students in art history investigate art practices and their monl](old contexts. we engage with art history in the present, explorlng research
strategies, ](orms of visual representation, critical thinl(ing, old and new techno[ogies, questions of aesthetics, polltics, memory,

trqnsdisciplinory developments, new opproaches and ](uture directions.
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amy hamilton

Abstraction and Sp[ritua/ity: Hilma Af Klint's Ear/y Experiments

abstract

In recent years, Hilmo of Klint (18()2—1944) |'10$ |:>een rediscovered asa vonguord
f’lgure in the history of obstroctlon, with solo retrospectives exhibited at the
Moderna Museet in Stockholm in 2013 and the Solomon R. Guggenheim Museum
in 2018. A][ Klint's works encompass and pre—clate many of the abstract
movements of the nineteenth and eorly twentieth centuries. She pointeo| in secret
and her abstract paintings were not disployed until twenty years ofter her death.
This paper examines Hilma of Klint's eorly experiments with obstroction, ][ocusing
on works ](rom ][our series o]( paintings ](rom 1906-1915 and highlightlng Klint's

interest in spiritucullty. The paintings considered include works from her series

Primordia/ C/wos, T/)e WU/ Rose Series, T/le Ten [argest, onc| T/‘ne Swan‘

Hilma qf Klint, Group /, No. ], Primordial C/‘IGOS, 1906, Oilon canvas, 53
x 37 cm, Stiftelsel Hilma uf Klints Verk



excerpt i

In 1906 Hilma 0][ Klint begon her solo experiments with abstraction. She occepted a commission ][rom a spirit guio|e named Amaliel in 1905 and prepored herself
splrituo“y as well as ortistico“y be][ore beginning what was to become her Paintingfor the Temp/e series. Primordial C/wlos, The Rose, and The Ten [argest are series

within the Temp/e series. The Temp/e series can be used to examine shi](ts in her ](ormol development, ranging ][rom gesturol compositions to more geometric o|esigns.

Experimentcltion with spirituolism was common among eorly twentieth—century pioneers o][ abstraction. Both Hilma 0][ Klint and Wossily andinsky were in]quenced |oy
Theosophicol spirituol and philosophicol leaders Helen P. Blovotsky, Annie Besont, Rudolph Steiner and Charles W. Leadbeater. A]( Klint took a more direct opprooch

than Kondinsky and her development o][ an abstract pictoriol vocobulory occurred earlier than Kondinsky’s.

A]( Klint sought to gain |<nowleo|ge through what she believed was direct contact with spirituol beings ][rom other dimensions. She sought to speo|< o|irectly the divine
without going through a male-dominated theology or intermediory such as a priest or minister. A][ Klint's interest in spirituolity resulted in exuberant and whouy originol

compositions that are thri“ing to view.




excerpt ii

Hilma 0]( Klint determined that a dedicated spirituol practice was necessary to o|evelop a new and important type o][ art. Be][ore Ioeginning work on what would become
her The Paintings for the Temp[e series, which included work on Primordial Chaos #2, Eros No. 7, The Ten [czrgest /\/0.2, Klint prepored herself by fosting, prayer, and

ur

Vestal—Ascetic’ (meoning a virgin living a li][e
c|eo|icoteo| to higher morolity ono| (Jsceticism)."1 Wor|<s containing the Woro|s ”Vestql—Ascetic" inc[uo|e Primoro/ia/ Chaos, No. Q, ﬁle Eros Series, No. 2, 7/1e len [argest,
/\/o. ZAdu/tAooc[, among others.

giving up realism. There are writings in some o]( her paintings indicoting that she had dedicated her li][e to becoming a

Hilma 0]( Klint's experiments with abstraction are formo“y innovative and originol. Her canvases demonstrate a broad range o][ abstraction and experimentation. Af

Klint's importance in art history is well described by art historian Pascal Rousseau:

an artwork is the proo|uct o][ more than just the artist's conscious intention. It stands at the crossroads of a multitude o]( cultural parameters that elude the artist
and make him an intermediory as much as an actor. Hilma o][ Klint is an intermediary o]( abstraction. Not only is she a pioneer who compels us to raise the
question o]( abstraction be][ore its time, or, more intriguingly, of the anticipation o][ obstroction, but she also incites us to rethink the origins o][ abstract art in @
plurol foshion, a version in which a multitude o][ converging sources intersect (orobesque, decorative vocobulory, and ornament; pure line, formolism, and

musicolism; automatic writing, trance, and mediumship; symbolism, ideolism, and hierophony).2

Through her distinctive methods and dedicotion, of Klint became one o][ the ](irst great pioneers o][ abstract painting.

1 Maurice Tuchman, Judl Freeman, Carel Blotl(omp, Museum 0{ Contemporory Art (Chicago, “l), Hoogs Gemeentemuseum, and Los Angeles County Museum of Art. The Spiritual in Art: Abstract Pctlnting 1890-1985. (New
Y ork: Abbeville Press, 198()), 156.

2 [ris MuuerfWestermonn, Jo Widoﬁ, David Lomcs, Pascal Rousseau, Helmut Zander, Hilma of Klint, Notionolgalerie im Hamburger Bahnhof, Museum f[jr Gegenwort—fBerlin, Sweden) Moderna museet (Stocl(holm, and
Museo Picasso /\/\élugo. Hilma AfK/int:A Pioneer ofA[)stractionA (VOL no. 375;nr 375, Ostﬁldern: Hotje Cuntz, 2013),161



quotations

“Like other pioneers o]( obstroction, A]( Klint was intrigued by the cho“enge o]( conveying the issuance o][ material form ][rom spirit, the structure o]( the invisible reolm, and

the relotionships o][ patterns and ](orces therein.”

