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AAH2014 will represent the richness and diversity of art
historical debate across the broadest sweep of time and
space. Founded 175 years ago, the RCA is the UK’s only
solely postgraduate university for the arts.
The conference will unite the interests of art history with
those of contemporary practice, as well as a wide diversity
of visual and material culture, including art, architecture
and design. As it is in close collaboration with museums
and galleries, most notably the Victoria and Albert
Museum, the RCA aims to offer a conference exploring
‘history in the making’ through engagement with practice,
collections and exhibitions.
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and institution affiliation (if any). You should receive an
acknowledgement of receipt of your submission within two
weeks. Please do not send proposals to the Conference
Administrator or to the Conference Convenors.
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For queries about the conference or bookfair contact:
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Cheryl Platt aah2014@aah.org.uk
Conference Convenors
Jane Pavitt jane.pavitt@rca.ac.uk
David Crowley david.crowley@rca.ac.uk

If you would like to offer a paper, please email the session
For further details, see online at:
convenor(s) directly, providing an abstract of a proposed
paper of 30 minutes (unless otherwise indicated). Abstract www.aah.org.uk/annual-conference/2014-conference

Archival Interventions in Sculpture
Rowan Bailey, University of Huddersfield, r.bailey@hud.ac.uk
Rob Ward, University of Huddersfield
There are many diverse sculptural practices which use the ‘archive’
as both a concept and a methodology: Marcel Duchamp’s boites-envalise plays with the ‘storage form’ as container for autobiographical
assemblages, whilst Mark Dion appropriates existing archaeological
methods to archive the remnants and remains of the Thames. Ilya
Kabakov and Thomas Hirschhorn produce archival installations,
juxtaposing the fictional with the historical, the temporal with the
spatial, whereas Sarah Lucas and Susan Hiller are known to elicit
new modes of encounter with historical objects and discourses
through existing collections. The recent works of Marysia
Ledanovksa and Christian Boltanski re-think the archive in a virtual
digitized world.

Bringing together art historians, critics, archivists, librarians, curators
and artists, this session seeks to explore experimental uses of the
archive in the expanded field of sculpture, with a view to responding
to some of the following questions: What strategies and
methodologies of archival intervention does sculpture disclose?
How do sculptors work with archival concepts in their practice?
Does sculpture’s use of existing collections (historical documents,
materials, artefacts) reveal something new about the archive? What
alternative narratives of sculptural making take place through the
archive? How might archival spaces within the studio provide new
insights into the histories and practices of sculpture? What different
interventions can digital technologies offer to the sculpture archive?
Contributors may wish to re-visit arguments presented in Ingrid
Schaffner’s Big Storage (1998), Hal Foster’s ‘The Archival
Impulse’ (2004) and Sven Spieker’s The Big Archive – Art from
Bureaucracy (2008).
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Art History and Ecology
Jennifer Walden, University of Portsmouth,
jenny.walden@port.ac.uk
Andrew Patrizio, Edinburgh College of Art, University of Edinburgh
a.patrizio@ed.ac.uk
The discipline of art history has proved itself able to look various
crises of culture in the face and open up the discipline to ideological
struggles and debates. These debates have involved its own politics
as a discipline in response to critical issues. Issues of gender,
sexuality, race and social identity have strongly inflected the
discipline and have importantly shaped its trajectories and
characteristic preoccupations over a number of years, but what of
the critical issue of our environment? There are some highly
significant works which have discussed art’s and artists’ responses
and interventions in the crucial area of ecology, but perhaps less
talked about and made visible is art history’s disciplinary response
to crises in nature and the environment throughout its history as a
discipline. The writings of historians and critics such as Focillon,
Benthall, Krauss and Lippard play into this narrative but we might
still ask “Where is our ecological art history?” The aim of this
session is to bring this ecological art history to the fore, to uncover,
freshly discover and make visible examples of such an ecological art
history.
The session also offers the opportunity to discuss whether art
history’s status as a ‘humanistic’ discipline has in the past hindered
its concern for the natural world and the environment other than
through strong human cultural paradigms. It also aims to consider
how the discipline has started to change with further interests in
‘eco-aesthetics’ and other multi-disciplinary or inter-disciplinary
approaches to the history of the environment and its critical future.
Papers are welcome which respond to any of the issues here
outlined.

Artists’ Books since c.1970: Making, Teaching,
Collecting
Beth Williamson, Tate, beth.williamson@tate.org.uk /
beth49@btinternet.com
This session, like this conference, aims to unite the interests of art
history with those of contemporary practice. It takes the recent
AHRC-funded research network ‘Transforming Artist
Books’ (February to August 2012) as its point of departure. That
network focused its inquiry on digital transformations and explored
the possibilities for artists’ books in the digital realm. What
emerged, however, was a gap in our knowledge and understanding
of how important collections of artists’ books across the globe have
been established, developed and used. Against this background, the
session asks how making, teaching and collecting have shifted over
the last 40 years and how they intersect and inform each other. In
the wake of the 175th anniversary of publicly funded art education
in the UK, the pedagogical role of such collections is of particular
interest. And the significance of book arts Masters programs and
collegiate presses should not be forgotten either. Themes might
include but are not limited to:







The artist–publisher and small presses
The book and the body/performativity in reading
The artist–poet
Book arts pedagogy
The democratic multiple in the age of Amazon and Apple
Collecting artists’ books

It invites proposals from artists, art historians, museum
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professionals, students and teachers. Through both historical and
practice-led perspectives, the session hopes to open up useful new
dialogues, raise pertinent questions and establish productive new
research relationships.

But how does it work? Clarifying the Rhetoric
Surrounding Social Value in the Arts
Charlotte Bonham-Carter, Richmond, The American International
University in London, charlotte.bonham-carter@richmond.ac.uk
Nicola Mann, Richmond, The American International University in
London, nicola.mann@richmond.ac.uk
In February 2013 the government launched the Social Value Act – a
new policy requiring public authorities to place social and
environmental value above economic agendas. This legislation marks
the apex of an increasing emphasis over recent years in the cultural
sector, both in the UK and globally, on social inclusion. While art as
a tool to promote social inclusion is far from a new phenomenon,
today, many museums and galleries stand at the forefront of everexpanding political and cultural efforts, serving as gatekeepers to
individual, community and societal support. Nonetheless, the
obscure rhetoric surrounding the language of social value and
inclusion – wellbeing, social justice and sustainability, etc – has the
potential to breed confusion and debate as to how to apply these
principles. Measures to evaluate the social value and success of
participatory art projects complicate the situation even further. As
Claire Bishop highlights in her recent book, Artificial Hells (2012), is
this current situation in the arts a question of ethics or aesthetics?
Ultimately, what is social value exactly, how does it work, and how
do we measure its success (if at all)?
This interdisciplinary session invites scholars, artists, curators,
programmers and arts organizations to address questions that
surround the social value of art, its relationship to cultural policy, its
effect on the role of the art museum and the ambiguities that persist
in our understanding of social value and its relationship to art. The
session will illuminate the international scope of this debate by
including scholarship and practice models from non-British contexts.
The format of the day will involve four standard slots in which
papers will be delivered, followed by three case studies by
practitioners and/or curators, which will constitute the basis for
one concluding roundtable discussion.

