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NOTES ON TYPOGRAPHIC STYLE

Tropes

The typographical conventions of style in this paper for presefigjagative phrases,
metaphors and metaphor themes are the ones established byethsene journal in the
field, Metaphor and SymboFigurative sentences or phrases are set in quoted loweer-cas
italics (e.g.,"My soul is an enchanted boatExpressions of foundational metaphors (also
termed metaphor themes or metaphor formulas) are set in quoteecappetalics (e.g.,
"LIFE IS A JOURNEY): Subordinate instances of these foundational themes arecgeited
lower-case italics"Qur relationship has come a long wayThis is based on George Lakoff's
work, but with some slight changes. Thus, although he and histlsorgitbooks established
the field, quotations from their works prefigure and do not aliali@w this scheme.

Capitalization

Names of historical periods, styles, movements, schoolgamdstare capitalized when
they serve as proper nouns designating specific, usuallyatehéocation-bound, entities.
They are lower-cased when the word is intended in a geserse or as a broad
classification. Therefore Pablo Picasso and Ernest Heraingwe Modernists, but Julian
Schnabel and Thomas Pynchon are not, although each may consider imotkgifist.
Likewise, most literary theories today are poststructurdistii de Man was one of the
leading American Poststructuralists.
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ABSTRACT

METAPHOR(M): ENGAGING A THEORY OF CENTRAL TROPE INRT.
Mark Staff Brandl

This dissertation presents, tests, embodies and performs wa tfi¢kampe in visual art.
My thesis is that the formal, technical and stylistices$p of creators' approaches concretely
manifest content in culturally and historically antithetisalys through a particular trope.
Creators seek to discover and construct such a cefpal of form in a dialectical, even
dialogical, circle of testing and understanding. This procésasthem to express their
desires, both those willed and those revealed by the tropdéeiheetaphor(mused in the
title is a pun; it describes the core of the theory —ghah tropes are both metaphoric and
meta-formal. My theory is grounded in the continuing scholarshigpaneptual metaphor
pioneered by cognitive linguists and scientists, particuladgrge Lakoff, Mark Turner and
Mark Johnson and the personal and cultural process of struggtivance by Harold Bloom
in his work on poetic misprision. The theory of central trgpapplied to single paintings,
series of paintings, installation works, electronic metii@ gixpanded text concept, art history
timeline models, comics, and artistic cultural inheritari¢tgs dissertation is in the traditional
form of a book, but with the addition of paintings and sectiosgguential comic form as
well as an actual installation comprised largely of paisting

ABSTRACT DEUTSCH
METAPHOR(M): ZUR THEORIE DER KERNMETAPHER IN DER KNST

Die vorliegende Dissertation entwirft und Gberpruft eine Metagheorie und bringt
diese in der visuellen Kunst zur Anwendung. Der Verfasserdgdddi von der These aus,
dass in formalen, technischen und stilistischen Aspektstalggrischer Schaffensprozesse
besondere Tropen oder Metaphern zur Anwendung kommen, die antitfztfdailturelle
und historische Ausdrucksformen reagieren. Um ihre formalerdetapher aufzuspiren und
konstruktiv zu entwickeln, bedienen sich Kunstschaffende einkktéahen, wenn nicht
sogar dialogischen Verfahrens, in dessen Verlauf Erkenntniflbacriifung wechselseitig
zum Einsatz kommen. Dieser Prozess bringt ihr Verlangervarsthein — das beabsichtigte
ebenso wie jenes, das durch die Metapher enthillt wird. BegnifBMethaphor(mhandelt
es sich um ein sinniges Wortspiel, das auf den Kern der iehatazielt, denn die diskutierten
Tropen sind sowohl metaphorischer wie metaformaler Natur. Dieriehstitzt sich auf eine
lange Reihe wissenschaftlicher Untersuchungen zur konzeptuediEphbrik (allen voran
die Arbeiten der Sprach- und Kognitionswissenschaftler George fi.&kafk Turner und
Mark Johnson) sowie auf Harold Blooms Traditionstheorie und déasfsétze zur
"kreativen Fehl-Lekture"goetic misprisioh Die Theorie der Kernmetapher wird auf
einzelne Gemalde, Bilderserien, Installationen, elektotvaidviedien, das Konzept des
erweiterten Textbegriffs, Zeitleisten der Kunstgescleic®omics und kiinstlerisches
Kulturerbe angewandt. Die Dissertation erscheint in traditienBuchform, enthalt aber
zahlreiche Bilder und Zeichnungen, Abschnitte in sequenzieller omm sowie eine
mehrheitlich aus gemalten Bildern bestehende Installation.



INTRODUCTION

...[T]he human conceptual system is
metaphorically structured and defined.
—George Lakoff and Mark Johnson

This dissertation presents, describes, investigates, perfamd embodies an original
theory of trope in art. My proposition is that the formathnical and stylistic aspects of
creators' styles concretely embody content in new, yatraillit and historically antithetical
ways. One central trope of form is sought and discovereddayass. This tool allows them to
express their desires, both those willed and those discoveitad thie trope. The term
metaphor(myused in the title is a pun. Puns can be particulapgpesty when used in theories.
However, this one works so well | consider it, only partisdlygue-in-cheek, to belong to me
as a trademark: Metaphor(m)™, as can be seen throughodisthéstation on the paintings
which begin each chaptéfThis word describes and embodies the core of my theory — that
such tropes in the hands of artists and authors are both metagirweta-form.

My claim is that a vocabulary of "foundational cognitive aptors” is at work in the
formal, technical, and stylistic aspects of the works tétarand other creators. One central
trope is brought into being through a figurative vision of one oeraspects of the form,
most often by way of what George Lakoff and Mark Turner ref@s "image mapping" or
"image schemes "This central trope may be located in construction, compositiint
handling, color, dialogue, syntax, or other qualities of thehasistobject. It can be a complex
comprised of various metaphors, metonymies and other figufatives. These may be
extended, elaborated, composed, questioned, and/or otherwigeulataa.

Due to cognitive science there have been major breakthrougimslérstanding tropes.
This began in earnest approximately twenty years agdagebeen most impressive over the
last decade. Especially in the last few years, mamss-disciplinary communication has been
cultivated concerning the connection between "poetics" and thougkheral. Many
approaches, including the one presented here, are inspired byoéouhdly indebted to the
continuing work on conceptual metaphor by George Lakoff, Mark TurmeMark Johnson.
Such a large portion of research is grounded in cognitive psychafayscience that some
even call this new outlook on the mind a "cognitive revolutittris'important to know,

! George Lakoff and Mark Johnsdvietaphors We Live BfChicago: University of Chicago Press,
1980), p. 6.

% This is not because of a wish to discourage angtseefrom using this theory or term, if they ave s
inclined. In fact | rather encourage it. Howevetraalemark allows control of how it is used, if ddee.
Additionally, most powerful terms in our postmodeuiture seem to have that sntatlafter them. |
have joined the club. Finally, this little symbdéasingly fits the comic/show-card style of tBevers
paintings at the start of each chapter.

3 "Foundational metaphors," "image-mapping" and tjimachemes" are important in all the publications
of George Lakoff and his co-scholars. Foundatioteyigors were brought to the attention of a wide
public first through the booketaphors We Live Byhe best short descriptions of image-mapping and
image schemes are in Lakoff and Mark Turnéttsre than Cool Reason: A Field Guide to Poetic
Metaphor(Chicago: The University of Chicago Press, 1989).
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though, that the man who has inspired many of us, Lakoffa lmaskground in linguistics and
logic. There are other contributors to the study, analysigpplication of trope to thought
including scientists from other fields, literary and cultunaarists, philosophers (especially
from aesthetics and the philosophy of mind), artificial ingeltice and computer experts,
scholars of religion, scholars of literature, and even acfeative artists and authors. The
discovery animating all of this is that trope is the basteaught, thus language is one
instance of it, not the other way round. This new concentratidche human power of
cognitive imagination strengthens some old contentions ofsaaiigt inspires new
observations, such as the theory in this dissertation.

The personal and cultural process lying at the heart of seediry of creators'
individual metaphor(m)s is the antithetical struggle they enterwith their precursors. This
is the "agon," a battle based in love and fear, so wsltribed by Harold Bloom. His inspired
concept of misreading, enisprisionas he calls it, borrowing a wonderful word from
Shakespeare, offers the important clarificatiowby the invention of a metaphor(m) takes
place. His "agonistic"” revisionism, cognitive metaphor, dredtheory of central trope will
be shown to interlock with reciprocal rappbrt.

The postmodern flowering —even, until recently, overwhelming inegy — of
literary theory, or critical theory as it is more broatiymed, has both bolstered and limited
contemporary discourse on the arts. It is thus a necessitgltess such postmodernist
metacriticism in this paper. Likewise, philosophy has expeed a surprising growth in the
stature of aesthetics, once the barely tolerated fostdrafhmetaphysics, to a position of
vital importance in the discipline. How insights gleanahf this field bear on the theory of
central trope will also be canvassed. | seek to integeatain aspects of important theories
from both these camps into my notion, when they eithetlpboa contribute to it. Major
literary-critical thinkers and aestheticians have indeedemvary discerning insights and
speculations, which have direct pertinence for my theonfoBking for useful tools in both
areas, | will be avoiding the still almost war-like diaiss between the two fields. Whereas it
would be hoped that all could learn from one another, there mayelpea three-pronged
separation emerging: literary criticism vs. aestheticcognitive metaphor. We must get
beyond such partisan thought, fostered by petty jealousieséretrademic disciplines, old
rivalries between schools of thought, and simple nationali$ma.theory of metaphor(m),
while simple in many ways, is integrative and cross-gis@ry in its search for the actuality
of the various dialectics of the creative act. | occadipf@acus on my disagreements with
specific theorists in order to clarify the thought procassy own presentation here. This
should not mask the huge debt | owe to all the philosophers and thimkergion. | see
theorization at its best as a polyphonic dialogue, often evangament. | may have the
tendency to appear polemical, but | genuinely desire heati$elission.

Therefore, in the following chapters, metaphor(m) will beks®g"similar souls,” but
also countering opponents. A particular strength of my theahat~ormalism is subsumed
and transumed in it, rather than denied or faithfully obelyBdtheory allows the
incorporation of certain positive aspects of what has baked (artworld) Formalism or
(literary-world) New Criticism and Structuralism, while eéffect standing them on their

* Harold Bloom introduced and developed this exgitientention in his trilogy of books on the subject
The Anxiety of Influend®xford: Oxford University Press, 1973,Map of MisreadindOxford: Oxford
University Press, 1975; Oxford University Pressd?backs, 1980)Agon: Towards a Theory of
Revisionisn{Oxford: Oxford University Press, 1982; Oxford Ueisity Press Paperbacks, 1983).
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heads, showing form to be a function of achieved content. Sijett-absessed
hypothesizing is shown to be a useful, but not exclusive, tool. Iine@negin, the theory of
central trope is an attempt to create a pugnacious logidtichl poststructuralist
interpretation, which is however purged of post-deconstructithgism.

A general comment on terminology is in order. The teopeis used in this paper
when figurative language in general is medgtaphoris one usual term for the idea which
is discussed here. Unfortunately, though, this word is usaebinlistinct applications, one
general and one particular. Confusion often results fronfahise to distinguish the species
from the genusMetaphormay mean alternately either figurative expression jttedf genus
— therefore identical witlfigurative languager trope — or that particular instance thereof,
the species, usually described as follows.

A figure of speech, an implied analogy in which dhimg is imaginatively compared to or
identified with another, dissimilar thing. In mekep, the qualities of something are
ascribed to something else, qualities that it adiyp does not possess.

