist/scientist projects
is rare, however, and | work to establish the interactions with
scientists on my own. Fabrics and stitches are rooted in the
tradition of samplers and crazy quilts made by women during
the last few centuries. Resistance messages are found in those
old textiles and continues in today’s craftivism movement. E
Tammy Kim writes in the NYT (12/29/18), “When | pick up
needle and thread, | join a long line of women who have turned
the domestic arts into political expression.”

Birds Watching: When We Look at Nature, Nature Looks Back

Jenny Kendler
Birds Watching is a 40-foot long sculpture composed of a “flock”
of one hundredreflective bird’s eyes mounted on aluminum,
created for Storm King’s exhibitionIndicators: Artists on Climate
Change and currently on the publicly accessible 606elevated
trail in Chicago. Each eye belongs to a species of bird considered
threatenedor endangered by climate change in the United States
—creating a potent portrait ofwhat we stand to lose. In this 20
minute talk | will cover the concepts underlying thispiece which
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relate to the reciprocity of the nature of the gaze, and the
proposal thatthis may create an emotional porousness which
can connect us more deeply to thenatural world. | will
contextualize the urgency of this within the current
climatecatastrophe, unfolding around us as we speak. I'll treat
briefly on the material nature ofthe piece, which is reflective and
created by a sign-maker—elements which areconceptually
connected. In addition, | will discuss the research behind the
piece andmy general stance as a naturalist and science-adjacent
practitioner ofenvironmentally-engaged art.

New Earth: Affective Ecology, Climate Grief, and Cultural
Change
Daniela Naomi Molnar

In our supremely visual culture, the way that climate change is
understood is primarily determined by the way that it is seen.
My ongoing series of paintings “New Earth” consists of abstract
maps of newly exposed ground near glaciers. This is land that
used to be permanently covered by a glacier that is now
uncovered. This is new earth. It is like a wound, or new, delicate
skin that has formed over a wound and is now (ready or not)
exposed to the world. The paintings began as an attempt at
clarity through visualization, relying heavily on scientific
imagery (mostly satellite imagery) to source the shapes in the
paintings. Yet the deeper | got into researching these images,
the more overwhelmed | became. The paintings, likewise,
became rougher, less controlled, more emotional. | came to
realize that the series is as much about unknowing as it is about
knowing. Put differently, the climate grief that hijacked my
process is not a diversion but a necessary step towards a deeper
and more meaningful understanding of climate chaos and its
cultural, political, social, and ecological implications. Art, in its
capacity to hold ambiguity and profound emotion without
scuttling prematurely after resolution, is the ideal vehicle for the
education, communication, and emotional engagement that can
bolster necessary cultural change. | will discuss this series — its
evolution, the many responses I've received from viewers, and
the ways that it has changed the way that | think and make art
about climate change.
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Chair: Susan A. Van Scoy, St. Joseph's College

Robert Frost wrote: “Some say the world will end in fire, some say
in ice” As Frost no doubt recognized, ice has the unique quality to
both protect life and cause death. For example, ice is used to
preserve food and more recently for transporting organs and blood.
But it is also now a reliable measure of the world’s ability to
survive, as climate scientists track the melting of glaciers and polar
caps. Of course, due to ice’s powerful literal and symbolic qualities,
it has always been a popular fixture in artwork. But, as the
memorial to the dead Icelandic glacier Okjokull illustrates, its
treatment and importance in art and human existence continues to
evolve. Traditionally, artists have incorporated ice into their works
such as Caspar David Friedrich’s sublime icescapes, in winter
installments of the four seasons, and Emanuel Leutze’s Washington
Crossing the Delaware to represent obstacles, scarcity, and death.
Recently, contemporary artists have shifted to represent ice as a
precious resource, such as Richard Estes’s photorealistic landscapes
in Antarctica and Tom Hegen'’s aerial photographs. Ice has even
become the media itself with consciousness-raising performances,
such as Olafur Eliasson’s Ice Watch and Atta Kim’s Ice Buddha, Paul
Kos’s The Sound of Ice Melting, and Maya Lin’s Grand Rapids Ice
Rink. This session welcomes papers offering creative discussions of
artworks that feature ice in all media and across all time periods,
the symbolic and/or psychoanalytic meanings of ice, and how ice
reflects a history of human activity and anxiety.

Cracked Ice: Meditation and Matter in Chinese Art
Anne Ning Feng, Boston University

This paper asks when and how ice became visible in premodern
Chinese art. | argue that artists were paradoxically drawn to
moments when ice breaks and fragments. The production and
storage of ice in premodern China was a longstanding subject of
concern in ritual treatises as a gauge of cosmological harmony
and a symbol of imperial might. | show how painters and
artisans challenged this framework by making ‘“cracked ice”
newly legible as a medium for thinking about perception and
the transformation of matter. The paper charts overlooked
connections between rare images of cracked ice in Buddhist
caves from the Tang empire (617-908), ‘crackle glaze” porcelain,
and the interior design of imperial architecture. | explore how
the visual language of “cracked ice; first tied to theological
notions of emptiness and epiphanic visions of Buddhist paradise,
later influenced the glaze design of decorative surfaces, as a
mode of “alchemical patterning” shaped by spontaneity and flux.
Interweaving ecocritical scholarship and Buddhist theories on
matter, | argue that the “aesthetic power of ice” in premodern
China perturbed imperial systems for managing this volatile
substance, eliciting a new interest in depicting transformative
states of natural phenomena.

Release
Dawn Lee, St. Joseph's College

The melting of great masses of ice on Earth offers new
perspectives of our planet, revealing long hidden layers of the
past and releasing noxious gases that were previously
suspended in the ice. It speaks of deep time and gives us pause
to consider our brief existence and place in the universe. | have
been inspired by my experiences kayaking and backpacking in
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the arctic and Glacier National Park where | observed the beauty
and grandeur of glaciers and icebergs, and their disappearance
in a warming climate. My artwork focuses on elements in
specific environments and their interconnectedness. | attempt to
create a liminal space where multiple perspectives exist and
express a sense of energy. Ice is essential in maintaining Earth’s
delicately balanced ecosystems, but nature is dynamic and ever
changing. My recent paintings focus on diminishing glaciers and
thawing permafrost; they acknowledge the effects of the
Anthropocene on our natural world. Foreboding and beauty
coexist in my work while my images explore loss, transformation
and the unknown.

A Permanently Melting Landscape: Hiroshi Sugimoto’s Arctic
Photographs
Jessica Landau, University of Pittsburgh

When Hiroshi Sugimoto photographed the polar bear diorama at
the American Museum of Natural History in 1976, he was not
thinking about the instability of Arctic sea ice nor the future
decline of polar bears due to the rapid loss of their favored
hunting grounds. Sugimoto insists that his series Dioramas, of
which Polar Bear was the first photograph, is more about
imagining a post-human future in which nonhuman animals,
especially the ones confined to the current constructed visions
of nature represented by taxidermy dioramas, can re-take the
earth at the ends of humanity. The series, in an almost uncanny
way, masquerades as black and white wildlife photography, until
the viewer realizes that the stiff animals are in fact too stiff to
have been frozen by the camera, and have been, instead,
reanimated by the taxidermist. While for Sugimoto, the series is
primarily aimed at discovering the places between reality and
fiction and death and life, it is impossible for any present day
viewer to look at a scene like Polar Bear without seeing the bear
and its Arctic landscape as representative of anything but what
has been and will be lost to the melting of a warming climate.
By looking at Polar Bear alongside two other Sugimoto
photographs of the Arctic Ocean, | argue that Polar Bear is
representative of the dangers of hoping for a posthuman
recovery of nature, and pictures instead a once frozen ecosystem
that has been irreparably damaged by human action.

The Archive and the Anthropocene
Deanna Witman

Contemporary artists have been working with ice in many facets.
In my creative practice | have utilized historic archives as an
exploration and comment on the climate crisis to creative
photographic-based works showcasing icebergs and snowy
landscapes. This presentation will focus on two projects from
their inception, ideation, and execution. Two projects will be
detailed: “Arctic Elegy” which utilizes an archive from 1864 of
the first known photographs of icebergs from the Arctic and
“Melt”, which relies on satellite imagery to engage in the shifting
landscape and weather. Both projects utilize hybrid methods and
materials of 19th century photography and digital technologies
to render the final pieces.
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Chairs: Alpesh Kantilal Patel, Florida International
University; Yasmeen Siddiqui, Minerva Projects

Our forthcoming anthology Storytellers of Art Histories (2021,
Intellect) is built on the premise that the writing of contemporary
art history (where contemporary is provisionally defined as the
post-1989 period) along the lines of gender, sexuality, and the
transnational is being shaped by art-making, archival practices,
teaching, and curating. This panel brings together individuals who
draw on these approaches (usually more than one) to shake up
how art history is consolidated as knowledge--often through bold
and courageous moves. Panelists include: artist Shahzia Sikander,
who consistently exposes the insufficiency of dominant nationalist
art histories in her animations, paintings, and drawings; art
historian and curator Alexandra Chang, who co-organized an
exhibition on Chinese Caribbean diasporic art and is co-organizer
of the archival project East Coast Asian American art project
(ECAAAP); and art historian Jenni Sorkin, who co-organized a
ground-breaking exhibition on abstract sculpture by women and
writes frequently about craft. Overall, these panelists alongside the
chairs—who will bring queer of color approaches into the
conversation of writing art histories as well as the role of
speculative writing and independent publishing—will discuss what
the future of activist scholarship can mean and might look like.

Roundtable Contribution #1
Alexandra Chang, Diasporic Asian Art Network

Alexandra Chang is an Associate Professor of Practice at Rutgers
University's Department of Arts, Culture, and Media and Interim
Associate Director of the Clement A. Price Institute on Ethnicity,
Culture, and the Modern Experience at Rutgers University-
Newark. She is ideal for this panel because she functions as an
archivist, historian, and curator to bring attention to global Asian
artistic practices often with an eye towards feminist activism.
She is co-founder of the journal Asian Diasporic Visual Cultures
and the Americas, and co-organizer for the inter-institutional
East Coast Asian American Art Project and Virtual Asian
American Art Museum Project. Her curatorial work includes
Circles and Circuits: Chinese Caribbean Art (2017, Chinese
American Museum/California African American Museum) and Art,
Archives and Activism: Martin Wong’s Downtown Crossings
(2009, A/P/A Institute, NYU).

Roundtable Contribution #2
Shahzia Sikander

Shahzia Sikander is a Marcharthur Foundation Award-winning
artist. She is ideal for this panel because her artworks resist easy
national categorization (American, Asian American, Muslim
American, Pakistani, and even Indian.) Her work demands art
historians to think differently as she, herself, does. Informed by
South Asian, American, feminist and Muslim perspectives,
Sikander has developed a unique, critically charged approach to
classical Indo-Persian miniature painting - a time-honored
medium - employing its continuous capacity for reinvention to
interrogate ideas of language, trade and empire, and migration.
Link to an extended bio is on her gallerist's website:
https://www.skny.com/artists/shahzia-sikander
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Roundtable Contribution #3
Jenni Sorkin, University of California, Santa Barbara

Jenni Sorkin is Associate Professor of History of Art &
Architecture at University of California, Santa Barbara. She is
ideal for this panel because she writes on the intersections
between gender, material culture, and contemporary art,
working primarily on women artists and underrepresented
media. Her publications include Live Form: Women, Ceramics
and Community, Revolution in the Making: Abstract Sculpture by
Women Artists, 1947-2016, and the forthcoming Art in California
(Thames & Hudson, World of Art series, 2021), and numerous
essays in journals and exhibition catalogs.

Environmental Media Curation: Earthly Models for Media Art
Exhibitions
Maya S Livio, University of Colorado

This paper proposes strategies for environmentally-informed
media art curation, suggesting best practices and a curatorial
model that reduces environmental harm in media art
exhibitions, both off- and online. The paper surveys examples
of existing environmental curation practices, then outlines
findings from my own experience as curator of Medialive, an
annual media arts festival at Boulder Museum of Contemporary
Art. Specifically, the paper centers on the 2019 edition of the
festival, “Medialive: Subterranean; for which | experimented
with environmental methods for media art curation that take
into consideration extraction, consumption, emissions, and
waste. The curatorial model not only reflected on material
choices in the gallery, but also considered exhibition elements
such as power consumption and the carbon emissions of cloud
storage. Beyond installation concerns, all of the festival’s
performances were commissioned as virtual events in order to
eliminate the need for artists to fly to the museum—a significant
source of environmental harm for live work—while factoring in
environmental considerations around the transmission of
performance files. Such a rethinking of what media-based
performance could look like took place prior to COVID-19, but
maintaining an environmental focus in virtual art practices is all
the more pressing now. Remembering that the life-cycle of
technologies begins and ends in the ground, from the use of
plastics, rare-earth minerals, silicon, and other extracted
materials, to the waste produced in manufacture and disposal,
this paper develops curatorial methods that keep earthly
concerns in mind.

Reckoning with the Whiteness and Western-centrism of Post-
Internet Art
Timothy Smith, Aalto University

Post-internet art has emerged in the past 15 years as a new
thread of internet-aware contemporary art that focuses
specifically on the radical integration of technology and network
cultures into everyday life. The most prominent examples of
post-internet art tend to address themes that reflect the middle-
upper-class white privilege of many of its artists - suburban life,
boredom/ennui, Instagram influencer culture, art world inside-
jokes. Less known are the activist artists of this new digital art
movement who explore the biases of highly networked
environments in the internet age by interrogating gendered,
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racialized, and geographic digital divides. This presentation
explores the pedagogical implications of the whiteness of post-
internet art through a lens of critical multicultural education,
which offers a pedagogical framework for analyzing identity,
ideology, and power relations. By focusing on how white
supremacy and colonialism is embedded in the structure of
societies, and thus is inherently embedded in the arts and art
education, critical multicultural education moves significantly
beyond the tokenizing and deracializing ‘liberal’ conception of
multiculturalism. By exploring the post-internet condition
through the voices of racialized, gendered, sexualized and
disabled artists, this presentation engages the potential of
critical multicultural education through the arts as a powerful
pedagogical tool, creating counter-hegemonic frameworks that
stand up to dominant art canons and art education curriculums.

Monument Public Address System
Meredith Drum, New Media Caucus

Monument Public Address System, a project in development, is a
mobile augmented reality (MAR) platform built for public
response to confederate monuments in the United States. For
communities surrounding these monuments, particularly ones
that cannot be removed due to legal restrictions, and
particularly communities who feel harmed by the monuments,
this MAR platform will encourage both planned and
spontaneous visual and aural expression. The social and
technical affordances of the platform will allow participants to
create, modify, and annotate virtual assets, participation which
can expand critical dialogue about our inherited symbols, and
serve as a repository for ideas for new, more inclusive
monuments. This paper describes the research conducted as the
project unfolds - evaluation of other digital public projects with
similar purposes (including my Oyster City AR) and interviews
with stake holders who are working to remove confederate
statues. As the author of this paper and producer of this project,
| want to be clear about my identity. | am a white woman who
was raised and currently lives in the Southeast. | mention this to
situate my personal interest, originally sparked by family’s
sustained involvement in civil rights activism and other justice-
centered activities. Monument Public Address System is
intended to support the removal of Confederate monuments but
also to provide an avenue for public healing, one of many
needed. The project will be a tool for expressions of anger,
frustration, and fear regarding our country’s racist history, as well
as the enunciation of anti-racist hopes, activities and initiatives.

Art and Games: Programming the Unconscious in Psychasthenia

4: Insomnia

Victoria E. Szabo, Duke University and Joyce J. Rudinsky,

University of North Carolina, Chapel Hill
Psychasthenia Studio is an art collective based in North Carolina
that uses new media and interactive, procedural environments
to investigate the relationships between psychological
conditions and contemporary culture. Over the last decade, we
have taken a creative and critical practice-based approach to our
work through a series of artist’s games that simultaneously
participate in the gamification of contemporary culture and
expose its norms and limits. Our first project was a technology-
enhanced system for psychological diagnosis, Psychasthenia 1,
followed by an installation focused on digital mediated
treatment options leading to digital self-actualization,
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Psychasthenia 2. Our next project focused on the gamified
“success factors” measurements inherent to a highly surveyed
workplace environment, Psychasthenia 3: Dupes. In our latest
interactive installation project, introduced here, Psychasthenia 4:
Insomnia, we take the gamified surveillance and production of
avatar identities inward and explore the idea of programming
and optimizing the unconscious self through the management of
sleep and dreams. Insomnia tracks the player-hero’s journey
through the perilous underworld of the individual's psyche. The
user is armed with the “weapons” of sleep science and
progresses with the goals of shaping daylight selfhood through
successfully programmed rest. Gradually revealing a collective
unconscious shaped by technocultural assumptions about
personal and collective identities, this project explores how
tropes of hacking the individualized self permeate contemporary
culture, and the ways in which the affordances of the gamified
systems we increasingly use to manage them shape and
constrain, but may also reveal, the lives and futures we imagine
are possible.

Chair: C.C. McKee, Bryn Mawr College

Inspired by a volume from Jamaican poet Olive Senior, this panel
endeavors to cultivate critical art historical methods for engaging
the relationship between tropical ecology and race in artistic
practices, visual and material culture from the Caribbean
archipelago. Whether considering the past or the present, the
environment’s most (neo-)colonial features all too often obfuscate
the subaltern indigenous, African and Asian diasporic forms of
being entwined with tropical nature. An array of theorists offer
perspectives that bolster an environmental approach to
representations of racialized being: Kamau Braithwaite’s tidalectics
eschew dialectical synthesis in favor of a non-progressive
existential flow where the ocean meets land. Edouard Glissant’s
creolized ecology finds modes of Caribbean existence in the
environment beyond a “traumatic reaction” to the ongoing legacy
of slavery and indentureship. Suzanne Césaire’s theorization of the
homme-plante (plant-man) contends that African diasporic life is
“tied to the plant, to the vegetative cycle” to redress colonialism’s
violence and valorize black culture developed under enslavement.
Although the material implications of these positions abound, they
predominately refer to racialized and (post-)colonial being-in-
language. Embracing the region’s intrinsic heterogeneity, this panel
welcomes proposals that address aesthetic engagements across
historical period, national and imperial context, and artistic
medium. Submissions may focus on, but are not restricted to, the
following themes: Marronage as an environmental ontology
Locating black being between-the-lines of natural history Wage
work and the acclimatization of indentured labor Gender, race, and
science in the kitchen garden Decolonial queerness and the
tropical landscape Generative catastrophe in Caribbean aesthetics

The Magnificent Gardens of the first Free Black Nation in the
Americas
LeGrace G. Benson
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Creole sovereignty in the Jardin du Roi
Peter Minosh

Decolonizing Jamaican Landscape: Images and Ideologies of
and "after” the Plantation
Adrienne Rooney, Rice University

Denis Williams: The Genetic Jungle
Giulia Smith, University of Oxford

Chairs: Inbal Ben Asher Gitler; Einat Lachover, Sapir
Academic College

Miniaturizing images and visual messages (in two-dimensional
format) is a long-established tradition. Moreover, miniaturization
has increased significantly with the developments of consumer
society and digitization. Beyond the traditional miniaturization in
graphic design, such as postage stamps, currency, medals and
logos, there are now a growing number of digital icons and emojis.
Both leading designers and anonymous creators have been
responsible for such miniaturized images, encompassing numerous
aspects of cultures and economies across the globe. While
miniature images have been researched in various contexts such as
art, communication, and semiotics, much is left to explore on
gender issues. This session seeks papers on diverse forms of
miniaturization focusing on women’s representation. It addresses
gender as well as cultural, commercial and national issues. Papers
will also discuss thematic, formal, stylistic and media aspects. We
invite papers dealing with contemporary as well as 20th century
miniature images across the globe, focusing on gender from
aspects of the design process and its outcome, and inclusion vs.
marginalization of women in this area of visual culture. Among the
questions addressed, but not limited to, might be, how does gender
intersect with other social categories, such as: age, sexuality,
religion, geography, race, and ethnicity? How does stereotyping
function in the miniaturization of feminine figures? What
distinguishes the depiction of known personages, for example in
postage stamps, political propaganda or currency, and what is the
contribution of such depictions to gender-conscious
commemoration and education? How do emojis represent diversity
of gendered figures?