— Charlene Spretnctl(, in Spretnctl(, The Spiritua/ Dynamic in Modern Art: Art History Reconsic{erec/, 1800 to the Present (New York: Pc[grcuve Macmi“on,
2014) 79-80.

"As eorly as 1906 [Af Klint] was developing an abstract imagery, several years
Ioe][ore Wossily Kondinsky, Piet /\/\ondrion, Kazimir Molevich, and Frantisek Kupl«],

who are still regordecl as the ](orerunners o]( twentieth century abstract art. Like the

modernist ][other ][igures, Hilma 0][ Klint was in]quenced by the spirituol and occult - [

\ !
movements o]( her time, in porticulor by spirituolism, theosophy and later ' \ '-_
onthroposophy." . “'--HH

—|ris /\/\U“er-Westermonn in /\/\U“er-Westermonn, Jo WldOH, Dovio| Lomos, Pcsccl \ \ f
Rousseou, Helmut thno|er, Hi/ma Af/(/int: A /Dioneer ofA[)straction, Nationolgolerie ™ . I

im Hdmburger Bohnhof, Museum ][Ur Gegenwort--Berlin, Sweo|en) Moderna

museet (Stocl(holm, Gnol /\/\useo Picosso), Ost][ilc|ern: Hdtje Ccntz, 2013, 33 —
Hilmc cxf Klint, Group //, /\/o, 2 Eros, t/ie WU/Rose series, 1907, oil on canvas, 58.5 X

815em. Stiftelsel Hilma cf Klints Verk

“The genesis and development of abstract art were inextricobly tied to spirituol ideas current in Europe in the late nineteenth and eorly twentieth centuries. An
ostonishingly hig|’1 proportion of visual artists Worldng in the past one hundred years have been involved with these ideas and belie][ systems, and their art re]qects a

desire to express spirituol, utopian, or metophysicol ideals that cannot be expressed in traditional pictoricl ][orms."

—Maurice Tuchmcm in Tuchmcm, Jucli Freemcm, Corel Blotl«nmp, T/le Spiritua/ in Art: Abstract Painting ]890—7985(New Yorl(: Abbevi“e Press, 198()), 17.



bibliography

Birnbaum, Daniel. “Universal pictures: Daniel Birnbaum on the art of Hilma of Klint.” Artforum International, January 2013, 180+. Gale In Context: Biography (accessed March 28, 2020).

Budick, Ariella. “The Exuberant Talent of Hilma Af Klint." FTCom (Oct 19, 2018).

Henry, Michel. Seeing the Invisible: On Kandinsky. London; New York;: Continuum, 2009.

Houghton, Georgiana, Hilma of Klint, Emma Kunz, John Whitney Sr, James Whitney, Harry Everett Smith, Karin Althaus, Matthias Mahling, Sebastian Schneider, and Stadtische Galerie im
Lenbachhaus Minchen. World Receivers: Georgiana Houghton, Hilma Af Klint, Emma Kunz, and John Whitney, James Whitney, Harry Smith. English trade ed. Munich: Lenbachhaus,
2018.

Kandinsky, Wassily and Michael T. H. Sadler. Concerning the Spiritual in Art. Tst ed. Boston: MFA Publications, 2006,

Klint, Hilma o][, Trctcey R. Boshl(oﬁ, Helen Molesworth, Jullo Voss, Andrea Kounitz, Vivien Greene, David Max Horowitz, et al. Hilma AfK/int: Paintingsfor the Future. New Yorl(, NY: Guggenheim,
2018.

Klint, Hilma o][, Emma Kunz, Agnes /\/\ortin, M. Catherine de Zegher, Hendel Teicher, Drowing Center (New Yorl(, NY), Santa Monica Museum of Art, and Irish Museum of Modern Art
(Kilmoinhom, Dublin, |relc:nd). 3 x Abstraction: New Methods ofDraWing, Hilma AfK/int, Emma Kunz, Agnes Martin. New Yorl(,' New Hoven, CT;: The Drowing Center, 2005.

Klint, Hilma o][, Iris /V\U“er—Westermann, Christine Burgin, Johon of Kllnt, Kerstin Lind Bonnler, Elizabeth Clark Wessel, and Anne Posten. Hilma AfK/int: Notes and Methods. Chlcogo;New Yorl(,
New Yorl(,': Christine Burgin, 2018.

/V\U“er—Westermcmn, |ris, Jo Wic'oﬁ, David Lomas, Pascal Roussec:u, Helmut Zoncler, Hilma of Klint, Notionolgolerie im Homburger Bchnho][, Museum f(]r Gegenwort——Berlin, Sweden) Moderna
museet (Stocl(holm, and Museo Picasso /\/\dlogo. Hilma AfK/int.' A Poneer ofA[Jstraction‘ Vol. no. 375;nr 375, Ostf’lldern: Hotje Contz, 2013.

