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ethnoarchaeological and 

sociological contexts with 

a view to developing a 

broad-based approach 

to materiality in society. 

His publications include 

Thinking Through Material 

Culture; An Archaeology of 

Interaction; and Network 

Analysis in Archaeology 

(both with Oxford University 

Press). He conducts field

work at various Bronze Age 

sites across the Aegean, and 

directs the new excavations 

at the Minoan town of 

Palaikastro in east Crete. 

Keynote Address & Reception

7 - 8pm   Keynote Address 
by Dr. Carl Knappett 

8 - 10pm   Reception 

6 - 6.45pm   Registration

Emmanuel College Room 30210  March 2017 

Carl Knappett teaches in 

the Department of Art at 

the University of Toronto, 

where he holds the Walter 

Graham/ Homer Thompson 

Chair in Aegean Prehistory. 

He is an archaeologist 

interested in how things 

generate meaning through 

their creation and use. 

While the things of the 

Aegean Bronze Age are his 

main focus, particularly the 

pottery of Minoan Crete, 

he attempts to integrate 

insights from the study of 

things in ethnographic, 
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Reinterpreting Art Processes: Theories of Materiality
Moderator Antonia Mappin Kasirer
So Yoon Ryu - Painting Intuition, Painting Ideology: Kazimir Malevich and Geometric 
Abstraction

Philippe Depairon - Photography matter(s): Processes and Rituals in Contemporary 
Photography

9 - 9.45am   Registration 

10 - 10.15am  Opening Remarks 

Conference 
Emmanuel College Room 11911 March 2017 

10.15 - 11.15am  Panel 1 

11.15 - 11.30am   Break

11.30am - 12.45pm  Panel 2 

12.45 - 1.45pm   Lunch

Sacrosanct or Secular: Historical Influences on Artistic 
Practices
Moderator Imogene Legrand
Maya Wilson-Sanchez - Photography as Resistance: Examining the Legacy of Qajar 
Photography in Shadi Ghadirian’s Qajar Series

Jacqueline Grassi - The Viennese Secession and Identity Formation: Early Christian 
Ornamental Motifs in Gustav Klimt’s Visual Language

Alana Thyng - Persian Patchwork: Safavid Velvet and Being-in-the-World
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1.45 - 2.45pm   Panel 3 

2.45 -3.00pm   Break

3.00 - 4.15pm  Panel 4

4.15 -4.30pm   Closing Remarks

Materials of Mass Production and Commodity: 
Destabilizing Notions of Culture and Identity
Moderator Daniela González Pruitt
Nico Mara-McKay - The Materiality of Meret Oppenheim’s Surrealist Objects

Talia Golland - Irony in Green Neon: Illuminated signage as postcolonial intervention in 
the work of Leila Pazooki

The Future of Art: Impending and Inevitable Displays 
of Modernity
Moderator Roxanne Fernandez
Maia Donnelly - State of the Art

Kamal Fox - What comes after The Next Rembrandt?

Abigail Espina - The Internet as Mediation: A Critical Analysis of Metamodernism
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Abstracts

Panel 1 - Reinterpreting 
Art Processes: Theories of 
Materiality

So Yoon Ryu, Cornell University
Painting Intuition, Painting Ideology: 
Kazimir Malevich and Geometric 
Abstraction

This paper explores the process of 
metaphysical subtraction by Russian artist 
Kazimir Malevich (1878-1935). By close-
reading a number of notable abstract 
paintings from Black Square (1915) to 
White on White (1918), particularly noting 
their materiality and execution, I explain 
how Malevich went through iterative 
stages of subtraction to reach the state of 
nothingness. This nothingness was both 
metaphysical and material: the sense of 
immediacy visible on Black Square was 
transformed into inwardness of White on 
White, culminating on the blank canvas of 
1922. I illustrate this very process, through 
which not only paintings’ figurative elements 
but also the artist’s ideological desire no 
longer existed. 