Gendered Memory and Miniaturization in Graphic Design:

Representations of Women in Israeli Postage Stamps

Inbal Ben Asher Gitler and Einat Lachover, Sapir Academic

College
Postage stamps issued by nations states constitute a fascinating
window to cultural and social values of different countries. This
paper researches them as a communication design medium that
has a key role in the construction of national gendered
commemoration. We explore this issue through the case study of
images of women in official postage stamps issued by the state
of Israel, since its establishment in 1948 until today. Women are
under-represented among the stamps of many countries, and
Israel is but one example. Women’s marginalization within
philatelic commemoration testifies to the broader phenomenon
of their exclusion from the public sphere. Postage stamp design
is a creative field that has been profoundly impacted by
technological transformations in the past few decades. Our
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study explores these changes by examining three stamp series,
which represent roughly half of the Israeli commemorative
stamps dedicated to women. We analyze approaches to
miniaturization and discusses graphic design’s implications for
the visual articulation of gender within national culture. The
relationship between postage stamps and digitization processes
has received only scant scholarly attention to date. Moreover, by
applying social semiotic methodologies, archival research and
interviews with the designers, we present new findings
pertaining to research for design. All aspects of our discussion -
miniaturization, gendered memory, design approaches and
technologies - have implications beyond the study of postage
stamps and can significantly expand our understanding of
design processes pertaining to icons, smartphone user interfaces
and other small-scale graphics.

Miniaturizing Monumental Women with Dragons: Fantastic Art
Action Figure Miniatures
Sharon Khalifa-Gueta, University of Haifa

Action figure miniatures of the game Dungeons and Dragon
often depict the motif of “the woman and the dragon”,
transformed from monumental painting of fantastic art, and
usually depict the motif as erotic, sometimes bordering on
pornography, and as objectifying women. | will show, however,
that these images have reception aspects from ancient and
medieval images of goddesses and demons. | contend that they
glorify women and present them according to the iconographic
scheme of goddesses and demons. Miniaturizing these images
has a similar effect to that of miniature sculptures of
monumental goddesses’ statues—a popular phenomenon in
ancient Greek and Rome, and is intended to personalize and
empower the person holding the figure. One group of figurines
depicts an anguipedian (part woman part serpent) image, rooted
in fertility goddess iconography, which also included Medusa-
like images of fertility demons. These images are intended to
denote great strength alongside the great goddess removal from
her power, and are contemporaneous to feminist theories of the
Great Goddess power of women popular in the 1960s and 1970s.
| strive to see how these images reflect these gender theories,
and the effect these images have when miniaturized. Fantastic
art fans are the intended consumers for these miniature
figurines. | will examine in this lecture the religious-Llike fervor
around these images, and how their iconology, while pondering
whether the titillating aspect of these images is aimed at a
target audience of mainly male adolescents.

When Does a “thing” become a “figure?” When does a “figure”

become “she”?

Adi Hamer Yacobi, Ben-Gurion University of the Negev
This paper explores feminine representation through the
practice-led research of Israeli designer Yaacov Kaufman. In the
last 20 years, he designed a series of over 1000 miniature
figurines made from raw materials and functioning as three-
dimensional sketches. This is an almost automatic, continuous
craft-making that produces a massive number of artifacts. In the
context of current research into contemporary craft practices, |
investigate Kaufman's research-through-design as a unique
process: Each of the figures is a ‘feasibility model’ through which
he examines materials, shapes, technologies and the
relationship between them, alongside cultural and social issues.
However, most of the figurines appear to be non-binary; others
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appear male, and only a few can be identified as feminine. By
applying analytical methodologies from other areas of visual
arts, | explore these aspects of the series. Kaufman's abstract
figurines raise questions about the minimum attributes
necessary to represent a character in a miniature format - any
figure with a face, body, and individual features. The figurines
further raise questions as to what defines gender and what role
stereotypes play in such definitions. A closer look at the series
reveals small families that include feminine figures, identified by
comparing their characteristics in relation to the group, and by
their participation in a scene. In the lecture, | will categorize the
figurines’ research and analyse specimens that | identify as
women. In these figurines, | argue, the designer used the
feminine body extrovertedly in order to distinguish it from the
rest of the series.

Chairs: Renée Vara, Vara Art; Angelo Madrigale, SVP

This panel will explore the historical and creative rise of street art,
from the illegal expression of the 1960s to the mass culture
sensation it is today. Despite it representing one of the most
significant avant-garde movements in the twentieth century, it
remains a self-enterprising community that is bound in authentic
practices that eschew the traditional art world ecosystem. Thus,
the movement’s exclusion from standard art historical indices,
archives, art industry resources, due to its historic denigration by
traditional art connoisseurship (with exception to a few male
superstars), continues to perpetuate neglect within academic art
history. We will address not only how historical interpreters but
also street artists, themselves, are challenged by cultural
preservation as their creative identities are either disempowered,
alias or unknown. How shall one approach inaccessible
documentation of such work, often ephemeral, as it largely rests in
privatized digital spheres, subculture blogs and open sourced
networks, and typically lacks markers of external validation by
traditional fine art professionals? What creative remedies found in
the burgeoning field of digital art history are interpreters
employing as a more fluid approach to understanding the
movement’s categorical slippage? Ultimately, the panel seeks to
ask larger questions about how in a post-historical moment, art
historians will reconcile the existing hegemony of criteria with
street art’s distinct language(s), styles, and aesthetic ideologies to
create a more inclusive cultural record. We seek participation from
practitioners to address how institutions, curators, collectors, and
artists are meeting relevant challenges inherent to the zeitgeist of
street art.
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Chair: Sarah Doane Parrish, Plymouth State University

The past decade has seen a surge of scholarship on art history
pedagogy, revealing a high degree of innovation within the field.
Educators have called for much-needed diversification, flipped the
classroom, and weighed the relative merits of chronological versus
thematic approaches. However, previous publications and
presentations on this topic typically highlight experimentation at
the level of individual assignments or specific courses. The present
panel expands this discussion to encompass program-wide
changes. How are art historians reimagining the curriculum of
entire majors, minors, options, certificates, or general education
tracks? This is an urgent question at a time when the arts and
humanities occupy a precarious position in higher education. Art
history programs are adapting in response to shifts in enrollments,
institutional priorities, and student demand. Possible solutions may
involve strategically consolidating offerings, cross-listing classes
with other disciplines, rebranding the major, or creating new
interdisciplinary or pre-professional degrees. By sharing examples
of how programs have responded to their particular circumstances,
others can forge sensible solutions for their own contexts. More
than simply reacting to logistical problems in higher education,
however, curricular revision provides a valuable opportunity to
reconsider the epistemology of art history and its role in the
twenty-first-century academy and economy.

Meaningful for Students, Sustainable for Faculty: Rethinking
the Art History Major
Sarah S. Archino, Furman University

Furman University offers a major with only two full-time
professors and, like many small art history programs, we feel
concurrent pressures to broaden our offerings, provide engaged
learning experiences, and demonstrate our value. We are
currently restructuring our major, and this paper is proposed as a
workshopping of our design in-progress. With departmental
capacity to teach ten courses each academic year, including
general education surveys, we can no longer pretend to offer
comprehensive historical and global coverage. The new program
is intended to emphasize and cultivate learning outcomes that
go beyond information mastery to include analytical,
comparative, research, curatorial, and visual literacy skills. The
centerpiece of this redesign is a new course progression that
eliminates chronologically-based distribution requirements in
favor of thematic courses. Through thoughtful design, these
thematic courses will provide coverage while allowing for
flexibility and innovation, while also integrating global issues in
meaningful ways. These courses can also be cross-Llisted and
cross-advertised, broadening our footprint on campus. By
reducing the structural demand for chronologically-structured
intermediate courses (which historically struggle to enroll
students), we can instead offer new seminars that provide focus
for deeper engagement. We are partnering with Furman's
Humanities Center and their humanities lab courses, which will
provide additional support for independent student research
projects. We propose to share our ideas and would welcome
feedback from other members of the panel and the audience.
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Becoming Art History & Visual Studies: A Curricular Strategy of
Emergence at a State University
Jessica L. Santone, California State University East Bay

A university-wide shift from quarters to semesters in fall 2018
afforded the possibility of total curricular transformation. As sole
full-time art historian leading up to this, | developed a new
program to reinvigorate offerings and build a stable
concentration, now in Art History & Visual Studies, within the
Art major. Organized in three multi-level and methodologically-
divergent streams, the new curriculum is rooted in my expertise
and statewide standards for transfer students, but also explicitly
designed for growth and change, including the addition of a new
tenure-line faculty member in 2019 and the potential for
gradual expansion of design history and visual studies in our
offerings - all with a view to better serving all eleven
concentrations in Art. An important feature of the new
curriculum is the repeatability of many upper-division courses,
allowing us to easily develop new topics and offer a much wider
range of subjects for our small concentration, while ensuring
stable enrollments. Concentrators and minors are also
encouraged to draw on visual studies content already found
outside the department. In this presentation, | propose that a
strategy of emergence and flexibility is key to survival amidst
constraints faced now at a public state university. This strategy
is not merely practical though; it is fundamental to the shape of
the discipline-to-come that our students will inherit. | will
briefly consider this manner of adaptation and emergence in
relation to similar transformations amongst arts organizations
and alternative education projects that insist on institutions’
becoming and promote disciplines that think.

Art History at St. Catherine University: A Case Study in
Curricular Redesign for Social Change
Amy K. Hamlin, St. Catherine University

This paper profiles the curricular redesign currently underway in
the art history program at St. Catherine University (hereafter St.
Kate’s), a small Catholic liberal arts college for women in St.
Paul, Minnesota. As a progressive institution committed to social
justice, St. Kate’s educates women to lead and influence.
Changing demographics of who our students are, how they
learn, and what they have to offer drive a reimagination of what
art history is and its possible futures. The current curricular
redesign jettisons the bloated traditional model in favor of a
leaner course of study that is site-specific, interdisciplinary,
malleable, and student-centered. For example, in a new writing-
intensive course called Art and Power, students work with local
museum collections and community partners to interrogate the
colonialist roots of the field while foregrounding a more “loving
perception” (Maria Lugones) toward the art object and its
histories. Another new course, called A History of Art, excavates
the decommissioned university slide collection for absent and
counternarratives that engage in institutional critique. Whereas
the new program teaches some of the basic tools and tenets of
the field (i.e. formal analysis and the canon), it simultaneously
interrogates those very tools and tenets to make space for
something new to emerge. Bespoke advising, high-impact
practices, and integrated learning experiences with students in
the studio art program also characterize the new program.
Ultimately, this student-centered curriculum favors a culture of
inquiry and collaboration over mastery and competition while
centering anti-racist approaches to teaching and organizing for
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social change.

Expanding Art History Across Campus
Leanne M. Zalewski, Central Connecticut State University

As the lone art historian at my university with no art history
major, | seek ways for art history to remain relevant within the
department and within the university. | believe it is important to
offer cross-listed courses as well as offer guest lectures in
courses in other disciplines. Several other humanities faculty are
creating cross-disciplinary minors in which art history courses
are among the required or elective courses. If art history is to
survive in the curriculum, change needs to happen. In my
presentation, | will discuss ways in which art historians can
incorporate their courses within the curricula of other disciplines
as well as offer suggestions for rebranding. If art history is to
survive in the university, it needs to have a broad presence on
campus.

Chair: Andres Mario Zervigon, The Photography Network
Discussant: James Nisbet, UC Irvine

When we think of avant-garde photography and nature, we might
recall Aleksandr Rodchenko and Varvara Stepanova’s photographs
and designs in the pages of journals such as USSR in Construction,
Albert Renger-Patzsch’s grimy factory landscapes, Valentina
Kulagina’s pastoral photomontage scenes of collective farms and
seemingly-abundant natural resources, or the deserted Gold Rush
mining towns captured by Alma Lavenson. As these examples
suggest, avant-garde artists showed a great interest in human-
transformed ecologies, and they depicted the exploitation of
natural environments long before pollution and climate crisis
became topics of global concern. This session discusses cutting-
edge photography of the interwar period and its engagement with
natural devastation, environmental justice, and ecological collapse.
How did avant-garde photographers respond to the human
transformed natural world in their own time, and what can we
learn from their works today?

Discussant
James Nisbet, UC Irvine

After: Alma Lavenson’s Mining Towns and 1930s California

Photography

Monica C Bravo, California College of the Arts
Although she self-identified as an amateur, Bay Area-based
photographer Alma Lavenson was included in the famed 1932
Group /64 exhibition at the M. H. de Young Memorial Museum.
Whereas f/64’s core membership was known for its sharply
focused photographs of Californian nature and pristine
landscapes—emblematized by her friend Imogen Cunningham’s
magnolia closeups and teacher Ansel Adams’s High Sierras
—Lavenson instead sought out evidence of the “man-altered
landscape,” decades before the New Topographics. Throughout
the 1930s and beyond, Lavenson photographed Gold Rush-era
mining towns in the Mother Lode, many of them long since
abandoned. Rather than approach the subject with a
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documentary, touristic, or comprehensive historical motive,
Lavenson wanted “to record] in her own words, “only those bits
which still preserve a feeling of the past” Her photographs, often
featuring striking effects of light and shadow, focus on nature
reclaiming ramshackle wooden structures and environmental
effects softening manmade gouges in the rocks and earth. They
show derelict buildings and depopulated streets; a built
environment hastily erected for the exploitation of natural
resources, and then cast aside upon their exhaustion. Intended
for an unrealized book to be co-authored by her husband,
Lavenson's retrospective look at the irretrievable gold mining
industry complicate our understanding of Group /64 and its
milieu. They further contrast with Dorothea Lange’s
contemporaneous photographs of people experiencing
deprivation brought about by the Great Depression and
cataclysmic drought. Largely unpeopled, Lavenson’s Mother
Lode photographs show neither an Edenic California nor a
forlorn populous. Instead, they portend a postlapsarian world.

Man and Landscape of the Twentieth Century: Avant-garde
Photography and its Ecological Transformations
Aglaya K. Glebova, University of California, Berkeley

For many of the emblematic photographers of the European
avant-garde—AleksandrRodchenko, Albert Renger-Patzsch,
Laszlo Moholy-Nagy, August Sander—humantransformation of
nature was a crucial representational concern. In the late 1920s
and 1930s, thisconcern intensified, sometimes even turning to
nature “as such” How might we read thisincreasing turn to
nature in contexts as different as the Soviet Five-Year Plans,
German NationalSocialism, and exile in Great Britain? Is there a
thread that might unite these disparate bodies ofwork, and their
simultaneous turn to questions of environment? Framed as
“landscapes, thesephotographs appear as representations of
regressive romanticism or imperialist conquest. Inmoving away
from questions of genre, this paper considers how the visual
vocabulary of avant-garde photography transformed natural
spaces, and—perhaps more importantly—how thisvocabulary
was transformed, in turn, by the artists’ encounter with these
spaces, both physicaland visual.

Visions of Soviet Ecology: Valentina Kulagina, Photomontage,
and the Communist Landscape in the 1930s
Maria V Garth, Rutgers University

This paper investigates the relationship between documentary
photography, avant-garde aesthetics, and Socialist Realism in
Valentina Kulagina’s 1938 photomontage compositions from the
series Designs for Pavilions of VSKhV. These montages were
created for the All-Union Agricultural Exhibition (VSKhV), which
occurred in 1939. Multiplied images of roaming pigs, cows, and
horses amid rolling hills and rivers evoke the Soviet Union’s
human interventions into the land in mass projects such as
collective farming and electrification. | contend that these
compositions present the natural environment as an unlimited
material resource ripe for fulfilling the economic needs of the
empire, thereby heightening the sense of spectacle occasioned
by the exhibition’s grand narrative of agricultural triumph.
However, in contrast with the idyllic visual language of utopian
rural life, these photographs also have a troubled origin. How
does the context of their creation reveal the dissonance between
the artist’s personal experiences, the historical backdrop of
political repression, the reality of ecological collapse, and the
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uncritical and celebratory display she was tasked with
representing? At the height of the Great Terror, Kulagina’s life
partner and professional collaborator, the artist Gustav Klutsis,
was suddenly arrested and later executed by the police. In the
aftermath of these events, her designs present a complex
perspective on avant-garde art, Socialist Realist photography,
and Stalinism in relation to the politics of environmental
degradation.

COMMITTEE ON DIVERSITY PRACTICES

Chair: Claudia Marion Stemberger,
WWW.ARTANDTHEORY.NET

Diversity and inclusion have been a major area of interest within
the CAA. Surveys on diversity in the contemporary university, such
as that conducted by Sara Ahmed (2012), have shown how the
diversity discourse has been performatively used by these
institutions in order to shield them from critique, thus rather
perpetuating inequality. Moreover, art historian Steven Nelson has
observed that “with questions of diversity, it’s so local, and one has
to look at the local context to see what diversity actually means”
(2019). Among CAAs Committee on Diversity Practices, the subject
of global diversity has currently gained fresh prominence, with
scholars debating the locational meanings of diversity in art
history. However, there has been little discussion at the CAAs
annual conference about global diversity. The aim of this panel is
to look into global institutional frameworks of diversity. To what
extent do we need to take the situatedness of heterogeneous
locales of diversity into account—at a particular time in history / in
a specific societal context? How is the concept of diversity taught,
negotiated, and researched in global / locational contexts of art
history? To what extent will these insights into global diversity
then allow ourselves to possibly navigate diversity policies in the
US in a different way? With its North American majority in mind,
this panel provides an opportunity to advance the CAA members’
understanding of global cultures of diversity in art history,
acknowledging locational challenges of inequity and pluralism in
global higher education across the world.