Spretnol(, Charlene. The Spiritua/ Dynamic in Modern Art: Art History Reconsiderec{, 1800 to the Present. 1st 2014 ed. New York: Polgrove Macml“on, 2014, dot101057/978"37342577



Hilmo of Klint, Group / \{ T/le Jen [argest, No. 2, C/]i[CI/IOOC[, 1907, Tempercl on paper,
mounted on canvas, 3]5 X 234 cm, Stiftelsel Hilmq qf Kl‘lnts Verl(




autumn pitney

Trauma, Sexual Vio/ence, and Dowry Murders in Contemporary Indian Art

abstract

This paper onolyzes ][orms o]( trauma presenteo| in visual artworks cleoling with issues
of rape and sexual violence in India. The paper examines issues of sexual violence
occurring in contemporary |no|io, such as rape and dowry—murders. The bodies of
women may represent the nation. Trauma is evident in artworks such as Tye|o
/\/\ehto's Ka/i, Rekho Rodwlttiyo’s Scissors, Gun, Knife, Cunt, ono| Sat/'nyarani—
Stagec/ Portrait, Supreme Court, Delhi. It is evident that in this context rape and
sexual violence are bound up with the history of colonialism and a broken sense of

nation in the wake of the Partition of India and British colonialism.

Tyeb Mehto, Ka/z’, 1989, oil on canvas, 67 x 54 in (170.2 x 1372 cm), the
Ebrahim Alkazi Collection.



excerpt i

Mehta's Kali represents a splitting away ](rom colonialism. This painting can be linked to the Partition o]( India. Portition, which took ploce on August 16), 1947, divided the
Punjob region into Pakistan and Eastern India ofter British occupotion.1 During this clivision, fi][teen million Hino|us, /\/\uslims, and Sikhs were disploced, causing the
lorgest human movement ever documented.? Hindus moved to India and Muslims moved to what is now known as Pakistan. Violence erupteo| once the British le][t India
][or good. There became a sense o]( normolcy in this violence, as each group was committing atrocities against the other. This violence included mass train sloughters,

looting and arson.® During Partition riots in /V\um'ooi, Tyeb Mehta witnessed a man get stoned to deoth, which has in]quencecl most o][ his Wor|<s, including Kali*

Atreyee Gupto, Pro][essor o][ Global Modern Art and Southeast Asian Art at the University o]( Coli](ornio, Ber|<lee, claims that the "]Eigurotive iconogrclp|'1y o](
disenfrdncnisement bore testimony, in a documentory made as it were, to Partition as presence."S This can be seen in Mehta's Kali. As the name o]( Mehta's painting
suggests, the ][oremost blue ]tigure represents the goo|o|ess Kali. Mehta o](ten uses the goo|o|ess Kali as a subject ](or his work. Kali is known ](or being an aggressive,
terri][ying, immoo|est, self—absorbed mother figure.6 She signifies more than the feminine. Vrinda Dolmiyo, Pro][essor O]( Philosopt\y at the University of Howoii, describes
Kali as exceecling “what is allowed loy the traditional construction o]( ‘motherhood.”” Kali ](eorlessly goes above and beyond the traditional roles o]( mother. Arunima Dey
writes: “The geno|ering o]( national legitimizes the idea that nation as mother or woman needs to be protecteo| by its (mc:le) citizens ][rom evil outsiders, t|’1ereby sanction-

"

ing communol wars.

Jishci /\/\enon, The Pelformance of/\/ationa/i’sm: /ndia, Pak[stan, and the Memory ochirt[t[on (Cambridge: Combridge University Press, 2012) 6.

Menon, 7.

Ritu Menon and Kamla Bhasin, Borders and Boundaries (New Brunswicl(, NJ Rutgers University Press, 1998), 37.

”Tye|o /\/\ehtu,” Wil(ipedia, last modi{"ied March 13, 2020, https://en.wikipecliqorg/wiki/Tyeh_Mehtoi

Atreyee Gupta, "Dwe“ing in Abstraction: Post-Partition Segues into Post-War Art,” Third Text 3], no. 2-3 (2017) 434,

Vrinda Dalmiyo, “|_oving Paradoxes: A Feminist Reclamation of the Goddess Koli,” Hypatio 15, no. | (Winter ZOOO) 126.

Ibid.

Arunima Dey, “Violence Against Women During the Partition of India: |nterpreting Women and Their Bodies in the Context o]( Ethnic Genocide.” ES, 37 (2016) 108.
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Women were the {'irst to experience violence in Partition. Commonly, they were assaulted by someone |oelonging to other cultural and religious groups to dishonor
them and their communities. Exomples of this type of violence include clis{'iguring, rape, bronding, cutting open wombs, |<i“ing fetuses, and being ][orceo| to walk naked
throughout their communities. This violence was about protecting male and community |'ionor, as women are thought of as the backbone of their communities.”
However, the cutting open O][ wombs and |<i“ing ][etuses is not only in the past. In the Gujcrot Riots of 2002, men would cut open fetuses and burn them in ][ront O][ the

mothers.

Rekha Rodwittiyc’s painting, Scissors, Gun, Knife, Cunt, is a piece centered around those forceo| abortions. The ](igure on the left takes up hal][ of the canvas, sitting in

a yogic position. The woman is sitting above a pool of blood coming from her vagina. She has her hands around her stomach in @ very nurturing manner. Her gaze is
{'ixecl, confrontotionouy, on the viewer. To her right is a string with three sets O][ handprints going up the canvas. Covering these sets 0][ hondprints are a pair O][ scissors, a
gun, and a |<nife. Behind the woman are objects that ][orm a circle around her. There is a chair to her bottom riglit and leaves above her rig|'it shoulder. There are

windmills above her le][t s|’10ulo|er, a house below tl’\Gt, twigs below the house, and rocks that sit by her le][t ][oot.

Typicol to her wor|<s, Rodwittiyo turns the victim into a fecrless protagonist. The woman in the painting does not let her eyes leave the viewer. Her gaze demands the
viewer to look at what is surrounding her, re][using to be objectified. In Scissors, Gun, Knife, Cunt the woman takes up hcl][ O][ the canvas, demanding space.