I further discuss how this process was 
received, translated, and manipulated 
by other artists of the period, including 
Vladimir Tatlin (1885–1953), El Lissitzky 
(1890-1941), and Alexander Rodchenko 
(1891-1956). Having become pioneers 
of Constructivism, these artists inherited 
Malevich’s geometric abstraction but 
applied in ways that support their utilitarian 
and technological ideals, dictated in part 
by the emerging Soviet State. Against this 
dominant practice, Malevich’s hand-painted 
works remained distinctly crude, ‘useless,’ 

and even dangerous, for standing against 
the political propaganda that was beginning 
to transform art into a means. I demonstrate 
how these two models of avant-garde 
emerged from a single artistic principle, 
diverted in the course of the Revolution, and 
continued to coexist with different aesthetic 
and political rhetoric. Discussing Russian 
avant-garde in this way might help us come 
to terms with some of the challenges we 
face today, even providing wisdom that is 
only available in hindsight.

Philippe Depairon, Université de Montréal 
Photography matter(s): Processes and 
Rituals in Contemporary Photography

In the eighties, Roland Barthes wrote 
in his landmark La chambre claire that 
photographs are everywhere, that they 
are nothing but images and “their mode 
of appearance is heterogeneous.” [1] 
This became even truer with the arrival 
of numerical photography. As digital 
cameras became popular, photographs 
have more and more begun circulating as 
data and thus became an integral part of 
our visual environment. [2] The very idea 
that they are not objects anymore has 
been the central argument of the post-
photographic condition. How has it altered 
the way photographers perceive their 
own art? How did they give back matter 
to their pictures? This paper will seek to 
answer these questions based on a study 
of works by Caroline Mauxion and Roberto 
Pellegrinuzzi, particularly through the prism 
of new materiality theories. In Indices (2015), 
Mauxion takes photos of her own images 
exhibited in gallery space, which she prints 
and sets yet again in the same space. For his 
series entitled Exposure, settled in Pripiyat, 
Ukraine, Obara used rolls of colour film that 
had been exposed to nuclear radiation and 
for which he had to develop new techniques 
that wouldn’t destroy them. In both cases, 
these artists seek to find back photography’s 
lost materiality by resorting to a series of 
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gestures that allow them to reconnect with 
photography. As a counter-reaction to the 
current state of photography, seemingly 
ubiquitous and instantaneous, these 
photographers extend the lifetime of their 
images and their objects, using radiated 
films or taking shots of their own pictures. 
They anchor their practices in a certain 
space for a long term, in order to reconnect 
photography with its materiality and its duty 
of memory.

[1] Roland Barthes, Camera Lucida, New York : Hill and Wang, 1981, p. 16.

[2] “...whereas paintings and films readily present themselves to critical 

attention as objects, photographs are received rather as an environment.” 

Victor Burgin, Thinking Photography, London : Macmillan, 1982, p. 143.

Panel 2 - Sacrosanct 
or Secular: Historical 
Influences on Artistic 
Practices

Maya Wilson-Sanchez, OCAD University 
Photography as Resistance: Examining 
the Legacy of Qajar Photography in Shadi 
Ghadirian’s Qajar Series

This essay compares the function of 
photography in 19th century Iran and in 
contemporary Iranian photography. As a 
new material and process of image making, 
this paper begins by describing the use of 
photography in the Qajar court of Nasir 
al-Din Shah in the 1840s and 1850s. The 
influence of European portrait photography 
is outlined, followed by an analysis of later 
Qajar court photography as an aesthetic 
negation between European sensibilities 
and the use of Iranian portrait imagery to 
promote a dynastic presence. However, 
the question is raised about whether or 
not photography was used by the Qajar 

court to create and share new images of 
the Iranian monarchy or if it was used in a 
way that perpetuated Orientalism. Photos 
taken by Nasir al-Din Shah of the women in 
his court are discussed as they depict many 
aspects of the Oriental motif of the colonial 
harem made popular by European artists, 
most notably Ingres, and later on through 
photography. Therefore, this paper asks 
if techniques, materials and technology 
with European origins always carry with 
it certain ideologies. Was Orientalism so 
prevalent that even so-called “Orientals” 
internalized it? Is there any way of escaping 
Western hegemonic narratives regarding 
the representation of colonized subjects? 
How might we explore a possible resistance 
through photography as a material? 
The research continues by analyzing the 
legacy of Qajar photography 150 years 
later in the work by Iranian artist Shadi 
Ghadirian. Is it argued that in Ghadirian’s 
1998 photographic series Qajar there is 
evidence of using photography as a means 
to resist the patriarchal and colonial gaze 
through mimesis, materiality and vernacular 
feminism.