Censorship: Silencing the Artwork
Roisin Kennedy, University College Dublin,
roisinkennedy@eircom.net
Riann Coulter, FE McWilliam Gallery & Studio, Banbridge,
rianncoulter@yahoo.co.uk
Censorship of visual art is a ubiquitous feature of the media as seen,
for example, in the recent coverage of the arrest of Ai Weiwei. But
apart from the most extreme cases, such as Soviet and Fascist
repression of modernist art, remarkably little serious analysis has
been made of the phenomenon by art historians. Since the
Enlightenment visual art in the West has been subjected to
indiscriminate censorship rather than official regulation, making it
difficult to evaluate the impact of institutional control on the
exhibition and production of the artwork. Globally dominant
ideologies through institutions of state, museum and the academy
exclude art that is deemed threatening to established systems of
order. In identifying the purpose and mechanism of censorship Sue
Curry Jansen argues for a ‘reflexive power-talk’ in which the socially
structured silences which make insidious forms of censorship
possible are identified and criticised.
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This session is concerned with exploring the silences surrounding
institutional censorship. It calls for papers that consider how and
why the museum, the state, the academy and even the discipline of
art history have excluded art works. How do apparently arbitrary
forms of censorship impact on the practice, exhibition and
patronage of visual art, currently and historically? How does such
censorship operate in local and global contexts? Papers may
consider what strategies artists, curators or critics have used to
challenge the repression of the work. Papers addressing less familiar
cases of censorship or reinterpreting well-known examples are
welcome.

Coast to Coast: Artistic Exchanges and
Cultural Identities from Pisa to Barcelona in
the Middle Ages
Stefania Gerevini, The Courtauld Institute of Art,
stefania.gerevini@courtauld.ac.uk
Emanuele Lugli, University of York, emanuele.lugli@york.ac.uk
The long stretch of coast that connects northern Tuscany to
Cataluña features prominently in the art historical literature of the
Middle Ages. Cities such as Pisa, Genoa, Marseille, Arles,
Narbonne, and Barcelona were vital commercial hubs, and their
discrete heritage has stimulated scholarship for decades. However,
partly reflecting medieval political fragmentation and partly ensuing
from modern frontiers, our knowledge of their artistic interaction
remains underexplored.
This panel aims to address this shortcoming. We invite papers that,
examining the diverse visual cultures of the north-western
Mediterranean and exploring such issues as portability, cultural
diplomacy, trade and ideologies of conquest, will promote a holistic
approach to this area, and improve our understanding of its artistic,
architectural and cultural topography from the 12th to the 14th
centuries.
The panel will investigate the circulation of objects, artists and ideas
across this region and their impact on the formation of local artistic
identities. It will highlight the role of Corsica, Sardinia and the
Balearic Islands as sites of military confrontation as well as of
cultural interaction, and will examine the ties between this area and
the wider Mediterranean context.
Topics may include (but are not limited to): the meaning of banded
architecture from Pisa to Le-Puy; Byzantine and Islamic artifacts in
Liguria; monumental wood sculpture from Olot’s Batilló Majesty to
Lucca’s Volto Santo; military conflict and artistic exchange between
Arles, Genoa and Pisa; Mendicant architecture across the Pyrenees;
Cartography of the Balearic Sea; patronage and identity in the
Sardinian Giudicati.

Colour and Light in Ancient and Medieval Art
Anne E Sassin, Canterbury Christ Church University,
asassinallen@gmail.com
Chloe N Duckworth, University of Nottingham

which they are contained, and creating a variety of sensations
depending on their presence or absence. The study of colour and
light in a pre-modern milieu is often difficult to approach because of
the danger of anachronistic perceptions and oversimplification. Yet it
must be addressed, or we risk ignoring more revealing aspects
about their use in material culture: how they could be employed in
expressions of past identity, and their influential effect as artistic
devices.
The papers in this interdisciplinary session will seek to address the
range of ways in which colour and light have been adapted and
applied in the art and architecture of pre-Renaissance societies,
assessing their iconographic, economic and socio-cultural
implications. We welcome general proposed research
methodologies or specific studies of any relevant media (such as
monuments, sculpture, glass, or manuscripts) from prehistory to the
Late Middle Ages. The aim is to explore a multifarious range of
evidence and to evaluate what has become a truly enigmatic topic in
art history.

Colour Me Queer
Natasha Bissonauth, Cornell University, Ithaca, New York,
nb337@cornell.edu
Alpesh Kantilal Patel, Florida International University, Miami,
alpesh.patel@fiu.edu
While art history as a discipline has adopted a queer postcolonial
gaze to trouble the canon, most ground-breaking scholarship on art
and visual culture from queer racialized perspectives has been
accomplished outside its borders – albeit with some notable
exceptions, such as work by Kobena Mercer and Amelia Jones. This
session specifically aims to explore how art history might develop a
vocabulary and methodology that speaks to better understand
transnational, diasporic, indigenous and decolonial bodies alongside
their gendered and sexualized lived experiences. Color Me Queer
does not signify fixed/specific otherness, but rather functions as a
politics that interrogates epistemological limits of race, gender and
sexuality.
If art history has been largely resistant to exploring queer racialized
visualities, what are the tools necessary to dismantle the
conventions of knowledge production around art? How can a queer
racialized gaze affect the relationship between visual analysis and
knowledge production? Do newer forms of art such as
performance, film, video, and installation (rather than older forms
more burdened by western art history like painting and sculpture)
lend themselves more easily to queer racialized visualities?
Overall, this session considers the stakes involved in queer racialized
methodologies in visual analysis as well as the opportunity to
interrogate canonical formation. Papers will not only assess what a
queer racialized lens affords art history but correspondingly, what
visual analysis provides queer racialized lived experiences. What
tropes and themes are incited when queer racialized visualities come
to the fore? And, finally, what might a queer racialized lens still
occlude from critical analysis?

The study of colour and light and their ability to constitute past
social relations has revealed the many levels of their possible
treatments and interpretations: they can be decorative in a trivial
sense; they can be a functional camouflage used to mask features
and irregularities; they can alternatively animate an area and endow
it with a sense of aura; and they can be deeply symbolic. The
various wavelengths of light act to define their surroundings,
changing the perception of objects and transforming the space in
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Counterculture and its Legacies, 1966–77
Matt Lodder, University of Reading and Association of Art
Historians, matt@mattlodder.com
Gavin Grindon, Kingston University, gavingrindon@gmail.com
Much recent scholarship has focused on artistic production outside
the usual institutions of art, in social practice, outsider art, activist
art, net art, material and folk culture and other areas. In the 20th
century, the counterculture of the 1960s stands as a key point of
the emergence and visibility of many of these practices, and is in this
respect important for a historical understanding of these new forms
of art. Eschewing the common periodic division of 1960s and 1970s
art, this panel takes the swell of the counterculture between,
roughly, 1966 and1977, as its focus.
We seek papers that focus on the visual culture of 1960s
countercultures and subcultures: images, texts and performances,
and their legacies, in Europe, America or elsewhere. Topics might
include:
 alternative spaces, communities and publications
 little magazines and the mimeograph revolution
 situationism
 mail art
 lowbrow art
 Underground commix
 the occult revival
 art on drugs
 international iterations of the counterculture
 happenings
 light shows
 1960s–1970s social movement culture
 art and the Beats
 art and the Vietnam War
 countercultural filmmaking
 countercultural art in politics and criticism.

Divine Intervention: The Role of Religion and
Ritual in South Asian Visual Culture
Rachel Parikh, Magdalene College, University of Cambridge,
rp401@cam.ac.uk
Imma Ramos, Pembroke College, University of Cambridge,
ir246@cam.ac.uk
The multifarious nature of South Asia, particularly with its vast
amount of religions – Hinduism, Jainism, Sikhism, Buddhism, Islam,
Christianity, and Judaism – has not only facilitated tremendous
diversity in the art of the Indian sub-continent, but also has created
distinct visual dialogues and idioms that are associated with them.
This panel will address, over a vast chronological spectrum, the
interactions between religion, ritual, and art, through a selection of
six presented papers. The aim of this session is to provide, and
promote, an interdisciplinary forum for scholars investigating issues
that may include, but are not limited to:
 the relationship between art and religion/ritual as expressed in
various media: architecture, painting, sculpture, film, print media,
manuscripts, photography, and fashion
 the role of the image in the invention and appropriation of
religious tradition
 iconic vs. aniconic religious and ritual practices
 visual methods employed for religious and ritual practice
 the role of art in tribal traditions, as well as lesser-known
religious sects
 art and architecture in the role of religious pilgrimage
 art and architecture in the promotion of religion in both
mainstream and unconventional societal practices
India offers a distinct platform for many of the world’s religions; thus
this panel will offer a new approach to understanding how these
denominations and their rituals are visually manifested, interpreted,
and promoted within the sub-continent. Although each religion is
different in its character and dogma, we hope to highlight the
collective importance of the image through new demonstrations and
insights.