Squotting o|own, she is as tall as the scissors on top of the rope. She requires the viewer to see her, not just the chaos around her. In the two pieces ][rom Love done rig/it
can c/iange the Wor/d, the figure takes up the entire canvas, also o|emono|ing the viewer to recognize the sul)ject. Their gazes are {'ixed, almost o|oring the viewer to

either stare back or look away. With this gaze, she "provio|es us with an imaginative, cognitive, and emotive longuoge for ][eminist politics."10

Q Ritu N\enon, 434
10 Gita Chadha, "Returning the Goze," Art |ndio: The News /\/\ogazine of |ndia, 21, no. 2 (2000) 71.



The trauma representeol in Scissors, Gun, Knife, Cunt can be recognized as
trcnsgenerotionol trauma. Tronsgenerotionol trauma is ‘the experience O][ a whole
generation, in which individuals collectively share a similar psyclwology," that
contributes to a shared trauma." |t can also be referreol to as post-memory, olefineol
l)y literory theorist Marianne Hirsch as a ”relotionsl'\ip that the 'generotion ofter'
acquires in relation to the collective trauma of those who came loefore," transmitting
the trauma tlirouglw ](rogments.12 Traumatic experiences experienceol loy one
generation are possecl down to otl'iers, causing later generations to experience a
split in the world tlwey live in. Dr. K. Frances l_ieder, a professor at the University O][
Pittslourgl‘n, notes that it is impossible to remove a conversation about rape from

l’liStOI’Y, as the rape and abduction of women are used as syml)olic attacks on their

communities.l3
Rel(l'\o Roolwittiyc, Scissor, Gun, Knife, Cunt, lQQS, wotercolor oncl ccrylic on paper, Yosliodl‘nara Dclmis's
Contemporaly Indian Art Other Realities.

I Thamer Bako and Katalin Zana, “The Vehicle of Transgenerationallraumo: The Transgenerational Atmospliere,” American lmago, 75, no. 2 (2018) 272.

l2 Salmi Matlwr, ”Partition and tl‘le Visucrl Arts; Re]clections on Metliod," Tliird Text, 31, nos. 2—3 (20l7) 2l0

13 K. Frances l_iecler, ”Performing Nirl)l‘nciyo (Fearlessness): Performing Sexual Violence Discourse in Modern Urban lnclia," (Pl‘ID cliss., University of Wisconsin—/\/\oclison, 2018), 54.
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devon I'lensler

Br[dget /[\)[/ey: Sensations of /Dast, /Dresent, and Future

abstract

Utilizing her own distillation of art history, conventions of Op, and her astute
unclerstonding of visual processes, Bridget Riley tackles the phenomenology of
sensation within her pragmatic paintings. Co“ing into question the fo“ibility and
limitations o]( vision, Riley uses her works as a methodology in which to convey

the complexity o][ both sight and experience. This essay will assess Rlley’s career
through the onolysis of three major works: Kiss (196]) Cataract Il (1967) and
Gaillard (198()) Through the opplicotion of formol principles, discussion o][ visual
stimuli, and historical considerations o][ the artist, this essay will argue that Bridget
Rileyls vibroting images, grophic compositions, and colorful creations exemplify the

intricacy of vision in regards to phenomenqlistic sensation.

Bridget Riley (b 193]), Kiss, 1961, ocrylic on canvas, 122 x122 cm, Private Co“ection, London



excerpt i

Tremendous gravity is embedded within Kiss as the viewer's eye captures an invisible Weight o][ the upper black ](orm exteno|ing down to breach the space o]( the lower.
As the eye ][o“ows the suggesteo| Ipu“,l a visual tension exists within the space between dark forms. The highly contrasting colors ensure that the eye cannot visuo“y
assimilate the ][orms together—guoronteeing that the space between will not go unnoticed. However, another principle o]( design at ploy within this work is that o][
proximity. Proximity, in a basic perceptuol sense, highlights a human desire to group similar visuals existing near one another.? Riley strotegico“y utilized this spotiol
incongruity to o|evelop visual tension that o]LHicts the onloo|<er, ][orcing a cycle ](rom attempting to assimilate the black ](orms together and recognizing the space that

exists |oetween them.

Riley oﬁers appropriate ](ormolistic visual cues o]( proximity and contrast in order to create tension that can trigger the viewer's experiences o]( li](e. In this regoro|, Riley’s
]tirst abstract Wor|<, Kiss, set a precedent ](or consiclering both the objective, ](ormol and perceptuol eﬁects, and the subjective, sensationalism that would extend into her
artistic career in its entirety. The intention o]( this Wor|<, |'\owever, is not ](or the viewer to gleon understonding as to Why, or how, the eHect is being created. Rother, Riley
presents Kiss to highlight a contentious experience. The opticol eﬁects present in the work act solely asa methodology in which Riley can ](ocilitote a sensation within the
viewer. As Riley intends to draw attention to, uno|erstono|ing proximity and contrast brings the viewer no closer to a pro](ouno| phenomenologicol experience; however,
the sensation t|’1ey create allows ][or a deeper unclerstonding o]( spirit and environment. The artist’s intense consideration for these opticol conventions, while presenteo| in
such subtleties, serve as a cotolyst ][or the continuation o]( Bridget Rileyls career.

excerpt ii

Brio|get Riley shi{ted her practice ][rom monocromatic works o]( visuo“y ossoulting patterns towards more colorful considerations. Completecl in 19(’)7, Cataract Il
made a significont impact both visuo“y and conceptuo“y. Linear waves o]( greyeo| cyan repeat across the canvas, some coppeo| with embellishes o]( rec|, allin repeotec]
contour but slightly misoligned. The sur](oce o]( the canvas seems to undulate and morph as the eye o|ri](ts across; perceptions entirely rooted in vision’s olterobility. lts
lorge—scole form consumes the viewer's ]Eielo| of vision in its entirety. Thin lines of color seem to radiate a glow that consumes much more than the positive space on the

canvas as the hard edge o]( each line is seemingly so](tenec] L)y the c]ozzling color.