That is the famous description of metaphor as a "comparison wdliator as"
which is always taught in high school and secondary schoolliteralassesAchilles is a
lion." Useful terminology does not allow a thing to be a specidsalf.iOther terms bring
other difficulties, all probably reflecting the various ungied philosophies of the animal
under study. Various general terms incladge, figure andfigurative languageThe latter
two would cause a problem when the theory is applied to \astiak well as literature.
Anything containing the worthnguageis not interdisciplinary enough afigure in visual art
is widely used to mean the human form (e. g. "figuratpad”). These terms are inadequate in
reference to literature anyway. They clearly reinfoviews of the subject opposite to those
espoused in this paper. Connotations such as figure skating armasstome to mind,
declaring metaphor to be no more than decorative fancy. @hetenked terms such as
schemeconceif symbo] rhetoric, poesy poetics analogy etc. Yet each expresses a particular
idea somewhat askew of the intentions here. It will be stibatsome of these terms
describe ideas which are corollaries or particular inseaoteetaphor(m). In short, the
problems with many terms reflect old, deficient and compekiagries of the thing itself.
Tropeis difficult because it is derived frotarning, which might suggest that analogies of
any sort are decorative twists on normal "transparent” speeevever, it seems thabpe
and its concomitant adjectivé®pological or tropaic are the most promising. Turning can be
envisioned in other, more evocative images and analodiesefbre it will serve as the
general termmetaphomwill be chiefly used in its specific application ("like or as' species),
occasionally substituting for the general, along with the ddrers mentioned, where this
occurs in common use and for stylistic variety. It istideld in the title for the word play as
noted, and because it remains an important keyword in amtlite search of poetics. In
addition, cognitive science now uses the term for the broathgacel basis of thought itself.

Linking striven-for content, discovered form, antitheticaldristal and critical cultural
awareness, metaphor(m) is proposed as a general theory ointtbpearts. This is primarily
a theory aimed at visual art, especially painting, butsedisciplinary in implication, making
suggestions about application to other art forms. For the sa@monbmy in argument and my

® Kathleen Morner and Ralph RausdiC’s Dictionary of Literary Termg.incolnwood, lllinois: NTC
Publishing Group, 1996), p. 131.
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own strengths, art forms other than painting will be toucheshbnin passing. It is hoped,
however, that an interdisciplinary understanding of this thedhgncourage readers to
envision its potential usefulness in other arts and genres.

The theory of central trope is applied in this paper spadiithrough discussions of
several visual artists (Vincent van Gogh, Charles Bbgtseonard Bullock, among others);
authors (including Ernest Hemingway); of a single paint@oi@r Unit 24.1by Charles
Boetschi); and a variety of other visual artworks, electroredia, literary works, and
comics. | additionally apply the theory to models of the atolny time-line, to the extended
text concept in media, to a tropaic re-envisioning of Harold Blseaheory of revisionism and
to my own development as an artist. Finally, | atteragribody my theory within the form,
structure and details of the dissertation itself.

This is the most exciting aspect of this dissertation ferlins a direct result of the
amazing creative encouragement | received from my profd3s&hilip Ursprung at the
University of Zurich and my reader, Dr Andreas LanglotzhefWniversity of Basel and the
University of Lausanne. They suggested the performativecapipin of my theory to the text,
to my own work and to the conception of the dissertatiamwbBole. Concrete results of this
notion will be seen in several aspects of the dissertaigmn,theCoverspaintings beginning
each chapter; the comic sequences adding a personal dimeoesionenting on and ending
each chapter; Chapter Three, which is entirely in top&d, extended comic form; the
extended metaphors or conceits guiding each chapter's composisome-of which are the
relics of actual use; the Conclusion, which is also lgrogetomic form; and Chapter Five,
which is a painting-installation created by me to embodyvaslly discuss my own
metaphor(m) within a work of my own. In that chapter, the ilagian is in fact the chapter.
The text is a contemplation of the artwork, making it oddiysetcondary and primary (from
the artist's mouth). This entire dissertation will exist, upmnmetion, as both a book and an
exhibition, with the assistance of Markus Landert, the Diregfttine Art Museum of
Thurgovia.

Both my professors noted that the chapters could be assemlisiederal orders other
than that with which they appear here, each with a diffextfect upon the perceptions of
readers, although the texts would stay the same. Professgiotzin particular feels that he
most appreciates Chapter Five, My Metaphor(m), as the wation of my dissertation, rather
than as one interspersed, embodied example. However |$é& fgerks as it is situated as
well. This reminded me of Alasdair Gray'anark: A Life in Four Bookdn theEpilogue, this
author suggests that he would like the book "to be read in one budeventually thought of
in another." He has joined chapters into groups which he laBetk." These he feels
should be read in the order numbered and printed, but thoughthef sequence "books
three, one, two, four'In this spirit, | will suggest an alternative orderingwy dissertation
chapters, while leaving them as they stand. An order whideglkhe emphasis upon my own
art would be: Introduction, Prelude, Chapters One, Two, FouerS&ight, Nine, Six, Three,
Five, Conclusion.

Why have | spent so much time on this dissertation? Oeel2tyears since I first had
the initial inkling of desire to write itMletaphor(m): Engaging a Theory of Central Trdpes
become my chief artistic creation, although in that tirdel Imore than 50 art shows of
paintings and installations, both group and solo, as well abttamgte articles and reviews,

® Alasdair Graylanark: A Life in Four BookéLondon: Paladin, Grafton Books, 1989), p.483.
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blogged and gave speeches. These exhibitions, publications andaiiessentere in
galleries, museums and Kunsthallen all over the worldMiegaphor(m)dominated my
thoughts since | first brainstormed it in discussion with Dghidmmann in Switzerland. It
has colored all of the other art and teaching | have despecially while learning Latin as a
part of my studies, but also due to the length of time | to@lcé@mplish this dissertation, |
have been confronted by others with the question as to wbwulbwvant to write, paint and
draw such an extensive work. Most frequently, | have answieagd is my own, though
radically differentUber das Geistige in der Kun§¥/assily Kandinsky's personal book of
theory’ This is approximately true, although a bit disingenuous, for as cedhpar
Kandinsky | am more philosophical and not at all esoteric in tholightght be more
appropriate to say that in my own thoughts it is my mixed amsbemedia, personal,
equivalent of Tintoretto'Scuola Grande di San Rocawr at least the prolegomena to one.

A shorter answer to the question: Beyond the pure joy of usifiguitifreasoning to
discover and formulate a serious new perception of artjihefahis dissertation and theory,
like that of many others, is to serve as a truth and ciresto certain deficiencies of the
current theoretical landscape in which | am an artist —hdgefolthe minds of others, thus
my webs presence and lectures, yet chiefly in my own miad.akoff has pointed out,
"Philosophy matters. It matters more than most people eeélecause philosophical ideas
that have developed over the centuries enter our cultuine iimtm of a world view and affect
us in thousands of way& Most of all | am concerned with understanding works of artthed
creative thought processes embodied in them. | have a dadiiqer of making art for some
40 years, thus am invested in the phenomenological reakistisfic agency. If this or any
other theoretical analysis of art is worthy of serious corsiite, it is in its usefulness for a
fuller understanding and criticism of the works before us.

" Wassily KandinskyConcerning the Spiritual in A(Original published 1914 in German @ber das
Geistige in der Kunjttrans. by M. T. H. Sadler (New York: Dover Pahlions, 1977).

8 George Lakoff\Women, Fire and Dangerous Things : What Categd®ieseal about the Mind
(Chicago: The University of Chicago Press, 198715Y.
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Prelude 8

PRELUDE
Tropi, Agon et Quo Vadam

Theories are constructed objects. ...
[Example:] 'They assembled a theory.'
—George Lakoff The Conceptual Metaphor
Home Pagy

A Personal Beginning

In the early 1980s, the artworld was in an uproar. It wasasingly clear that
Modernism had, surprisingly, indeed been a "period," not the wéistate of culture, and
furthermore that it was slowly coming to a close. Postmodersémmed a little insipid, even
unappealing at first as diverse anti- or retro-styles oedhie pole position. French literary
theory of a Deconstructivist bent slowly became hegemonityatisin still now in place.
Yet, for most artists and authors, Post-Modernism (still abgaétd and hyphenated at that
time) seemed an opportunity to seek new theoretical ingpirdo free oneself of the
previously prevailing Formalism, also termed the Newi€sin in literature, while hopefully
also offering a way to avoid the trap of what threatdndzk a cynicamise en abymef
sophistry under the first influences of Poststructuralismebtdd discussions in New York
and elsewhere, artists sought out new interpretation® ahdvitably intertwined dialectic of
form and content. Art was clearly not all about form; it wiasnpto see that creators had
something to say, to discover. Equally, art was notaluathe inability to say anything,
about illustrating the unreliability of form as sole content.réhveas a widespread recognition
that, indeed, form was a tool for discovery and yet alsdigevery itself. Through that
fissure, the great beast, long considered dead, re-arasgeiw and splendid form: ludic
trope. At first the source of inspiration for many artistsludimg myself, was Jacques
Derrida and the Yale Deconstructivists such as Paul de Man

Jacques Derrida was a French literary philosopher and thegioohe/hat is called
Deconstruction. He argues that much of philosophy rests amaayhdichotomous categories,
sees language as writing, uses the metaphor of "text"lfex@grience, and suggests that
there is no possibility of intentional meaning. Deconstructionacal has been disparaged as
nihilistic, solipsistic, and a-political, but has also contraugreatly to the contemporary
critical analysis of art and society, attacking seelyifiged notions of gender, race, and
privilege. | found Derrida's notions most interestingly preskimt&\Vriting and Differencg
andMargins of Philosophy althoughOf Grammatology is his most popular book. Many of

! George Lakoff, et alConceptual Metaphor Home Pagéniversity of California at Berkeley
website, http://cogsci.berkeley.edu/lakoff/), pagip://cogsci.berkeley.edu/lakoff/metaphors/
Theories_Are_Constructed_Objects.html.

2 Jacques Derridalriting and Differencetrans. Alan Bass (London & New York: Routledgg78).

% |dem,Margins of Philosophytrans. Alan Bass (Chicago & London: Chicago Ursitg Press, 1982).
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the theorists affiliated with Yale University in thedalt970s, including Paul de Man,
Geoffrey Hartman, J. Hillis Miller, and Harold Bloom, @&specially influential in literary
criticism and, influenced by Derrida, are called thal&/Deconstructivists.” One of de Man's
key texts in my opinion i¥he Resistance to Theaty.

Theory in this vein remains the most powerful force in ltts@and art departments in
universities around the US and indeed the western worldrédther trendy art gallery owner
once commented to me in 2003, "Aren't ALL contemporary aifistsidaian and
poststructuralist now?'While this may appear to be true, many of the artistboasiand
students who identify themselves with poststructuralist thodgimot fully understand it, not
truly applying their own preferred theory. They are genemtigg it as an influence for
fashionable reasons, verbally espousing many of its tenetsasubbl impossibility of fixed
interpretation, the death of the author, and others. DenisiDdéscribes this situation in his
article of 1992, "Delusions of Postmodernism" from the joutitarature and Aesthetics:

That contemporary artists are as eager as evemttention as unique individuals is
demonstrated by the fact that they tend to treair tivork as an expression of individual
subjectivity in discussion and documentation. Thhe privileged position of the
author/artist is not entirely dead in the mindsadists is also indicated by the unceasing
tendency of artists everywhere—including those vefyle themselves "postmodern'—
angrily to dispute hostile critical interpretatioottheir work which "fail to comprehend"
their intentions, which "miss the point" of theipkk. For many artists, complete freedom of
interpretation is fine as a general philosophit&oty applied to other people's work, but
not to their owrl.