Curating Latinamericanismo: Recent Engagements
with Latin American Art
Dream Spaces around 1900: Architecture,
Heather Diack, University of Miami, h.diack@miami.edu
Design and Art
Nathan Timpano, University of Miami, ntimpano@miami.edu

This session seeks to consider recent histories of curating Latin
American art within museums, private collections, and biennials, in
order to address the complexities of curating in collecting,
contextualizing and representing Latin American Art in the 21st
century. Modern and contemporary art from Latin America has
gained an enormous amount of international attention in the past
two decades. With this growing visibility the interpretive and critical
frameworks used for dissemination, engagement and dialogue pose
a series of intricate challenges. We are particularly interested in
papers that explore curatorial practices and exhibiting institutions
focusing on Mexico, Central America, and the Caribbean, which
negotiate difference and specificity within both the site of creation
and the site of display. Case studies may include research into the
demands created by placing work within an international context, as
well as the status of historical methodologies, and the integral role
of memory in various artworks. Other avenues of inquiry may take
account of how experience is conveyed to various viewers,
particularly when a work of art aims to produce new spaces of
subjectivity as a reaction to specific military regimes and economic
policies. How are issues of national identity and memory negotiated
in these contexts? Our hope is that this session will open up
additional questions regarding the globalization of art and art
discourse.
4

Charlotte Ashby, Birkbeck, University of London,
c.ashby@bbk.ac.uk
Anna-Maria von Bonsdorff, Ateneum, Finnish National Gallery,
Helsinki, Anna-Maria.vonBonsdorff@ateneum.fi
The decades around 1900 were a period of such varied
experimentation that any attempt to apply labels, particularly those
based on formal style, inevitably creates artificial exclusions and
divisions. Despite much work in recent decades on the art,
architecture and design of the period, it remains conceptually
difficult to work outside the categories that are deeply embedded in
our scholarly traditions.
Symbolism and Art Nouveau are both labels whose definitions have
been widened to try and accommodate the diversity and
geographical range of the period. Both movements resist
straightforward positioning in relation to the dominant discourse of
Modernism. It remains challenging to reconcile the ideas of escape,
nostalgia and the subjective dream space that prevailed at this time
with the engagement with the contemporary world valorised by the
label Modern.
This session invites researchers to consider how their work relates
to the binaries that still linger behind our sense of what is
progressive or modern but that were in such a tangled relationship
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at this period. Progress: retreat; forwards: backwards; reveal:
conceal; clarity: obscurity. We welcome contributions with a focus
on any area of visual or material culture between 1880 and 1920.

Exhibition Catalogues as Experimental Spaces
Lucy Bradnock, University of Nottingham,
Lucy.Bradnock@nottingham.ac.uk
Christopher Griffin, Tate, Christopher.Griffin@tate.org.uk
This session explores the role of the exhibition catalogue as an
active space of expression and experimentation. The exhibition
catalogue occupies a distinct position at the intersection of
exhibition display, curatorial practice, critical reflection, artistic
manifesto and art object. Throughout the 20th century, artists,
critics, curators and groups have sought to augment, complement,
or even undermine an exhibition by presenting supplementary,
alternative, or oppositional ideas in the accompanying catalogue.
This session thus seeks to examine the practices and politics specific
to exhibition catalogues, generated by the productive distance
between the temporary exhibition and the more permanent
printed manifestation that the catalogue represents. The
conception of the catalogue as fulfilling a function beyond that of
documentation parallels the growth in artists’ books and selfpublished magazines in the second half of the 20th century, yet the
distinct role of the exhibition catalogue in experimental practice
remains under-acknowledged.
Papers are sought that explore the exhibition catalogue as an active
mode of avant-garde or experimental endeavour in any
geographical region during the 20th century, or that seek to
develop productive theoretical models by which to account for
such practices. Topics might include, but are not limited to: the
exhibition catalogue as manifesto, a tool of counterculture, or a
means of political protest; its relationship to anthropology,
ethnography, or performance; analyses of the exhibition catalogue
in terms of collage, bricolage, assemblage or the flatbed picture
plane; collective or alternative modes of authorship; the catalogue’s
negotiation of temporality, ephemerality, and (im)permanence.

Expanded Photography
Lucy Soutter, Royal College of Art, lucy.soutter@rca.ac.uk
Contemporary artists are transforming our understanding of
photography by combining it with other forms and activities. Many
recent works incorporating photography have material or spatial
aspects, overlapping with painting, sculpture, installation or
architecture. Others emphasize action or the passage of time,
combining photography with elements of moving image,
performance or audience participation. Digital technology provides
yet further hybrid manifestations of photography within art. While
many such works have roots in the conceptual art of the 1960s–
1970s, or in the more recent activities of ‘new media’, there are
many that could not have been conceived before the present era.
How are we to understand such practices? What is their
relationship to the history of photography and the history of art
more broadly?
The panel considers the current extensions of photography within
the expanded field of contemporary art. Papers may address
questions including: to what extent do contested notions of
medium remain useful? Should we follow George Baker in regarding
photography as merely one form among others, no longer a
destination in itself? Is it productive to consider practices that
combine photography with other forms alongside one another, and
what might it contribute to our understanding to do so? How do

these concerns relate to existing theories of the photographic?
What are the implications for the future study of photography?

Fashionability: Fashion, Art, Culture
Sarah Cheang, Royal College of Art, sarah.cheang@rca.ac.uk
Meaghan Clarke, University of Sussex, m.e.clarke@sussex.ac.uk
This session will explore the AAH 2014 theme of ‘history in the
making’ in the dynamics of fashionability. The multidisciplinary
nature of fashion studies can provoke a range of approaches to the
making of art history. Fashion is a crucial and powerfully ambiguous
cultural dynamic, a source of both great innovation and pressure to
conform. Fashionability involves material objects, cycles of change
and renewal, specific forms of cultural knowledge, and myriad
forums of display.
Papers need not be confined to material fashion worn on the body.
Papers are warmly welcomed that examine the very notion of
fashions in the art and design world, as well as fashionable display in
art and design environments. How, for example, is fashion
experienced within the cultural spaces of art? How have fashion
cycles worked within art and design practice and indeed art and
design history, and what might historical and contemporary
interactions between the fashion and art industries tell us about the
power, purpose and potential of fashionability within cultures of art
and design? How have seasons and seasonality affected the art and
design world? How have the material objects of the fashionable
interior been displayed in exhibitions?
This session is concerned with the experience and the dynamic of
fashion within the production and consumption of art and design,
rather than notions of fashion as art. We welcome papers
encompassing a broad period spectrum, from early modern to the
modern and contemporary, as well as a range of geographies and
methodological approaches.