1 Rene Porolo, Optica/Art: T/ieory cmc[ Practice, (New Yorl(: Beel(mon House, 19(’)9), 14
2 lbid, 22.



With extended viewing, the painting can eoslly ][otigue an untrained or lnexperienced eye; l‘nowever, Rlley ][ounol this observation to be perturbing, cloiming that her work
was an ”octive, vibroting pleosure" to witness.> While Riley’s assertions are ](oct to some, her austere assessment lacks a certain consideration ][or those unprocticed in

viewing her work.

In complete re](inement of color and ][orm, Cataract Il emulates a warm sun cloncing —_— —_— == —_—
re]qectlvely oﬁ the crests of a clear blue |ooo|y of water in constant ]qow. The curvature

of each contour leads the eyes on a poth that mimics the movement of rlpples tnrougn
water—somewhat symmetricol, yet lnherently serial. Toldng coreful and methodical
preparation, as seen tnrougn her to-scale study for the Wor|<, Riley cro](tecl her composition
to walk a "fine line...between her desire for assertiveness and openness," as she did with
most of her works.* Her col[eogues within the Op Art movement may not have been as
attentive to this [lne, as many focused |’1eovily on the ossoulting perceptuol mania copoble
of belng procluceo|. Cataract Il oﬁers an intriguing o|lchotomy between recalled serene
sensations through the presentation of visual overload. However, the furtner submissive
one becomes to the visual stimulus, the more copoble they become when appreciating
the eﬁects’ serene quolities. Rlley, cnooslng to make work with l“usory eﬁects, is not
excluded ][rom the "o|lsjuncture between |<now[eo|ge and vision," meaning that the viewer
must cross significont perceptuol borriers, embroclng the limitations of vision, in order to

welcome the sensory e><perlence.5

e e —— e S
3 Rlley, Brldget, “Interview with David Sylvester,” The Eyes Mind: Brio{get Ri/ey Collected Writings Bridget Riley (lo 1931) Cataract Il 1967, emulsion PVA on canvas. 223.5 x 222 cm. British
7965—2009, Ed Robert Kudle“(o, (LoncJon: Rlding House, 2009), 95 Council Co“ection Lo,ndon ' ' ' '
4 Simon N\orley, ”Bridget Riley. London.” The Bur/ington /\/]agazine 141, no. 1158 (1999 561—63), '
562.
5 Joe Houston, Optic Nerve: Perceptuol Art of the 19605, (|_ono|on: Merrell Publishers Limited, 2007),
80.



excerpt iii

Exponohng beyond her doys as an Op Artist, Bridget Riley continues to make work within the vein o][ her past. However, the formolistic presentation o]( her works has
chonged entirely. For a perioo|, Riley revisited her monochromatic past, painting geometric compositions that sponned entire WO“S, equippeo| with spacious repose
between ][orms. Regoro“ess, she could not resist the enriching quolities that color incorporoted into her sensuous paintings. Riley continues her consideration ](or the

history o][ art as she re](erences |gor Strovinsky s "Poetics o]( Music” consistently within her proctice—potentio“y as a pedogogicol guio|e to composing her contemporary

pcﬂntings.é Switching ][rom her long—used ocrylic paints to that o][ richer oils, Riley’s contemporary works beginning in the 1980's are bursting with color; incluohng that

o][ Gai//aro[, pointeo| in 1989.

Arrcmged on diogonol and horizontal axes, rectilinear flelcls o]( color occupy the entire sur][oce o][ Riley’s canvas with each color performing metophorlco“y musical roles.
The white rhomboids act as counterbalance to the dark black ][orms scattered in the center o]( the image. Controstingly, the warm tones are populotecl in diogonol
threads throughout the frc:cturec] imagery. Yellow seems to act circulotorlly, and blue presents itself in all the ploces left untouched—without visual pattern. With
investigative vision and active pattern recognition, it feels li|<e|y that Gaillard was constructed by Rlley with symphonlc consideration: parts are being ployecl
|’10rmonic0“y and ontlthetico“y. Riley’s composition ](eels “musical and rhythmicol" rather than ”o|'lc|grc1mmc1tic or methodologicol" as the colored rhomboids have

slmultoneously occurring rhythms? However, her construction and plonnlng ](or these works does seem 'ln|'1erently methodologlcol.

6 Bridget Riley, “Perception and the Use of Color,” interview by EH. Gombrich, Br[dget Ri/ey: D[a/ogues on Art, (Zwemmer, 1995), 34,
7 Robert Kudle”(o, Bridget Ri/ey: Paintings 79827992, (Germony: Verlog fur moderne Kunst Nurnberg, 1992), 32.

quotations

“For Riley, painting becomes a kind o]( experiment in seeing: the art work sets up a 'situation’ (0 word much used |oy Riley in the sixties and seventies) in which the

spectator is drawn into @ dialogue toldng ploce in the uncharted territory o][ the visual response.”