What began as a situation promising a possibility for nrex drtistic play, has
unfortunately now become the dominant master of the acadesngwRed art historian,
psychologist and art critic Donald Kuspit has asserted enaail that, "In the artworld,
followers of Derrida are not against hegemony; they pogsessimost complete
hegemony.®

It was in this context that my study of literary theorgs@ — perhaps a bit defensively,
yet also out of enthusiasm. In fact, it was more ot@arneto previous pursuits than a new
interest. Throughout my university studies and in my free tihaa/e been actively involved
in aesthetics, the analytical philosophy of art. This passieratgs in concert with my ardor
for and interaction with the possibilities of an "extended'rprietation of the (supposedly
dead) medium of painting, of installation art, of comicsraaréform, and of display sign-
painting . Indeed, | even began my doctoral studies in thetdegra of English Language
and Literature (called in Germ@mglistiK) in order to concentrate on the linguistic options of
my endeavor. Later, after | had completed the learning tiri Ba a portion of my studies,
another opportunity arose. The University of Zurich finally hadrelar of modern and
contemporary art as a professor, Dr Philip Ursprung, whom persbnally when we both
were speakers at the convention of art historians in thie BSston, the 2006 College Art
Association conference. Almost simultaneously | became augdawith Dr Andreas

* Derrida,0f Grammatologytrans. Gayatri Chakravorty Spivak (Baltimore &ndwon: Johns Hopkins
University Press, 1976).

® Paul de ManThe Resistance to TheafMlinneapolis: University of Minnesota Press, 1986)

6 Susanna Kulli, personal communication, St.Galfwmitzerland, 2003.

" Denis Dutton, "Delusions of Postmodernistiferature and Aesthetic (1992): 23-35.

8 Donald Kuspit, Email to author, Dec. 2004.
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Langlotz of the University of Basel, an expert in cognitimguistics. These events led me to
change to art history, leave my original, more orthodox liteeaddvisor, and begin afresh
with the stimulating new influences of Ursprung and LanglatateBsor Ursprung

understood not only my focus, but encouraged me to reach for a wiofeme of

dissertation, suggesting not only that | investigate othestsintvorks, both historical and
contemporary, but that | also include my own art in it asmegral component, the
performative presentation of the creation of these datsamtworks and an attempt to analyze
them with the tool of my theory. | was thrilled and yetserged with a whole new range of
challenges, which | hope | have mastered.

At first my theoretical research consisted of workingway through key books and
articles by and about the most influential poststructuralistipicners of literary theory and
of what has come to be called "critical" theory, the exjpansf literary critical theories into
the discussions of socio-political questions. Simultaneously,rsifted my already existing
involvement with contemporary analytic aesthetics. In betlisi | was seeking points of
conjecture which | felt illuminated my understanding of aamexpected ways, yet also rang
true to my experience as an active artist, art catichistorian and appreciator of
contemporary art by others. | was inspired by concepts from tharkers, as | describe in
the next chapter, yet not the entirety of anyone's systemelthas sought to incorporate
ideas | find enriching from a variety of sources into my ékeoretical construction. | now
realize that an ulterior motive was also to be able torine myself out of the constraints of
theory, fighting fire with fire as is often my wont. | sétigo discover philosophers offering
pertinent, contemporary analyses which, however, also acknowladgedy: that creators
were responsible makers of meaning and not mere symptoms etbsélaws. In truth, |
heartily hoped for theorists who would go even farther, searébiranes who suggested
intelligent means of resistance to an at that time engeasing dominance by the radical
right of politics and mass media; likewise, seeking methodadogiéch could serve as
insurrection against the even then quickly hardening acadéftigsof art in consensus and
market sophistry. Books important to me then included Hans-Gaadgmer'§ruth and
Method® Bakhtin, Essays and Dialogues on His Wedked by Gary Saul Morsdfi Arthur
C. Danto'sThe Philosophical Disenfranchisement of Arfohn Lechte'dulia Kristeva*?
Cornel West'®rophetic Reflections: Notes on Race and Power in Amétigad R. A.
Sharpe'Contemporary Aesthetics: A Philosophical Analysis

| learned from all these and more. However, most crucielbynd the greatest
revelation in the cognitive linguistic approach of George Lakoftf others and in the
antithetical revisionist theory of Harold Bloom. Combinedytaecorded genuinely with my
experience of art while also electrifying me with new gaifges for understanding art, its
production and its producers. Cognitive linguistic theory was Widely introduced in

® Hans-Georg GadameéFruth and Methodrevised trans. Joel Weinsheimer and
Donald G. Marshall (New York: Seabury Press, 1989).

10 Gary Saul Morson, edBakhtin, Essays and Dialogues on His W@kicago:

The University of Chicago Presk)86).

1 Arthur C. Danto, Th@hilosophical Disenfranchisement of AMew York: Columbia
University Press, 1986).

12 John Lechtejulia Kristeva (London: Routledge, 1990).

2 Cornel WestProphetic Reflections: Notes on Race and Powemierica (Monroe, Maine:
Common Courage Press, 1993).

1 R. A. SharpeContemporary Aesthetics: A Philosophical Analy@igew York:

St. Martin’s Press, 1983).
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Lakoff and Mark JohnsonMetaphors We Live Byand Lakoff and Mark Turneriore than
Cool Reason: A Field Guide to Poetic MetapffbBloom presented his theory initially in a
trilogy of books beginning witiThe Anxiety of Influencg

Trope and Struggle

Although also first appearing in the late 80s, cognitive metagieithe embodied
mind concept took until the turn of the millennium to begin aiffigcthe practice and
understanding of creators and scholars. Cognitive linguistipscidly the subdivision of it
which | will use the most called cognitive metaphor, igddy based on the ground-breaking
work of George Lakoff and his two collaborators, Mark Turner andkMahnson. Lakoff,
who began as a student of Noam Chomsky, initiated research lgtito the creation of an
important interdisciplinary study of metaphor, now generallyedatiognitive linguistics.
Theorists involved in this approach advance the hypotheses tlaihoets the foundation of
all thought, that linguistic elements are conceptually procemsedhat language is chiefly
determined by bodily and environmental experiences.

The desire for an imminent fundamental change linked to aunelerstanding of trope
is indeed in the air, not only for me; ever more frequeatiysts and authors have begun to
refer to metaphor and cognitive metaphor theory. For examplek Bravey, a Canadian poet
with an involvement in theory, states the following in aeriview with Héliane Ventura in
the journalSources

Lakoff and Johnson suggest that many of our habitugtaphors are connected to our
culture's ideological investments. ... To some mxteeir work appears to be related to
various projects of Deconstruction, in that theyseato consciousness the hidden
assumptions of banally figurative language. Pdalltiend economic metaphors, they write,
"can hide aspects of reality,” "they constrain dives,” they "can lead to human
degradation." But they also argue that ordinanglege is necessarily metaphoric, that
cultures need the conceptual frames of metaphqrdwide perspectives and coherence.
And | recall that as well they examine metaphomiad women—women as food ("a real
dish™) or as fire ("hot babes," "hot stuff,” "kig&fire," "torrid romance" etc). It's this ... kind
of metaphor that | play with iBack to the Wain poems such as "The Complaint," or
"Sweets," or "The Fortune Teller." ... The 'lintkat metaphor requires isn't foregrounded in
[my poems] but is merely latent until it is madethg reader.?

Likewise, art critic Barry Schwabsky writes of the ughtial New York painter
Jonathan Lasker iArtForummagazine:

15 George Lakoff and Mark Johnsdvietaphors We Live ByChicago: The University of Chicago
Press, 1980; paperback, 1981).

16 |_akoff and Mark TurnerMore than Cool Reason: A Field Guide to Poetic Ndétar (Chicago: The
University of Chicago Press, 1989).

" Harold Bloom,The Anxiety of Influenc&ford: Oxford University Press, 1973).

8 Héliane Ventura, "An Interview with Frank Davegburces, Revue d'études anglophdtges
(August 2004), p. 74.
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Jonathan Lasker once told me he thought the Minmdtsahad been trying to make an art
without metaphor, and in fact had succeeded; bat ghint having been proved, he
continued, there's no longer any urgent motivaioproduce more metaphor-free wark.

Cognitive linguistics and Bloom's revisionism were a revatatio me. | found Bloom's
notion ofagonto supplement Lakoffian conceptions splendidly. Bloom sees imalpr
activity of the creative life as one of strugglinghwénd overcoming one's influences by
revisionistically, willfully and yet imaginatively misundganding them. In cognitive
linguistics and agonistic revisionism, | discovered thearigish read true to my experiences
and additionally offered openings to the world, criticizing$bk&psism and sophistry of much
other current literary theory by, among other strengths, subsuheirgivals' insights.

It can now be seen that the Late Modernist attempt toromide metaphor, as described
by Schwabsky and Lasker above, although necessary at thatlihmet actually function as
expected, but was rather a negational, metaleptic tropeeih iMoreover, Davey expresses a
perception that there is a continuation between Derridd akaff , an opinion both
controversial and, surprisingly, held by many. In his eges working poet, he finds aspects
of Deconstruction and cognitive metaphor to be akin, somethihgdkiafactions would
heartily rebuff. The continuum containing both these theoridggisf the free play of tropes.
The fascination and excitement of encountering and applying neseimal systems can
lead to productive discoveries, both in the hands of creatdrsfascholars, whatever their
final political status becomes. Applying novel theoriesmaiuce new discernments into
literature and art contemporary with a given philosophy, butiale@aspects of the nature of
creativity across a broader time span.

Lakoffian theory offers an, at this time, atypical modethiat it acknowledges agency
— that is, the individuals who make art experiences. Thidees a chance to investigate into
and speculate on the nuts-and-bolts of creation. The cogrigeeytof metaphor is also
unusual in that it is a theory more concerned with conceptsatitianvords alone, thus
fostering application to a wide range of art forms. An impoffiacet of cognitive linguistic
theory is that metaphors are embodied, that is, that memteé¢pts are constructed
tropaically from bodily experiences. These foundational perceptimm$urthermore lead to
what he terms "image schemas," which can then be useddtust somewhat less physical
events. This has potentially significant implications forbet, the painter, the novelist, the
critic and the scholar. It is indeed one of the main tbbésvse chosen to employ. In my
dissertation, Lakoffian theory will be applied to the coritpetdiscovery of trope within
aspects of form in visual art.

Lakoff believes that a proper appreciation for metaphor cuts thrhegperpetual clash
between the so-called "objective" view of trope (that purely literary, almost decorative)
and the so-called "subjective" view (that it has no ditiedib experience). He promotes an
alternative that stresses the centrality of metaphor tthinking processes, and thereby to
our language and other actions. Hence, | see cognitive metagloy similarly offering an
alternative to Formalism and Poststructuralism by subsumimg ltle¢h. This study will use
theory derived from cognitive linguistics as a method of aungimg the range of
poststructuralist thought and revivifying appreciation of thentdrdiscoveries of authors and
artists.

19 Barry Schwabsky, "Jonathan Lasker - Brief Artitl&rtForum (September 2000). Cited
from <http://www.findarticles.com/p/articles/mi_m@&&/is_1_39/ai_65649484>
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Cognitive metaphor theory proffers a mode of thinking whichbeaapplied to the
analysis and creation of art, while accentuating the effirthe makers of these objects.
After the object-only orientation of Formalism, after thedim-only focus of
Deconstruction, this may lead to a feeling of liberatidragency. Nevertheless, this is a
theory which brings with it a new sense of the burden of the \Wdeereas the Formalist
Modernists felt free from the past and the Deconstructidstrfodernists are endlessly
tangled in an inescapable present, authors and artistsasegivilerough cognitive metaphor
theory are directly responsible for fashioning their own tropesitr the processes of
extension, elaboration, composition and/or questioning. This they atisbrim and through
the formal parameters of their work, with enough cultural cotoeréo be able to
communicate, but enough originality to be significant. Importanes@annot merely be
selected from a list; they are discovered and built omtasions of cultural possibilities, in
fact, fought for and won. Thus Harold Bloom's theory of antithétievisionism also
contributes an important component to this paper, as he writes:

But again, why should someone crossing out ofditecriticism address the problematics of
revisionism? What else has Western poetry beene shre Greeks, must be the answer, at
least in part. The origins and aims of poetry tbgetonstitute its powers, and the powers of
poetry, however they relate to or affect the worisk out of a loving conflict with previous
poetry, rather than out of conflict with the world. This particularly creative aspect of a
kind of primal anxiety is the tendency or processie called “poetic misprision” and have
attempted to portray in a number of earlier bdSks.