Lines Drawn?: Form and Politics in Postwar Art
Katie Anania, University of Texas at Austin/San Francisco Art
Institute, kanania@sfai.edu
From emerging aesthetic experiments with circuits and cybernetics
in the 1960s to the proliferation of cartographic strategies in
contemporary art, the line as both a visual datum and a bodilygenerated ‘trace’ is a vital element in much of the most compelling
performance and expanded media art of the last half century. As line
in the visual arts became detached from its old progenitor, the hand,
it became yoked to social phenomena across cultures: through the
spread of wired communication, for instance, or the marking of
volatile boundaries that erupt during moments of revolution.
We are interested in papers that illuminate these coeval shifts and
re-consider the line as both a formal and socio-political trope in the
period following the Second World War. In what ways has the
manipulation or quotation of line served as a means of drawing
people together under varied historical or social conditions? And
how does the performance of line in space (in the cases of Carolee
Schneemann, Bruce Nauman, or even more contemporary artists
such as Rebecca Horn) undermine Minimalism’s concern with
empiricism and make room for more nuanced conceptions of social
zone and political territory? Where do contemporary engagements
with the logics of networks intersect with or depart from these
earlier attempts to employ line expansively and involve the social
and political organization of experience? We invite scholars across
the discipline of contemporary art history, visual culture, and
performance studies to propose new moments, frameworks, and
methods for theorizing the line in the postwar period.
5
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Looking to Germany: The British Reception of
German Art 1900–1945
Matthew Potter, Northumbria University,
matthew.potter@northumbria.ac.uk
Christian Weikop, University of Edinburgh, cweikop@ed.ac.uk
Recent scholarship has emphasized how art historiography has
tended to adhere to Francophile traditions, and how histories of
the reception of German art offer a vital corrective, allowing for a
better understanding of greater complexity in patterns within the
appreciation and consumption of modern European art in Britain.
This panel seeks to take the next step in developing innovative
approaches that take the inquiry further. It will embrace alternative
modes of understanding with regards to what modern and
contemporary German art has meant to Britons and why.
Areas for exploration might include: the theory and practice of
British artists, writers, and historians as responses to German artists
and ideas; the interaction of German artists and critics with the
British art world (through exile or otherwise); networks and
personal relationships that were cultivated between Germans and
Britons in the arts; and collaborative artist societies, exhibiting
institutions, and cultural agencies.
It is intended that papers will also explore the nature of British
curator, collector, critical, and public interest in specific German
artistic movements and groups e.g. Secessions, Die Brücke, Der Blaue
Reiter, Dada, Bauhaus, Novembergruppe, Neue
Sachlichkeit (including New German Photography), and others.
This session is paired with the session The Reception of German Art, Art
Theory and Philosophy by the Americas in the 20th Century. The
convenors of both sessions will confer over the selection of papers for
the day.

Making Do – Materiality in the Conceptual Age
Sophie Halart, University College London,
sophie.halart.10@ucl.ac.uk
Mara Polgovsky Ezcurra, University of Cambridge,
mp592@cam.ac.uk
The emergence of conceptual art in the United States and post-war
Europe marked the most radical change of paradigm since Marcel
Duchamp’s ready-made. Advocating the ‘dematerialization’ of the
art object and a redefinition of art as a (self-) questioning language,
conceptualism challenged received ideas about the production and
circulation of artworks. Over recent years, a large body of research
has examined the development of conceptual practices in so-called
‘peripheral’ regions, such as Eastern Europe and Latin America, and
the ways in which they responded to the double imperative of
resisting the cultural hegemony of the West/North and opposing
authoritarian regimes. Yet the articulation of conceptualism as a
critical category deserves further attention.
This panel seeks to re-examine conceptualism in the light of that
which it has tended to negate: materiality. Pertaining to the
artwork’s physical existence, as well as to its ability to trigger an
embodied relation with the audience, a reconsideration of
materiality in conceptual art raises questions about the historical
conditions of artistic production and the roles of gender and space
within this practice. What does materiality tell us about a
conceptual piece? How are the material and conceptual
intertwined? How do different media involved in conceptual art
approach and treat matter? Is there such a thing as a ‘return’ of
materiality in the post-conceptual age? How are these notions
6

deployed institutionally? The panel will assess the importance of
exploring the interrelations of conceptualism and materiality, and
encourage comparison and dialogue between different regions and
timeframes.

Material Translations
Christine Guth, Royal College of Art, christine.guth@rca.ac.uk
Marta Ajmar, Victoria and Albert Museum, m.ajmar@vam.ac.uk
Richard Checketts, University of Leeds, r.s.checketts@leeds.ac.uk
As global history studies develop, it has become increasingly
important to understand not only the processes through which
goods are exchanged, but also the way in which meaning is
communicated through the substances from which they are made.
Many translational dynamics are engaged as materials travel
temporally and spatially from one culture – from one shared system
of signs, meanings, and beliefs – to another. Their ontological status
may change; they may be physically transformed; different
technologies may be used to work them, in turn producing new
products. All these negotiations may themselves condition the
language and experience through which materials become both
known and unknown.
This panel invites papers that explore the ‘translational’ capacity of
materials as agents of cross-cultural communication both in line and
in tension with the artifacts made from them. What kinds of wider
cultural issues – or constructions of the boundaries between
‘culture’ and ‘nature’ – are engaged in the process of translation?
Does material translation tell a story of convergence or divergence?
Is the ontological status of the material unstable? Are the
transactional qualities of objects silenced or activated in the process
of movement? Does material translation reveal local craft or
technological relationships that are otherwise invisible? How do the
differing circumstances of their encounter impinge on their
interpretation? What kinds of emotional or sensuous implications
might be revealed in the processes of translation?

Matters of Fact
Aron Vinegar, University of Exeter, a.vinegar@exeter.ac.uk
This panel looks to the debates surrounding the concepts of fact,
factuality, and facticity in order to ask questions about the material
and ontological aspects of art making in conjunction with those
raised by the fact-family of terms in (social) science, history, and
philosophy. And if we extend a preoccupation with fact, to the
concept of the ‘fetish,’ which shares the same root as fact, we also
encompass religion, economy, anthropology, and colonialism. One
might make the argument that facticity is one of the most compelling
ways of exploring the interconnections between all of these
domains.
Some version of the fact/value issue has always been operative in
art history, criticism, and aesthetics. For artists and theorists, a
notion of the ‘pictorial fact’ has been integral to claims of objectivity,
singularity, and a sheer ‘thereness’ in excess of any signification,
meaning, and value. This panel is also spurred on by some
compelling new thoughts about factuality and facticity that have
been launched in the last few years. For example, Bruno Latour’s
concept of the ‘factish,’ Quentin Meillasoux’s notion of ‘factiality,’
and Jean-Luc Nancy’s reinterpretation of Kant’s ‘fact of reason,’
have reawakened an interest in and critique of phenomenological
and social scientific articulations of fact in relationship to politics,
freedom, contingency, and the absolute.
This panel encourages speculative and concrete reflections on
matters of fact in relationship to the intersections of art, history,
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visual culture, ethics, and politics whatever the manifest content,
location, or time period.

Metamorphoses
Pandora Syperek, University College London,
pandora.syperek.09@ucl.ac.uk
Marion Endt-Jones, University of Manchester,
marion.endt@manchester.ac.uk
The metamorphosis of insects and amphibians has functioned as a
powerful metaphor for creative potential and startling
transformation in nature and culture. (R)evolutionary associations
with shapeshifting creatures proliferated following 19th-century
theories of the origin of species: while metamorphic bodies were
ubiquitous in fin-de-siècle art and literature, anxieties over involution
and regression resurfaced in Surrealism’s fascination with insects
such as the praying mantis.
A model for development, hierarchical or chaotic, metamorphosis
in nature has traditionally inspired myth and fairy tale. Gillian Beer
suggests that the natural sciences have sometimes bordered on the
unstable territory of the supernatural: the sublimation of ‘lower’
animals suggests the permeability of the human and the divine.
Humans do not metamorphose, in the narrower biological sense.
However, recent body art, including (trans)gender and transgenic
explorations, plays with the metamorphic potential of identity.

study of art history and the presentation of objects. Have they
actively shaped the way we research, collect and display objects?
Have these exclusions/inclusions limited or facilitated ways of
working within the discipline generally, or affected the way specific
fields have been shaped more particularly? And what impact has this
legacy had on contemporary practice, in modes of working, forms of
display or the evolution of funding streams?
The Museums & Exhibitions Group represents a wide range of
practitioners, including art historians, curators and artists/makers,
from all eras and cultures, and invites a similarly wide range of
responses. Papers may examine specific areas within this topic,
examples of interdisciplinarity or case studies within museum/
gallery, exhibition or academic contexts.