Ecology as Metaphor for a Deeper Understanding of Diversity
Alana Jelinek, University of Herfordshire

This paper argues that the reason why art history fails time and
again to address profoundly the question of diversity is because
we continue to work within a model that has an inherent skew
born at the origins of the discipline (in Winckelmann et al). Art,
as we understand the word today, is a concept endebted to art
historical understanding of the material culture of the classical
period (ancient Greece and Rome). Without understanding the
history of our discipline we are unable to redress the various
biases and occlusions of our discipline that inevitably arise from
the progressivist model described by Vasari and replicated in
most other histories of art written to this day. This paper
proposes an alternative model for understanding art; one that is
informed by social anthropology, but which uses metaphors
from the ecological science. The model proposed here is in order
to move towards deep inclusion and diversity instead of - at its
best — addenda to a problematically skewed history or - at its
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worst - lipservice. Various concepts from ecological science will
be shared in order to explore this alternative model.

Questioning Mexican Cultural Identity: Towards a Redefinition
of Diversity in Art Institutions
Natalia De la Rosa, UNAM

This presentation approaches the notion of diversity by pointing
out a series of questions in a critical moment where it is
imperative to propose new frameworks in art history. The
concept of diversity explored in this paper recovers a series of
theoretical analyses in Mexico that focus on a critical review in a
context of racism, classism, gender violence, and migration. My
aim is to present different narratives with the potential to
construct alternative political and cultural projects. In doing so, |
want to explore examples that allow us to underline alternative
ways of considering diversity in Mexico in the context of the
anti-colonial debate, and at the same time, to establish a
dialogue with global processes and networks. Authors such as
the Mixe linguist Yasyana Elena Aguilar (Ayutla, Oaxaca), or the
transfeminist theorist Sayak Valencia (Tijuana, BC), represent
potential options from different but complementary
geographical and methodological points - to explore the ways
in which being in the periphery confronts the political
definitions of territory. The idea is to open new strategies in our
field precisely from the outskirts or spaces of liminality. This
approach highlights a new process of rethinking the future of
cultural institutions (museums, art schools, archives) in order to
redefine “diversity” in terms of language, politics of gender, and
cultural productions from non-hegemonic identities. In this
presentation, | will address the intersections between locality
and diversity with the aim of understanding alternative
proposals in a context defined as Latin America.

At the End of the Rainbow: Transformation and the Logic of
Diversity in the Context of Structural Racism
Nomusa Makhubu, University of Cape Town

Transformation in our institutions is undoubtedly necessary and
urgent. To address these disparities, several funded diversity and
transformation programs have been a key feature in many
liberal institutions and organizations. These have often focused
on, firstly, changing demographic representation and, secondly,
changing institutional culture to ensure the retention of those
previously excluded and low attrition rates. These programs
have, however, been criticized for their corporatized and
managerial approaches which seems to be more about
managing the appearance of ‘inclusion’ and diversity (through
numbers and temporary events) rather than confronting radical
transformation. Diversity and inclusivity come across as
assimilationist ideals, intended to equip those who were
previously excluded with the social and cultural techniques to
"fit" into particular institutional traditions. Both concepts seem
to be based on the assumption of the global north as the centre
of knowledge production (i.e. ‘diversity’ as a unidirectional
gesture of bringing scholars from the global south to the global
north). The logic of standardising and assimilating 'diverse’
scholars into perceived centres of knowledge with institutional
cultures that set monolithic approaches to scholarship and
knowledge production hinders transformation. This paper argues
for radical transformation as an acknowledgment of multiple
spaces of knowledge production, mobility and the importance of
nurturing dignifying spaces of equal partnership (as opposed to
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patron-client relationships where beneficiaries may be limited
by a sense of indebtedness from addressing meaningful
transformation). Questions on diversity should then draw
attention to the institution’s situatedness within the context of
global structural racism, sexism and inequity.

Chair: Alexa K. Sand, Utah State University

Part 2: Undergraduate research whether part of a faculty-directed
project, class-based, or an individual pursuit on the part of a
student, is an ideal example of active and engaged learning.
Students in art history identify questions, evaluate source material,
test ideas and theories, and produce reports in some form, usually
including a significant written component. In the studio art and
design fields, research can take a different form, with creative
practice being one way outcomes of a project can be delivered.
This poster session will be dedicated to presenting outstanding
examples of undergraduate research. Submissions are invited from
students conducting research such as object and/or medium
studies, text-based analysis, experimental archaeology, thesis
research, and/or creative inquiry. Students may choose to present
findings from ongoing research or from recently completed
projects. This project proposal is part of CAAs Undergraduate
Outreach Initiative organized collaboratively by CAAs Education
Committee, Committee on Diversity Practices, Students and
Emerging Professionals Committee, and the Division of Arts and
Humanities, Council on Undergraduate Research.

Images That Other: The Visual Work of Sydney Parkinson and
the Impact of Captain Cook’s First Voyage to Aotearoa New
Zealand and Australia

Sienna Stevens

Tales from Captain Cook’s voyages of discovery to the Pacific
have been visually remembered through the works created by
the draughtsmen tasked with recording the places and people
never before seen by European audiences. Sydney Parkinson, a
Scottish botanical artist, fulfilled the role of chief illustrator
aboard Cook’s maiden voyage to Oceania on the HMS Endeavour
from 1768 to 1771. Parkinson contributed nearly one thousand
drawings and illustrations of exotic flora and fauna, wrote
journal entries describing his experiences, and documented so-
called first encounters with Aotearoa New Zealand Maori and
Aboriginal Australians. Descriptions and visualizations of
Parkinson’s skewed understanding of Maori ta moko tattoo
culture and Gweagal Australian body paintings and piercings
actively contributed to widespread associations of Oceanic
societies with “noble savagery”. His media served to satisfy an
agenda of Eurocentrism, a proposed need for colonization, and
idealization of myth-making and racial hierarchies in Oceania.
Sydney Parkinson demonstrated in his images and writings a
desire to analyze, interpret, and ‘other” indigenous Australian
and Maori people based upon their culture, appearance, and
language. This essay calls into question the physiognomic full-
body and bust portrait engravings Parkinson created of Gweagal
Australians and New Zealand Maori and highlights the
techniques and features Parkinson used to influence European
perceptions of Oceania. An overarching goal of this work seeks
to challenge the reader to think about historiography, the
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agency of images, and the way we approach memories of
colonization and colonizers in our modern curriculum.

Teaching Business and Labor History for Artists and Designers
Kyunghee Pyun, Fashion Institute of Technology State
University of New York

In this poster session, we would like to present a curricular map
with new course initiatives and primary sources that we've
developed during the first year of an NEH-funded project,
Teaching Business and Labor History to Art and Design Students
currently in progress at Fashion Institute of Technology. Our
faculty members and students are working-class professionals
with careers in creative industry. As historians, we wanted to
explain why they have a series of part-time jobs and so many
layoffs throughout their previous or current workplace. How did
artists and designers feed themselves? In different eras, how did
they find employers and customers, join firms, universities,
artistic movements, trade associations, unions, or try to stick it
out on their own? How have workflows and supply chains turned
pen-and-ink concepts into satisfied patrons and consumers?
How have gender, sexuality, religion, nationality, race, ethnicity,
age, disability, and other markers of identity affected the careers
of artists and designers? How have artists’ and designers’ control
over the final product and its reproduction waxed and waned? In
the process of developing and teaching new courses, professors
and students began to discuss the importance of labor history in
understanding the careers of many Asian-American and African-
American artists, especially those who also worked as
commercial designers—notably, as set designers in theater and
film—to support their work in “fine arts” Out of these
conversations grew a desire to pursue greater understanding of
the varied career paths of artists and designers, and the business
practices that shape those paths.

the little-known art of Audra Skuodas.

Black Ekphrasis as Art History
Sierra Jelks, Oberlin College

What does the marginalized voice bring to the canon? How do
marginalized voices have the ability to elevate under
appreciated art forms to the same level as fine art? How do they
have the ability to correct corrupted archives? During the fall of
2019, | worked as a research assistant for Professor Chanda
Feldman as she sorted through poems for her forthcoming Black
Ekphrasis Anthology. Professor Feldman’s anthology revealed to
me the significance of Black ekphrastic poetry for Art History. We
attempted to sort poems that she had previously compiled into a
variety of categories; examples of which are “ekphrasis as
restraint”, “historicized ekphrasis”, and “abstract ekphrasis”. In the
context of historicized ekphrasis--Phyllis Wheatley’s poem to
enslaved artist Scipio Moorhead becomes one of the few
remaining documents of this extraordinary artist’s work.Yet
beyond these categories, sifting through the collection of
ekphrastic poetry, it became clear how powerful of a tool these
poems were for expanding our understanding of how people
view, understand, and interrogate art. Black ekphrasis is a useful
tool for subverting hegemony both within the art world and in
our understanding of art history. Carrie Mae Weems’s "From Here
| Saw What Happened and | Cried’, when analyzed through the
lens of ekphrasis, becomes a work that not only addresses the
horrific history of photography in the subjugation of Black
people, but the assertion of the voice of a person marginalized
by that legacy over the oppressor. She corrects the archive and
gives a voice to the voiceless.

Curation as Collaboration: Digital Exhibits in an Anti-Colonial
Context
Madeleine Feola, Oberlin College Emily Bermudez, Oberlin

Audra Skuodas - Alternative Feminist Artist of the Second Wave
Ursula Ilona Hudak, Oberlin College

From what little is written about the American artist Audra
Skuodas (1940-2019), the main interpretations of her work
either focus on her incredible ability to reinvent herself
artistically, or her relationship with memory, having lost
recollection of the first twenty years of her life in several car
accidents. However using my analysis of her painting Untitled
(1983), in which a female figure shields herself from the view of
two dancers, and my resulting interview with her daughter and
widower, the fellow artist John Pearson, | offer a third new
interpretation of her work that centers instead around this
specific piece’s historical context. Despite her potential to
become a major figure in feminist art circles during Second
Wave Feminism, Skuodas completely divorced herself from the
movement and rejected an opportunity to work with Elle
Magazine. In doing so she indicated her refusal to sacrifice
homelife in order to become an artistic figurehead, exemplifying
a feminist stance that went against the connotations of that
time. Thus Untitled, painted just a year after the failed
ratification of the Equal Rights Amendment, directly references
the end of the Second Wave and Skuodas’ own complicated
feelings about it. By pairing my research of the feminist
movement’s involvement with female artists in the seventies
and eighties with my research of Skuodas herself, | plan to
showecase in this session just how historically autobiographical
Untitled is, and to thus inspire a new, deserved appreciation of
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College and Eric Hughett, Oberlin College

Museums and the public are increasingly challenging the role of
curators as fixed authority figures. Digital exhibits can subvert
that role and allow for meaningful engagement with community
stakeholders. We offer a case study of two digital platforms,
Scalar and ArtSteps, which we used to create anti-colonial
exhibits centered around an ongoing collaboration between
Oberlin College and Ifupiaq health worker and activist Dr.
Rosemary Ahtuangaruak. The collaboration centered around
digitally displaying Oberlin's 150-year old collection of Native
Alaskan objects, which had languished in a closet for decades.
However, as a group of non-Native students, we had to grapple
with difficult questions: how can we make an anti-colonial
exhibit when colonizers still own the objects? How do we label
objects with multiple, sometimes conflicting interpretations? We
used Scalar and ArtSteps to develop creative responses to these
challenges. Both platforms allowed us to integrate video and
audio of Dr. Ahtuangaruak’s consultation into the exhibition
alongside images and didactic text, making space for polysemic
interpretations. Additionally, both platforms allow for editing in
response to new ideas and are accessible to people all over the
world, giving Native Alaskans an opportunity to view their
ancestors' objects. Digital access is not the same as physical
access, and digital exhibits still leave complicated issues such as
repatriation and ownership of objects unaddressed. We hope,
however, that through Scalar and ArtSteps we can engage with
Native Alaskan communities and work towards a better future
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for this historic collection.

Domenico Beccafumi: Elevating the Italian Renaissance
Printmaker and the Art of Printmaking
Georgia A. Brabec, University of San Francisco

Art history as we know it today is built on the ideological
foundations established by Giorgio Vasari and his writings about
the Italian Renaissance. The tradition that emerged deemed
painting and sculpture superior media or "high art” in relation to
other art forms. Nevertheless, Sienese artist Domenico
Beccafumi began experimenting with the art of printmaking. In
the final decade of his career, Beccafumi produced an exquisite
oeuvre of chiaroscuro woodcuts that demonstrate humanist
concepts like inventiveness (inventio) and intellectual design
(disegno). The expert printmaking developed by Beccafumi and
his influences helps to draw a more complete picture of what

eventually constituted “high art” from a Renaissance perspective.

Beccafumi's unique and engaging chiaroscuro works ushered in
a new era of skillful and intelligent printmaking that bridged the
most respected artistic mediums of the period, changing the
conceptions of what art could be and elevating both the art of
printmaking and the role of the printmaker in the eyes of even
the most discerning historians. Following the invention of the
chiaroscuro woodcut in Augsburg and its development by
Venetian printmaker Ugo da Carpi, this research project seeks to
understand Beccafumi's printmaking oeuvre within the context
of the Italian Renaissance and his contribution to the evolving
role of printmaking in Europe.

Edward Perry Warren: Motivations of a Twentieth-Century
American Antiquities Collector
Brooke Wrubel

Edward Perry Warren, one of the most influential twentieth-
century American antiquities collectors, donated a total of 557
objects to the Bowdoin College Museum of Art (BCMA) from
1895 to 1930. An exploration of Warren’s motivations for his
donations to the BCMA was conducted primarily through an
examination of the limited biographical writings in conjunction
with letters housed in the George J. Mitchell Department of
Special Collections & Archives of Bowdoin College. Given
Warren’s active engagement with museums both as a purchasing
agent and donor, he strove to provide an educational platform
that would allow Bowdoin students to work directly with
antiquities. This was particularly meaningful work for him as
these objects played a fundamental role in both his personal
development and his education. Additionally, these donations
allowed Warren to establish an enduring legacy, a desire
common among collectors. Two objects serve as case studies to
elucidate Warren’s motivations: “Attic Red-Figure Eye Cup”
attributed to the “Bowdoin Eye-Painter” by John Beazley and a
“Black-Figure Krater Fragment with Horse Head” burned in the
Persian sack of Athens. The former is representative of the more
exceptional objects that elevate the BCMA's ancient collection,
and the latter is a smaller fragment with a fascinating history.
Students frequently engage intimately with Warren’s donations
in the context of class visits to the museum, student research,
and numerous exhibitions. Imaging to accompany this research
consists of high-resolution photographs, 360 degree rotations,
and 3D models of the objects.
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Every Seventy Three Seconds
Megan Shortt

Sexual Assault is an epidemic. In today’s climate a sexual assault
occurs every seventy three seconds. This project focuses on
different areas of sexual assault and consent and brings
together leaders in those fields. Through the use of typographic
systems, a sense of order is established to create a feeling of
stability within the chaotic nature of the situation. The use of
light, shadows, and textures are used to expand on the the
darkness of sexual assault and how in darkness there is light.
The background is used to compel movement and see EVERY
SEVENTY THREE SECONDS in a different light. This conference
would happen over three days and involve talks, workshops, and
screenings to learn about sexual assault and consent. Each day
has an underlying theme: sexual assault and consent, male rape
and stigma, and domestic violence and marital rape. The
speakers and events are tailored around the general theme of
the day and chosen due to their personal experiences or
activism regarding sexual assault. The day is broken up with
workshops and classes to lighten the mood of the event and
make the event more interactive. While every seventy three
seconds someone may be sexually assaulted, every seventy three
seconds we could be changing someone’s perspective and
educating them on the true nature of the aftermath of sexual
assault.

Hypervolition: Our Sacrifice of Choice
Jevonne Peters, Ontario College of Art & Design

Advanced segmentation and customisation (called hyper-
personalisation) are often touted as the future of experiential
marketing, and comes in the form of personalised experiences,
tailored search results, and recommendations on what to do
based on past behaviour and traits. The personalisation is
achieved through the deployment of algorithms that observe
and extract scrapped information to abstract what it deems to
be relevant. Issues of interest include what is considered normal
and who determines it, the effects of the mass adoption of these
technologies, the corruption of algorithms by capital, and the
subtle control on the various levels of collectivism within
societies. In Simulations and Simulacra, Jean Baudrillard defines
hyperreality as the inability of consciousness to distinguish
reality from a simulation of reality. This presentation critical
examines our relationship with technology, our narcissistic
tendencies to customise experiences for ourselves, and
introduces a new term, hypervolition, which is defined in this
thesis as the inability of consciousness to distinguish our true
desires, ability and power of choice, from our algorithmically-
deduced-and-imposed choices and desires. Using speculative
fiction, | discuss the trajectory of hypervolition within the
context of our use of loT devices.

I hope you're well
Anna Hughes, Royal College of Art

The project presented is based around my current PhD research
entitled: The Excessive Body: The Affects of Sensual Encounters
in Digital Media towards a Radically Enfleshed Future explores
the embodied affects of chronic illness through video art.
Bringing together crip, affect theory and my own experience of
chronic illness, this project emphasises the depth of embodied
experience marginalised bodies reveal beyond binary
representations. With this project, | critique neoliberal systems
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that uphold an individualistic perspective on health, binaries
between being healthy and unhealthy, and an idea becoming
healthy is determined by one's own willpower. | am particularly
interested in reclaiming digital media technologies in order to
enable, rather than to alienate and profiteer. In lockdown I've
had the time to learn to use 3D rendering software. Digital
rendering has opened up possibilities for making while my body
has been limiting certain physical activity, and so with this
project | embrace illness as a generative influence on the
production of new methodologies. The particular focus for this
presentation will be on language around health, that has
become particularly pertinent during the pandemic. When an
email begins "I hope you're well" | ask, what if | am not well?
The statement reflects the societal perception of being well, that
being unwell is unusual, other and to be avoided. Hoping
someone is well purposefully occludes the reality of our
unstable bodies and our responsibility to engage with the needs
of others rather than sending empty hopes.

codification which race and gender her figures as Black women.
Mutu suggests instead that she harnesses the transformational
power of material, opening her work to a multiplicity of viewings
and upsetting structures which have attempted to contain and
define Black Womanhood. This poster highlights how Mutu, in
line Black feminist theorists Hortense Spillers, Saadiya
Haartman, and bell hooks, uses her practice of reassemblage to
push against ocularcentric conceptions of Blackness and
womanhood as well as delimit their configurations. | focus
specifically on Mutu’s | Have Peg Leg Nightmares (2003), a
female form rendered with pools of earth-toned watercolor and
circular cutouts of geologic photographs which resonate with
ethnographic pathologies of Black skin. In this and similar
works, Mutu reconstructs the archive with its own media,
refusing to participate in its violence and extending radical care
to her figures. Obscuring bodies into unrecognizable, even alien-
and insect-like forms, Mutu lingers in a vulnerable, liminal space
between Black and white, alien and human, stereotype and
empowerment.