The heart of Bloom's theory of misprision is the concept of aspedisable,
antithetical agon of each poet. With poetry being the chiistiardiscipline for Bloom, the
word poetmay also be replaced here wattiist, which is what | will do. Revisionism is
exalted to the central fact of artistic creativiygonis Bloom's term for the conflict arising
from the anxiety of influence. Each and every author musttierevith his or her precursors,
the ones who inspired them to be writers in the first plecamendment of Bloom, though,
this "loving conflict" also transpires with the world, agwolves tropes of bodily experience
as outlined in Lakoffian theory. Creators seeking individualsstayconvey their experiences
within their media, are necessarily forced to fence watmparable expressions of similar
experiences by their predecessors, therefore primarilythgih predecessors' tropes.
Cognitive metaphor theory offers an important basis fortilndy=of art and literature, in
particular their formation. Bloomian agonistic misprision ccetgs the portrayal of the
process by which creators arrive at the cognitive tropelesaribed.

The theory of central trope which | will be developing witthirs dissertation is
postmodern, as described. It is a model unfolding the construmtianthors and artists of
distinctive central tropes in the tangible forms and procedgbeir media. They achieve this
by means of an agonistic struggle with predecessors' trdpies, so in order to uniquely
articulate personal perceptions and experiences. Such troppeshands of artists are both
metaphoric and meta-formal, thus yielding the punning taataphor(m)n my title. This
word describes and embodies the core of the theory. For creatsc value is grounded in
form, the way a work is made and its technical aspectsivfeing Formalism on its head,

20 Harold Bloom,Agon: Towards a Theory of Revisioni§®xford: Oxford University Press, 1982;
paperback, 1983), vii-ix.
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these attributes in themselves are significant only dugeiometa-properties as tools and
modus operandi involving context, tropaic content and cultural seuggl

This Dissertation

Cognitive metaphor theory will be put in the service tfad art historical theory. In
this dissertation, then, | develop a theory of how meaniagsodied in Modern and
Postmodern creativity. | view my hypothesis as the eluodatf a theoretical yet concrete
tool with which artists create. Based in part on lingeiteory, metaphor(m) is a general
theory of trope in art, which links content and form with histdrand critical cultural
awareness. | apply my theory to visual art, espedalpainting and installation art. The
artists include the famous and the less well-known, histiosiicd contemporary, friends and
foes, a smattering of all of these. (When | first withis Prelude, | had been studying an
applying my theory to Charles Boetschi, Vincent van Gogh, @G@fRehter, Wesley Kimler,
Stuart Davis, Jackson Pollock, Donald Judd, Leonard Bullo¢k)I(Bill Viola, Robert
Rauschenberg, Sigmar Polke, Lawrence Weiner, Marcel Duchiaegyge Brecht, Jack
Kirby, Gene Colan, Jonathan Lasker, Stephen Westfall,dReed, Mark Francis, Mary
Heilmann, Edith Altman, Annette Messager, Joseph BeugaRi Long and many others.
Who exactly would turn up in my dissertation | could not tregnfer certain. In the
following, completed dissertation, readers will see whdtleskon.) Topics include specific
and close analysis of artworks and media. While the thefargntral trope is in dialogue with
a number of theorists and creators within my discussiongliggsrtation is intended to be a
work of performed theory, not an exhaustive monograph on a sittiglenar a purely
personal reflection. Rather, | test my thesis through the stuclyosen subjects, while
simultaneously working through the implications of the theory on myanvas manifested
in the planning and creation of a painting-installation. Inwfay, | probe metaphor theory's
bounds and limitations, as well as its depth and utility énstindy of creative works. Thus my
theorization is embodied performatively, and what is the ioreaf art, especially paintings,
if not mentally guided bodily experience?

| am creating this dissertation in the traditional forna @ook, but with the addition of
an actual installation. If successful, both will manifiest process of creation displaying, in
open performance, the slow but steady making and finding ofaphmi{m). However, much
like Sigmund Freud's psychotherapy of himself, this may not be etehppossible, opening
my dissertation to the rich possibility of partial failuhe either event, it is a thoroughly
dialogical approach to production, uniting performance and refteaiia manner perhaps
best describable as a Deweyian double-loop learning procedufgautaanerian hermeneutic
circle of understanding. Philosopher and education reformer JoheyD@aposed that
learning was more than the prevailing view described as @nd then correction. He
believed learning to be a reiterating process of testiagjileg, correction and within re-
testing modification of the underlying goal could be altetledls seeing it as two loops of
correction. The philosopher of hermeneutics, Hans-Georg Gagaoposes that
understanding is accomplished by coming to a situation witlopoeptions, testing these and
then necessarily altering one's judgment, resulting in epeatig circles through which one
then deepens the comprehension of any whole through knowledge ofstem@ountered in
subjective yet open investigation.

Within the writing and creating art for this dissertatiopetform something of a guided
tour my thought process. Each chapter of the dissertation,@h#rodies the idea of the
chapter through the inclusion of analytical discourse, a paiatidga comic sequence
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featuring an investigation of how the (meta-)discourse isgoapplied in the art works, in a
plurogenic, braided interlacing of registers, a methodology nmsgired by Giuliana Bruno's
bookAtlas of Emotiorf*

My "painting installations," which | terrRanels,are wall and room-filling works
wherein a group of large painted canvases are surrounded by adgi&ionizg directly on
the wall, thereby transforming the space into huge, readsddegntial "pages" of a walk-in,
"comic book." One chapter will be one of these artworks. Se¢beart are the somewhat
more detached paintings | te@overs These works are paintings in gouache, ink, acrylic
and oil on paper, wood panel, or canvas. They are recognizasdygl on the structure of
comic book covers, with title, bold lettering, price, datembering, image and so on. Each
chapter begins with one of these paintings. Furthermore, imppaidns of the dissertation
were posted on-line on an art "e-zine" blog, allowing for additibrielver" and reader
discussion. My hypostatization of central trope centers omggeistin the production of
Coversworks and @anelspainting-installation as well as the text. Thus, | willitmagining,
conceiving, and bringing-into-vision the concept of central tropetimsproposed in my
subtitle. Some Modernist critics are dismissive of the pdagithat various art forms and
media might have any similarities or effects upon one andthest famously advocated by
Clement Greenberg, this form of Modernism asserts thataaahust be rendered "pure” by
concentrating solely on what separated it from other diseipliespecially demanding an
anti-literary stance in visual art. By contrast, my tlyemircentral trope denies such
separation, claiming an underlying level of tropaic reasoturge integral to literature, visual
art and creative works in other media, perhaps even postudatiagessary postmodern
impurity. Application of a conceptual theory of metaphor tdhestory remains a relatively
unexplored — but potentially very rich — area of research.

In addition to the text, artworks, and on-line e-zine blog parstisdiscussions, as
mentioned, my dissertation chapters will include sequentigtamics) concerning my
thoughts. The image preceding this Prelude was theCiirg¢rpainting. The page following
is the first of the meta-sequences in comic form. In tmepieted book, the Introduction
physically precedes yet temporally follows this chapteaf@&®urse introductions are best
written after the entire text has been completed, bupr@sented at the beginning. The title
and topic of the next chapter is "Wandering and Surveying: Linksoahiderary Theory and
Contemporary Aesthetics." It is a "placement” of the theotlyin the world of literary
theory, as well as a discussion of related approachedwenogs from contemporary
analytical aesthetics.

2! Gjuliana BrunoAtlas of Emotion: Journeys in Art, Architectureddfilm (New York: New Left
Books, Verso, 2002; paperback, 2007).
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CHAPTER ONE.

Wandering and Surveying: Links to Literary Theorynd
Contemporary Aesthetics

Creating Is Moving To A Location (here)
- 1 The created object is brought into existence.
- 2 The created object is brought into being.
- 3 Aspirin can make your headaches go away.
Note: (here). When we understand creating in this
way we are actually understanding it as an instance
of causation: as a caused change of state of an
affected party.

—George Lakoff

Affinities

Scholars, other intellectuals and artists operate in lapdsqaopulated with a vast array
of competing and overlapping circles of discussion, dialogueshisttirical and
contemporary. One's own thought will reflect these, as one waaderng them seeking
insightful inspiration, yet one must also critique themniake a play on the title of Goethe's
famous novel, these are one's eclectic affinities, thinkerhom one's own thought is linked.
Scholars generally emphasize the importance of specifiGtef$ to their own projects. The
process is similar for creators, yet they dramaticallgdoound their divergence from their
discoveries in others. In land-surveying the most importantipeas triangulation, the act of
using multiple reference points to connect to keate (that is, find and describe) one's exact
position with the greatest possible accuracy. | am usisgikeiaphor in this chapter, both
because | find it very productive and because | am attracteds a former land-surveyor
and now both an artist and scholar.

In the Prelude, | quickly described my individual response tar@wt, specific
situation in the artworld. That is, for the last seveelades what is termed "literary" or
"cultural theory" has had a signal, even hegemonic, positithin the analytic segments of
the fields of literature and visual art. In this chaptekpl@ere more completely the particulars
of some of the theories themselves, tracing and retracyngearch through the various ideas.
This is a somewhat curious endeavor, because on the one hand,rhkobwf the outcome
already, having of course done most of my research previohis toriting. On the other, |
tried to remain open to fresh decisions as | retracpenipatetic explorations, while
continuously "tying them in" to my principal personal percepti@rerning art and
creativity. Thus a doubling of exploration occurs here, and throughisudissertation, as |

! George Lakoff, et alConceptual Metaphor Home Pagdniversity of California at Berkeley website,
http://cogsci.berkeley.edu/lakoff/), page:
http://cogsci.berkeley.edu/lakoff/metaphors/Creatis_Moving_To_A_Location_(here).html
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recreate an intellectual journey and yet intensely tiveaving it open to new finds. Perhaps
this is something of a simile for painting itself.

In this first decade of the new millennium, dogmatic partisgnappears to have begun
to wane. Nevertheless, most authors in these fieldsgtiéar to pay attention and respect to
a delimited pantheon of theorists. The various theories cangptiss multifarious enterprise
include Structuralism, Poststructuralism, Deconstruction, deemtics, Formalism, several
Marxisms, some neo-Freudianism, Reader-Response theory, Remititism, Relational
Aesthetics, Performative Aesthetics and a few othems.dbminance of "theory" has been so
persuasive as to have given rise to an attack aghasstfiit were a single, monolithic entity
as exemplified in Steven Knapp and Walter Benn Michasksy "Against Theory*Much
of postmodern advanced theoretical reflection on literaturesrisl rooted in
poststructuralist French ideological thought and has been polgmiseal to prod the sleepy
beast that standard Anglo-American criticism unfortunatetidexome. Sole adherence to
this group of Postmodernists can lead to simplistic clannishoreis can manifest academic
trendiness. However, the creature is certainly now widdkewad frisky, (although,
unfortunately not in standard art criticism itself yet). édisthetic or metacritical speculation
must come to terms with the challenges and insights withat is called literary or critical
theory. My thought has been influenced by selected asggotstonodern theory. This
includes, nevertheless, a skeptical and sometimes even astag@sponse to the sophistry
and solipsism of many partisans of theory. Contemporaryriténaory has been
perceptively termed the "hermeneutics of suspicion,"ra tetroduced by Paul Ricceur, who
felt that all texts are corrupted by societal forces ainfinglominatior® This is a rather
paranoid, totalizing conception of creative works, relegatiegn to symptoms of illness and
of creators, seeing them merely as minions of the poweréyeftheless, literary theory can
be intellectually stimulating, particularly as a provocatbatalyst to thought. The sundry
doctrines of theory expose new insights by subjecting every asisunto recrimination. The
light of theory may be actinic, but it throws deficiencies imigh relief.