Networking National Art Histories, or, [insert
nationality] specialist seeks relationships with
like-minded persons
Martha Langford, Concordia University,
marthalangford@sympatico.ca

A bitter joke, much repeated by second-wave Feminists, was that
the recognition of women as cultural producers seemed strangely to
coincide with the ‘death of the author’. Something similar is
occurring with the writing of national art histories in the postcolonial/post-Cold-War period: their relevance is being questioned,
Beer posits metamorphosis as a series of abrupt changes, leading to even deemed parochial, as part of the disciplinary turn toward global
ever-new forms, while Rosi Braidotti emphasizes the ’flows and
and world art histories. Both hegemonic history and counterhistory
interconnections’ of becoming. For this session we welcome
are in trouble, as Terry Smith reported in Art Bulletin (December
contributions from academics and artists examining these issues of
2010), adding that: “Globalization has recently reached the limits of
continuity and identity. What implications do permeations between its hegemonic ambitions yet remains powerful in many domains. The
humans, other animals and the supernatural hold for the subject? As decolonized have yet to transform the world in their image”. In the
part of a reproductive process, and inherently unstable, how does
current economic crisis, with severe cultural and educational
metamorphosis correspond to gendered identities? Entailing flow,
shrinkage, gains for counterhistories and other budding histories
movement and the (re)shaping of organic matter or ideas, how does might seem unlikely, if not impossible. At this moment, Stuart Hall’s
renewal relate to creativity? How do death and decay figure into
Thatcher-era call for coalition-building (extended in Homi K.
narratives of growth? Are principles of metamorphosis found in non Bhabha’s “act of negotiation”) rebounds within a discipline extended
-animal forms, for example in geology or alchemy?
by the digital humanities, but also defined by the digital economy –
its creation of have- and have-not institutions.

Museums & Exhibitions Group Annual Session

Challenging Conventions: Exploring Hierarchies
within the Historiography of the Fine and
Decorative Arts
Marika Leino, Oxford Brookes University & AAH Museums &
Exhibitions Group Committee, mleino@brookes.ac.uk
Marie-Thérèse Mayne, Laing Art Gallery (Tyne & Wear Archives &
Museums) & AAH Museums & Exhibitions Group Committee,
marie-therese.mayne@twmuseums.org.uk
This session explores hierarchies within the discipline of art history,
tracing the separation of the ‘fine’ and ‘decorative/applied’ arts and
examining the impact of this division on the research, display and
use of art objects within academic, museum/gallery and exhibition
contexts. Even before Kant subdivided the arts into ‘mechanical’ and
‘aesthetic’ groupings, the ‘decorative’ arts were somehow deemed
lesser due to their inherent functionality, allied to base manual
labour and divorced from the purity and higher appeal/role of the
‘fine’ arts. This approach was perpetuated throughout the 18th and
19th centuries, and continues to influence modes of practice to the
present day.
Within this session questions may include, but are not limited to,
exploring how these historiographies affect perceptions within the

This session wants to examine current approaches to local, regional,
and national projects of archiving, writing, and mobilising art
historical knowledge. Of particular interest are the backstories of
projects that might be seen as doubly circumscribed or productively
affiliated i.e. Irish diasporic art history or Canadian Aboriginal
photographic history. The aim is not simply to assert the values of
such projects, but to analyse their methodologies and participatory
structures, consolidating our findings in an open-access publication
written by an international coalition of national specialists.

New Approaches to Collecting (1400–1600)
Leah R Clark, The Open University, leah.clark@mail.mcgill.ca
This panel seeks submissions that address new approaches to
collecting in the early modern world. Scholars have long been
attentive to the emergence of the studiolo in the Italian Renaissance
and its relationship to humanism and the revival of classical culture,
pursuing connections between art, antiquity, politics, knowledge, and
power. Traditional approaches to collecting have tended to
concentrate on collectors’ tastes within larger patronage studies,
analysing inventories as lists of static objects, or examining the
iconographic programmes of studioli. Recent interests in materiality,
the domestic interior, and anthropological considerations of the
social life of things, however, have broadened possibilities in
approaches to collecting.
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This panel seeks submissions that consider collecting from a new
standpoint, and encourages theoretically engaged papers that
examine the movement of collectibles across geographical
boundaries, locate collecting within larger cross-cultural exchanges
of circulation and consumption, contribute to or respond to
exchange theory, and/or consider the shifting and unstable
meanings of objects as they changed hands across time and space.
The panel aims to open up new approaches to collecting by
complicating assumptions about the relationship between gifts,
collecting practices, commodity exchange, and the circulation of
goods.
Possible questions include: In what ways did the collection,
replication, and imitation of new styles, objects, and materials play a
role in disseminating knowledge and narratives? How did the
exchange of collectibles function as initiators of associations? How
did the notion of collecting change over time, and did the categories
of objects collected inform this process of transformation?

New World Systems? Reassessing the
Transnational Traffic of Art
Anthony Gardner, The University of Oxford and Editor of
ARTMargins, anthony.gardner@ruskin-sch.ox.ac.uk
Angela Harutyunyan, The American University of Beirut and Editor
of ARTMargins, angela.harutyunyan@gmail.com
It has become commonplace to celebrate contemporary art
histories and events as global or transnational, breaking apart the
North Atlantic bias of past understandings of art. Yet, the call to
traverse outmoded geopolitical categories largely comes from art’s
North Atlantic heartlands and finds celebratory reverberations in
the centres of transnational capital, from New York to Sydney and
from Shanghai to Dubai.
This session invites papers that reassess the ‘transnational’ in
contemporary art histories and practice. In particular, we want to
address the impact that transnational art events and discourses have
had upon the material conditions of art production and reception.
Does ‘the transnational’ as a cultural category simply circulate a
geopolitics of desire that follows the global flows of financial capital
and cultural diplomacy? How have artists, curators and historians
developed strategies to navigate these flows of representation while
at the same time resisting them? And how might we construct ‘new
world systems’ of art that emphasize a critical transnationalism that
neither fetishizes the local nor replicates the neoliberal traffic of the
global? Can we rethink the ‘transnational’ as a possibility for a new
global materialist aesthetics that traverses the term’s purely cultural
connotations?
We particularly encourage contributions that seek to reimagine the
material and historical production of art’s globality from the
perspectives of what used to be called the ‘margins’, the
‘peripheries’ and the ‘new worlds’ of art.

Parsing the Pixelated: The Histories of
Digital Art
Cliff Lauson, Hayward Gallery, cliff.lauson@southbankcentre.co.uk
Although digital art precedes the creation of the worldwide web in
the early 1990s, it is only more recently, facilitated by affordable and
widely distributed connected technology, that digital art has become
firmly established as an artistic category. Yet the term remains
nebulous, including many disparate forms and types of art: from
manipulated photographs to interactive installations to works
existing on or made by a computer. Furthermore, the History of Art
has yet to substantively account for digital art, frequently deferring
to the tools and methods of visual culture studies in recognition of a
broader cultural phenomenon. Repositories of digital art have also
recently been founded: on the one hand, the Museum of Modern
Art, New York has started to acquire video games for its collection,
on the other the Google Art Project gathers together a virtual mega
-collection of artworks drawn from the world’s leading museums
(including 7-gigapixel images of their masterpieces).
This session will explore the definitions of and approaches toward
digital art. It will be primarily concerned with the digital as an artistic
medium and its relationship to and within art history. Papers may
include but are not limited to: digital artworks (both on- and offline),
historical precursors, digital theories and methodologies, the
internet and the democratization of art, interactive and experiencebased art, ‘curated’ content, objecthood vs. virtuality, conservation
and obsolescence, and scopic regimes. The session aims to locate
and investigate discussions about art that is (or was) state of the art.