Jacqueline Grassi, Western University
The Viennese Secession and Identity 
Formation: Early Christian Ornamental 
Motifs in Gustav Klimt’s Visual Language

Early Christian ornamental motifs conveyed 
themes of paradise and salvation to viewers 
through public visions, such as the mosaics 
of San Vitale and the Mausoleum of Galla 
Placidia, and could be considered as a 
precedent for Gustav Klimt’s artistic practice. 
The reinterpretation of Early Christian 
afterlife imagery in the twentieth century is 
particularly evident in Klimt’s Stoclet Frieze 
(1905-1911), which uses mosaic motifs 
inspired by his experience in Ravenna. In 
this series of three mosaics commissioned 
for the Palais Stoclet in Brussels, Klimt 
approached the idea of a “sacred spring” 
through the motif of the “Tree of Life”, 
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symbolizing the rebirth of Secessionist 
ideals and positioning himself in a leading 
role. It is interesting to compare this visual 
manifesto with the dome mosaic of San 
Vitale, in which the garden of paradise is 
linked with the theme of salvation, with 
the Lamb of God positioned at its center. 
Through the exploration of the visual 
symbolic language at play in these sacred 
spaces, it is possible to reveal the way 
in which Klimt framed the metaphysical 
aims of Early Christian mosaics within the 
context of progressive Secessionist art 
practice. This exposition of the inherent 
connection between the ornamental 
elements that dominate both Klimt’s work 
and medieval mosaics will demonstrate that 
the idea of salvation expressed by these 
decorative figures served the purpose of 
developing a separate ideology from the 
dominant culture. Therefore, just as the 
Early Christians appropriated Roman motifs 
to define their own identity against the 
mainstream religion, Klimt himself borrowed 
from medieval art in order to lend his work 
credibility and define his practice against the 
Künstlerhaus.

Alana Thyng, Yale University 
Persian Patchwork: Safavid Velvet and 
Being-in-the-World

In the 1960s, Julia Kristeva, Roland Barthes, 
and Umberto Eco posed theories of 
‘intertextuality’ from the Latin intertexto, to 
‘intermingle while weaving.’ They argued 
that new literature was created from knitting 
together previous influences. However, [1] 
intertextuality also speaks to how the mind 
functions in the context of material culture: 
as a loom. Anthropologist Igor Kopytoff’s 
theory of the ‘biography of objects’ 
proposes that material culture shapes us 
as much as we define it. Thereby, the warp 
and weft of the [2]  textile, the binary knitting 
together of raw materials to construct 
a larger artistic whole, has profoundly 
influenced humanity’s mode of being in the 

world. The textile is an object from which 
fundamental notions of identity can be 
constructed.

I use this theoretical framework to argue for 
the ‘patchwork’ nature of sixteenth century 
Persian identity. My analysis is based on 
three fragments of Safavid velvet called 
the ‘Sanguszko’ group, held at the Yale 
University Art Gallery, the Metropolitan 
Museum of Art, and the Boston Museum 
of Fine Art. Synthesizing three papers on 
sixteenth-century Persian material culture 
(David Roxburgh on miniature painting, 
Ashley Dimmig on textile iconography, and 
Jerome Clinton on poetry), I demonstrate 
that the ‘patchwork’ notion reflects both a 
Safavid conception of history (Roxburgh and 
Dimmig) and identity (Clinton). This mode 
of Persian thought, exemplified by textiles, 
arose from the multifaceted national identity 
of diverse ethnicities and cultures that 
made up Safavid Iran. The complex weave 
structure of Persian velvet exemplifies the 
‘patchwork’ nature of Safavid culture.

[1] “Any text is constructed of a mosaic of quotations; any text is the 

absorption and transformation of 1 another,” wrote Julia Kristeva in “Word, 

Dialogue, and Novel,” in Desire and Language: A Semiotic Approach to 

Literature and Art, edited by Leon S. Roudiez, translated by Thomas Gora, 

64-91. New York: Columbia University Press, 1980, 66.

[2] Kopytoff writes: “The cultural responses to such biographical details [of 

objects] reveal a tangled mass 2 of aesthetic, historical, and even political 

judgments, and of convictions and values that shape our attitudes to 

objects labeled “art.” In Igor Kopytoff, “The Cultural Biography of Things: 

Commoditization as Process” in Social Life of Things: Commodities in 

Cultural Perspective, Cambridge: Cambridge University Press, 1986, 67.