Concurrently, the philosophy of art has assumed an unprecedentedgsroenim
analytic thought. From accusations of "dreariness" by J. Ragsm1954, aesthetics has
developed into an exciting and important realm of inquiry irhineds of such philosophers
as Arthur C. Danto, George Dickey, Nelson Goodman, NoébiCard Berys Gatft.
Nevertheless, more than literary theory, it has temolethy within its own frame of reference
as Lydia Goehr has described.

[American aesthetics] continues seriously to ingesé its relation to its single parent,
philosophy. While it sometimes strives for indepemck, it never actually breaks free.
Instead, it usually finds itself trying to reedudts parent as a result of its own maturing.

2 See the volumAgainst Theorywith its many, often defensive, responses. leapgpd at the end of the
1980s, but this book and others with similar cormigahave had ever increasing effect in the new
millennium. W. J. Thomas Mitchell, eddgainst Theory: Literary Studies and the New Pratisna
(Chicago: The University of Chicago Press, 1985).

® Paul RicceurEreud and Philosophy: An Essay on Interpretatjbiew Haven: Yale University Press,
1970).

4J. Passmore, "The Dreariness of Aesthetidind 60 (1951); reprinted iAesthetic and Languagesd.
William Elton (Oxford, 1954).
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Perhaps this constant reeducation is a necesshHrgit anwieldy, component of the
continuing rejuvenation of both aesthetics andgstuiphy’

While this is true, aesthetics has much to offer workingensj artists and critics. Their
reeducation could result in a healthy rejuvenation of creptaetice. The stimulating effect
of aesthetics on visual art can be illustrated by lookiriganto's philosophical criticism. His
inspiration of the institutional theory of the ontology of a had a great impact on the art
world through his critical reviews and books sucHilas Transfiguration of the
Commonplacewhich first appeared in 1981 and has since become dhe ofost widely
read texts in its field.Other philosophical problems and solutions could be potentially even
more enlightening. Particularly important in recent history thaswvidening of aesthetics as a
result of the disappearance of narrow positivism as andominant force, allowing the
expansion in the field we see from the 1960s until today. AccotdiAgrum Stroll, Ludwig
Wittgenstein's "idea that philosophical problems are 'deep diadeig' that they must be
taken seriously in their own right and not be assimilatexivatious forms of scienticism as
the positivists urged, gave new impetus to a field thaptséivists had dismissed as a
species of nonsensé."

Creators themselves have become acutely interestedliees Gordon Epperson is a
musician who is also deeply involved with the philosophy of atfiktls this concern natural
and necessary.

Musicians (like other artists) are inveterate timws, ceaselessly discussing their musical
ideas and problems, analyzing techniques, makidgnents, striving to get things "right."
They are preoccupied ipractice with form, function, and meaning: and their spkecia
vocabularies, sometimes as recondite as the afgmiotessional philosophers, are rich in
imageryé They are, to a degree, aestheticiansgthduwvould surprise most of them to be
told that:

This is also true for authors and creators in the otheritikseven occasionally true of
critics, publishers, curators and the like. Aestheticshiaalsa greater, if less particular,
influence on my speculations than has literary theory.tiéery of trope | am charting,
building and applying in my dissertation bridges several gapst, Eicontains elements of
both literary theory and the philosophy of art which | sought out anlcedpecond, it is
important for me that it accounts for aspects of creativitpnfthe standpoint of the maker,
the object, and the viewer, as well as being a critigabthesis. Third, it focuses on visual art
but has wider implications for other arts. Finally, it isr@rily inspired by the poetics of
metaphor and research discoveries in contemporary cognitivegdsgy and linguistics,
with additional elements from other theoreticians and of my aeation.

® Lydia Goehr, "Institutionalization of a DisciplifiéThe Journal of Aesthetics and Art Critici&, no. 2
(spring 1993): 1109.

® Arthur C. DantoThe Transfiguration of the Commonpla@ambridge, Massachusetts: Harvard
University Press, 1981).

" Avrum Stroll, "ReminiscencesThe Journal of Aesthetics and Art Criticig, no. 2 (spring 1993):
282.

& Gordon Epperson, "ReminiscenceBtie Journal of Aesthetics and Art Criticigih, no. 2 (spring
1993): 284.
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Owing to what | feel is my wide range of theoretical kithivi the fields of literary
criticism and contemporary philosophical aesthetics, | coulseptehis chapter solely as a
list of internet links, that is, as a hypertextual documentaoing the names of all the
theorists and philosophers who have influenced my theories, oewlinmsght borders on it in
some way. (The internet version of the test draft of thiptelndad hot links on many of the
names.) Additionally, as a part of this chapter, | havatetea painting doing something
similar. On it | am represented looking through a theodoliteviug a mind-map-like array
of all the names of the theorists and philosophers in thigteh connected by lines as | see
relationships among them, each name painted in a logo-liker&ftecting their interests.
This reveals my Diogenes-like wandering through their workgtamaghts, seeking wise
council which I apply in my own way as tools of understanding. Wweld" of my theory is
thus delineated indirectly in readers' minds, obliquely. Suidrmat models the searching,
stumbling path of theoretical discovery itself, while draoally foregrounding the social,
cultural and historical bonds which constitute the theory's nexlisksto others in the
original as well as computer-jargon sense. The two fietdsvey here, literary theory and
analytic aesthetics, frequently seem to despise each pétean be seen as co-dependent: a
worthy topic for development in the future. The following chapsts kindred souls and a
few clear opponents. Each is rather cursorily canvassed fdiréct bearing on the
development of my thought. However, in the interests of tektgal have retained the form
of a traditionally ordered text. Yet, this text, the hypeddid on-line version and the
accompanying artworks visibly reflect my survey-map-like cear

A better metaphor than a link being "clicked on," is alsgieg "measured to." | will
attempt to locate the development of my theory, of cetivpes being found within formal
elements, in the world of other theories, much as a surV®gates" (legally designates the
site of) a piece of land by running simple connecting lineesyby, already documented
sites through physically measuring to them, drawing and reigigtelans. The theodolite and
measuring chains that | use in this chapter are applidusiuely, thus occasionally
brusquely. Let this be a plat (a map showing existing and intéedades) of where | have
built my speculation.
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Literary Theory

There are moments when the inadequacy of our
language seizes us, when language seems to fall
apart and falling apart opens us to what transcends
it. ... As language falls apart, contact with beisg
reestablished.

—Karsten Harrie$

Is [reading, as an art] sweetness and light, as
modern humanistic criticism from Matthew Arnold
to M. H. Abrams tells us it is going to be? Ishiét
working through of the epistemology of its tropes,
as modern deconstructive criticism from Heidegger
to Paul de Man insists upon telling us?
Increasingly | suspect that Abrams and Hillis
Miller, when they debate interpretive modes, truly
dispute only degrees of irony, of the human gap
between expectation and fulfillment.

—Harold Bloom®®

The human gap between expectation and fulfillment, the lpagblem of the mediated
nature of our experience, has been a perennial point of tretiidé began as a philosophical
problem long before "new media" entered the scene. We know nothimdnauteaches us
through our senses or from information supplied by others. Thae"@irect" contact with
any concrete reality as such. The epistemological anxietlythis state of affairs, as well as
its exploitation in the form of ironic reiteration, is aimstay of contemporary literary critical
theories and the works of art inspired by them. This is Postmisd®s pride and its folly.
Literary criticism accentuates the points where languagiés(widest sense) falls apart. This
could point toward contact with "reality” and toward the difficutfythe act — the beauty of
what we call "stubborn fact." Beginning with such negativedynied epigraphs and
comments, one would hardly suspect how important literary eritic$ to my conjecture. |
prominently utilize the idea of antithetical misprision fretarold Bloom and, like him, feel
that | am both a member of and dissenter from literaticismn.

Bloom, the American literary critic and former professoYale University, is an ideal
starting point for this discussion. His controversial theomgroétic influence is important to
my theory. It is difficult to do justice to his marvelous labyrinthine theory in a short
description. Nevertheless, | will attempt to quickly sumegawhat | find useful in his theory
for my work, based on the full range of his publications. Blsdah@ory of misprision is
poststructuralist, yet in many ways an attack on thecegiferedness of other
Poststructuralisms. Throughout his books and essays Bloom letarily well-aimed arrows
of criticism at these thinkers. Inevitably they stnikigh deadly accuracy. For example, taking
site on the field as a whole, Bloom asks rhetorically of #hmeblematics of deconstruction”
if they "are not the death-throes of German Romantic philoséghghortly thereafter in the

® Karsten Harries, "Metaphor and Transcendence&lritMetaphoy ed. Sheldon Sacks, (Chicago: The
University of Chicago Press, 1979), pp. 87-88.

% Harold Bloom,Agon: Towards a Theory of Revisioni§®xford: Oxford University Press, 1982;
paperback, 1983), p. 31.

" Ibid., p. 30.
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same book, Bloom asserts that modern deconstructive crititg dispute only degrees of
irony" ' He is capable of summing up Postructuralist theorizing andssisrg its (self-
ignored) metaphor-model in an astute pair of sentences.

Deconstruction and other post-Heideggerian parasligemd to the so-called linguistic
model, which reduces to the very odd trope of aidegital entity named "Language"
acting like a Univac, and endlessly doing our wgtfor us. | don't find this trope any more
persuasive than the traditionalist trope of thegmation as a kind of mortal god endlessly
doing our writing for us*?

The solid core of Bloom's theory is the concept of an essaatidthetical agon of each
poet-creator. Revisionism is vastly expanded and exaltée torimal fact of artistic
creativity. Agonis Bloom's term for the conflict arising from the anxietyrdfuence. Each
and every author or artist must wrestle with his or her psecuthe ones who inspired them
to be writers in the first place. That figure may begsiar, plural or a composite one. This is
not an intellectual choice of "favorite paragon.” One cannot chibaségure, rather he, she
or they thrust themselves upon the would-be cré4fbhis spar can be seen as a synecdoche
of the struggle against pastness in its entirety. Smsanethod involves sharp opposition,
Bloom calls it "antithetical." An important aspect of thisfstis the purposeful misreading of
the precursor's works, which Bloom termssprision He takes this word from Shakespeare:
"So thy great gift, upon misprision growing,/" (Sonnet 87).

"Misprision” for Shakespeare, as opposed to "mistgk implied not only a
misunderstanding or misreading but tended alsoetaabpunning word-play suggesting
unjust imprisonment. Perhaps "misprision” in Shpkese also means a scornful
underestimation: either way, he took the legal temd gave it an aura of deliberate or
willful misinterpretation!®

Creators create themselves and their works by battlingféaiof being a
Johnny-come-lately. "Strong" authors, as Bloom calls them, pttenoccupy the position of
each of their precursor-figures, thus actually forming a awedvindependent spot for
themselves. This, according to Bloom, is a continuous process against oneself and
previous versions of oneself.

The theory of misprision stresses the prominence of allusidrnie trope of
metalepsisMetalepsisalso calledransumptionis that figure of speech which plays a trope
on another previous trope, often in an anachronistic or "framéibhggdashion. This trope-
of-tropes becomes the tool for an allusive yet affirmagiveggle of reversals, performed
with purposeful discontinuity on a stage of one's own knowledghk,psitchological and
spiritual desire. The precursor's, and history's, presemeghier denied in feigned or sought
out ignorance, nor granted a forfeit win through worship. It musifyghasized that for

2 |bid., p. 31.