Materiality of Memory: Urban Demolition and Its Aftermath in
Yin Xiuzhen’s Transformation (£, 1997)
Yupeng Wu, Bryn Mawr College

The Inadequacy of Commemoration: Placing Kara Walker’s
Katastwof Karavan (2018) in Contemporary Conversations on

For my honors thesis research at Bryn Mawr College, | am
studying Transformation (2, 1997), an early work from the
oeuvre of Chinese artist Yin Xiuzhen. Comprised of 120
discarded roof tiles salvaged by the artist from demolition sites
during the major metamorphosis of Beijing, Transformation is a
sculptural installation that embodies the memories of a time
and place that were rapidly disappearing. As such, | argue in this
CAA Poster Session that the installation ultimately attests to the
artist’s persistent attempt to remember, despite the fragmented
remnants in the aftermath of destruction. | adopt a critical
materialist approach in my consideration of Yin’s work as an
artistic intervention against time and oblivion in response to the
violent erasure and the enforced singular narrative of cultural
history and memory. Through an analysis of Yin’s use of cement
powder, discarded tiles, and documentary photography, |
demonstrate that these materials are mobilized as metaphors of
time and change. Comparatively | draw upon the works of Song
Dong, Xu Bing, and Lin Yilin, examining their employment of
materials in relation to Yin's and exploring the aesthetics of
urban renewal in Beijing (and other major Chinese cities) in the
1990s and 2000s—a crucial moment in China’s recent urban
history. Transformation, however, distinguishes itself as a tribute
to lost buildings, connections, and time, through its embrace of
contemporary materiality. Yin manipulates the materials to decry
the destructiveness of modernization and to make permanent
the ruins and tattered memories left in its wake.

Monuments
Bria Dinkins, Swarthmore College

In 2018, Kara Walker debuted Katastwdf Karavan in New Orleans
at the Prospect 4 Triennial, “The Lotus in Spite of the Swap". As
one of her few 3D installation pieces, it exists in the
conversation on monumentality. Like Walker’s more recognized A
Subtlety (2014) and Fons Americanus (2019), Katastwéf Karavan
uses spectacle to call attention to the tendency to forget
—except this time, the work rejects the monument as a form
itself. When Katastwdf Karavan appeared outside of the Whitney
several months after Prospect 4, it provoked an analysis on the
widely considered problematic of “site-specificity” in art history. |
argue that Katastwof Karavan rejects the monument as a
structure and construct through its own anti-monumental logic.
Unlike monuments, Katastwdf Karavan resists site-specificity
and permanence in favor of ephemerality, actively facilitates—
and transparently complicates—the past’s relationship with the
present, and forces viewers to identify with caricatures depicted
and implicated in its representations. In this way, Walker’s work
offers an entirely different means and meaning of remembering.
But, even though Walker’s Katastwof Karavan is a critique of
monumental practices and a productive and engaging work, it
leaves questions unanswered and is susceptible to its own set of
criticisms, which reveal the complicated nature of
commemoration and memory. Ultimately, through a sampling of
the theories, observations, and recommendations put forth in
October’s A Questionnaire on Monuments (2018) and elsewhere,

Plasticity and the Art of Recovery: Wangechi Mutu’s Praxis of
Afrofeminist Reassemblage
Madi Goetzke, Oberlin College

| explore how contemporary art practices like Walker’s can
inform and respond to contemporary conversations on
monuments in the United States and beyond.

Through her many photo collage projects, Wangechi Mutu
(Kenyan, b. 1972) commits to reworking—literally cutting and
pasting—the ways in which Black womens’ bodies are
represented. However, rather than make claims about the
identities of her reconfigured bodies, Mutu has said, “People
simplify my work and always see these figures as black women,
when it could very well be a purple insect” Embracing the
subjective viewership of her figures, Mutu makes possible a
“purple insect” perspective outside of myopic frameworks of
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The Role of Music in Dziga Vertov’s Man with a Movie Camera
Katherine Trinity Prior

Although Dziga Vertov’s 1929 film “Man with a Movie Camera” is
indeed a silent film, its classification as such is somewhat of a
misnomer. Vertov viewed music as an integral part of “Man with
a Movie Camera, so much so that he wrote detailed instructions
for not only what kind of music should be played, but when that
music should change to reflect the events happening onscreen.
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Buddhist Ritual Objects In Cyberspace: Craftsmanship and Merit
in the Digital Age
Parker Niles, Oberlin College

In the modern era, silent films can be found for free on YouTube
with a variety of different styles of musical accompaniment. For

many silent films, what soundtrack one uses makes little
difference, as the film most likely relies on plot and intertitles to
tell the story. For “Man with a Movie Camera,” however, created
to represent the language of cinema in its purest, most stripped-
down form without plot, characters, or intertitles, one may have
a completely different experience viewing the film from one
soundtrack to the next. This article compares several of the most
accessible soundtrack options for “Man with a Movie Camera”
with Vertov’s original musical instructions for the film in order to
determine how well they align with Vertov’s vision or how the
different soundtracks may even alter the viewer’s experience.

The Torch-bearing Maiden: An Iconographic Study of Vanth

Sara Miller, University of Maryland College Park

In this study, | re-examine the iconography of the Etruscan
psychopomp figure, Vanth and place her in a context of hybridity
that reflects an Etruscan interest in Greek mythological figures
and wider cultural exchange. My study is founded on close
analysis of elements of Vanth’s appearance (body, pose,
attributes, etc. as depicted on cinerary urns, pottery, wall
paintings and bronze mirrors) and how they change over time
and geographic location. She is depicted as both psychopomp
and syncretic goddess, using aspects from Artemis and Turan in
her presentation. Using this information, | re-consider prior
scholarly interpretations of this figure and her origins as Near
Eastern, Greek, or Celtic and also rethink current negative
interpretations of Vanth as an underworld “demon.” My argument
purports that she is a multi-valent figure drawn from Classical
sources such as Artemis, Venus and the Furies as well as having
an indigenous Italic origin. Finally, | will argue that Vanth isn’'t
the gloomy iconography of a failing Etruscan civilization, but is a
symbol of hybridity and rebirth, adopted as the Etruscans go
through their own adaptations to a rapidly Romanizing world.

In Japanese artist Mariko Mori’s multi-sensory piece Nirvana
(1997) she creates a virtual Pure Land, a buddha’s perfect realm,
complete with sound, smells, and breeze, to make a 3D
immersive experience. Her works use classical Japanese
aesthetics to imagine a cybernetic future full of sacred spaces
and objects that interact with its beholder in new ways. While
Mori’s Nirvana is a piece of art, over the past two decades
religious objects and spaces have increasingly appeared in
digital space mass-produced for all the laity to enjoy. In online
spaces such as Second Life, practitioners join together in prayer
and meditation, surrounded by buddhas and altars. Brick and
mortar temples are producing “‘cybertemples” where attendants
wander the grounds and learn about the history of the building.
Digital objects, however, raise important questions about merit-
producing in the practice. Traditionally, crafting sacred objects
such as statues, mandalas, thangkas, reproducing sutras, even
through a proxy, can give merit to the craftsman. New
technologies and methods of creation allow for innovative
remediation and reproduction, but call into question the
sacrality of these objects. Still, their continued existence
legitimizes them as objects of devotion and embodied
philosophy. Using sources from cultural anthropology, digital
media studies, and Buddhist philosophy, | examine how cultural
practices in this virtual space suggest that merit through
handmade craft can be produced through the creation of digital
objects, and further, that those same objects can be imbued with
sacred presence.

The Woods
Scott V. Swearingen, The Ohio State University and Kyoung
Swearingen, The Ohio State University

‘The Woods' is a local multiplayer cooperative installation that
employs augmented reality and 4-channel audio spatialization
panning to produce a shared experience that is both digital and
physical. It is designed from the ground up to promote social
interaction and collaboration. As players choreograph their
movement in real-world space, they find themselves interacting
with birds, clouds and other objects in virtual space. Together,
players experience an immersive sonic narrative of rumbling
storm clouds and despondent voices that culminate in stories of
reconciliation. ‘The Woods’ provides positive social impact by
illuminating our connections and inspiring us to respond to one
another through collaboration and the pursuit of shared goals.
While loneliness in our real lives is increasingly recognized as
having dire physical, mental and emotional consequences,
cooperative play has also been shown to build empathy. ‘The
Woods’ was designed as an examination of human connectivity
through the lens of contemporary technology and thus requires
a real, physical coordinated effort between its players which
echoes loudly throughout its narrative. ‘The Woods’ speaks
directly to the perils of social isolation while promoting
connections between people and actively engaging them in play.
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Chair: Diane Lee, San Jose State University

In High-Low Tech: Exploring the Intersections of Manual Craft,
Digital Fabrication, and Virtual and Physical Experiences in Graphic
Design, designer and educator Diane Lee invites participants to
consider creative possibilities at the intersections and overlaps of
historic and contemporary practices in the field of graphic design.
As design disciplines shift to increasingly orient towards digital
products, human-computer interfaces, and virtual experiences,
there is also a sustained interest in physical, tangible, design
objects. Graphic design programs across the country are—at the
same time—equipping themselves to support new media platforms
(AR/VR), and digital fabrication (3D printing), as well as
experiencing a renewed interest in analog processes like RISO
printing, letterpress, and calligraphy. This session intends to bring
together design educators and practitioners whose methodologies
integrate both the digital and material; who make use of both
high- and low-tech tools; and/or both virtual and physical
experiences. We invite proposals that respond to the following
questions: How does an understanding of analog and manual
production methods support exploration into digital fabrication
methods and/or designing virtual experiences? How might we
contextualize analog processes, like printmaking, bookbinding, and
calligraphy, for students whose career paths will most likely be
characterized by designing interactive digital experiences? How
have you supported a “both/and” approach to analog and digital
production methods?

Applying Variable Font Design to Letterpress Type Production
Ryan Molloy, Eastern Michigan University

both/and > the interactions between them
Tricia Treacy, Dartmouth College

Migrating Dimensions: The Book Space and Sculptural

Typography

Rebecca Leffell Koren, Washington University in St. Louis
In the study of book and typographic design, a practice
commonly associated with the world of analog methods and
two-dimensional materials, there is expansive opportunity to
engage with tools, materials, and processes beyond the bounds
of traditional graphic design. In my work and pedagogy | address
both letter and book forms as opportunities for dimensional
engagement and investigation. By studying where two-
dimensions meet three, the work questions our preconceived
notions of what a book or typography can say and do. This
inquiry invites exploration of how analog and digital processes
may be interwoven to achieve more ambitious formal goals,
juxtapose materials in an engaging way, and use materiality,
form, and language to spark interpretation. It is the way in
which work might move from one tool or process to the next,
the act of the making itself (with its residue and imprint), and
the meaning derived by layers of processes that reinvent how
we might view works of book and typographic design, and ask
new questions of both designer and user. Work included
addresses 3D printing, laser cutting, non-traditional materials,
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and traditional printing.

VISUAL RESOURCES ASSOCIATION (VRA)
Chair: Molly Schoen, Fashion Institute of Technology

As new technologies provide the tools of possibility, education
develops and experiments with online learning environments. But
no one could have predicted that a 2020 pandemic would compel
everyone from kindergarten to college to suddenly switch to
distance learning. While some areas of study lend themselves to
online courses, others, more hands-on, community- or studio-
based, are quite difficult to adapt. This session will explore the
mixed results of this involuntary paradigm shift as it challenged
scholars and information professionals. The presenters will discuss
what it took to move traditional instruction online and address key
issues. Can you recreate the materiality of objects in a strictly
digital environment? For classes dependent on access to original
artworks, studio space, or special equipment, how do you teach
without them? How do learning objectives need to be adapted to
accommodate students’ unique situations? What are art
departments doing to plan and prepare for what no longer looks
like a one-off interruption? The university infrastructure is there to
handle this huge exogenous shock, but now everyone is thinking
about education differently. Will the COVID-19 experience change
the way the arts are taught? After stay-at-home mandates end, will
we be able to resume where we left off and get back to in-person
education, or will there be a shift in the demand for online course
components or off-campus learning? There are many challenges
ahead, and at the same time, opportunities are emerging to renew
and rethink the relationship between technology and arts
education.

Strictly Visual: Fashion and Textile History Devoid of Materiality
Via Remote Learning

Natalie Nudell, Fashion Institute of Technology, State
University of New York

The abrupt shift from in-person to remote learning in the Spring
of 2020 was--to say the least--unplanned. Teaching fashion and
textile history survey courses in an Art History program to
undergraduates is generally quite image-heavy. Regular in-class
lectures are supplemented with 50+ slide presentations with
images of artworks and material culture objects from museum
collections. The discipline, however, is indelibly tied to tactile
and technical understandings of material objects and materiality.
Traditionally this is reinforced through visits to museum study
collections to interact with historical garments and textiles, such
experiences are crucial to communicating the physicality of
material culture to students. In-person classes during the first
weeks of the semester enabled students to become familiar with
material objects and exhibitions. With the transition to remote
learning, students were faced with the limits of access to
digitized materials, essentially excluding a large part of extant
primary and secondary sources that have yet to be digitized.
Museums and libraries globally rushed to open access to online
materials, however, this transition inevitably lagged behind the
speed in which remote learning was, out of necessity,
implemented. Digitization of library/museum/archival
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collections requires time and resources, this talk will advocate
for increasing the pace of such initiatives across disciplines and
discuss the particularities of digitizing fashion and textile
objects. How can we teach about material through a strictly
visual medium of remote classrooms when there is little-to-no
access to object-based learning experiences? What is lost in the
transition of material to visual?

Visual Literacy and the Fight Against Misinformation
Molly Schoen, Fashion Institute of Technology

Access to high-quality, accurate images is essential to the study
of Art History, Studio Art, and Design. Images contain
information, but information is not always neutral. How and
when can students—and instructors—trust what they are seeing?
If seeing is believing, how does the viewer determine what is
“real” in a virtual setting? While there is an ever-expanding
wealth of visual resources available online, there are numerous
hurdles to using them successfully. Without the context of an
accompanying textbook or gallery walls, digital images often
lack vital information about the artworks they represent. They
often do not depict the true size of the work. They may be overly
edited or poorly composed. They may also have too low of a
resolution to examine details of the work. Following the tenets
of visual literacy, this presentation will cover strategies for
students, faculty, and professionals to better find, analyze and
contextualize the worlds of visual information encountered in an
online environment.

An Offer | Couldn’t Refuse, or How | Learned to Stop Worrying
and Love Online Teaching

Kim T. de Beaumont, Hunter College, City University of New
York

In the midst of a global crisis of as yet uncertain duration, front-
line reports of ad hoc, sometimes desperate measures will
provide the only possible basis for future wise decision-making.
This is nowhere truer than in the unprecedented situation of
university professors who had not previously considered
delivering online courses, and who were suddenly obliged to
become effective exponents of “remote learning” within a two-
week period in March 2020. One such report will be presented
here, by an art history professor who had been skeptical, at best,
about the possibility of delivering courses in her discipline by
anything other than traditional, interactive classroom teaching—
or better still, by lectures delivered in museum galleries in the
presence of original art works. Involuntarily deprived of these
seemingly indispensable resources, and forced to make do with
what remained, | discovered that what remained is, at least for
the short term, more than enough. Prior extensive in-class use of
electronic resources such as Blackboard, Artstor, and digitized
library catalogs has helped to save the day. So too has the
invaluable assistance of library and Information Technology
staff. Most important of all has been the preparedness and good
faith of my students, far better versed than | in electronic
communication and also better prepared intuitively to access the
virtual experience provided by high resolution digital images.
The ways in which my classroom use of visual technology has
been forever transformed—however | will be teaching by the
spring 2021 semester—will be my guiding theme.
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Paradigms for Teaching Art Online: The Impact of Quarantine
on Art Departments
Heather F. Sharpe, West Chester University of PA

During the Coronavirus crisis of spring 2020, colleges and
universities faced unprecedented challenges. To ensure the
safety of students, staff and faculty, educational institutions
made the radical decision to rapidly shift from traditional face-
to-face to online instruction. Each school, college, and
department had to wrestle with unique complications. As the
chair of the Department of Art + Design at West Chester
University of Pennsylvania, | not only had to rapidly shift two of
my own art history courses online, but perhaps more
importantly was called upon to assist faculty and students
transition to online modalities as smoothly and efficiently as
possible. Students and faculty in art departments were
confronted with unique dilemmas: e.g. how does one shift a
ceramics or printmaking course completely online? Aside from
the conventional difficulties of such a transition, administrators
and chairs were also called upon to confront a myriad of issues
including a lack of resources (computer, internet etc.), financial
hardship, and mental health - this encompassed not only
students but fellow faculty as well. Wishful thinking might
envision the Covid-19 pandemic as a once in a lifetime event,
but even now colleges and universities are preparing for more
disruptions over the next 6-12 months. So, what have we
learned and what can we do to prepare for the next time?

Chairs: Paulina Pardo Gaviria; Paula Victoria Kupfer,
University of Pittsburgh

Discussant: Elena Shtromberg, University of Utah

Curatorial work stands at the core of histories of modern and
contemporary art; exhibitions construct public narratives and are
interwoven with collecting practices. The history of art from Brazil
offers a prominent example of this significance. It can be argued
that Brazil’s history of art can be traced through a series of iconic
exhibitions such as the Semana de Arte Moderna in 1922, the first
Sao Paulo Biennial in 1951, and Nova Objetividade Brasileira in
1967. Moreover, the formation of private and public art institutions
has informed Brazil's contemporary history of art, most prominently
in Sao Paulo and Rio de Janeiro. Despite the work of Brazilian
critics, curators, and museum directors who have emphasized
curatorial work as a grounding art historical force, however, art
collections have become increasingly vulnerable in the past years.
The tragic fire at Brazil's Museu Nacional in September 2018, the
deaccession that same year of Jackson Pollock’s Number 16 (1950)
from the collection of the Museu de Arte Moderna taken as a
financial measure, and the heavy rains and flooding damages to
the infrastructure and folk art collection of the Museu Casa do
Pontal in April 2019 are examples of recent events that exposed
material and institutional fragilities. This session will discuss the
advantages and shortcomings of an exhibition history approach at
a time of global institutional instability. Together, presentations in
this session will address historiographical questions about
curatorial practices, and modern and contemporary strategies to
better serve public and private collections.
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An Ancient New World: The 1889 Universal Exhibition in Paris

and “the Birth” of Brazilian Indigenous Art

Fernanda Mendonca Pitta
The scholarship on Universal Exhibitions is abundant and its
many topics have been explored by social and cultural
historians. Yet, the scholarship on their importance to the

discipline of art history remains to be examined. My focus in this
presentation will be the conditions that led to the emergence of

Brazilian indigenous material culture being perceived,
understood, and studied as “art” My discussion will be centered

on the context for the presentation of the “Amazon Pavilion; the

Brazilian indigenous art exhibition shown at the Inca House at
the 1889 Fair, and on the essay by Eduardo Prado on Brazilian
art for the book on Brazil edited by Baron of SantAnna Nery for

the same fair. Prado, one of the leading Brazilian intellectuals of

his time, sketched in his essay a model for understanding and

thinking about Brazilian art that included indigenous art both at

its origin and as a model for the future. Prado’s way of thinking
also resonated with the Amazon Pavilion and with the presence
of various Brazilian artifacts in the fair's main pavilion. | argue

that this model of understanding Brazilian indigenous material

culture deeply impacted the narratives of Brazilian art written by

national scholars in the twentieth century, despite the
paradoxical fact that no Brazilian art museums have significant
collections of Brazilian indigenous art.