-Simon /\/\orely, ”Briclget Riley. |.onc]on," in The Bur/ington Magazine, Volume /47, No. 1158 (1999)



”By re][using to set us apart in our relative levels o][ visual mastery, Op Art makes us one in our anxious, enjoyo'ole ][oilure. More beneflcio“y, as we stand before Op
paintings that resist our understonding, we introduce ourselves to our unconscious selves. We become aware o]( the vast intellectual and perceptuol resources that await

our command just beyond the threshold o][ our |<nowing.”

-Dave ch|<ey, ”Trying To See What We Can Never Know," in Optic Nerve: Perceptua/ Art of the 1960s (2007)

”Properly treoteo|, ][ormcllism is not an empty thing but a potentlo“y very power][ul answer to this spirituol cho“enge o]( an unavailable truth.”

—Brldget Riley, “The Art o]( the Post," interviewed by Neil /\/\ocGregor, in Bridget Rl’/ey: Dia/ogues onArt (1995)
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isabella pittman

The Figure of the femme Fatale in /o/m William Waterhouse's Circe Invidiosa ( /892)

abstract

By emphasizing ][orm, color, and subject matter, John William Waterhouse poio|
|’10moge to the Romontic, Acodemic, and Pre—Rophoellte styles I:)y creating an
intimate and lmmeohote, emotional eﬁect in his works. His later portraits o|epict
powerful women without reclucing them to a sexual object. This essay will consist

o]( a crlticol, visuol, and historical onolysis o]( Circe Invidiosa (1892), looldng at the
ways in which Waterhouse uses methods ][rom these movements, ultimotely aiming
to chouenge the concept of the ][emme ][otole. In addition to a visual and

historical onolysis, ](eminlst criticisms of the Femme Fatale will also be opplied to
Circe Invidiosa and will attempt to argue that the power and threat associated with
the character of the Femme Fatale does not reside in any porticulor mythic

individual or narrative, but in the nature o]( ](emole eroticism 'ltsel][.

John Wi“iclms Woterhouse, Circe /nvia/iosa, 1892, oil
on canvas, 70x33 in, Art Go“ery of South Australia



excerpt i

The existence or identity o]( one thing o|epeno|s on the coexistence o][ at least two other conditions, both the opposite o]( the f‘lrst, SO says the unity o][ opposites. This can
pertain to things as uncomplicoted as the directional ”upword” and “downward” and as complex as the idea o][ personol socri](ice or ‘death” to succeed or “win” in li](e.
This same concept opplies to the c]uolity o][ women in the erotic and sexual sphere of history. The virginol, pure—in—'oody—ond—spirit orchetype cannot exist without the
inverse: the o“uring and ][orbidden, the schemeing ][emme ][otole. Consequent[y, the ][emme ][otole was a populor image in nineteenth century art, with artists portraying
women as beouti](ul but dongerous to men; sexuol, but only ][or the beneflt o]( the men viewing the image. By looldng closely at these Wor|<s, it becomes obundontly clear

that the ](eor associated with these women was never about the seduction o]( men, but rather in the nature o][ ](emole eroticism itself.

One o][ the oldest ][emme ][otoles in history is the goo|o|ess—witch Circe, doughter o]( the Greek goo| Helios. Her brother was Aeétes, |<eeper o]( the Golden Heece, and
her sister was Posiphoé, mother o][ the Minotaur. Little is known about the Circe, other than her vast |<nowleo|ge o]( herbs and her teno|ency to turn those who oﬁended
her into swine. She appears in both Ovid's /\/]etamorpfxoses and Homer's The Oo/yssey, stories in which her encounters with the protagonists became warnings against
drunkenness and women, rather than the idea o][ a ][ormidoble femole protagonist o|e](eno|ing herself. Circe was ploced and mentioned brieﬂy throughout many

signi]t‘lcont points in the Greek mythologicol timeline, indicoting that she was thousands o][ years old. One o][ the most prominent stories surrouno|ing Circe was that o][

Glaucus and Scy“o, which is the subject oHohn William Waterhouse's 1892 oil painting, Circe Invidiosa.



Waterhouse's main ][ocus of the work is the o|epiction O][ Circe, who is stonding above water, menocingly in
the middle O][ the composition. Her hands hold a gloss bowl that is {'i“ed with- and running over- a spectral
green liquicl. The How O][ the liquio| ][o“ows down Circe’s body into the water she is seemingly Hooting above.
It is here that it becomes clear there is an object or creature underneath her ][eet. Upon close inspection, it
appears to be an enlorged ][is|'\, mouth agape and ]L'lns circl'mg below Circe. The green liquio| is clropping
directly on the ][oce of the ]r'ish, seeming to cause a reaction between the two. While the eyes of the sea
creature look pcnic|<eo|, Circe’s appear the opposite: they are lowereo|, only showing the viewer the absolute
minimum possible of the actual eye. Because the eyes are lowereo|, it appears that she is intensely focuseo|
on the bowl and liquicl in her honcls, as i]( she is contro“ing its ]qow, every ][olter, every patter atop the ]r'ish's
][oce. At ]r'irst glonce, the action O][ Circe contro“ing the liquid's ][ouing onto the flsh physico“y connects the two
beings. Critico“y looldng at the scales O][ the flsh in comparison to Circe’s clot|’1ing, it echoes it almost directly.
Her dress is the same shade of o|eep blue, with rivets in the fobrics that echo that O][ scales on the ]r'is|'1. The
material is loose and does not cling to her body; in ][oct, there is a break O][ skin on her lower hip, as well as

what appears to be an exposed breast.