3 Bloom, Agon p. 43.

14 Artist Jeff Hoke in the on-line comments and dissian of my dissertation perceptively reminded me
that these precursors may not be limited to eaali#sts, but also may include scientists, poetd,@hers
depending on the individual creator's interestss ©hcertainly true of my own work, as well of Hog,
which includes an imaginary museum in website avakiform in which he unites many arts,
philosophy, sciences and proto-sciences. See & Hhe Museum of Lost Wonder
http://www.lostwonder.org/.

!5 Harold Bloom,The Anxiety of Influeno@xford: Oxford University Press, 1973), pp. Xiikx
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Bloom the workitselfis central. It itself is the achieved anxiety of inflee, not some relic of
the same. He affirms "the self over language, while grgmgriority to figurative language
over meaning.*®

Bloom's controversial theory grants artworks substantial beddlitigeiacts of
individual creators, something which appears self-evident tyetdias been expunged from
most contemporary theories. Theorists such as Ricceur re@tate to something akin to
symptoms, expressions of societal sickness. | seek a viaglide agency, the conscious
contribution creators make, not only in their formal proficiendyaiso what they have to
say, so-called extra-formal concerns. Artists are ddtdive intelligences, expressing yet also
critiquing the cultures of which they are a part. Wherstaovered Bloom, his work offered a
new dimension of understanding for me, one that impeccably supgietdmay later
encounter with cognitive metaphor theory. Upon my discovery of Geaeff, | realized
that my hypothesis of the invention of a central trope couldebednvisioned as the end
result of a subjective contest with social and moral dsimns. In Lakoffian terms, my
hypothesis is that a vocabulary of foundational cognitive metaphatsnork in the formal,
aspects of the works of artists. One central trope is brantghbeing through a figurative
vision of one or more aspects of the form. To Bloom's agoriishy," cognitive linguistics
wed the "how," when supplemented by my own ideas and thoselaesirithis chapter.
However, | am jumping ahead of myself on the trail ofsagvey.

To return to Harold Bloom, not all poets, authors and othestaonduct this agonistic
struggle fully or to its end. Those who do not are creatongeisyet ones whom Bloom
terms "weak." More graciously, we could call them "lesolute.” They can be engaging, but
only interesting at best, not riveting, according to Bloomwaist, they are the derivative
contemporary equivalent of the Academicians of art: fadéelctedns of previous, "strong”
artists (again Bloom's terminolog}/)Such incompleteness, perhaps even timidity, is often
quickly rewarded nowadays, as many critics, curators, pubdiseéditors and others in power
above creators are themselves similarly "weak" thinkerat least unrepentantly derivative,
unwilling to do the appropriate antithetical battle with tlwevn precursors. (These are field
and role specific, such as various forms of criticisamlier forms of exhibition, former
publishing endeavors, influential past gallerists, curatésgyrians, and so on.)

I will not delve into the intricacies of Bloom's "revisiogaatios,"” and so on. Yet, |
sense they would accord as well with paintings as with po&fitee fact of "agon" itself is
his perspicacious discovery: the essential struggle with whiabérited; with the inherited
precursor(s), probably composite, who inspired one to be a "abali’(read: novelist,
painter, scholar, critic, curator, publisher, et al.), yedm one must defeat to become a real
artist and not a borrowed whisper of derivativeness. Asa m point, in his bookhe
Anxiety of InfluenceBloom discusses his agonistic struggle with William Shaéase, as
well as that author's own agon with his contemporary ChristophdowarMarlowe was
both a positive influence on the Bard, due to shaking off eanlaalistic conventions, yet
also a negative one due to the fact that Shakespearevsayvta improve on Marlowe by

16 Bloom, Agon p. 336.

7 |dem,Anxiety p. 5.

8 Harold Bloom,A Map of MisreadindOxford: Oxford University Press, 1975; paperbakd80). The
author supplies an instructive chart of the stdggsotheory on page 84. Part Il of this booketit
"Using the Map," also offers the most stirring apgiions of his "dialectics of revisionism," "i
poems," "rhetorical tropes," "psychic defenses" ‘ardisionary ratios."
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deepening the humanity and personal psychological factors didriaaters, in opposition to
Marlowe's, who tended toward caricature. In a similar tagtBloom discusses how
Shakespeare was influenced by, yet overcame, the influeh@sd and Geoffrey

Chaucer? Although clearly inspired by Freud, Bloom can be pushed beyonéhtpécity of
most interpretations of Oedipal father-figure relationshipsulh, | see a clearer source for
Bloom's thought in the Biblical account of Jacob's struggle th@éhangel (or God) than in the
Greek myth of Oedipus. | explore this side-issue ChaptemSeve

Another literary theoretician who has served as an inspiragbimd my thought is
Mikhail Bakhtin, who, perhaps unfortunately, has been claimeaalbyheorists of every bent
seem to find him a compatriot. This may be a resultohfusion," as Gary Saul Morson
suggests in his essay "Who Speaks for Bakhtin?" due to Bakhtecsligr, elusive, even
weird biography and style, not to mention his breadth of intef&dtlbwever, Bakhtin is
important because he invented several genuinely remarkabk miees which are insightful
and serve as necessary solvents for unproductive philosophiadsigtimming up current
theorizing. More positively stated, Morson goes on to afisgtrteading Bakhtin encourages
us to make a "meaningful escape from an endless oscillaioreen dead abstractions-"
This is a better explanation of why he has such importance &nochso many others.

Bakhtinian notions which have helped inspire me include his srike living fluidity
of expression; his concepts of heteroglossia, polyphonic forndiatadjic form; his insight
that these may engender the liberation of alternative srogéc®l his presentation of the
carnival as a suggestive metapfdin Bakhtin's view, language is not a neutral static object
(a la Ferdinand de Saussure). Language, especially eréatiyuage, is an "utterance,” a
social act of speaking, involving struggle, ideology, clapsakers and listeners. | see this as
describing the socio-political context of the development @tartropes. Therefore works of
art are not "uni-accentual." That is, they are not lichttehaving simply one of a small range
of possible meanings. Rathbeteroglossialefines the state of meaning in all discourse. By
this, Bakhtin means that a multitude of voices naturallgmates within each utterance. This
is the chief source of richness in all expression and, jpé&sety speaking, should be
emphasized and built upon by authors. Nevertheless, he behetesglossia is generally
suppressed, if unsuccessfully, in order for those in poweet@denfortable in their attempts
to control others. Bakhtin supplies us with an artistic wersif the philosophical necessity of
accepting belief in the existence of other minds. Attigtsks interweave multiple social
points of view as well as being individual expressions. Likevesgecific artistic trope is
only possible within the confines of the time and place whesecreated, thus it reflects the
cultural and temporal dependency of all tropes, even Lakoff'alfEdoundational
metaphors, at least in their concrete manifestations. AggryH fashion must too, then, be

19 Bloom, Anxiety p. xi-xIvii.
20 Gary Saul Morson, "Who Speaks for Bakhtin?"Bakhtin, Essays and Dialogues on His Wk,
Sary Saul Morson (Chicago: The University of Chizgdtress, 1986), p. 15.

Ibid., p. xi.
2 There is some confusion concerning the actualaasitiip of the various texts often attributed to
Bakhtin. Several are signed by others, yet seee faresentations of Bakhtin’s notions. Whether Pave
Medvedev and Valentin Voloshinov served as "coveasBakhtin because of his difficulties under
Stalin, or actually contributed to the works idioubt. | will discuss all ideas, as is common hasé of
Bakhtin.
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framed by context. Yet | see this frame like the wallarfrena. Within its confines lie the
elements with which the thought-game can be played, both iagaidst the rules.

Heteroglossianay be envisioned as an unsystematic, almost chaotic €roial
variety of voices. Likewise, the "strongest" artworks @tum to Bloomian terminology) are
many layered and composed, yet often not truly systenigtigafied, | contend. | see this in
the novels of James Joyce, some of Pablo Picasso's most mpatks such akes
Demoiselles d'Avigngrand the early installations of Dennis Oppenheim suétadyg
Morning Blues

fig. 4

Pablo Picasso,

Les Demoiselles d'Avignpn

oil on canvas,

1907,

243.9x 233.7cm/96inx 92 in

fig. 5

Denis Oppenheim,

Early Morning Blues

room installation,

mixed media,

1977,

dimensions variable,

5 ft diameter aluminum record player, 10 ft diameteon hotplate
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Continuing this line of reasoning, Bakhtin both asserts heteroglass foundational
truth and promotes its exploitation in writing. This is apprdaete in my dissertation as
well. Bakhtin finds an exemplary version of heteroglosserdiure in the novels of Fyodor
Dostoevsky. This author created what Bakhtin terms apwdyyphonc ordialogic form. The
various points of view which arise in a novel, within or betweharacters, are presented and
utilized, but not hierarchically ordered. The invention of a un&giein art, of a central trope
as | will discuss in following chapters, comes about througthatital struggle, as | have
repeatedly asserted, hence | am frequently tempted theisermdialecticalwhen
describing it. However, this term suggests very orderedictmfietween simple pairs of
contradictions, which then result in clear syntheses. Tieafttwn of artistic tropes, and
creative thought in general, | find accurately describedaikhBn's terms. An artistic trope is
dialogically forged and used. It revels in the intermégquivocal, interlocked meanings.
There are multiple theses and antitheses yielding no synthesisther the opportunity for
even more conflict. Such struggle is subversive and liibgraSimilar to Bakhtin, 1 will
define my theory as being fundamentally true of the arts, eandam also propagandizing for
its more conscious and proficient application.

Finally, Bakhtin's use of the carnival as metaphor is atiactibeit perhaps too often
cited. Bakhtin asserts that literature can undermine théndmtconventions and rules
through jesting and unruliness. In our time such festivities Hevappeared, been
commercialized beyond use, or have degenerated into explqisgist, drunken sprees.
Michael Hardt and Antonio Negri envision plurality itselfaapotential carnivalesque arena
of liberation in their boolMultitude: War and Democracy in the Age of Empare resistant
to neo-liberal globalization and homogenizatfdhbelieve the spirit of the carnival, as
Bakhtin imagines it, lives on in the creation and enjoymétiopes. Raman Selden describes
this spirit as "collective and popular; hierarchies are tuomettheir heads...; opposites are
mingled...; the sacred is profaned. The ‘jolly relatiwfyall things is proclaimed* In my
theorizing, the carnival as trope is replaced by the troparasval. Borrowing a phrase from
Morson in his essay "Tolstoy's Absolute Language" wherein heilbes¢he novel in
Bakhtin's eyes, we might say that all central tropestareed by an implicit ‘for instance®™"

The effect Julia Kristeva has had on my deliberation casubened up in four words:
the possibility of resistance. As | searched the fielhpeared to me that the dominant forms
of contemporary theorizing such as Deconstructionism were pahtagr seeing art as
simply a symptom, forever doomed to morbidly mirror the diseatéhe society surrounding
it. It had not perhaps been originally so conceived, buttiordical practice, that is what the
followers of Jacques Derrida had made of his theories. Rg&disteva's works encouraged
me in my search for a location in the creative pradt&elf where an "opening” could occur,
where dominant tropes might be disrupted as well as expredsscffbrt was an integral
engine behind the origination of my exploration of theory. Irstéxia | saw the first glimmer
of hope. Her form of feminism privileges opposition through a "dsgm#rsubject/speaker.
The inherent contradiction of the process of likening one thingdthar in tropes is central
to my thinking. Creators may thus be seen as those who anasdlyistnswer the

3 Michael Hardt and Antonio Negtijultitude: War and Democracy in the Age of Emgiew York:
Penguin 2004).

24 Raman Selder Reader’s Guide to Contemporary Literary The@y ed. (Lexington, Kentucky: The
University Press of Kentucky, 1989), p. 18.