Revolutionary Popular Art: How Two Centers for the Promotion
and Production of Popular Art Shaped the Development of
Contemporary Art in Brazil

Camilla Querin, University of California, Riverside

Starting in the 1950s, artists and intellectuals in Brazil began a

reassessment of popular culture. For the inaugural exhibition of

the Museu de Arte Popular (Popular Art Museum) of Salvador,
Bahia that she founded and directed, architect-designer Lina Bo
Bardi wrote: “It is the urgent and vehemently productive search
by men who do not want to be defeated, demanding their right
to life. A continuous struggle to avoid sinking into despair; an
affirmation of beauty with the rigor that can only be achieved
through the constant presence of reality. The raw materials:
rubbish. Burnt-out light bulbs, scraps of fabric, oil cans, old

boxes, and newspapers.” Although referring to popular art, these
words could well describe the attitude and materials adopted by

experimental artists in Brazil in the 1960s and 1970s. The
mention of raw materials calls to mind artworks by Neo-
Concrete artists; that of rubbish specifically evokes the
generation of artists working under the military dictatorship

(1964-1985). Besides the Museu de Arte Popular in Salvador, the

Centro Popular de Cultura (Popular Center of Culture) in Rio de
Janeiro, directed, among others by the author of the Neo-
Concrete manifesto Ferreira Gullar, emerged as a center for the
promotion of “revolutionary popular art:” art conceived as a

vaccine against alienation and submission. This paper examines
the preponderant role played by these two short-lived centers of

cultural production, both shut down by the authoritarian
government in 1964, in shaping a generation of artists during a
key period for the history of contemporary art from Brazil.

Between the Exhibition and the Courtroom
Sonia Angela de Laforcade

Between the Exhibition and the Courtroom This presentation
centers on a little known instance of disappearance in the
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history of art and censorship during the Brazilian dictatorship
(1964-1985): the removal and destruction of a work by a young
art student who participated in a juried salon. Tracing the work’s
path from the salon to the courtroom, and examining the more
recent exhibition of its documentary traces, | show that its
trajectory challenges the current picture of what it meant to
make political art during the dictatorship. If Brazilian artists are
known to have countered political repression with participatory
disruptions in public space, | argue that studying a most
conventional exhibition format—the juried salon—allows the
entanglement of the dictatorship and the experimental practices
of this period to come into focus. While it is well known that the
juried salon is the site of artistic debates about judgment in this
period, | examine how contemporary conceptions of judgment
circulated between the artistic and critical discourse of the salon
and contemporaneous legal discourse. In doing so, | model an
exhibition history that shifts the focus from curatorial
statements to the other spaces in which art comes to be
exhibited and discussed, such as the courtroom.

On Vertices and Ruptures: The 1977 Projeto Construtivo
Brasileiro na Arte
Maria Teresa Rodriguez Binnie, Williams College

Exhibitions of Latin American art in the past twenty years
readily give the impression that Concrete and Neoconcrete art
have always held a dominant position in Brazilian art since their
emergence in the postwar period. In the 1970s, however, their
place in the canon remained indeterminate. The 1977 exhibition
Projeto Construtivo Brasileiro na Arte was, in fact, the first to
retrospectively gather Concrete and Neoconcrete works, then
mostly stashed in the artists’ studios, to establish a
comprehensive panorama of Constructivism and its legacies in
Brazil. Spearheaded by Aracy Amaral and Lygia Pape, the
exhibition was first held at the Pinacoteca de Sao Paulo, then
traveled to the Museu de Arte Moderna do Rio de Janeiro. Its
voluminous catalog—a facsimile of which was recently issued by
the Pinacoteca—was a formative anthology that established
definitive historical genealogies, references, and critical analyses
that continue to inflect our understanding of this period. (An
early version of Ronaldo Brito’s now canonical Neoconcretismo:
vertice e ruptura do projeto construtivo brasileiro was included
in the publication.) In short, this was the first instance of the
institutionalization of Brazilian Concrete and Neoconcrete art as
a historical movement. Yet what were the effects of organizing
this exhibition and catalog in the fraught political context of the
country’s military dictatorship? How did the exhibition align
with, but also chafe against, the rising paulista institutional
interest in conceptual and new media practices? This paper
explores Projeto Construtivo Brasileiro na Arte as a crux in
public discourse on the state of artistic vanguardism in Brazil.
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Chairs: Emily Candela, Royal College of Art; Francesca
Cavallo, University of Kent

In a March 2020 article published in Le Monde, Bruno Latour
defined the Covid-19 emergency as "the big rehearsal” for the
larger disaster to come: one that extends to all forms of life on
Earth. The ongoing crisis, in his eyes, becomes both a risk and an
opportunity to trial and develop new action plans necessary for the
continuation of life. "The pandemic is a portal,” wrote author
Arundhati Roy a few days later, calling for a more equitable and
sustainable post-pandemic future. The pandemic is an opportunity
for un-learning and changing direction, particularly in how we
approach risk and disaster. The dominant narrative for politicians
and the media, however, is one of “returning to normal” as soon as
possible, bouncing back, relying on established models of
resilience based on the management of economic risk. They are
also rehearsing, or modelling, worst- or best-case scenarios. Artists,
designers, and institutions are shaping discourses around the
growing extinguishment of our resources, but also performing,
visualising, simulating and modelling responses to possible risks
and imagining resilience differently. Design and art can foster new
visions, pilot new modes of communication and knowledge
sharing, and drive the interdisciplinary collaborations necessary to
address common issues. We welcome submissions exploring ways
in which art and design practices can be mobilized to transform
current approaches to risk and disaster in imaginative, sustainable
and equitable ways.

Counter-Framing Sustainability in Exhibition Design: Ecological
Aesthetics on Display
Pandora Syperek, Loughborough University London

Imagining the Past to Remember the Future: Artists Envisioning
a New State of Being
Rachel Kabukala, Indiana University

In the spring of 2020, just days before the world shut down, 500
artists, academics, and social justice advocates from all 50
states, D.C., and Puerto Rico, convened in Los Angeles, CA to
serve as delegates for the first ever For Freedoms Congress. The
Congress was the culmination of four years of work by the
nonprofit arts organization For Freedoms, during which time
they collaborated with artists across the country to activate
public spaces, promoting conversations about unity in division
and what the future of the nation could be. The Congress
prioritized issues like climate change, prison reform, and racial
justice, and programming included lessons on how to "imagine
the past in order to remember the future." The outcome of the
Congress was the 2020 Creative Plan of Action, inspired by the
following quote from American author and activist, James
Baldwin: "The precise role of the artist, then, is to illuminate
that darkness, blaze roads through vast forests, so that we will
not, in all our doing, lose sight of its purpose, which is, after all,
to make the world a more human dwelling place” This paper
reveals details about the Congress, outlines the Creative Plan
that emerged from the event, and further explores the evolving
potential for public art to serve as an inclusive, empowering, and
sustainable method of visualizing and building the future we all
deserve.
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On spits and splutters: 7 gestures against Brazilian zombie
Necropolitics
Clara Meliande

Since the beginning of the Covid-19 pandemic, a group of seven
women design researchers affiliated to the Design and
Anthropology Lab at ESDI-UERJ has been collectively building
up means to the existential confrontation of the situation -
understood not only as a crisis but also a symptom of a “lasting
and irreversible ecological mutation” (Latour 2020). In Brazil, as
in the USA, the sanitary, environmental and political crisis reach
great intensity. Thus, surviving, researching and discussing the
pandemics cannot be disconnected from the critical assessment
of the political landscape. Like the splutter in which the
coronavirus travels at high speed, the combination of health,
economic, ecological, political, and affective perspectives gives
way to mounting violence, leaping from house to house, window
to window, screen to screen, traversing our bodies, bringing
vertigo into ourselves and our homes. We have read and written
together from different places in Brazil and Portugal, trying to
understand how bodies can be political agents, how gestures
can be political barriers, how instincts can be political actions
and how the world can be understood under the new conditions
brought by a surreptitious virus. Through the virus's lenses,
racism, political action, individual choices and collective
behaviors are enhanced, bringing design research and life itself
into new perspectives. What should be the role of design, and of
design research, in political and sanitary turmoil? This proposal
doesn't bring answers. Rather, it brings questions and
perspectives on how to understand bodies in alliance through
the writing of seven conflictual gestures.
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Chairs: Ximena Alexandra Gomez, University of
Massachusetts Amherst; Xuxa Rodriguez, Crystal Bridges
Museum of American Art

Discussant: Cecilia Petra Fajardo-Hill, UCLA Chicano Studies
Research Center, Los Angeles; Abigail Lapin Dardashti, San
Francisco State University; Mary Margaret Thomas,
University of Minnesota Twin Cities

Clarion calls for more Latin American and Latinx art have been
sounding across our cultural spheres: dedicated Latin America or
the Latinx diaspora positions have been created in the academic
market; journals, including Latin American and Latinx Visual
Culture, are dedicated to the historicization of Latin(x) cultural
production; and even museums are plugged in, with Pacha, Llaqta,
Wasichay (2018) and Vida Americana: Mexican Muralists Remake
American Art (2020) debuting at the Whitney alone. Latin American
and Latinx Art are, colloquially speaking, so hot right now.
Simultaneously, awareness of the region’s violent colonial origins
has also grown. From Museo Jumex’s Memories of
Underdevelopment exhibition to Decolonize This Place’s
interventions across the New York cultural sphere, calls to
decolonize have underscored the irresponsibility of engaging Latin
American and Latinx art independently of their shared colonial
heritage: how do we decolonize that which by definition was
created to serve imperial interests? This roundtable invites
scholars to engage how Latin American and Latinx art history can
serve to actively undo colonial violence. We invite participants to
collectively imagine the fields’ anti-colonial futures, including: Is a
decolonized/decolonial/anti-colonial Latin American and Latinx art
history possible when the categories themselves are defined by
colonialism? What does it mean to enact the anti-colonial within
the predominantly white paradigm of “American” art history that is
more often than not a cipher for the United States and not a
consideration of the hemisphere as a whole? What art historical
futures become possible when enacting an anti-colonial practice?
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Chair: Elizabeth Pilliod, Rutgers University-Camden

As has become clear during the Covid 19 crisis, humans experience
social, psychological, spiritual, and physical reactions when their
movements and environments are altered and constrained and
their sensory inputs are manipulated or controlled. This session
would explore environments (in any media) that constrained the
spectator by “trapping” them in a closed space with a deliberate
visual/aural/tactile/olfactory identity. Some environments denied
the security of the Albertian construction of the relationship of the
seen with the seer; instead the position of the spectator was not
fixed, the images refused to hold still, or the viewer became
entangled in an all-surround environment. How can we understand
the effects of these environments? Can they be compared to the
artworks of Dan Flavin or Yayoi Kusama? While we may be attuned
to some such environments as pleasurable, exciting, or titillating
(see: Virtual Reality), how did participants before a digital age
respond to or understand these experiences? We would seek new
approaches that either illuminate unstudied environments or
propose new takes on well-known ones. These spaces and places
absorbed the observer, plunging people into decentering
environments, engulfing them in irrational spaces, elevating them
to unfathomable spiritual planes, and entangling them with
unknowable or terrorizing entities. Possible sites of exploration
would be confraternal, religious, and devotional spaces; decorated
environments like the Sala dei Giganti (Giulio Romano, Palazzo de
Te), Roman villas or Japanese rooms; prisons, studioli, libraries,
hospitals, bedrooms, gardens and grottoes.

Constructed Realities: Ancient Roman Triclinium Grottoes
Jessica Mingoia, Rutgers University

Ancient Roman triclinium grottoes and nymphaea can be found
within residences from large scale villas to moderately sized
urban houses. Though the viewer’s experience varied depending
on the setting, the goal was always the same: to artificially
construct the reality of a grotto in a domestic setting. While
some houses feature dining areas with fountains placed directly
in the physical setting of a garden, how would viewer
experience change when in an enclosed room like that of the
triclinium-nymphaeum in the Domus Transitoria in Rome? That
nymphaeum provides a controlled and enclosed environment
differing from an outdoor triclinium or a natural grotto adapted
to a particular use such as at Sperlonga. The Domus Transitoria
nymphaeum is a constructed and highly idealized marble-clad
grotto. How would viewer experience there differ compared with
a triclinium grotto painted with Nilotic landscapes, such as at
the Praedia of Julia Felix in Pompeii? Would these paintings
have enhanced the effect, allowing the viewer to more easily
believe they were truly immersed in an actual grotto? While
three walls of the artificial grotto at the Praedia are enclosed,
the fourth “wall” is formed by the garden, enhancing the
constructed “reality” by its proximity to a real garden, itself
enclosed. Focusing on examples from the Julio-Claudian and
Flavian periods, this paper will explore not only how the
constructed realities of triclinium grottoes differed from real
grottoes, but also to what extent the viewer is manipulated to
accept these artificial grottoes as reality in different settings.
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Augmented Selves: Imaginal Space, Interactive Interplays, and
the Production of Multi-Sensorial Slippages in the Villa of the
Mysteries

Neville McFerrin, University of North Texas

In domestic spaces across the site of Pompeii, experiential
slippage is on display. Splashing fountains stand alongside
depictions of waves; painted gardens double the peristyle
spaces that they adorn; diners gaze into pools of water while on
the walls behind them Narcissus stares perpetually at his own
reflection. Such conflations offer opportunities for
reconsideration, utilizing mirrored sensorial interplays to
encourage individuals within these spaces to reconsider their
realities. This paper considers the megalographic paintings of
Room 5 in the Villa of the Mysteries as one such immersive
space, arguing that the careful depiction of contemporary
jewelry coupled with visual references to decoration elsewhere
in the villa encourages elision between the imaginal space of
depiction and the experienced reality of visitors to the room. By
considering multi-sensorial interplays within the space, focusing
in particular upon shifting sources of light, the movement of
diners within the room, and the relationship of the paintings to
the large window within the space, it suggests that the paintings
encourage individuals to juxtapose their experience with the
near life-sized scenes depicted upon the walls, fusing their
actions with those of the divine and mythical beings that
surround them in the space. Such intermingling, itself doubled
by the figures depicted upon the walls of Room 5, offers the
opportunity to re-frame social interactions between individuals
in the space, offering women in particular, an avenue for
personal re-imagination and potential advancement.

On the Rolling Seas: The Art of Romantic Travel Simulation
Joseph Clarke, University of Toronto

Travel simulators are sometimes thought to have originated with
the moving panoramas configured as mock train compartments
that became popular World's Fair attractions in the late
nineteenth century. These devices advanced a new way of
consuming the spectacle of landscape that Wolfgang
Schivelbusch calls "panoramic travel." The first fully immersive
vehicle simulator was actually developed earlier in the
nineteenth century, however, in the very different context of
German Romanticism. The so-called Pleorama, an illusionistic
maritime voyage around the Gulf of Naples created in Breslau in
1830 by architect Carl Ferdinand Langhans and painter August
Kopisch, was conceived around an ideal of intellectual
cultivation through sensory envelopment. The Pleorama was a
boat flanked by two enormous rolling canvases that were slowly
unspooled to evoke a voyage along the coast. The paintings
emphasized dramatic lighting effects and unexpected changes
of perspective. The experience of viewing them was a social one:
the boat's thirty occupants were encouraged to converse with
each other as they followed along in printed guidebooks.
Multisensory elements--including barcarolles sung by a
costumed boatman, Mediterranean fruit that occupants were
encouraged to eat, and the craft's continuous rocking--were
intended not to induce docility but to stimulate the imagination.
This paper traces the arc of the Pleorama's invention and its
eventual replacement by more passive models of entertainment
and travel. The paper’s larger aim is to consider the ambitions
and shortcomings of this Romantic ideal of "virtual" aesthetic
education.
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Plasticity in Virtual Space: Stereoviews of F. G. Weller and other
View Companies of the Late-Nineteenth Century United States
Melody D. Davis, Russell Sage College

Stereoviews were the original virtual reality. In most American
and European homes by the end of the nineteenth century, the
stereoview allowed other spaces into the parlor, while the
viewer remained fixed to the stereoscope and chair. By means of
two photographs and depth-cues carefully constructed by the
stereographer, a viewer could experience a groundless sense of
in medias res that invited the leisured looking of a visual
journey. Viewers often lost sense of their physical body or time.
Through newly-discovered, wet collodion negatives made by
Franklin George Weller (active 1869-1877), | show that the
narrative stereoview was conceived as a total tableau in the late
nineteenth century. Constructed down to the last detail, Weller’s
photographic sets prefigure cinema’s quest for an escapist
fantasy. The stereoview created an immersive environment that
induced viewers to mentally complete the story. Contrasting
legible signs with surprise turns, irrational space, and
disjunctions in planarity, stereoviews not only simulated space,
they molded it. Plasticity helped to make stereoviews
commercially successful, and women and girls were especially
drawn to them. Later commercial publishers of stereoviews, like
the Keystone View Company, followed Weller’s lead by
constructing photographic sets for complete control of spatial
effects that facilitated the sense of voyeuristically travel into
other domestic spaces, as stereographers manipulated depth
perception with disjunctions, uncanny juxtapositions and
accordion-like space. These effects can be seen in three-
dimensions through the virtual delivery of this conference,
which permits the viewer to fuse the stereo pair on a computer
screen.
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Chair: Yi Yi Mon Kyo, Davidson College
Discussant: Jane DeBevoise, Asia Art Archive

Displacement, migration, and struggles to obtain citizenship have
increased manifold in the last few decades due to various reasons,
including ecological disasters, economic disparities, political
violence and unrest. Artists, both at home and abroad, are
negotiating and reconstructing their connections to their personal,
cultural, and national pasts through different mediums, including
installation, performance, and participatory works. How are
narratives to retrieve identity constructed by local and global
artists? In what ways do cultural heritage, shared memory, past
traumas, or aspiration of citizenship inform contemporary Asian
artists as they help their respective communities in identity
formation? Tintin Wulia’s works reflect on the issue of fractured
memories that create ruptures in space-time cohesion and
highlight global currencies of citizenship. With the works of
Indonesian contemporary artists, including Wulia’s, we find
artworks that assist in the epistemological and therapeutic
processing of historical violence. In Tenzing Rigdol’s clandestine
installation, Our Land Our People, the idea of spectral memory and
identity manifest themselves in a common understanding of the
soil and earth, based upon Tibetan Buddhist beliefs and practices.
The Mongolian contemporary artist Enkhbold, through the
installation of Mongolian yurts in different places across the globe,
highlights how mobility impacts people’s perceptions and
experiences. The idea of the nomadic artist has been romanticized
in the past, but in the twenty-first century global factors have
shifted discourse, allowing us to delve into issues of displacement,
(lack of) citizenship, loss and retrieval of memory, and processing
shared traumas through the visual arts.