Performance as Critical Resistance:
Curating Performance in Museums and Art
Institutions Today
Hendrik Folkerts, Stedelijk Museum, Amsterdam,
hendrik.folkerts@gmail.com
Arnisa Zeqo, Rongwrong Art Space, Amsterdam, arnisa@libero.it/
info@rongwrong.org
Over the past decade there has been a remarkable increase of
performance programs in museums and art institutions, as well as in
festivals and biennials. The scope of these programs varies –
institutions consider performance as side programming or public
programming, performance is framed within an exhibition model or
in some cases, given central stage in specifically designed spaces.
The disciplinary vocabulary with which performance is presented
also shows the contemporary diversity of this art form – inspired by
theater, dance and music as well as exclusively based on a history of
performance in the visual arts. Within those developments,
performance is still considered an art form that needs to be
experienced ‘first hand’, in a concentrated timeframe and in a
particular setting. Yet, the danger facing the proliferation of
performance art in contemporary art institutions is the rendering of
it to a mere event.
This panel questions how the contemporary programming of
performances relates to performance history in the visual arts, the
still precarious position of the document/documentation in
performance, and alternative curatorial models of performance.
What kind of implications does contemporary institutionalized
performance have in relation to notions of (often immaterial) labor,
artistic production and spectacularization? Moreover, this panel
proposes to investigate and explore how new strategies of
performativity can be envisioned as critical resistance to the eventbased framework of hypermodernity.
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Portraiture and Pain
Suzannah Biernoff, Birkbeck, University of London,
s.biernoff@bbk.ac.uk
Fiona Johnstone, Birkbeck, University of London,
fijohnstone@hotmail.com
Pain is often understood as invisible and inarticulate; it is one of the
most intensely personal sensations, and one of the hardest to
convey. Elaine Scarry famously describes the ‘unsharability’ of pain
in terms of its resistance to language; this implies that the visual field
might offer the most productive opportunities for communicating
the experience of pain. Indeed, pain is a consistent motif in
Western art and visual culture. Expressions of the suffering body
range from the Laocoön group to Michelangelo’s Pietà, Picasso’s
Guernica and modern performance art such as the work of the
Viennese Actionists. Representations of psychological distress hold
a similarly central place in the art historical cannon, from Dürer’s
Melencolia to Munch’s Scream.
Portraiture and self-portraiture often have a privileged role in
communicating pain – consider, for example, Frida Kahlo’s Broken
Column or van Gogh’s Self-Portrait with a Bandaged Ear – yet art
historical investigations of physical and mental suffering have rarely
focused on this as a specific genre. This session seeks to understand
why portraiture might offer a particularly valuable framework for
the articulation of pain. What issues does portraiture raise in
relation to the practical and ethical consequences of objectifying
pain? And how might the de-objectifying work of pain itself
challenge the boundaries of traditional portraiture? We welcome
papers on all aspects of portraiture and physical or psychological
pain, including injury; minor, chronic, or terminal conditions; mental
illness; and mourning, melancholia and depression.

Projecting Time and History – Cinema and/as
Gallery Art
Barnaby Dicker, Royal College of Art, University for the Creative
Arts and University of South Wales
Andrew Vallance, Royal College of Art
Gareth Polmeer, Royal College of Art, filmvideo2014@yahoo.com
The immanence of time to the moving image conveys – perhaps
more than any other media – social and technological ideas
sedimented in art history. History is ‘in the making’ of film and
video. This is not to be discovered by revision or convention, but
within technical processes, practices and dissemination.
Single-screen, multi-screen and ‘expanded’ film and video works
have been steadily gaining prominence to become central to much
contemporary art practice. However, the histories of artists’ film
and video stand uneasily caught between disciplinary boundaries of
art history and media history, where they are either too swiftly and
reductively assimilated or overlooked. The prominence of such
work demands careful re-examination.
How are artist/filmmakers working within and against modes of
technological production to expand and explore the moving image
in its relations to the cinema and the gallery? Does the presence of
film and video in the ‘white cube’ indicate a critical engagement with
the dominant cinematic codes, or does it reconstitute a
conventional cinema space within the gallery? What role can history
play in helping gallery practices to reconcile issues of installation and
spectatorship to move beyond the ‘black box’?

Recollecting Forward: Feminist Futures in Art
Practice, Theory and History
Joanne Heath, Independent scholar, jmheath@jmheath.me.uk
Alexandra M Kokoli, The Robert Gordon University, Aberdeen,
amkokoli@hotmail.com
In recent years, a series of blockbuster exhibitions and high-profile
symposia have set out to assess both the past and present of
feminist art practice, theory and history. This session seeks to
pinpoint and debate the key issues arising out of these attempts to
make retrospective sense of the past 40 years of feminist work in
the visual arts. Does this remarkable upsurge in artistic, curatorial
and art historical interest in art practice inflected by feminism
constitute the first step in putting feminism on the map, or else does
it draw a line under a diverse constellation of works, practices and
texts that are to remain forever suspended between countercultural
revolution and institutional acknowledgement?
Feminism’s impact on art practice, theory and history is frequently
presented either as a series of successive ‘waves’ or else as a set of
(often mutually antagonistic) mother/daughter/granddaughter
relations. This session aims to redress this focus on linear
progression and generational division by reconsidering the question
of temporality in feminist art practice, theory and history. We invite
contributions from both practising artists and art historians/critics
that revisit and recast historical practices and texts, or else explore
potential feminist futures in the visual arts.
In order to foster a productive encounter between a multiplicity of
feminist perspectives and to stimulate open dialogue between those
who may have come to feminism at different moments in time and
in different cultural contexts, we seek short papers of 20 minutes, to
be followed by a roundtable discussion featuring all speakers.

Schools Session
Art History: Not just for Uni
Laura Worsley, Art Historian Educator, lauraworsley@hotmail.com
As the first A level in art history was taught in 1962, it seems
entirely appropriate for the Schools Group to host a session at the
AAH 40th Anniversary Conference 2014. This session will present a
variety of papers that reflect upon current issues, challenges and
good practice shaping teaching within our discipline more than 50
years on. Finding a place for the arts in school is under mounting
pressure in England as National Curriculum agendas and policies
strive to produce students capable of working within competitive
market economies. While the teaching of art history
remains popular amongst students and teachers and is taught for
assessment across curriculum subjects of Citizenship, General
Studies, Art and History of Art mainly in secondary education,
rationales for why and how it is taught are continually being
scrutinised under the magnifying (and against the hour) glass.
Papers will be a standard 30 minutes in length, and provision will be
made for discussion and networking at the end of the group session.
We are interested in papers that address the following areas of
teaching, in particular: Early foundations in Primary and Junior;
Secondary AS/A2 level, IB and Cambridge Pre-U. In addition, we
welcome papers which examine the relationship and/or links
between school and Further and Higher Education and between
teaching at university.

This session of six, 40-minute papers will offer a flexible format that
allows historians, artists and filmmakers to present papers
accompanied by films/videos.
9

AAH2014

Sea Currents: The 19th-century Ocean World

Student Session

Kathleen Davidson, University of Sydney,
k.davidson@ozemail.com.au
Molly Duggins, University of Sydney, mdug3194@mail.usyd.edu.au

Nostalgia; Representations and Reconstructions
of the Past

Vast and fluid, the oceanic spaces of empire in the 19th century
inspired an imaginative and multifaceted aesthetic discourse that
intersected with colonial and scientific expansion. From the
seashore, which emerged as a site of leisure, liminality and
transgression, to the seabed, which was perceived as a perilous but
alluring frontier, marine environments captivated contemporary
practitioners and audiences alike on a local and global scale.
This session presents a new perspective on the art and history of
empire as manifested through maritime traditions. Whereas the
oceanic imperium has been viewed in terms of its formal presence
and official exchanges across the globe – often with regards to naval
power, exploration and navigation – this session will take a closer
look at more informal imperial ocean networks. Changing
conceptions of the marine world were shaped by increased
immigration and maritime trade, steam travel, the fluid circulation of
media and technology, the diversification of science, the
popularisation of rational entertainment, the rise of spectacular
exhibitionary culture, and a gender system in flux.
Taking a comparative approach, this session will address the
informal and intimate encounters and exchanges that occurred
across 19th-century empires by artists, scientists, travellers,
theorists and cultural critics, publishers, and consumers. We invite
papers that explore how various individuals and groups considered
and negotiated the relationship between different visual, tactile and
abstract representations of the ocean environment mediated
through art, science, architecture, design, craft, text or
performance.