%5 Gary Saul Morson, "Tolstoy’s Absolute Language,Bakhtin, Essays and Dialogues on His Waesrt,
Gary Saul Morson (Chicago: The University of Chizdgess, 1986), p. 130.
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domineering assertion of rules as the Other, as the perémmeigner. Kristeva's philosophy
can be used in this way to supplement the Bakhtinian notiobeshting alternative voices.
What would those voices say? Within the often fatalisiifioes of poststructuralist theory,
she contrarily traces the necessity of an outlet. Johhtee@escribes Kristeva's rich
estimation of poetics: "It is precisely one of the feasuf poetic language, for example, that
it embodies contradictiorf® Syntax, order and rules of form are turned topsy-turvy by
pleasure, laughter and poetry. In this aspect of Kristeélralght one can see that type of
incorrigible play which occurs in metaphor-making — especiallhose creative tropes
which question, invert or criticize metaphors which are takegranted in our culture. As |
roamed through the various thinkers ideas, my thoughts incréasiggtallized around the
individual creation of tropes as a potential avenue of resistan

Acknowledging the historic and social situation in which amyucal entity is
embedded must be an integral aspect of any useful theory Gfrer school of literary
theorists who accentuate this is termed either New Higor or, alternately, Cultural
Materialism. These thinkers remind us of the social coradiggtiof all thought, including
their own. This is something which has not often been focased the discussions of
various formalist and even deconstructivist critics, frometkdusively object-oriented
theorists who dominated in the 70s when | was first studyiragnak art history through the
solipsistic denials of meaning and agency in Postmodernishe afarly 21 century. New
Historicists assert that history is of primary importaryes,it is discontinuous and
contradictory. It is in fact not ahat all — rather @hey History consists of multiple
histories. As | develop my own theories, | feel it crutdgbropose the necessity of multiple
personal and social histories. Each person's history is im/dhtannot be viewed in a
detached fashion, as it is rooted in desire. Furthermoeey @wdividual history is actually an
interwoven cable of multiple histories, each representirgngegtual role or relationship of
that human (class, gender, profession, geographical origia position, and so on). The
strands twist about one another under the tension of the aguat specific individual. By
personl mean here creator, perceiver, critic, historian andemeven though | am
emphasizing artists in this dissertation, for each of ali &f these and much else at one time
or another. In Chapter Nine | delve further into this atlével of art history survey classes.

In New Historicism, cultural objects such as literaturd art are studied in context in
order to recover as many contextual relationships as poss#sdmg@heir thought heavily on
the late works of Michel Foucault, these theorists in the tdr&l to view the situation
pessimistically. However, | would concur with their Bsfticounterparts, the Cultural
Materialists, in interpreting it more positively. Each exttitself is a precarious human
construct, not just the discreet objects situated thefiis.is manipulable material, too. As
both New Historicists and Cultural Materialists have pointedtbete are three possible
responses to every authoritarian demand. There is not onlyebgeyss" of the good subject
or vassal, but also the "no, no" of the bad subject or desemd most importantly the third
modality, the "not in that way" answer of the heretica kimilar modality, one may see all
three such responses in the development of creators' trdpes. i$ the good subject who
reiterates the accepted metaphors of a time and platego@gether available tropes.
Depending on the circumstances, this can be culturallyrafig or it can lead to academic
doggerel or kitsch. Second, there is the trope created lpathsubject, which actively denies
or negates metaphors generally taken for granted. Such tatetts may lead in two

%6 John Lechtejulia Kristeva Critics of the Twentieth Century Series (LondBautledge, 1990), p. 95.
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directions. Either it is a stirring criticism suggestimgw options of thought, or it results in a
clichéd expression of simplistic nihilism. Finally, therehie third modality, which | seek to
emphasize in my theory. This creator repudiates the unacceptataphors by questioning
and bending them into surprises of new insight. Such authbus teiot in the way
commanded” and then carry on, showing us a new way to cenaiilre experience under
discussion.

Louis A. Montrose in "Professing the Renaissance," hasidedahe New Historicism
as the "poetics and politics of culture,” and shown how this quieklys to questions of
political power and its effects on literature and?afthe Marxist Fredric Jameson is the
theorist most rigorously analyzing the political aspects of aylamd he has originated an
especially astute form of dialectical criticism. Heeatpts to view the individual, whether
author or reader, within a larger context, particularhhimisocial structures, while keeping
an eye on the present and his own ideological position. Jarhas@uggested that positions
taken in postmodernism "can be shown to articulate visibhstory, in which the evaluation
of the social moment in which we live today is the obggen essentially political
affirmation or repudiation.® According to Jameson, perceivers as well as creatans of
works are clearly subjective, even fragmented and suppldsseertheless, works of art and
literature express the alienated condition of our time andlgetcompensate for certain
aspects of this loss through alternative offerings of fan&his can be interpolated to be true
of reception and interpretation as well. It is impossibleatmpletely step outside the fact of
our subjective perception, but works of art can assist ugpinning the casings which
continuously threaten to surround us — formed from the incrustaifang unquestioned
assumptions. This action can bring about a widening of our sulgentperience, an idea
which meshes well with the philosophical theory of interpretedf Hans-Georg Gadamer,
which is discussed below. It is also the aspect of Jartsebmories which | find most fecund.

Jameson has a strong sense of the urgency of concrete expdn@uever subjectively
encountered it must always be. The form of literary worksnays profoundly intertwined
with the tangible. What is important is what a technique acstre can or cannot do, as
engaged with the dominant cultural imperatives of its time place. This is a fine
observation that can be applied to visual art, especialiipgj and the formation of
individual tropes. The strength of a trope resides in wltairitsay or not say about lived
experience. | agree with Jameson that reality is morejtisaa text. | feel his insight can be
used to clarify one aspect of the confrontational intevadietween artworks — the "text" —
and subjective, yet not solipsistic, perceptions of palpaalkty. As | studied Jameson's
works, although | am inherently anti-formalist, | began totkaethe concrete formal
qualities of an artwork could be the site at which thistkckaansforms itself into a testing —
in the service of meaning, that is in the service ofulisess. Furthermore, the playfulness of
a new trope helps rupture encrusted thought, and when it is brqgudilyda supplies an
example of a possible new fullness.

Jameson finds his ideas true of our understanding of narratigesémnal, as well as of
the creation and formal presence of literature. Stoeigsire interpretations and often our

27 Louis A. Montrose, "Professing the Renaissance: Hbetics and Politics of Culture,"Tine New
Historicism ed. H. Aram Veeser (New York: Routledge, 1989), 15-36.

28 Frederic Jameson, "The Politics of Theory: IdemalgPositions in The Postmodernism Debate," in
Modern Criticism and Theory: A Readed. David Lodge (London: Longman, 1988), p. 373.
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experiences are present in our mind as stories. Interpretationsi one of our chief activities
in life. Works of visual art likewise bring this to the fdrg being necessarily open to various
levels of reading, of construal. For Jameson, each intetipreta in some way true. Each
explanation discloses a particular feature of the aésthigiect while evidencing a
characteristic of society. | would add that it also edv@n attitude of acceptance, denial, or
resistance to given interpretations. | realized that irthmpry, | would attempt to describe
how the elements of creative form in artworks are intesdiwith material reality, as
maintained by Jameson.

Various concepts derived from feminist literary theoryenbgen partially surfacing in
other contexts in this chapter up to this point. Feminist theamyains a wide, exhilarating
rang of approaches and concerns. Three specific considerationsridstdialuable. First,
many feminists concentrate on strategies of action. Althowgmtjority of feminist literary
critics also wield grand theories, they prefer to tthase as instruments applied to attain very
specific goals. This is a pointed admonition for the recdwoaid, especially for those of us
who hypothesize gladly. Don't take your ideology for the verytyeidlseeks to describe or
change! This reminds me that my interest is in constrg@titheory, yet not an absolute one.
Rather, one that grows from an appreciation of the nuts-ansldfgitoduction, and thereby
endeavors to avoid too much abstracted absolutism. Secorielimest concept of the
located self is one of the great tools of thought in histanis i€ the elucidation of the fact
that gender and the rest of one's personality are largabllgaonstructed, not solely
biological givens. Each person consists of a web of locatemralections. Returning us to
my surveying metaphor, this idea shapes this chapter anldougtit as a whole. Third, an
appreciation made by Sandra Gilbert and Susan Gubar is a key'fd®y assert throughout
their historic bookrlhe Madwoman in the Attithat it is imperative for feminists to both
partially comply with and yet contravene patriarchatiitg standardé’ There has been a
backlash by those calling themselves post-feminists agartaircelements of feminism they
claim are misandrist and divisive. Nevertheless, the tiggli find useful and have described
are being constructively continued in the so-called third-vienenists. As discussed in the
section on Kristeva above, taken more broadly such steatélgclose the loophole through
which resistance can come into existence. | find this looghdbde the play with tropes.

What still remains unrealized in criticism and theory\gsad Susan Sonntag's far-
sighted feminist call for an "erotics" of appreciation ircglaf a dry aesthetics. A
philosophical wooing in this direction can be found in renownedrgik, art historian and
psychologist Donald Kuspit's writings. In his bddkosyncratic Identitieshe formulated
three vital necessities for rejuvenating art in our postnmotil@ies, when "the avant-garde
[has died] from entropic pursuit of novelty> These requirements are: to find the heart of
creativity in desire, to embrace idiosyncrasy, and to nowrsts yearning for healthiness.
Kuspit has continued to promote and expand on these ideas @téing works, including his
critical essays on-line artnet.cont’ | have learned from Sonntag and Kuspit about the
necessity of including desire as an integral elemergir®elearly plays a role in antithetical
strife, which is a form of competitive yearning. Howe\his struggle can be interpreted
more broadly. Interaction with foundational tropes, as | disceksv, can be fertile ground

2% sandra M. Gilbert and Susan GubEme Madwoman in the Attic: The Woman Writer and the
Nineteenth-Century Literary ImaginatioNéw Haven, Connecticut: Yale University Press, 3979

%0 Donald Kuspit)diosyncratic IdentitieCambridge: Cambridge University Press, 19963. p.

31 Artnet.com http://www.artnet.com/; archives at http://wwwirgat.com/magazineus/authors/kuspit.asp.
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for personal, idiosyncratic development, especially when queastidghem, combining them

in unique ways, or extending and elaborating them. | seelkv&agea theory which in
practice encourages unconventionality and manifests a desmefuration on the part of the
creator. Even if that maturity itself is not reachih@, desire and will to achieve it is drive
enough. The struggle to mature is a synecdoche of the wadhth psychological healthiness.
In addition to leading us to a combined intellectual and seappaéciation of literature and
art, Kuspit's ideas could help us value "art that possesgeaslity of desire that seems to
undo tgg: system from within, making it seem at odds withf itseinexpected subjective
ways."