Writing 1965 from Memory, Aesthetic Cosmopolitanism, and the

Expanding Sphere of Citizenship

Tintin Wulia
My understanding of how the border, migration, memory, and
citizenship intertwine stems from my works on Indonesia's
1965-66 mass killings since the early 2000s. As a rupture, the
killings displaced those who live on, externally and internally,
globally: as exiles, migrants, political prisoners — as ordinary
citizens, too. Personal memory was forcefully undone from
collective memory; collective memory was then replaced by
state-sanctioned histories. The rupture's momentum thrust these
unraveled threads into trajectories onto which they never settle,
where segregated personal memories are bequeathed — often in
secret — to the next generation. A product of discontinued
cartography, this second-hand, frayed memory of 1965 Indonesia
further frustrates attempts to reconstruct the truth and
challenges the construction of a comprehensive identity
narrative. | propose that although never fully whole, this kind of
inherited memory is, instead, a potent material for affectively
expanding the sphere of citizenship. | detail this through
contextualizing several of my works — including A Thousand
and One Martian Nights (2017), Memory is Frail (and Truth
Brittle) (2019), Subtext - after Kawara's Title, 1965 (2019), Make
Your Own Passport (2014-), and the upcoming Protocols of
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Killings (2021-) — within Nikos Papastergiadis's aesthetic
cosmopolitanism (2012) and Rosi Braidotti's 'working from
memory' (2010). | maintain that nomadic narratives from
divergent interpersonal spheres are crucial to Arjun Appadurai's
'maps to the future' (2019) in extending the currencies of
citizenship, while also drawing from Yishai Blank's three
interweaved spheres of citizenship (2007) to observe what this
expanding sphere of citizenship pragmatically implies.

Apostasy, Spectral Memories, and Reiterations of Community:
Examining Tenzing Rigdol’s Installation Our Land Our People
(2011)

Yi Yi Mon Kyo, Davidson College

Recent works by global artists have addressed the issue of
trauma, migration, displacement and memory through
installations, video works, documentaries, and performances,
encouraging viewers to “reject the superficial romance of the
nomadic” (Demos 2013) and to fully recognize the plight of the
growing global population of displaced peoples. Tenzing
Rigdol’s (b. 1982) work Our Land Our People (2011),
immortalized in the documentary Bringing Tibet Home (dir.
Tenzin Tseten Choklay, 2013), featured the smuggling of earth
from Tibet to be installed in the Tibetan diaspora community of
Dharamsala, in northern India. Through an examination of both
the 2011 installation and 2013 film, this presentation builds
upon the idea of being an apostate as defined by Ranajit Guha
(2011) in order to problematize competing definitions of
diaspora. The paradox of Rigdol’s work which, like Mona
Hatoum’s, ultimately includes “instruments of a defiant memory”
(Said 2000) yet at the same time highlight the state of being
displaced with no hope for repatriation. However, the process of
audience members (everyday Tibetans in Dharamsala) taking
portions of the installation to keep as sacred relics for home
altars, relics for protective amulets, and general safekeeping,
reaffirms a collective, multigenerational Tibetan identity
specifically tied to Tibetan Buddhist beliefs in the sacrality of
the Tibetan landscape. This project both contextualizes Rigdol’s
work within the Tibetan diaspora experience to identify unique
factors of Tibetan diasporic experiences, while also striving to
understand how particular understandings of landscapes can
stretch our current understandings of community, migration, and
diaspora.

After 1965: Historical Violence and the ‘Limits of

Representation’ in Indonesian Visual Arts

Wulan Dirgantoro, The University of Melbourne
The presentation will reflect on the issues surrounding the
representation of historical violence in the practices of artists
such as Tintin Wulia (b. 1972), Yaya Sung (b. 1982), Dadang
Christanto (b. 1957) and Rangga Purbaya (b. 1976). The term
‘After 1965’ is used to describe the impact of historical violence
on aesthetic practices of Indonesian contemporary artists.
Scholars have noted that Indonesian visual artists draw their
inspiration from historical, cultural and sociopolitical changes,
both visually and conceptually. However, little attention has
been paid about the aesthetic impact of these changes on the
art works. The works by the artists in this presentation have
explored the difficult past as a subject matter in their body of
works from the anti-communist killings of 1965-66 to the anti-
Chinese violence of May 1998. Drawing from Astrid Erll's notion
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of ‘transcultural memory’ (2011, 2019), where travel and
locatedness not only shaped and mediated memory but also
produces dynamic tension that takes place in the interconnected
processes of creation, transmission, and reception (Erll et al.
2019). The presentation will examine transcultural memory as it
operates on the three levels of the narrated, narration, and
reception process in the works of these Indonesian artists. The
diasporic and transgenerational perspective of artists produce
artworks that simultaneously function epistemologically (as a
means of comprehending) and therapeutically (as a means of
coping) of the historical violence.

Enkhbold’s Mobile Homes: From Mongolia to Global Home
Uranchimeg Tsultem, Herron School of Art and Design,
IUPUI

In developing our approach to analyze the increasing number of
notable contemporary artworks by Asian artists, some scholars
have noted that "globalization operates as a homogenizing force
making the survival of local cultures...increasingly unlikely”
(Sambrani 2009). A Mongolian artist T. Enkhbold’s unique
performance works that he staged at different sites in Europe,
East Asia, and most recently at Asia-Pacific Triennale in
Queensland, Australia (2019), offer interesting possibilities of
engaging with such critique of local-global consciousness.
Enkhbold’s use of, and interactions within, his portable ger (yurt)
that he assembles at various locales—in front of a museum or a
church, on the ocean shore, freeway, or in a Gobi Desert- pose
questions of home and belonging in the modern world, the
rushed speed of quotidian and the nature of isolation despite of.
Although his projects, which | analyze as a series of mobile
homes, seem to point at migration as indispensable part of
modern life, they also question how our mobility impact our
visions and experiences of such binaries as local-global, us-
them, and ultimately, the perception of globality at personal and
societal levels. His performances make sense of spontaneous
teamwork and communications, and in so doing, they recall
intentional interdisciplinarity of Fluxus artists. This paper will
approach migration and belonging, home and citizenship
through Enkhbold’s participatory performances that lead us to
reimagine “the world as an interconnected mutuality...that
anticipate[s] emergent experiences of the global” (Ong 2012),
the questions of particular importance during this era of
pandemic.
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Chairs: Carron P Little, School of the Art Institute of Chicago;
Katherine Hunt Guinness, University of Colorado - Colorado
Springs

Katherine Guinness (CWA), University of Colorado Springs Carron
Little (CWA), SAIC Feminist Artists: In | Action, Take Action The
concept of taking action is an imperative choice and one that
requires agency. In feminist art history this has been at times a last
resort, for example, Charlotte Salomon’s 1,300 paintings or Emily
Davison who threw herself under a horse at the Derby. In this
panel, we will present women artists, collectives and collaboratives
who address this need to take action from a transnational context
today. These women artists and collaboratives are talking about
the relationship between the body, trauma and how we facilitate
constructive discourses of care. While care has increasingly become
an empty signifier or a damning trap reifying essentialist gender
binaries, we still face everyday realities in which care is gendered
and disproportionately feminized. Our contemporary context
requires listening modalities, economic restructuring, social
congregation which reimagines care. Where would we be without
care? Who is allowed to not care? And how are we to open this
space in consideration of new traumas brought about by current
lockdown/pandemic in our own homes? How can we be both be In
| Action, Take Action to find spaces of radical inaction to care for
ourselves, our communities and our loved ones? How can we talk
about trauma to build constructive emancipatory discourses that
don’t negate and re-traumatize in the process? How do we talk
about trauma and develop an understanding about the process that
is deeply personal, collective, and cultural?

Trigger (ed): The Ethics of Witnessing
Kristen Shahverdian, University of the Arts and Chelsey
Weber-Brandis, Moore College of Art and Design

Our relationship with trauma is closely aligned to our
relationship with art. This session, facilitated by Chelsey
Webber-Brandis and Kristen Shahverdian explores trauma-
informed practices through the lens of trigger warnings. How do
we create structures for audiences to enter and exit artistic
experiences that represent traumatic events? How do we take
care of performers who are tasked with interpreting traumatic
stories? How do we organize our self-care when making art?
Webber-Brandis and Shahverdian come to this work as writers,
visual artists, dancers, and body workers who represent trauma
in their work and are committed to the care of audiences,
performers and self. The presentation discusses the role of the
witness utilizing research from philosopher Kelly Oliver’s
concept of “response-able” and scholar Sophie Anne Oliver’s
embodied spectator. Visibility vs. re- traumatization will be
addressed through case studies with emphasis on theories of
shock as an aesthetic choice, particularly the effectiveness of
the reveal. What does it mean to “hold space” or ‘create safe
spaces” or “brave spaces?” How does “cancel culture” or “call out
culture” effect artistic spaces? When and how does censorship
and collective responsibility play a role in presenting art vs. the
personal responsibility of the witness? In addition to presenting
scholarship, Webber-Brandis and Shahverdian ground the
discussion in trauma-informed practices, specifically the
Sanctuary Model, developed by Sandra L Bloom and Joseph
Foderaro.
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Braid/Work
Sarah Beth Woods

BRAID/WORK is a collaborative, multidisciplinary project that
began in 2015 between Fatima Traore, a Malian-American
professsional hair braider, and German-American
multidisciplinary artist Sarah Beth Woods, that crosses over and
through the disciplines of performance, sculpture, and social
engagement. BRAID/WORK speaks to the history of African hair
braiding traditions and its far-reaching influence on global
cultures, while problematizing structural narratives in terms of
race and class. The intimacy and exchange that takes place
during our braiding performances creates space for dialogue and
exchange between disparate, multi-ethnic/multi-generational
groups; football players, hairstylists, hair aficionados, artists,
students, and the formerly incarcerated, through personal oral
histories and permissive touch. Hair braiding will take place by
Sugg and Woods before and or/after this panel. During the panel
presentation for Feminist Artists: In|Action, Take Action,
professional hair braider Cleo Sugg and Sarah Beth Woods will
address appropriation and trauma, self-care and touch across
invisible borders. Together we will discuss respectability politics
and identity in relation to autonomy and control over one’s own
body and appearance. In addition to addressing the concerns of
narratives told through a singular lens and the essentializing of
these conversations when assigned to members of intersectional
ethnicities.

Pointed Poignant Patience
Vanessa Dion Fletcher

| employ porcupine quills, Wampum belts, and menstrual blood
to reveal the complexities of what defines a body physically and
culturally. Reflecting on an indigenous feminist body with a
neurodiverse mind, | create art using composite media, primarily
working in performance, textiles, video. | look for knowledge
embedded in materials and techniques. Embodiment and visual
art allow a reprieve from the colonialism and ableism of English.
My interest in communication comes from my lack of access to
my indigenous languages (Potawatomi and Lenape) and as a
person living with a learning disability caused by issues with
short-term memory. This perspective of language and
communication is fractured and politicized. As a Lenape
Potawatmi neurodiverse artist, trauma is never far away from my
work. Sometimes it is subtly under the surface, and sometimes it
is at the center, obvious and overt. With trauma comes resilience
and care. Porcupine quills were used before the introduction of
glass beads, died and embroidered onto clothing, moccasins and
baskets. They were used for tattooing and other ceremonial
piercing. Today quillwork continues to be a significant aspect of
First Nations/Native American artwork. My contribution to this
panel will share art that | am using to express trauma and
contribute to my self and community's care.
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Chair: Erika Umali, Brooklyn Museum

Archives, libraries, natural history and art museums collect objects
and materials that are often encountered in a solitary way by
researchers and visitors. This roundtable discusses the possibilities
of cross-disciplinary and cross-institutional collaboration to revise
public engagement with and perceptions of institutional history in
relationship to Indigenous art. Brooklyn Museum’s “Jeffrey Gibson:
When Fire Is Applied to a Stone it Cracks; emerged from an artist,
a historian, two curators, and an archivist looking through the
museum’s archival materials, Native object collections, and library
without a specific research agenda to illuminate connections with
Gibson’s work. At the Yale University Art Gallery student curators
brought together Indigenous North American art from the Gallery,
Yale Peabody Museum of Natural History, and Beinecke Library in
the exhibition “Place, Nations, Generations, Beings: 200 Years of
Indigenous North American Art” to reveal the entangled
relationships between Yale and Indigenous nations. Exploring best
practices and ethical accountability across these different fields
regarding Native art and production, this roundtable considers why
cross-disciplinary engagement is essential for generating new
approaches and questions and better integration of academic,
institutional, creative, and public-facing work. With global
conversations around inclusion and repatriation growing,
encyclopedic institutions are grappling with responsibly exhibiting
and collecting Native materials, making further consideration vital.
The roundtable will offer insights for multiple stakeholders
regarding topics such as limited-run shows versus permanent
exhibits and the altered in-person interaction with both of these
shows due to COVID-19 as well as exploring the new possibilities
emerging from virtual programming during this time.
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Chairs: Rebecca M. Brown, Johns Hopkins University; Ranu
Roychoudhuri, Indian Institute of Technology Guwahati

Whether a smoky portrait of a coal mine, a dramatic view of
commerce along the Hooghly River, or heavy machinery and
molten steel, documentary and journalistic photography
fundamentally shaped the visual culture and politics of South Asia
in the decades after independence. These photographs and
photographers are often read as instruments of the state or other
political institutions, supporting either a Nehruvian politics of
industrialization or the strong voices of Marxist political activists.
This panel seeks instead to treat documentary photography of this
period as a signal locus from which to understand the interwoven
narratives of aesthetic modernism, industrial modernization, fossil
developmentalism, and a vocal leftist politics in South Asia during
these decades. How do images of industry serve as a celebration of
extractive capitalism and thus illuminate a particular political and
economic attitude to the human dominance over nature, the
environment, and the climate prevalent in the 1950s and after?
How do these photographers draw on formal elements from
pictorialism to “straight” photography? If we consider these
photographs and photographers as crucial to the history of
post-1947 modernism in South Asia, how might that re-inflect our
understanding of architecture, design, painting, sculpture, and film
during this time? How do these photographs shape discussions of
abstraction, figuration, and representation? Papers may address
any part of the South Asian region; we encourage contributions
from photographers and artists engaging with these questions in
their practice.

Photos of Farms: Documentary Images and the making of
Agricultural Landscapes
Ateya Khorakiwala, Columbia University GSAPP

This paper investigates the production of agricultural
landscapes through photographs of India’s developmental era
that document a large-scale effort to achieve food security. A
trove of images of India's post-independence agricultural
theaters resulted when photographers trailed politicians and
experts to institutional inaugurations and infrastructural sites
recording expanses of concrete and wheat celebrating nation-
building. Residing in GOI archives, but also in construction
journals and US foundations, the archives map a Cold War
institutional terrain that relentlessly transformed the
environment. While these images claim a narrative of
technological and scientific modernity, they are steeped in other
popular narrative genres as well; an image (attached) of an
expert talking to a farmer about rust disease at an Agricultural
University ca. 1965 describes what Ashis Nandy calls doubling, a
technique in the Hindi cinematic lexicon that negotiates the
modernity versus tradition dilemma. In this image the clean-cut
expert in a white shirt, brandishing a wristwatch, is reflected by
a farmer, squinting in the sun, whose weathered hands and
clothes contrast those of the scientist. The two figures, mirrored
around their hands, are mediated by a rust stippled wheat leaf, a
scientific object that acts as a conduit of knowledge transfer.
Responding to the panel’s call to assess ideologies of extractive
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capitalism embedded in indexical imprints of development, my
paper argues that these photographs mark the Indian State’s
reliance on biopolitics—population and land management—over
social change, one that had severe consequences for the
environment.

On scale: monumentality and miniaturisation in the
photographic archive of Mrinalini Mukherjee
Emilia b Terracciano, University of Manchester

This paper considers how the medium of photography produced
‘modernist’ ways of viewing art, focusing on sculptor Mrinalini
Mukherjee (1949-2015). Photography played a vital role during
Mukherjee's industrious career as she knotted fibre ropes to
create larger-than-life, ‘environmental’ sculptures. Relying
primarily on the support of (male) industrial photographers,
engineers and architects based in Delhi, Mukherjee documented
both her work-process and sculptures to inspire a ‘sense of awe’
Under her strict supervision, photographers choreographed
monumental sets, and may well have been inspired by industrial
photographs gleaned from the Illustrated Weekly. Strategies
often involved the inclusion of Mukherjee’s own body alongside
the finished sculptures in corporate spaces to aggrandise the
scale and labour for the viewer. By focusing on concepts of
measurement, exaggeration and miniaturisation, this paper
brings into focus the changing phenomenon of photographic
scale to query Mukherjee’s growing interest in photographic
depictions of modern and ancient monumental landscapes.
Industrial plants and temples were deployed as landmarks to
highlight India’s ‘success in the race to catch-up, gesturing to the
realms of the aesthetic, industry, and technology. As argued by
Rebecca Brown, these buildings also indicate the human scale
and temporality of modernity and movement. Mukherjee’s
reliance on the medium of photography and her keen interest in
the aesthetics attached to industry and engineered
infrastructures complicate our understanding of Indian
modernism and modernist photography. Combining the
mournful and oddly lyrical with the mechanical, Mukherjee’s
photographic documentation reveals lingering affective
dimensions linked to the expression of the modern in
independent India.

Laboring Families: Photographs from Sites of Industry in India
Suryanandini Narain, Jawaharlal Nehru University

Long after its commencement in the 1950s, the industrial
development of India remains an ongoing project, outliving
periodic shifts in political ideology and economic policy. From
the heart of bustling cities to the farthest rural hinterlands, the
ubiquitous construction site emits a similitude of sights and
sounds, struggles and aspirations. At its swirling center is body
of the laborer, the essential and omnipresent human capital
fueling India’s industrial projects that attempt to attain
evanescent goals of economic development. The worker’s body
does not appear alone, but is tightly held in the family unit,
intact with man, woman, and child. The family performing labor
gives a sense of anchorage to the toiling figure who builds for a
state that has in turn abandoned its humanitarian conscience. As
seen in popular cinema and visual political propaganda of the
1950s-80s, the laboring family was lauded by Nehruvian
idealism and subsequently neglected by the capital state post
1990s. | will draw observations from a variety of lens based
visualizations of the family at labor including those in the
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documentary, advertorial, cinematic, and activist modes to
develop comparative analyses across media to provide visual
readings into the dynamics of class, gender and familial re-
imaginings of childhood and patriarchy at the site of industrial
construction work. The paper will conclude with 2020’s images
of the exodus of migrant labor families in the wake of COVID-19,
iconized in their walk over thousands of kilometers from city
based sites of work, to what was ‘home’ in the village.