Anna Beketov, University of Leeds, aah40ss@gmail.com
Nicola McCartney, Birkbeck, University of London
Imogen Wiltshire, University of Birmingham
2014 marks the 40th anniversary of the AAH and the 175th
anniversary of the RCA. In light of this focus on commemoration
and duration, this year’s Student Session seeks to interrogate the
ways in which concepts of time, temporality and nostalgia permeate
artworks, their production and the writings of art history. To what
extent is there an inherent sentimentality to the way in which we
view and interact with works of the past and how has this shaped
the production, reception, collection and display of artworks?
Artworks enact and subvert historical narratives and events, while
periodization and chronology are inextricable components of the
discipline of art history. This session considers how art historians
and practitioners construct the past from the perspective of the
present and explores the relativity of perception. Traditions and
legacies are created through celebration and appropriation over
time, but why are some art historians deemed sacred or artworks
untouchable yet others are referenced and critiqued again and
again?
We invite presentations from student artists and historians
exploring historiography or specific case studies. Topics might
include but are not limited to:

 The role of nostalgia in its differing forms (e.g. geo-political,
Romantic, personal) in representations of the past, events or
projected futures
 Strategies adopted by artists and historians to archive, record,
Sense as a Ratio: Early Modern Proportional
represent or distort time
Analogies in Visual Art
 Anachronism in art practice and theory
 Relationships between the ephemeral artwork and its
Matthew Landrus, University of Oxford,
conservation
matthew.landrus@history.ox.ac.uk
 Pervading legacies and traditions revived across art periods
This session addresses early modern uses of proportional analogies,  Critiques of Michael Baxendall’s ‘period eye’ or retrospective
theories and systems for representations of sensory information or
accounts
ideas. With the rise in art treatises, along with technical assessments  Appropriations of art and theory
of the body and its sensory judgments, there was a shift away from
 The nature and role of art history in the future
traditional Neo-Platonic and Neo-Pythagorean concepts of
universal truth in quadrivium and humanistic studies. Increasing
The Art School: What Future for ‘Theory’ in Art
interests in the ‘beauty’ of phenomena or ideas (analogia, αναλογια)
and Design Education?
expanded the discourse on the predominantly sense-oriented
beauty of proportio, symmetria, pulchritude, and harmonia. Often
Mark Little, University for the Creative Arts,
addressing the human condition, this period of work involved clever
mlittle2@ucreative.ac.uk
developments of visceral and intellectual contrasts, paradoxes, and
Marquard Smith, University of Westminster,
concettismi. An opportunity to discuss this history of ideas,
analogies, and contrasts, this session considers differences between m.smith@westminster.ac.uk
systematic and intuitive applications of proportional sensory content What is the future of ‘theory’ in the Art and Design School?
in visual art, with particular interest in correspondences between
Variously considered as Historical and Critical Studies, Critical and
technical and demonstrative/suggestive aspects of an object.
Contextual Studies, art and design history, visual and material
Generally at issue is the role of proportional methodology for
culture studies, ’theory’ has always had an ambivalent standing, and
technical and sensory assessments of the human condition. Topics
has been embraced enthusiastically and treated with suspicion in
could cover, for example, approaches to proportional systems and
equal measure. Recent changes are exacerbating this ambivalence:
analogies in landscape, figural arrangements, printmaking, still-lifes,
new critical tendencies, practice-led research, new forms of
grotesques, mechanical drawings, architectural representations,
pedagogy, new sites for disseminating (e-flux, TED talks, Art History
anatomical studies, visual rhetoric, botanical collections, natural
in the Pub, etc.), and new sites of praxis, as well as the collapse in
philosophy, cabinets of curiosities, draughting mechanisms, art
public funding, the merging of institutions, the redeployment of staff
treatises, paint chemistry, pietra dura, intarsia, design, hybridity,
and resource, and the rationalizing of provision.
rhythmos, rilievo, colour theory, fragrance, taste, festivals, religious
reform, European expansion, political discourses, etc.
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We ask, then: What purpose does ‘theory’ serve? What should be
delivered, and how should it be delivered? Should ‘theory’ take
place in the classroom or the studio? Has ‘theory’ become
redundant, and if so why? Has a certain kind of philosophizing
replaced it? What are the consequences of these demarcative shifts
for an artist, designer, or architect’s capacity to contextualize and
‘speak on behalf of’ their practice to colleagues, critics, curators,
gallerists, and industry professionals? And what do such shifts mean
for theorists themselves?
Ultimately, does ‘theory’ even have a future in art and design
education, and if it does, what form should it take?

The Boundaries of New Brutalism
Jules Lubbock, University of Essex, lubbj@essex.ac.uk
Alan Powers, Independent, pasquito@aol.com
Victoria Walsh, Royal College of Art, victoria.walsh@rca.ac.uk
The cluster of practices and issues surrounding New Brutalism
increasingly attracts the attention of scholars. This session assumes
that the main story is sufficiently well documented, but that more
illumination is needed concerning the context of the multidisciplinary, international network within which the name ‘New
Brutalism’ came into being and which sustained its credibility.

Another important factor is the fundamental role of American
museums, galleries, collectors, art markets, and the discipline of
German Studies in America. The interactions between these
institutions promote awareness of inter- and trans-cultural issues
not commonly understood about German art. German emigration
contributes to the dialogue in modern and contemporary contexts
and the concept of cultural issues in national and local discourse in
our globalized world. Papers should address one or more of the
following topics: German Art, Art Theory, and Aesthetics in the
Americas.
This session is paired with the session ‘Looking to Germany: The British
Reception of German Art 1900 – 1945’. The convenors of both sessions
will confer over the selection of papers for the day.

There’s no place like home? Women-in-passage:
‘Home’ and Migrations in Women’s Art
since 1945
August Jordan Davis, Winchester School of Art, University of
Southampton, a.j.davis@soton.ac.uk
Basia Sliwinska, Winchester School of Art, University of
Southampton, b.e.sliwinska@soton.ac.uk

Home is a natural place of belonging. However, as a threshold
between the politics of domesticity and ideologies of nationhood
and citizenship, it proves a loaded construct within the production
of space. Read in tension with issues of migrations, ‘home’ becomes
further charged. Such themes (considered, for example, in the work
of Mieke Bal) have provided rich material worked by female artists
in particular, addressing and challenging homes and homelands, their
comforts and their strictures. 20th- and 21st-century migrations,
those of enforced mobility (expulsions) or performing the agency of
motility (emigrations, whether on the domestic or the transnational
Proposals for papers are invited that extend the range of discussion level), have further destabilized previous concepts of ‘home’. Is
home now a lost space? And, if so, how might, or have, artworks
in reference to the possibility of a consistent core definition. In
navigate(d) the precarious terrains of nostalgia such a loss makes
particular, the session seeks papers that will bring into focus the
wider and looser association of international strands in architecture, present? Can practices of emplacement compensate for the absence
of home? Can ‘home’ be reconstructed, perhaps even contesting
art, design, urban planning, film, photography, theory and
nationalisms? Can memories function as operational tools remuseology that informed its emergence and were subsequently
mapping ‘home’ and emancipatory narratives?
framed by its practices.
This term of disputed origin has resonated through 60 years. It was
appropriated on behalf of a small London group, although most of
its constituent parts were of more diverse origin. The emotive
name, coined as a private joke, has created confusion for the wider
public and frequently masked the original meaning. The main lines
of the story are well known, but the limits of New Brutalism’s
definition range between the core practitioners and a much wider
network with little agreement on how to define its boundaries in
space or time.