Panel 3 - Materials of Mass 
Production and Commodity: 
Destabilizing Notions of 
Culture and Identity
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Nico Mara-McKay, University of Toronto 
Mississauga
The Materiality of Meret Oppenheim’s 
Surrealist Objects

Swiss artist Meret Oppenheim’s work 
spans a variety of styles and genres, yet 
it is her surrealist objects that have had 
the most lasting impact. Oppenheim’s 
objects take pre-existing non-artistic 
materials and recombine them in new 
and often disturbing ways. In this paper, 
I will examine three works produced by 
Oppenheim, Ma Gouvernante, My Nurse, 
Mein Kindermadchen; Déjeuner en fourrure; 
and Das Paar and demonstrate how their 
materiality contributed to the advancement 
of the avant-garde. The materials 
Oppenheim used in the creation of these 
works were mass-produced, purchased by 
the artist and then altered in such a way that 
the objects can no longer serve their original 
function. As with the dadaist assisted 
readymades of Marcel Duchamp, they take 
on a new context through modification 
and their placement in a gallery setting; 
there they are transformed into art objects, 
elevated above the mere materials that 
formed them. In particular, this paper looks 
at how the nonfunctionality of Oppenheim’s 
objects is destabilizing. She employs 
items that have been seen as traditionally 
feminine, and repurposes them in unusual 
ways. This paper will also look at how these 
materials have been gendered, and how 
male interference and her resistance to 
that has shaped how we read them. The 
responses these works have received have 
been notably gendered as well; something 
Oppenheim was quite aware of, and spoke 
out about. Oppenheim’s work playfully 
challenges the binaries of division between 
the sexes, but also contains a strong 
critique. Her approach, simultaneously 
erotic and disturbing, challenged the male 
domination of the avant-garde, subverting it 
and turning it on its head.

Talia Golland, University of Ottawa
Irony in Green Neon: Illuminated signage 
as postcolonial intervention in the work of 
Leila Pazooki

Neon signage is an artistic medium rich 
with co-existent tensions and contradictions 
-simultaneously material and immaterial, 
its aesthetic qualities can be crassly 
commercial, luminously spiritual, or both 
at once. In three works by contemporary 
Iranian artist Leila Pazooki, neon’s 
increasingly nostalgic association with a 
globalized world of human technological 
construction exists alongside its adaptive 
potential to be charged with coded and 
subversive significance.

In “Moments of Glory” (2010), Pazooki uses 
ironic replication of phrases such as “Middle 
Eastern Louise Bourgeois” to confront the 
political implications of referring to non-
western artists exclusively via comparison 
to their perceived counterparts within the 
Western arthistorical canon. “Orientalism” 
(2012) is a neon text in Arabic which critically 
engages with the legacies of colonialism 
that continue to structure how the East 
is represented by the West. The choice 
of medium makes the word appear as 
innocuous and inviting as any advertising, 
an ironic strategy compounded by the 
text’s illegibility for a predominantly white, 
Western audience.

“This Is Not Green!” (2009) contains 
a deliberate tautology which disrupts 
the signifying chain, but also makes 
coded reference to the political protests 
of the Iranian Green Movement - it is 
simultaneously a declaration of solidarity 
with a revolutionary movement, and an 
ironic gesture of apparent self-censorship.

Pazooki’s neon installations engage with the 
prior histories of the medium and reference 
the aesthetic and theoretical components of 
their artistic precursors, while simultaneously 
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confronting the limitations of the systems 
within which her work is viewed and 
contextualized. For Pazooki, the metaphoric 
potential of neon signage is compounded 
when combined with Arabic text, and irony 
is a postcolonial strategy which can be 
deployed by artists working within systems 
which would seek to relegate them to the 
periphery.