Chairs: Charlotte Ickes, National Portrait Gallery,
Smithsonian Institution; Leslie Urena, National Portrait
Gallery, Smithsonian Institution

As cultural workers in the academy or museum, we care for
students, artists, artworks, and visitors. The realities and
assumptions around the gendered, classed, and raced labor of care
inflect every aspect of our professional lives. We often exhibit or
teach artists who have made care a subject of their work. Yet
providing care in our personal lives and to our communities is
increasingly difficult. In addition to skyrocketing costs of living and
demanding schedules that alter the dynamics of labor across
sectors, cultural workers often also contend with job instability, low
wages, meager benefits, and hostile work environments. As Yesomi
Umolu explicated on Instagram and subsequently on artnet News,
the COVID-19 pandemic and systemic racial violence particularly
against Black people have brought underlying structural injustice
to the forefront. This panel seeks 10-minute presentations that
assess how institutions have historically exhibited a lack of care
toward workers. As Michelle Millar Fisher wrote, “To argue for basic
human rights—including the right to a family life, and to paid leave
in order to pursue that—seems to be just acceptable when spoken
of by artists in the museum galleries, but not the art workers
whose labor underpins such projects” As institutions broadcast
values of equity and inclusion externally, how do they actually
practice these principles internally? What are an institution’s
responsibilities to care for its workers, especially in places lacking
social safety nets? Who has the privilege to raise these questions?
How would foregrounding care change how we work?

‘Unfold this history and follow it to my time’: Towards a Care
Syllabus for the Present
Wendy Red Star

In autumn 2020, the Massachusetts College of Liberal Arts
(MCLA) and Massachusetts Museum of Contemporary Art (MASS
MoCA) launched Care Syllabus (www.caresyllabus.org), a
multimodal public education resource that generates civic
discourse about intersecting topics of our moment—Covid-19,
racial justice, and environmental stewardship —through free and
accessible online programming. Motivated by a series of
pressing critical inquiries that affect our community in the
Berkshires and beyond, the Care Syllabus invites artist,
academics and activists to explore the following concerns: Who,
in fact, cares? Whose role is it to care and for whom? How are
matters of access to care influenced by race, gender, class,
ability, location, age, and other factors? What praxes of care are
at work in our homes, communities, institutions, classrooms,
research and art? For this panel, we reflect on the making and
reception of the first module of the Care Syllabus, guest-curated
by artist Wendy Red Star (Apsaalooke/Crow) on the occasion of

2/2/21,2:21 PM

her MASS MoCA exhibition, Apsaalooke: Children of the Large
Beaked Bird. We explore the eminently reparative quality of Red
Star’s work: how it enables the artist and audience alike to
‘unfold; and follow’ history, in order to reckon fully with the
present. Using the framework, “Reconnecting Objects with their
Homes, Red Star spurs a number of important questions: for
archives of indigenous history and culture, as well as for
contemporary cultural institutions aiming to place their
communities, rather than objects, at the center of their practices
of care.

‘Unfold this history and follow it to my time’: Towards a Care
Syllabus for the Present

Levi Prombaum, Massachusetts Museum of Contemporary
Art

In autumn 2020, the Massachusetts College of Liberal Arts
(MCLA) and Massachusetts Museum of Contemporary Art (MASS
MoCA) launched Care Syllabus (www.caresyllabus.org), a
multimodal public education resource that generates civic
discourse about intersecting topics of our moment—Covid-19,
racial justice, and environmental stewardship —through free and
accessible online programming. Motivated by a series of
pressing critical inquiries that affect our community in the
Berkshires and beyond, the Care Syllabus invites artist,
academics and activists to explore the following concerns: Who,
in fact, cares? Whose role is it to care and for whom? How are
matters of access to care influenced by race, gender, class,
ability, location, age, and other factors? What praxes of care are
at work in our homes, communities, institutions, classrooms,
research and art? For this panel, we reflect on the making and
reception of the first module of the Care Syllabus, guest-curated
by artist Wendy Red Star (Apsaalooke/Crow) on the occasion of
her MASS MoCA exhibition, Apsaalooke: Children of the Large
Beaked Bird. We explore the eminently reparative quality of Red
Star’s work: how it enables the artist and audience alike to
‘unfold; and follow’ history, in order to reckon fully with the
present. Using the framework, “Reconnecting Objects with their
Homes, Red Star spurs a number of important questions: for
archives of indigenous history and culture, as well as for
contemporary cultural institutions aiming to place their
communities, rather than objects, at the center of their practices
of care.

‘Unfold this history and follow it to my time’: Towards a Care
Syllabus for the Present
Victoria Papa, Massachusetts College of Liberal Arts

In autumn 2020, the Massachusetts College of Liberal Arts
(MCLA) and Massachusetts Museum of Contemporary Art (MASS
MoCA) launched Care Syllabus (www.caresyllabus.org), a
multimodal public education resource that generates civic
discourse about intersecting topics of our moment—Covid-19,
racial justice, and environmental stewardship —through free and
accessible online programming. Motivated by a series of
pressing critical inquiries that affect our community in the
Berkshires and beyond, the Care Syllabus invites artist,
academics and activists to explore the following concerns: Who,
in fact, cares? Whose role is it to care and for whom? How are
matters of access to care influenced by race, gender, class,
ability, location, age, and other factors? What praxes of care are
at work in our homes, communities, institutions, classrooms,
research and art? For this panel, we reflect on the making and
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reception of the first module of the Care Syllabus, guest-curated
by artist Wendy Red Star (Apsaalooke/Crow) on the occasion of
her MASS MoCA exhibition, Apsaalooke: Children of the Large
Beaked Bird. We explore the eminently reparative quality of Red

Star’s work: how it enables the artist and audience alike to Chairs: Adair Rounthwaite, University of Washington Dept. of
‘unfold; and ‘follow’ history, in order to reckon fully with the Fine Arts; Gwyneth Jane Shanks, Colby College

present. Using the framework, “Reconnecting Objects with their An artist inscribes a message to his lover on a banner he hangs
Homes Red Star spurs a number of important questions: for across the street on a state holiday. Another creates a performance
archives of indigenous history and culture, as well as for that is a one-on-one encounter between herself and an audience
contemporary cultural institutions aiming to place their member, for which participants are screened in advance. Across
communities, rather than objects, at the center of their practices diverse practices of the late 20th and early 21st centuries, artists
of care. have used intimate feelings and experiences to change

understandings of the aesthetic. How can enactments of intimacy
re-imagine exhibitionary, curatorial, and, indeed, representational
schemas? How can intimate aesthetics rework conceptions of “the
public” for contemporary art as such? Lauren Berlant writes:

‘Unfold this history and follow it to my time’: Towards a Care
Syllabus for the Present
Laura Thompson, MASS MoCA

In autumn 2020, the Massachusetts College of Liberal Arts “intimacy...[is] associated with tacit fantasies, tacit rules, and tacit
(MCLA) and Massachusetts Museum of Contemporary Art (MASS obligations to remain unproblematic. We notice it when something
MoCA) launched Care Syllabus (www.caresyllabus.org), a about it takes on a charge, so that the intimacy becomes
multimodal public education resource that generates civic something else, an ‘issue.” Were curious how artists’ evocations of
discourse about intersecting topics of our moment—Covid-19, intimacy make overt these tacit obligations and render intimacy
racial justice, and environmental stewardship —through free and spectacularly visible. How can such aesthetics put productive
accessible online programming. Motivated by a series of pressure on the tendency to conflate specific audiences, affects,
pressing critical inquiries that affect our community in the and modes of comportment with the public sphere, here

Berkshires and beyond, the Care Syllabus invites artist, understood as a networked field of discourses, representations,
academics and activists to explore the following concerns: Who, political formations, and “communal” spaces? How can public

in fact, cares? Whose role is it to care and for whom? How are intimacies implode normative social, political, and economic
matters of access to care influenced by race, gender, class, practices? The panel’s discussion of intimate aesthetics will include
ability, location, age, and other factors? What praxes of care are consideration of how artists have mobilized them differently across
at work in our homes, communities, institutions, classrooms, geopolitical contexts. We plan on a roundtable that will begin with
research and art? For this panel, we reflect on the making and 5-minute presentations of single artworks or performances,
reception of the first module of the Care Syllabus, guest-curated followed by group discussion of a set of core questions the

by artist Wendy Red Star (Apsaalooke/Crow) on the occasion of organizers will prepare in dialogue with the panelists.

her MASS MoCA exhibition, Apsaalooke: Children of the Large
Beaked Bird. We explore the eminently reparative quality of Red
Star’s work: how it enables the artist and audience alike to
‘unfold; and follow’ history, in order to reckon fully with the
present. Using the framework, “Reconnecting Objects with their
Homes, Red Star spurs a number of important questions: for
archives of indigenous history and culture, as well as for
contemporary cultural institutions aiming to place their
communities, rather than objects, at the center of their practices
of care.

Roundtable contribution #1

Gwyneth Jane Shanks, Colby College
Gwyneth Shanks is Assistant Professor of Performance Studies
and Contemporary Art at Colby College. She received her PhD
from UCLA and an MA from New York University. Shanks is at
work on a book project entitled The Transient Museum, which
centers performance and embodiment as a means of dismantling
the visual logics supporting the contemporary art museum. Her
work has been published in Third Text, Performance Matters,
X-TRA, the Living Collections Catalogue, the Journal of Dramatic
Theory and Criticism, and is forthcoming in Cultural Dynamics.
In addition, she previously held fellowships at the Walker Art
Center and the Whitney Museum of American Art.

Roundtable contribution #2

Alpesh Kantilal Patel, Florida International University
Alpesh Kantilal Patel is an Associate Professor of Contemporary
Art and Theory at Florida International University (FIU) in Miami.
His art historical scholarship, curating and criticism reflect his
queer, anti-racist, and transnational approach to contemporary
art. The author of Productive failure: writing queer transnational
South Asian art histories (Manchester University Press, 2017), he
is co-editor, with Yasmeen Siddiqui, of the forthcoming
anthology “Living and Sustaining a Creative Life: Storytellers of
Art’s Histories” (Intellect, 2021).
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Roundtable contribution #3
Amelia G. Jones, University of Southern California

Amelia Jones is Robert A. Day Professor in the Roski School of
Art & Design, USC. Recent publications include Seeing
Differently: A History and Theory of Identification and the Visual
Arts (2012). Jones is currently working on a retrospective of the
work of Ron Athey (Queer Communion: Ron Athey) and a book, In
Between Subjects: A Critical Genealogy of Queer Performance.

Chairs: Zeynep Celik Alexander; Janna Israel

All art, one might say, is alchemy. Fabrication, design, and other
forms of artifice have often been considered a process through
which base materials are transformed into precious ones. If magic
and spirituality occasionally replace the discourse of physical and
intellectual labor required of artistic practice, how does the value
of art and architecture change depending on which performance of
creation is emphasized? How is value generated and articulated?
Does it change when labor becomes collective? This panel invites
papers that ask questions about the processes through which art
has historically created value. How have artists taken resources
—natural and human-made—and extracted value out of them? How
do these value-making practices manifest themselves? What
“metaphysical subtleties and theological niceties, to borrow from
Karl Marx, do such practices reveal?

Roundtable contribution #4
Jasmina Tumbas, University at Buffalo

Jasmina Tumbas (PhD, Art History, Duke University) is an
Assistant Professor of Contemporary Art History & Performance
Studies in the Department of Global Gender and Sexuality
Studies at the University at Buffalo. She is currently finishing her
first book, “I Am Jugoslovenka!” Feminist Performance Politics
During & After Yugoslav Socialism, and is also working on a
second manuscript, On Gender Violence and Nationalism In
Europe: Feminist Art and Resistance Beyond Citizenship. Her
research has appeared in ArtMargins, Camera Obscura:
Feminism, Culture, and Media Studies, Art Monthly, ASAP
Journal, and Art and Documentation, Art in America, and Art
Monthly.

Gold is the New [...]: Luster, Color, and Value in the Victorian
Visual Economy
Laura Anne Kalba, University of Minnesota Minneapolis

Dismissed by contemporaneous experts as heedless, if not
embarrassing, Ruskin’s perplexing later writings on money and
value attracted no shortage of criticism. Later scholars have
typically regarded them more generously, as an extension of the

Roundtable contribution #5
Soyoung Yoon, The New School

Soyoung Yoon is Assistant Professor and Program Director of Art
History & Visual Studies at The New School. Yoon is also a
Visiting Faculty at the Whitney Museum of American Art's
Independent Study Program (ISP). She received her PhD from
Stanford University, and holds a BA from Seoul National
University. Yoon is at work on two book projects around the re-
definition of the “document” from the post-war period to the
present: Walkie Talkie and TV Buddhas. She has published in
Discourse, Grey Room, Millennium Film Journal, Women &
Performance, among other journals and books.

critic’s longstanding preoccupation with the conditions that
render art-making possible. Looking closely at the gold-laden
artworks by Dante Gabriel Rossetti and James McNeill Whistler,
my paper explores how artists’ harnessing of the yellow metal’s
color, materiality, and explicitly pecuniary connotations paved
the way for Ruskin’s “dashing off into apparently the most
remote of all possible fields, that of political economy; as one
source put it. As part of an effort to erect its own, parallel
regime of value, the Aestheticist movement, | argue, at once
parroted and upturned contemporaneous British orthodox
economics. Avant-garde Victorian artists — particularly Whistler,

Roundtable contribution #6
Adair Rounthwaite, University of Washington Dept. of Fine
Arts

who in his work treated gold as a mere color like all others
-typically showed a far more refined and practical grasp of the

Adair Rounthwaite is Assistant Professor of Contemporary Art at
the University of Washington in Seattle. Her first book, Asking
the Audience: Participatory Art in 1980s New York appeared in
2017, and she has published articles on performance,
participation, and the ethics of contemporary art practice in
venues including Art Journal, TDR, and Third Text. She is
currently at work on a second book entitled This Is Not My
World: Art and Public Space in Socialist Zagreb.
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modern political economy than the aging critic. Through their
conspicuous, counterintuitive use of the monetary metal, the
artists | examine invited viewers to consider the work itself and
its framing. Not unlike Ruskin, they called audiences to turn
their focus away from the simple representation of meaning to
the economic and social conditions that underpin the very
possibility of representation and collective meaning-making.

Indigenizing Culture, Producing Americans: 'The Craftsman' in
Settler Nationalist Context
Maura Lucking

In 1914, the designer and editor Gustav Stickley posed the
question in The Craftsman: “is culture a commodity?” The
magazine, associated with the American Arts and Crafts
movement, advocated for an antimodern national style
grounded in the handicraft of ethnic minorities and its
appropriation by white designers. Couched in the German
racializing language of Kultur, Stickley’s provocation made
democratic overtures, explaining that culture’s enigmatical
character, per Marx, could be achieved by all, but only through
an embrace of local, artisanal production. This paper suggests
that American culture was imagined in The Craftsman through
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what Philip Deloria calls “Indian play; the performance of
indigenous authenticity as a key strategy of settler nationalism.
Numerous articles extolled the virtues of industrial training at
Native American boarding schools, emphasizing the physical
discipline and economic advantages achieved by the
development of a new pan-Indian material and ornamental
language of craft, particularly weaving. It provides a reminder
that cultural genocide involved not only acculturation for native
groups but also the production of a new national culture, a new
indigeneity. Educational reformers would recommend these
curricula as models for white schoolchildren and, later, the
Smith-Hughes Vocational Training Act, opportunities from which
indigenous students were excluded. =The value of Cherokee
baskets and Navajo blankets from student workshops would
ultimately be protected and regulated by state entities like the
Indian Arts and Crafts Board, an ironic turn of events for schools
originally founded to devalue native “culture’”

Alchemy at Mid-Century
Joyce Tsai, University of lowa Stanley Museum of Art

William Gaddis' novel, The Recognitions (1955) featured a
Faustian figure as its protagonist. Wyatt, the central figure,
pursues nothing less than truth in his art but in that endeavour
ends up deploying his abilities to counterfeit currency and forge
invented masterpieces of the Northern Renaissance. Gaddis,
studied at Harvard at the moment when modern art
conservation as a field coalesced around the use of imaging
technologies and scientific analysis inform treatments but also
to verify the authenticity of artworks. He wrote the novel as
abstract expressionism took hold in the American imagination,
both as artistic achievement and as vehicles for speculative
investment. The events that unfold in the book take place
between the wars, up to the end of the fifties, precisely when
Jackson Pollock's technique had begun to spin house paint into
skeins of gold. This paper examines modernism at mid-century,
attending to the often paradoxical values that the art market, art
practice, and its conservation sustained.

Printing Money: The Question of Value in N. E. Thing, Co.s Suite
of Canadian Landscapes
Rachel Lena Vogel, Harvard University

In N. E. Thing, Co’s (NETCO) 1969 work "Suite of Canadian
Landscapes, the Canadian conceptual art collective framed a
series of eight banknotes, matting them to obscure their
denominations and revealing only the picturesque views of the
nation’s provinces on the currency’s verso. This paper explores
how by transforming the banknotes into a set of landscape
prints, complete with signature, date, title, and edition number
beneath, NETCO replaced one mark of value with another.
NETCO’s gesture moves the bills between asset classes, from
currency to art commodity; it is the various forces of the art
market, rather than the Bank of Canada, that determines their
worth. By contextualizing this work within contemporaneous
global tensions surrounding the move from the gold standard to
fiat currency and the increasing treatment of artworks as
speculative investments, | argue that NETCO’s work asserts the
slipperiness and arbitrariness of aesthetic and monetary
valuation. As an early—yet under-recognized—practitioner of
institutional critique, NETCO alternately figures and interrogates
the notion of value by invoking the history, logic, conventions,
and materiality of printmaking. "Suite" asks its audience to
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consider by what authority meaning and worth are conferred to
objects of potentially endless reproduction and circulation. |
suggest that by collapsing the space between the printed
banknotes and the nineteenth-century landscape prints that
served as referents for their imagery, NETCO situates nature and
its representation as a central and contested site of beauty,
national identity, and economic wealth.

Chairs: Hanne Graversen, The University of Chicago; Max
Koss, Independent

Discussant: Joanna Fiduccia, Yale University

This panel investigates writing about art as a practice of crisis. In
the introduction to his seminal 1987 "October” issue (‘AIDS:
Cultural Analysis/Cultural Activism”), Douglas Crimp asserted that
“AIDS does not exist apart from the practices that conceptualize it,
represent it, and respond to it;” emphasizing “the imperative to
know them, analyze them, and wrest control of them.” Extending
Crimp’s framework to the broader concept of crisis, this panel
explores the implications for art history. Considering writing about
art not merely a means for reflecting on art’s relationship to social,
economic, ecological, and political crises, past and present, but a
way of writing crisis into being, this panel presents reparative art
histories of crisis in the spirit of Eve Kosofsky Sedgwick. We ask: if
‘crisis’ is indeed a construct, how can we make it a reparative one?
What forms can such a practice of art history take? Embracing the
methodological implications of pursuing such reparative art
histories, the presentations of this panel foreground the role of the
affective and ameliorative in art history and the writing of it and
are centered on sociality, friendship, love, and care. Through these
contributions, this panel affirms art history’s capacity for hope.