Dante chloriel Rossetti, Proserpine, 1874, oil on
canvas, 493 X 24 in, Tate Britoin



Here, we do not ](uuy see her nude breast because her arm, per](ectly steody,
covers it as it is raised to hold her chalice. Her dress slips apart above her
tlﬂgh, lettlng the viewer know that while her dress is litercu“y fc“lng oﬁ o][ her
body, her focus is elsewhere. Much like Circe'’s ](u“ attention l)elng poio| to
the bowl, the viewer's attention is ](u“y on Circe, unaware at f’lrst o]( the lack
o][ details in the natural londscope behind her. This is intentional in this wor|<,
ouowlng for the viewer to core][ully look at Circe’s emotion and actions. In
this scene, the viewer watches the tronsformotlon of Scy“o into a terrible
f’lsh—becst by the hand o][ Circe and her potions. Circe’s reason for o|oing this
is that the ]tishermon—turned—god Glaucus opprooched Circe and requested
alove potion ](or Scyuqls cﬁections, only for Circe to become enamored

with Glaucus hersel][. In Waterhouse's wor|<, the viewer sees not only Circe’s
intense concentration on her potion, but also incredib[ejeolousy brewing in
her eyes. Circe's destructive sexual desire ](or a man, so much so that it causes
physiccl and emotional harm to those around her, is what has characterized

her throughout history asa femme ](otole.

John W‘L“iams Waterhouse, C/eopatra, ]887, oil on canvas, 22 x25 in, Private Couection




quotations

"There simply exists no art in the 19th century based upon women's erotic neeo|s, Wishes, or fontosies. The imagery of sexual delight or provocation has olwoys been

created about women ](or men and enjoyment by men.’

—Llinda Nochlin, “Eroticism and Female |mogery in the 19th Century" in Woman as Sex Object: Studies in Erotic Art, 1730-1970

“These women did have historical importances, but it ](ounc] its limit and extent in their loeouty."

—lara Perry, "|_oo|<ing Like @ Woman: Gender and /\/\oclern'lty in the 19th Century” in Eng/is/‘z Art 1860-1914: Modern Artists and Identities

“Waterhouse o|eplcts women as conscious beings, copolole of 'lno|epeno|ent thought and self determination. These Women are lno|ivic|uols, not ][G'lry tale characters or

mythologicol |’1erolnes, or anonymous beauties seen as a receptocle for the artists sexual longing."

—Hope B. Werness, “The Modest Maiden in 19th Century Art: Evolution of a Theme” in Woman's Art /ourna/, Volume 5, No. 2 ( 7984—85)
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Evelyn De N\orgcm, Helen of Troy, 1898, oil on canvas, 488
x 29 in, Wightwlck Manor




jazmine applegate

Conservation after Colonization: Ethical Practice in the Khmer Empire

abstract

Although politlcol turmoil and colonialism have oﬁected Cambodia since the
]8005, conservation is the |<ey to unify its ](roctureo| culture. The battle between
conservation eﬁorts and the vanish of Cambodian heritoge has been unresolved
since the era of the Khmer Rouge. Too|oy the fuel behind looting and desecration

of Cambodian temples is brought by the corruption of the national government, a
lorge increase in tourism, and a prolongecl infotuotion O][ Angkorion ortifocts since
the ](ormotion o]( French Indochina. The preservation of ancient Cambodian culture
relies on organizations like APSARA National Authority, the /\/\inistry of Culture and
Fine Arts of the Kingclom O][ Cambodia and the National Museum O][ Cambodia to

o|efenc| against the lootlng and desecration of monuments and artwork.

Exposimion CoLONIALE INTERNATIONALE DE PARIS 1931,

TempPLE D'ANGROR VAT

BrancHE , Architectes

"The Reconstruction of Angkor," at the 1931 Coloniol Exposition, Poris, 1931



excerpt i

Too|oy the ][uel behind looting and desecration o]( Cambodian temples is brought by the corruption o]( the national
government, a lorge increase in tourism, and a prolonged in](otuotion o][ Angl(orion orti](octs since the ][ormotion o][ French
Indochina. The preservation o]( ancient Cambodian culture relies on organizations like APSARA National Authority, the

/\/\inistry o]( Culture and Fine Arts o]( the Kingclom o]( Cambodia and the National Museum o][ Cambodia to o|e](eno| against

the looting and desecration o][ monuments and artwork.

The ][ormotion o]( French Indochina resulted in the worldly obsession o]( Cambodian orti][octs. The representations o][ “oriental
exoticism’ in commercial trademarks is re]qected in the politicol aims o]( French Indochina colonialism. The French believed that
they had saved pieces o]( ancient Khmer civilization ](rom obllvion, while the French image o]( Asian culture is both
complimentory yet also demeoning. What “oblivion” were the French attempting to save Khmer heritoge ][rom? The temple
symbolized the artistic talent and treasures o][ Indochina the French volued, yet at the same time they viewed it as evidence o][

a cleclining culture in need o][ protection and aid.? Cambodia was a French symbol o]( colonial exposition.

1 Robert Garland Thomson, “On-site Conservation Training in Cambodia: A Critical Survey o]( Activities at Angkor,” in Built Env[ronment, Vol 33, No. 3, Built
Herltage Conservation Education (2007), p. 379.
2 Dana S. Hole, Races on Disp/ay: French Representations ofCo[onizec/ Peop[es 1886-1940 (Bloomington: Indiana Universlty Press, 2008), 7.