Panel 4 - The Future of Art: 
Impending and Inevitable 
Displays of Modernity 

Maia Donnelly, Concordia University 
State of the Art

As we search and develop possible ways of 
progression unremittingly, it comes as no 
surprise that the field of art conservation 
seeks to insert itself in the contemporary 
advancements of technology. In many 
ways, especially in conservation science 
and archiving methods, it has already done 
so, but I wish to question what seems to 
be a new cross-over of ways, means, and 
materials. In the restoration of Rothko’s 
Harvard murals, the Harvard Art Museum 
in collaboration with the M.I.T. Media Lab 
performed a restoration technique that 
follows many of art conservation’s cardinal 
rules, but also gives rise to new questions; 
they’ve called it inpainting with light. The 
bulk of my critique resides in the fact that 
this innovative technique lives and works 
solely in the digital realm; the translation of 
the digital imagery, where colours are only 
as malleable as the numbers which make 
them up, cannot always be equivalent to 
their material iteration. In this particular 
case, the digital/material tension in the 
nature of the colour is examined, especially 
in Rothko’s use of them, where pigment and 

medium strive precisely to push the barriers 
of colour and texture in order to affect the 
viewer. Furthermore, I address foreseeable 
issues pertaining to the furthering of this 
method in the conservation field.

Kamal Fox, Concordia University 
What comes after The Next Rembrandt? 

In 2016, a consortium of corporations 
commissioned a special painting inspired by 
the works of the Dutch master Rembrandt 
van Rijn. This painting, entitled The Next 
Rembrandt, was composed by compiling 
data points from Rembrandt’s oeuvre 
and was ‘painted’ by 3D printing paint 
onto a canvas. It caused a media uproar 
because its very existence seemed to 
belittle Rembrandt’s genius by reducing his 
technique and aesthetics to a mechanism 
and algorithm. However, the media reports 
failed to recognize that Rembrandt’s genius 
was not threatened by this digital creation, 
rather those institutions and persons that 
trade in cultural capital were actually the 
most imperiled. As the painting’s title 
suggests, this was not merely a replica of 
an existing painting by Rembrandt; it was 
a whole new creation as Rembrandt would 
have created it (or so the painting’s sponsors 
claimed). Here, the tensions between craft, 
technology and authenticity contend in 
familiar quarters—the established crafts of 
connoisseurship and its counterpart forgery 
(each with its own techniques, aesthetics 
and skills). From here, one might ask: Are we 
looking at the end of connoisseurship as big 
data analysis assigns provenance to artworks 
rather than the human eye? Or are we 
witnessing a new age of art crime in which 
forgers can make even more convincing 
fakes using rapid prototyping? The path 
ahead is clearly not straightforward, and 
The Next Rembrandt is a bellwether of a 
whole new set of problems for art historians 
regarding authenticity and value, which this 
presentation will explore. 
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Abigail Espina, University of British Columbia 
The Internet as Mediation: A Critical 
Analysis of Metamodernism 

On the day of Donald Trump’s presidential 
inauguration, Labeouf, Rönnkö, 
& Turner released a work entitled 
HEWILLNOTDIVIDE.US. The work consists 
of a surveillance camera installed at eye-
level on the outer wall of multiple institutions 
for the duration of the presidency. [1]  Seeing 
as how the performance that takes place 
is meant to be be live-streamed and 
accessible to the public at all times, the 
viewer is able to observe and experience 
the humanistic quality of the plight of the 
common person post-election. In addition 
to protest-like chanting, this frame mediated 
through the internet via the camera also 
includes arguments, conversations, silence, 
or even breaking the fourth wall.  

This paper investigates the parallels of 
human connection mediated through the 
internet versus physically, hinging on the 
materiality and immateriality of the piece. 
In order to unpack this parallel, Espina 
considers feminist, diaristic, and network-
like structures within art historical discourse. 
Likewise, this paper will analyze the parallel 
through a critique of metamodernism. [2] 
Metamodernism is one of the numerous 
concepts in the discourse surrounding 
what comes after postmodernism; this 
paper will explore how metamodernism is 
deployed by the artists and how it relates 
to other methods of inquiry, as well as what 
metamodernism is moving away from or 
expanding on in relation to past theories.

[1] “HE WILL NOT DIVIDE US | Labeouf, Rönkkö & Turner”. HE WILL NOT 

DIVIDE US | Labeouf, Rönkkö & Turner. 2017, http://hewillnotdivide.us

[2] Turner, Luke. “The Metamodernist Manifesto”. The Metamodernist 

Manifesto. 2011, http://www.metamodernism.org/
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