Signs of Life: Teatro Ojo against Spectacular 1968 in Mexico
Mya B. Dosch, California State University, Sacramento

On October 2, 1968, Student Movement protestors in Mexico
City gathered in Tlatelolco Square, demanding police reforms,
justice for the victims of state violence, and the release of
political prisoners. Government agents fired on the peaceful
gathering, killing dozens. In subsequent decades, scholars and
essayists framed 1968 as a watershed crisis in twentieth-century
Mexican history and the massacre at Tlatelolco as a “wound” in
the national consciousness. Forty years later, two artworks
attempted to bathe Tlatelolco in light and life. One, Thomas
Glassford’s “Xipe Totec, is a massive web of neon lights installed
on the skyscraper over the Square. The spectacular installation
received international attention. Critics suggested that through
the artwork, Mexico City could move past the trauma of 1968,
rising like a phoenix from the ashes. In contrast, | show how
artist collective Teatro Ojo eschewed the rebranding and
monumental scale of “Xipe Totec.” Instead, they focused on the
intimate and hopeful ways that residents keep watch from the
apartment complex above Tlatelolco, and how this everyday
inhabitation counteracts crisis. On the night of October 2, the
collective sat vigil in one of these apartments, drinking beers
and reading aloud from narratives of 1968. They kept the
apartment lights on all night, a sign of life above a site of
mourning. | argue that Teatro Ojo calls into question narratives
of progress proposed by monumental homages like “Xipe Totec;
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instead privileging familial, convivial love.

Intimate Abstraction
Frances Mcvey Lazare, University of Southern California

“Intimate Abstraction” surveys the history of two mid-century
gallery cooperatives: The Jane Street Gallery (1943-1949)
principled by the lesbian painter and Hans Hoffman student Nell
Blaine and Betty Parsons Gallery (1946- 1984), founded by the
eponymous abstract painter and commercial dealer. | argue that
both gallerists cultivated "an audience of artists"—wholly distinct
from the commercial audience which increasingly consumed the
work of the canonical Abstract Expressionists—where expenses
and ideas were shared among friends and where new aesthetic
paradigms were tested. Throughout, | foreground sociality, and
consider Blaine and Parsons’s own artistic practices and social
lives alongside their work as gallerists in the late 1940s and
1950s. Indeed, | home in on the intimate relationships each
woman fostered with the artists in their respective stables, and
illuminate the commercial dealer as a critical collaborator in the
artistic process. | moreover identify a shared commitment to
stylistic diversity within the stables and exhibition programs of
both galleries which unsettles a monolithic understanding of
the prevailing idiom of pure abstraction commonly associated
with the New York School of Abstract Expressionists. Given the
intimate public from which this stylistic tendency emerged, |
name this talk, and the distinct strand of hybrid abstraction-
figuration, “Intimate Abstraction”

About Cage: Conversations with Jade Montserrat and Webb-Ellis
Alexandra Charlotte Moore, University of California, Santa
Cruz

In 2015, research-led artist Jade Montserrat, and artist
filmmakers Webb-Ellis, collaborated on a series of short
‘performance to camera’ videos. One of these videos, entitled
"Cage, was too difficult for them to process and discuss at the
time of its creation, and so was left unseen. In the video,
Montserrat, a slender, brown-skinned woman with hair that
signals African heritage, crouches within a fox trap nestled in a
wood in Northern England. The imagery is simultaneously
tender and disturbing. In August 2020, Montserrat and Webb-
Ellis invited me to collaborate with them in watching and
opening up this work. Over zoom, we started from the video of
"Cage” to explore issues of land ownership, feminism, race, and
trauma. This presentation uses "Cage” and the videoed
conversations as a case study to propose the role of the art
writer or scholar as a critically engaged witness and interlocutor,
and the artwork as a locus around which to build community. |
weave together the different strands of our conversation: the
care and friendship that Montserrat and Webb-ElLlis brought into
being through the work, the figures of Josephine Baker and
Sarah Bartmann who informed the original performance, the
politics of land ownership and enclosure that the video sits
within, and how the piece reads now in the middle of the
intersecting crises of a pandemic, climate break-down, and
increasingly virulent racism. | suggest that through the process
of conversation we opened up possibilities for transforming our
relationship to each other and to the land.

The Impossibility of Care: Edward Owens, and Simone Leigh’s
“Free People’s Medical Clinic”
Makayla Bailey, Independent Scholar
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Against the backdrop of the global Black Lives Matter protests in
summer 2020, this paper examines ‘care’ and its counterpart
‘crisis’ as they relate to the art institution. ‘Care’ and other
affective language is often used in the public arts sector to
speak of collections and programs, staffing, diversity and
inclusion initiatives, and of the role of the institution itself and
its relation to artists and the public. Contrasting institutional
assertions with the interconnectedness of care as employed by
marginalized people outside of these spaces, | discuss two case
studies. The first: an examination of artist Simone Leigh’s “Free
People’s Medical Clinic;” a temporary space which centered on
historically overlooked black, female essential workers in health
care—nurses, gynecologists, midwives, and osteopaths—bringing
into view those overserving the underserved. The second: a
reparative art history of queer American filmmaker Edward
Owens, which traces Owens’ reception in New York City's
experimental film scene and the circumstances that precipitated
his return to Chicago in 1971. These case studies provide
frameworks for iterative gestures of care and refusal, both
alongside and in spite of the institution.

Chair: Aaron Nelson, SUNY New Paltz

Since 1985, the number of American workers employed in the
manufacturing sector has been halved. While the US remains the
world’s second largest manufacturer behind China, many of the
sectors that have been a staple of US manufacturing have moved
overseas. As domestic manufacturing capacity drops, we lose our
ability to respond rapidly to any event that disrupts international
supply chains, such as the COVID 19 outbreak. When the outbreak
of COVID-19 hit the United States, artists, makers, students, and
designers began to shift their studios and work spaces into small
grass roots manufacturing hubs, creating vital PPE for first
responders, front line medical staff, essential workers, and
members of their affected communities at the same time building
ad hoc networks to parallel production and distribution. This
response highlights the vital role that artists and makers hold as
localized manufacturing nodes and the flexibility and speed in
development offered by having those skills embedded within those
communities as a bulwark to the consequences of a stressed and in
some cases broken supply chain. This Panel invites students,
makers, artist, and designers to share their stories highlighting the
work of filling these vital needs of their communities and the
challenges faced when shifting logistics and working
methodologies rapidly to respond to the unprecedented
circumstances brought on by a global pandemic.
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Chair: Arathi Menon

Discussant: Padma Dorje Maitland, California Polytechnic
State University, San Luis Obispo

This panel seeks to explore alternative approaches to Indian Ocean
Studies through an attention to religious architectural elements as
records of idiosyncratic exchange and patronage. Rather than study
built spaces as records of strict periodic transformations and
divisions, we propose a model of studying architectural objects as
“atemporal inlets; that is, a study of spaces as reflections of
ongoing and repeated encounters between two or more cultures
independent of a principal leitmotif. This approach avoids biasing a
singular thematic perspective—such as trade or colonization—and
encourages instead a multi-dimensional questioning of the myriad
and often asynchronous interactions and developments of religious
sites, its structures, daises, altars, and platforms. As records of
those exchanges, we will focus on architectural interventions,
rather than the construction of completely new structures, as
material expressions of cultural transferences. Through this
approach, we seek to explore how architectural forms function as
spatial ‘containers; embodying diverse patronage by resisting
complete revisions or excisions because of their spatial and
religious framing. Through this approach, we hope to loosen the
bookends of temporally and thematically codependent
investigations that typify studies of the Indian Ocean, offering
instead an approach that considers more personal and complex
narratives across periods and between places.

The Ka'bah of the Soul: Reliquary Shrines and Indian Ocean

Pilgrimage in Mughal India

Usman Hamid, Hamilton College
This presentation seeks to understand how visiting local shrines
in early modern South Asia could index for Muslim devotees the
experience of undertaking pilgrimage across the Indian Ocean
through a study of religious aesthetics. Taking its point of
departure the histories of two reliquary shrines in Mughal India
dedicated to footprint relics or gadams of the Prophet
Muhammad, namely, the Dargah-i Qadam-i Sharif in Delhi and
the Qadamgah of Abu Turab in Ahmedabad, Gujarat, this
presentation unpacks the aesthetics of pilgrimage to these sites,
to show how it could offer devotees an analogous experience of
undertaking the hajj to Mecca, as well as ziyarat, or visitation, to
the grave of the Prophet Muhammad in Medina. Based on a
study of royally sponsored texts, local histories, and
archeological surveys, this presentation focuses on the
significance of relics, and the way poetry and rituals were
articulated and introduced by the Mughal court to these sites
through inscriptional programs, architectural interventions, and
oversight of the shrine’s management, in order to understand
how these technologies cultivated specific forms of religious
experience that actualized transregional pilgrimage for locals. In
doing so, this presentation draws attention to ephemeral aspects
of ritual devotion at these sites to highlight the importance of
textuality for the study of religious materiality.

Kerala’s open-air crosses and their art histories
Arathi Menon
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The monumental open-air crosses of early modern Kerala are
installed in the complexes of some of the region's oldest living
churches. Known as Nazarani stambha (crosses of the
Nazarenes), these crosses, to this day, signal one’s arrival at a
religious complex, serve as a station for ritual, as altars for
worship, and as repositories for the entreaties of the faithful.
This paper will argue that Nazarani stambha function, in
addition, as unexplored archives of the medieval and early
modern Indian Ocean world. Preserved in their monumentality,
form, and iconography is the syncretic religious culture of
mercantile communities in Kerala, the negotiations and
rejoinders of the region’s Christians on their encounter with
colonial Christianity, and a millennium of architectural
invention. We will examine, for example, the framing of scenes
of Margamkali (the dance of the Saint Thomas Christians) within
sculptural representations of Hindu temple architecture, and in
so doing, trace the diachronic histories preserved in Nazarani
stambha and the memories encased in those histories.

Maritime Mosque architecture of the Indian West coast: an
overlap of trans-oceanic principles and regional styles
Lisa Therese, CEPT University

The traditional mosque architecture of Gujarat and Malabar
coasts of India developed as a result of a myriad of factors that
led to prolonged cultural intersections of diverse communities
and amalgamation of foreign and local ideas. This implies to the
earliest found Islamic structures of the subcontinent predating
the sultanate period, to those established in early 19th century
by migrated Gujarati Muslim communities on Malabar coast. As
Islam rooted in these coastal towns in a peaceful manner, the
maritime missionary patronage skillfully incorporated the
physical notions of Islam into the regional architectural
landscape. This research looks into the spatial organisation of
selected maritime mosques, to find similarities with that of the
earliest neighbourhood mosques of west Asia and traditional
Indonesian and Malaysian mosques. At the same time, it tries to
extract the elements that must have been inspired from Hindu
temple and Buddhist hall architectural styles. The paper further
tries to analyse how the migrated Gujarati Muslim communities
Llike the Cutchi Memons of Fort Cochin, in their respective socio-
political backgrounds, plugged-in the styles of their homeland
into the well-established mosque architecture of Malabar coast.
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ASSOCIATION FOR MODERN AND CONTEMPORARY ART OF THE
ARAB WORLD, IRAN, AND TURKEY

Chairs: Sarah A. Rogers, Association for Modern and
Contemporary Art of the Arab World, Iran, and Turkey
(AMCA); Nada M. Shabout, University of North Texas

With the increasing interest in the modern and contemporary arts
of the Arab World, Iran, and Turkey, the need for the field's
historiography is vital. Throughout the Middle East and North
African region there are many academic art programs in
institutions of higher education that have been training
generations of artists, curators, critics, and educators. While some
programs have a long history, others have been initiated only
recently. A small body of existing literature on art institutions in
the MENA exists. However, relevant information is scattered and
not easily accessible. The 2020-2021 project, Mapping Art
Histories in the Arab World, Iran and Turkey, aims to compile
information about teaching art history across 14 countries in the
region, and make that data available for scholars, researchers, and
students in order to develop a better understanding of global art
history. Funded by The Getty Foundation's Connecting Art Histories
initiative, the project works toward a more inclusive understanding
of how art history is perceived and art historiographies in the
region are negotiated. This roundtable will constitute an initial
public presentation of the data and analysis in the hopes of
engaging a conversation on the role of art history as a discipline
within the region, connecting disciplinary initiatives within the
region and diaspora, and contributing to continuing discussions on
the possibilities for decolonizing art history within the academy
and beyond.

Informal and Alternative Institutions of Art History Learning in
Iran
Pamela Karimi, UMass

In this presentation | will focus on the work of those art
historians in contemporary Iran who have not been able to
implement their teaching methods and preferred themes in
formal higher education contexts. Due to strict restrictions
imposed upon university curricula by the government, some art
historians and art educators have carved their own niches in
alternative and informal private institutions. While most of these
informal establishments are obliged to secure permission from
the Ministry of Culture and Islamic Guidance, they are also more
flexible in terms of how they deliver the material to students
and art experts who sign up for these classes to gain a more
comprehensive understanding of the art world. Themes such as
feminism in art or subversive and unconventional performance
art projects are presented and discussed in these informal
settings. Juxtaposing the “normative” art historical subjects
taught in official institutions of higher education with their
“alternative” counterparts, the paper sheds light on how Iranian
artists keep up with the most cutting-edge trends against all
odds.

Mapping Art Histories: North Africa
Jessica Gerschultz, University of Kansas
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My contribution to this roundtable will focus on the teaching of
art history in North Africa. Specifically, | will discuss my work as
the project lead for three countries in the Maghrib: Tunisia,
Algeria, and Morocco. Building on my research on arts
institutions in Tunisia and scholarly networks in the Maghrib, |
will examine how art historical work is conceived in spaces
outside of traditional Euro-American art history departments.
Preliminary data suggests that art history is a vital component in
the fields of cinema, visual arts, architecture, and history. | will
discuss the process of identifying colleagues, programs, and
organizations, and share information about art educators,
professors, curators, and practitioners engaged with art
historical work. My participation will highlight variations in how
art history is perceived, approached, and articulated in different
sites. This roundtable will contribute to understandings of art
history as an interdisciplinary practice with innovative
pedagogies and approaches specific to institutional,
organizational, and site-specific needs. This important research
will lead to greater recognition of longstanding and recent art
historical work by our colleagues in the Arab World, Iran, and
Turkey, enhance historiographic knowledge, and facilitate
transregional collegial exchange.

From the Perspective of Project Manager
Tiffany Renee Floyd

| will participate in the Mapping Art Histories roundtable
discussion in my capacity as the project’s coordinator. In my
presentation, | will offer general insights into practical concerns
of compiling individual country lead reports into a
comprehensive and informative format that can then be utilized
as an interpretive framework to analyze the state of Art History
pedagogy in the MENA region. | will also discuss logistical
considerations of designing and launching an interactive
website to aid prospective students, researchers, and academics.
As a current PhD student in the field of Art History, | will also
comment on the importance of the project from the perspective
of students and how these perspectives were considered when
compiling data and creating the website. Finally, | will reflect on
the challenges and rewards of working with the country leads,
other scholars, academic administrators, graduate students, and
regional participants to make the Mapping Art Histories project
a success. This roundtable will constitute an initial presentation
of research data and experiences in hopes of spurring further
discussions, initiatives, collaborations, and ideas in the ongoing
effort to map, understand, and connect Art Historical learning in
the region.

‘Corpisanti' in a Time of Crisis: Sacred Paperwork, Papal
Manufactories, and Producing Relics at the Dawn of the
Anthropocene.

Ruth Noyes

The paper draws on distinct genres of textual, material and
visual source materials to offer a critical approach to the
entwined histories of climate and humanitarian crises at the
onset of the Anthropocene, by way of a case study in the
phenomenon of so-called corpisanti (‘holy bodies”) Roman
catacomb relic-sculptures, a unique multimedia art form
combining human remains and manmade sculptural elements
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whose manufacture in Roman workshops under the Vatican’s
purview began c. 1700 and climaxed around 1800, totaling in
the tens of thousands. As centuries-long Catholic hegemony
crumbled, Vatican authorities exploited as never before natural
and human resources in a bid to refill depleted coffers and
reaffirm the illusion of integral empire. | explore one such
initiative involving reinvigorating the Rome-centric export cult
of holy relics, perceived not only (or even mainly) as symbols of
power and piety, but actual galvinic resources enabling diffusion
of numen much like metals conduct electricity. The manufacture
of corpisanti entailed strip-mining the already over-exploited
Roman catacombs for friable skeletal fragments of saints and
martyrs, consolidating and assembling the often pulverized
remains into a luxurious life-size material fantasy of integral
anthropomorphy. Distributed to wealthy petitioners under
increased Papal bureaucratic oversight through convoluted
paperwork and patronage networks, corpisanti were made from
byproducts of proto-industrial paper, textile and tobacco
production in hazardous Vatican-run charitable manufactories,
largely by vulnerable female and puerile labourers (some of
them prisoners). | present an ecological perspective on the
paradoxical circumstances of the ‘climate crisis’ of the pre-
modern Papacy that engendered corpisanti.

Inks & Stains - Experimenting with Natural Materials in a
Studio Curriculum

Polly Giragosian, SUNY Orange and Jacqueline Nowella
OMalleySatz, Orange County Community College

Most students buy their art materials pre-made from stores with
little knowledge as to how they are made; how they relate to
living materials; or how they connect to history of making. In
Spring 2020 a temporary Art Lab at SUNY Orange was created
for art students to experiment, create and reflect on natural
materials in their studio practice. The prescription for the lab
wound around the connection between the creative process and
the scientific method. The unit was divided into three areas.
Experimentation. Students physically experimented with the
making of materials; recording and reflecting on their
experiments; comparing and contrasting what is meant by the
'scientific method. Application: Students practiced and critiqued
potential compositions in studio work; investigated 'book forms'
as a possible means to develop a narrative; used themes
inspired by on campus natural collections (plants & taxidermy);
learned from one another (i.e.: 'How did you get that ‘green'?).
Reflection: Student work took the form either of a book
incorporating the collection of experiments uniting each
student’s personal "Creative Process” or a scroll painting;
professors documented student experiments and process
assembled into a book. In an environment where space, time
and resources are limited, the designated Art Lab, allowed for a
sustained experiment on campus, engaging students from
multiple studio classes to learn from one another and to
experience living materials that exist in their environment
through touch, smell and sight.
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In a time when artist/designer/scholar administrators have at their
disposal vast amounts of data and information, why is it so difficult
to convert it into consensus for positive change? How can we
transform a surfeit of data into usable knowledge? We're not
interested in strategies of avoidance or retreat. In the dynamic
environment of contemporary higher education, noise is inevitable
and offers opportunity. Rather, we seek proposals from aspiring and
experienced arts administrators advancing specific approaches to
drawing pattern and meaning from noise. In this panel we will
demonstrate that artists, designers and scholars possess the
creative dispositions as well as the analytical skills that uniquely
qualify them for data informed leadership - for meaning making.

Making the Case for Achieving Diversity: An Evidence-based
Approach
Antonio C Cuyler, Florida State University (FSU)

In an international survey study, Cuyler, Durrer, and Nisbett
(2020) found that recent graduates of arts management
programs identify as abled-bodied (88%), heterosexual (86%),
female (82%), of European descent (77%), and millennials (73%).
A national study of the arts management workforce in the U. S.
shows similar data. 88% of