Ang|<or isa noteworthy site of epitomizing culturol, religious and emblematic quolities, just as containing high orchitecturol,
orcheological and artisticc“y historical importance starting throughout the tenth century to the present o|c1y. However, the
Cambodian government is currently looldng for ways to stop others ][rom destroying it. ”Climbing on ruins, touching carvings
and tcldng nude photographs is clisrespect][ul to the Cambodians who live, work and worship at these sites and ﬁnd them to
be of great importance to their culture and heritoge," said Alison Ccrter, an crchceologist who has been wor|<ing in
Cambodia ][or about 10 years and with the Greater Ang|<or Project since 2011, Yet, tourists ][requently ][orget that Angkor Wat is
a sacred wonder that is still octively maintained and worshiped. /V\ultiple tourists ](rom the US and Europe were chorged with
joil time and deportation when they were cought posing nude in front of the monument while Chinese tourists etched their
names into the 12th century stone. A woman from New Zealand o|estroyeo| a statue that resided inside. These many ][orms of
desecration and vandalism are not only oﬁensive to the Khmer people but cause much emotional hurt as many Cambodian
people save their earnings ][or a li][etime before troveling across the country for a chance to worship at Ang|<or Wat, only to see

tourists clestroy what is remaining.
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An ancient sacred site burned to the grounc| by the Khmer Rouge on April ]7"“, 1975




quotations

Climbing on ruins, toucning carvings and toldng nude pnotogropns is disrespect][ul to the Cambodians who live, work and worsnip at these sites and {1no| them to be O][
great importance to their culture and nerttoge.

—Alison Corter, orcnoeologist, Greater Ang|<or Project

We are very concerned by this unprecedented, uncontrolled accelerotion, which is clomaging the monuments and the local environment. Preservation of the por|< for
][uture generations has to be the number one priority, over and above commercial exploitction, which is moinly l)ene{'iting ][oreign interests instead of the local

populotion.

— Teruo Jinnoi, UNESCO representative, Ang|<or, Cambodia
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kyla andrus

”Cease/essly Into the Fast’> Costume Design in Baz luhrmann’s The Great Gatsby (2 073)

abstract

While representations of the past in the movies engage usina multitude of ways, perioo| f’llms in porticulor provio|e usa tongible
connection to the past. In Baz Luhrman's 2013 odoptotlon of The Great Gotsby, l)y F. Scott Fltzgerold, that connection takes us back
to the 1920s. A |<ey aspect of the ]Lllm is its use o]( costuming to build a representation o][ 1920s New York City and |_ong lsland that is
relatable to contemporary viewers while |oeing lorgely based around perioo| accuracy. The fine line where historicouy accurate meets
aesthetic representation and relatc:l)illty o|'lrectly in]quences how audiences think and ](eel about the past. Everyone thinks they know
what the ][oshion o]( the 1920s looked l'll(e, but often the imoginecl look is simpliﬁed and stylizeo|. Luhrmann and costume and
proo|uction c|esigner Catherine Martin sought to make Fitzgeroldls narrative relatable to contemporary audiences. Martin’s largely
historico“y source-based c|esigns sh'l](t the stereotype away ](rom beaded and ](ringeo| short sh'l](t clresses, while the modern elements

make the clothing more accessible to a wide audience.




“Tom introduces Nick to his mistress, /\/\yrtle W’Llson, at her husband’s gorage," ](rom The Great Gatsby, directed by Baz Luhrmann, ](ilm, 2013
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“One of Gotsby's lavish parties (niclmomed ‘Bad and Tow&ry' by procluction clesigner /\/\ortin," from The Great Gats[)y, directed by Baz Luhrmcmn, film, 2013



excerpt i

This distinct binory in opinions is an important one. Not only do the costumes o|efine chorocter, they create a distinct
worldview for the ]Lllm by building the era ](or viewers in conjunction with the sets and other proo|uction elements. And the
version o][ the 1920s that Baz Luhrmann and Catherine Martin created is, as Fashionista.com pointeo| out, more about the
tone o][ the visuals than the spot on accuracy. When interviewed about the process o]( clesigning the fllm, Martin describes it
as a process driven by Luhrmann’s typicol “Visualist” style o][ plonning. His ][ocus on the visual aspects of a ftlm meant that she
had considerable access to resources, but had to attempt to balance both the costumes and sets within her Iouclget as well

as when designing an overall look to the ]Lllm Martin says, ”[o]ne o][ the ]L'lrst things Baz told me is, I don'twant a nostolgic
New Yor|<, | don't want a sepio—toned New Yor|<, | want a New York that ](eels as vibrant and sexy and visceral and modern
as it would have to Zelda and Fitzgerold, or any o][ the characters in the book,” indicoting that while there was a certain level
o][ perioo| accuracy that needed to hoppen, there was also a need ](or a modern eo|ge to the ][llm Luhrmann did not want it to

look like someone’s ]qopper party, with obnoxious ][eother boas and plostic peorls.




quotations

“In order to |<eep more than one century in our broins, humonity edits it down to a beaded ]qopper dress, rolled-down stocldngs and a horizontal headband with @

][eother init.

—Catherine /\/\c:rtln, costume o|eslgner ](or Luhrmann’s The Great Gatsby, quoteo| in The New York limes

“To be cleor, | can tell ](rom the trailer that these costumes are not perioo| accurate. ﬂ\ey all look like contemporary ](crsrwlon interpreting 1920s Halloween costumes. The
hair and mo|<eup look like they’re from the present doy. The architecture and interior o|esign look much too contemporary to even preteno| to be from the 20s. The colors

are a bit too brigr\t and the spor|<le is a bit too computer genercrteo|."

—Jocqueline Woyne—Guite on Baz Luhrmann’s The Great Gats/:y (2013), quoted in the Huﬁq'ngton Post
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"Doisy and Gotsby reconnect during tea at Nick's house," from The Great Gatsby, directed l:)y Baz Luhrmonn, film, 2013
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