The Reception of German Art, Art Theory, and
Philosophy by the Americas in the 20th Century
Tatiane de Oliveira Elias Stuttgart State Academy of Art and
Design, Freiburg Universität, tatianeelias@hotmail.com
Fernando Scherer Stuttgart State Academy of Art and Design,
Freiburg Universität ferscherer2002@hotmail.com

In this mixed-format session, including a roundtable, various
presentations (papers, short performances or screenings) will
address female artists and artworks from 1945 to the present which
confront this nexus of ‘home’ and migration. We welcome papers
on, but not limited to: transnational migration, inclusions /
exclusions, post-femininity and geographical mobility, home /
abroad, incarnations of contemporary migrants, relationships
between female subjectivity and place, nationalism as masculinized
memory production, the construction of the ‘foreigner’ as Other,
and larger issues of globalization and identity.

The panel considers the impact of German Art, Art Theory,
Aesthetics, and Philosophy on the Americas. The goal is to focus on
German cultural transfer and influence in American Art History and Values or Prices: Reconsidering the Relation
Philosophical discourse. In the 20th century, many German artists
and art theorists had to emigrate to the Americas. This contributed between Art Criticism and the Art Market
to the dissemination of Germany Art and Art Theory in the
Matthew Bowman, University of Essex, mbowmab@essex.ac.uk
Americas.
Discussions on the art market quickly tend towards polarisation and
We are trying to examine critically the dialogue between American polemics. On the one hand, some artists and critics identify the art
and German Art using Marcusian terms. World Wars I and II are
market with capitalism, thereby viewing its processes as
very important to understanding German exile, as well as
concomitant with alienation, reification, and social dominance; on
emigration and dissemination of German culture in the Americas.
the other hand, some perceive the art market as the arbiter of
Moreover, the subject of German exile is not restricted to ‘escape’ aesthetic values and view within it evidence of the artworld’s
from the wars or political persecution, but it also reflects a strong
buoyancy. Meanwhile, art criticism has repeatedly voiced a concern
nostalgic feeling for Germany and how this is represented in
that it is powerless in the face of the market, its systems of symbolic
American visual art.
11

AAH2014

value creation irrelevant or perverted by the emphasis upon prices. about purpose, context, significance, mise-en-scène or the viewing
Art-historical writing, for its own part, largely neglects to record the angle of the painting both originally intended or later applied.
costs paid for artworks, once again distancing artworks from the
Whilst the frame sometimes complements the original artwork
market. Values and prices, then, could hardly seem more opposed.
occasionally in the form of an extended image support, the artwork
These factors, arguably, render serious and open discussion on the was sometimes designed from the outset with the frame in mind.
art market difficult to undertake and yet surely make it all the more The way the frame defines the border of an image and integrates
important to do so. The art market has grown and shifted
the artwork into a spatial context evokes questions about the
emphasis: auction sales of contemporary art amounted to $44
integrity of art and its aesthetic interplay between its physical and
million in 1998 and represented just 1.8% of the overall secondary
artistic aspects.
market. By 2008, sales had risen to $1.3 billion and consisted of
The panel seeks to examine the frame as an integral and historic
15.9% of the secondary market. This growth period has been
part of the artwork and the role of the frame in facilitating and
especially accompanied by repeated claims regarding the critic’s
expanding the meaning, perception and impact of the artwork. We
powerlessness or irrelevancy. This session, then, undertakes a
encourage an interdisciplinary approach regarding display practice
reconceptualization of the relation between market and critic.
and parameters for framing, involving also the interrelationship
Whether through theoretical arguments or historical analysis,
between picture, frame and its backdrop. The panel would like to
speakers are invited to consider, for example, if criticism should
discuss these viewpoints from a diverse range of disciplines, and
engineer a more pragmatic understanding of the market, take
particularly invites curators and frame conservators to take part.
advantage of its supposed distance, or develop new models for
Any views regarding time periods and media that deal with these
comprehending or critiquing the market.
themes are welcomed.

What Art has to Say about the Law
Joan Kee, University of Michigan, jkee@umich.edu
In many parts of the world, the relationship between art and the
law in the postwar era has been depicted as inherently adversarial,
with artists’ interests seemingly circumscribed by those
commanding the authority of the law. Yet rather than consider the
art/law nexus as a function of what has law done to art, the session
focuses on how certain artworks correspond, operate, or even
collaborate with the law. The relationship of art and law is thus
particularly useful through which to address the artwork’s capacity
as a social agent – as an institution, law throws into relief the
artwork as necessarily embedded in a vast network of social forces.
Contracts, for example, define when and where artworks
(especially conceptual works and land art) are made, shown, and
even destroyed, while various legislative and regulatory acts have
provided rich source material for postwar artists looking to
investigate the ambivalence intrinsic to the contested relationship
between culture and politics. Instead of positing artworks in the role
of victim or antagonist vis-à-vis essentialist conceptions of what the
law entails, this session calls for papers acknowledging the
complexity of this relationship; possible topics include artists’ use of
certificates of authenticity, ethical issues arising in the course of
fabricating, recreating, and documenting work, the aesthetics of
surveillance photography, the law of appropriation, and the
implications of regarding contract law as itself an artistic medium. Of
special consideration will be proposals that examine the role of the
viewer and/or the significance of forms.

Within a Frame. Boundary, Interaction and
Transition between Art and its surroundings
Daniela Roberts, Municipal Museum Brunswick and Art University
of Brunswick, Daniela.Roberts@braunschweig.de roberts@rz.unileipzig.de
Stuart Ager, National Portrait Gallery, London, sager@npg.org.uk
The relationship between an artwork and its frame continues to be
a matter for on-going academic discussion. With the introduction of
detachable frames, which opened up the possibility of replacing
original frames, often for the reason of taste or to suit a collection
display, the continuity between painting and frames has been
increasingly overlooked. Seeing art and its surroundings together, an
original frame as well as a replacement frame, provides references
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Zombie Aesthetics
Edward Colless, University of Melbourne, ecolless@unimelb.edu.au
Chantal Faust, Royal College of Art
At the end of the 20th century, it seemed that every second
publication on art history or contemporary criticism included ‘the
body’ in its title or subtitle. Over the past decade, the currency of
this term and its biopolitics has been ironically supplanted by the tag
‘zombie’. The tidal surge in popular cultural taste for zombies is
symptomatic, it might be argued, of a more compelling critical and
academic revision of the histories of wonder, the monstrous and
the unnatural. The fetishistic attention awarded to dinosaurs
throughout the 1990s – particularly in their virtual reanimation
through software and potential revivification from fossilized DNA –
has been succeeded by the cult allure of the walking dead as
emblems of parasitical resurrection. Corpses in forensics TV crime
drama bloom into exquisitely aesthetic histograms and data arrays
that simulate biometric functions and perpetually replay the
circumstances of their death. Could the same be said for the state
of contemporary art, after the mourning period of postmodernism
– that it is a living death?
Could we go further and say something similar for the
psychoanalytical formulation of ‘subjectivity’ central to arguments
about spectatorship and artistic spectacle throughout the 1980s to
late 1990s? Is the enigmatic potency of desire, which was so
serviceable and artistically productive throughout the 20th century,
now waning? Beyond eros, are we now condemned to live in the
weird aesthetic dimension of the zombie’s interminable rage? This
session offers speculation on such zombie aesthetics as a condition
of contemporary art.