The next candidate for discussion may be construed as the susgpidisnppression of
desire, hence the opposite of Kuspit's theory. Deconstructidneleaisthe dominant influence
on most postmodern literature and art, or at least on fitcssciTherefore, every current theory
must acknowledge this movement in some fashion; my analywigriarily an attack on
Deconstructivist fallacies and yet is colored by the muat as well. While its wittiest
proponent has probably been Roland Barthes, the name which teegopsup in most
instances of art criticism is Jacques Derrida. | willlaanhch into a description of his work,
as it has been discussed so extensively. In general, Deadivists concentrate on the
relativistic indeterminacy of language, which leads themaubt the possibility of any actual
interaction with any "reality” outside expression itséie(ttext" again). Furthermore, since
every language structure is determined by its context,dhery expression is suspect — it is
seen as no more than the self-generated manifestationadiistorical, abstractly conceived
hegemonic power. Critics can only hope to reveal the selirgpaspects of any utterance.
This is the famous "death of the author,” which pointedly doesalide a similar "death of
the theorist." In short, | feel they are trapped in the@ld problems of solipsism, blinded by
their rediscovery of the fact that all awareness is medligts one aspect of their approach,
many Deconstructivists in the visual artworld have deniedpasgibility or desire for
meaning and ethics in art and literature, calling on giacérs of the arts to simply
concentrate on success. This places them squarely in sbeag@-old) position of Socrates'
great adversaries, the Sophists. "Nothing can be known, erped or learned, but let us
teach you about that." | see this as an especially melevstrain of nihilism. The heyday of
the hegemony of Deconstructionism seems to be slowly evaponginiere is little doubt
that many postmodern artists still use these ideas quiteicoslyc(e.g., David Salle, Barbara
Kruger, most Neo-Conceptualists, etc.). At least, theybeasaid to work with
Deconstruction as the principal component of tiiégitbild This, for example, results in the
Artforummode of criticism, a mélange of deconstructivist critihaory and quasi-Freudian
psychoanalysis. Nonetheless, the technique of deconstructidie @aunseful interrogative
tool, particularly in the hands of feminists or queer-theonykiris. Disassembling potential,
ignored, or suppressed "corruption” in cultural objects and textmdaad be enlightening,
although this notably works better with artifacts of comnad@ilture than with fine art and
higher literature. My dispute with Deconstructivism, andongasional use of deconstruction
as an instrument, is incorporated into the structure afhegry itself and will come to the
fore in various parts of this dissertation.

The final literary theory | will consider is the producttloé novelist and media theorist
Daniel F. Ammann. He has an inventive critical achievanrehis identification of format as
an important, intrinsic element of the formal and signifi@structure in all media. Format is

32 Kuspit, Idiosyncratic Identitiesp. 46.



Wandering and Surveying 33

only one segment of his complex analyticakekompasgreading compass") in his essay
"Pfade, Knoten, Leerstellen: Leserstimulation und textiditarbeit.” > Ammann predicates
three levels of orientation in interactions with commuinveatexts and objects. (He uses the
word textin its widest sense, as entities being interpreted). Téteofi these is the
Instanzebené'level of activation™), which refers to the subjedianteracts with the text,
whether reader, viewer, author, artist, or community. Seconbgits aManifestationsebene
("level of manifestation"), which consists of the text oreothrtifact being focused upon.
Third, there is thémplikationsebeng'level of implication"): the background against which
the text assumes form, such as the personal, cultural aadl smnotations and denotations
of its elements for the author and/or reader.

The second of these levels has three subdivisions of itszmichen Mediumand
Format TheZeichen("sign") is the mark or series of indications of which onerids to
construe a meaning — letters, words, drawn lines, electromigdas) sounds, etc.; generally a
system of theséVlediumis the same word in English. By this Ammann means theltkngi
data-carrier, which is comprised of the material andebkrtology (as well as, perhaps,
institution) in which the "manifestation” was created —amfing, a written booktéxtin the
ordinary sense), sound waves, moving images, etc. Fikaliynat which can also remain
the same word in English, denotes Augregatszustanf(physical state) of the text, as
Ammann describes it in this papé&rf-ormat thus consists of the package of details of the
particular data-carrier, the singular vehicle bearingtiydt— magnetic-tape cassette sound
recording; middle-sized, easel, oil painting on canvas;regound, trade paper-back book;
home, VHS videotape; DVD; mp3 encoding; and so on. Thefammathas several
meanings outside Ammann's thedfgrmatoften refers to computer discs, CDs, vinyl LPs,
radio waves, projected slides, billboards, TV show genres,unusestallations, and other
such entities. All are explained well in his notion of fatras the particulars of the holder and
displayer of communication. While the listed examples arelynwgtdia, according to
Ammann's system, they are commonly discussed under the rubosienait because it is
recognized that their importance lies in one or more of #p&cific characteristics, especially
as these vary from earlier or more standard media foromsdk is truly these technical
properties as pointed out by Ammann, not the medium in its gnfiree qualities which
comprise format are those such as size, weight, scale, poopalesign, volume, duration,
etc.

Format describes first and foremost the way in wiéormation is stored or displayed on a
data carrier, or how the content is constituteé imedium or through a specific piece of
play-back equipmerif.

Ammann's insight, which | find applicable to visual art, et tiine three elements of
sign, medium and format are invariably present and inektyi¢atertwined. Furthermore,
format as a concept had not previously been recognized forgtstiance and had not been
extracted for analysis. Ammann's idea functions best@seading of the relationship
between the elements in those arts featuring what philosojgnershe type/token distinction

33 Daniel Ammann, "Pfade, Knoten, Leerstellen: Letimrgation und textuelle Mitarbeit,” iMedia
Lesen: Der Textbegriff in der Medienwissenschedt Daniel Ammann, Heinz Moser, and Roger
Vaissiere (Zurich: Verlag Pestalozzianum, 1999),4p34. All translations are mine, with discussion
and the approval of Ammann.

3 Ammann., p. 23.

35 |bid.
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— novels, prints, poetry, multiples, etc. He radically amdost counter intuitively suggests
that each token's potentialities reflectively leave trackthe type itself. As an example, in
the philosophy of art the term "work of phonography" has recently deguppear to
describe those pieces of music which exist solely or gheesfimanipulated studio effects,
through multi-tracking and the lik&.In his bookRhythm and Noise: An Aesthetics of Rock
Theodore Gracyk finds the definition of Rock music in its dedioatid the priority of the
recording; he maintains that live performances of this msiemlly nowadays imitate the
studio-created version as closely as possible, thus displayipgeiminenc®. Additionally,
though, Ammann's theory of format is useful in reconsidering tspééorm in other sorts of
art, such as those Noél Carroll calls template works (fibnene-of-a-kind works (paintings,
drawings, direct sculpture), thus it is valuable for méraitional singular stone sculpture,
for instance, is made of a specific marble (materiahexhin particular ways (technique).
However, it also possesses a certain size and saakiion to viewers, and perhaps is
intended for a specific location (cultural context) and maisesof anticipated light
conditions (physical context); all of these elements are hattdgrstood in light of Ammann's
concept of format rather than material or form in generalnipkas of format becoming a
chief element in artworks include Ad Reinhardt's black-on-bkeaiks which concentrate on
aspects of painting which are unphotographable, Glen Gould'sedikagcombinations of
various recorded piano concert performances to make one Dawki Mazzucchelli's
drawings for comic books where the reproduction technology iSatic (and where there
is in fact no "original" outside of his layered productiocht@que) — or, negatively, the
occasional, unscrupulous practice of gluing drawings by famous anistsetched canvas
and claiming them to be paintings in order to demand highexrithe last is a blatant
misuse of format. It is a genuine Rothko, say, but a forgadtipa.”

Those seemingly incidental aspects of form which constitgtéarmat of pieces of
literature and art must also be taken into account in amgi@neor appreciation of a work.
This serves for me as a reminder that they are not trem s is often assumed. Essential,
then, to understanding a created object is whether it isiengd for broadcast, internet, to
hang in a specific light situation, has a particular sizecale, will exist in several formats
simultaneously, was intended for a specific context, utilizesas of its own reproduction,
etc., or denies any of these. Thus, format is a newlpdised aspect of form, which like
others mentioned (material, size, syntax, handling, brushstrokabulary and so on),
becomes fodder for tropaic development. It displays how all faanditechnical
components, even those yet unrecognized, can be either ygedtce a metaphor, or
integrated into a creator's trope under the rubric of pamaess, which | explore in
individual artists and works in subsequent chapters.

Although various literary theories such as those | have dsduss/e been the
prevailing creative force behind most recent aesthelieside may be changing once again.
Visually-generated tropes of thought are entering into a dialwghehe dominant literary
and verbal metaphors of thought. W. J. T. Mitchell contendissibookPicture Theorythat
a new "turn" — the "pictorial turn" — will supplant the stuafycultural as we have known it
under the sign of the "linguistic turn." He models his phréige Richard Rorty's term for this

% Theodore Gracyk, mentioned in the following linegpears to be the source of this term in its ptese
sense, although it is now in wide use.

%" Theodore GracykRhythm and Noise: An Aesthetics of R@krham, North Carolina: Duke
University Press, 1996).
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dominance of verbal metaphor. This is amazing coming from Blitatne of the leading
theorists today and the editor@©fitical Inquiry, certainly one of the chief propagators of
literary theories of the verbal-Deconstructivist bent. Althopghlished fourteen years ago
and even now not yet clearly manifested, this is obviousbggnews for painters. Painters,
even those seen as conceptually-oriented, are suspecttfeg abbvious reasons: sensuality,
insufficient fashion consciousness, working with their own handsyadral thought and so
on. Novelists similarly create works which are too messychastely intertextual enough,
with their life-like dialogue, multiple characters, visdalscriptions, mood evocation and —
most frustrating — their continuous, frustratingly non-ironic pointmdfe, even in and
through the novel's own meta-existence. As Mitchell writes thahghturning away from a
purely textual basis, from "linguistics, semiotics, rhetorarious models of ‘textuality™ will
not be

a return to naive mimesis, copy or correspondehneeries of representation, or a renewed
metaphysics of pictorial "presence"....

... It is the realization thatpectatorship(the look, the gaze, the glance, the practices of
observation, surveillance, and visual pleasure) beags deep a problem as various forms of
reading (decipherment, decoding, interpretation, etc.) evad visual experience or "visual
literacy" might not be fully explicable on the mboétextuality.*®

In my conjecture, | endeavor to construct a tool not limitatie¢orerbal metaphor of
"text." Of course, my theory, as most, is clearly roategoetics, which had its origin in
rhetoric and the analysis of purely verbal art. Literary @uitural theory, as shown in my
discussion, is an influential context within which my theaitgmpts to interject itself, both to
join in the discussion and to refute certain assertionsislessay "Let the Fresh Air In:
Graduate Studies in the Humanities," Ihab Hassan has ngge gooint about the place of
theory in the study of literature in general.

Despite my objections and objurgations, | belighat theory has a place in the curriculum:
a skeptical placel mean that it must be approached with skepticend that it is itself a
form of skepticism. Etymologically, theory derivé®m the Greektheoria, viewing or
contemplation. But the intelligent eye also quesiavhat it sees. At its best, then — as in
the best of Derrida — theory is a mode of sustainéetrogation. Interrogation does not
mean deconstruction only; interrogation can procegdnodels and metaphors, ways of
probing reality by constructions of counter-realit its best, theory becomes a kind of
quizzical poesis®®

% W. J. Thomas MitchelPicture Theory: Essays on Verbal and Visual Reprisimn (Chicago: The
University of Chicago Press, 1994), pp. 11-16.

%9 |hab Hassan, "Let the Fresh Air In: Graduate $®idti the Humanities," iBeauty and the Critic:
Aesthetics in an Age of Cultural Studied. James Soderholm (Tuscaloosa, Alabama: Uiitiyverfs
Alabama Press, 1997), p. 195.
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Contemporary Philosophy

Philosophy matters. It matters more than most
people realize, because philosophical ideas that
have developed over the centuries enter our culture
in the form of a world view and affect us in
thousands of ways. Philosophy matters in the
academic world because the conceptual
frameworks upon which entire academic
disciplines rest usually have roots in philosophy —
roots so deep and invisible that they are usualty n
even noticed.

— George Lakoff®

The aesthetics half of this chapter begins on a more positite than the subsection
above on literary criticism, but the positions of the twotistiare roughly similar in their
influence on my thought. | have been more deeply involved wiih &owl philosophy for a
longer time than | have been with literary theory; heattepugh my work here can be seen
as a form of literary and artistic theory, it bearsithpress of much aesthetic conjecture. The
contemporary philosophy of art has supplied me with essentialisribat | have used in
my reasoning. The philosophers who interest me have more funddimamterns than
literary theorists — generally questions of ontology, epistegywlphenomenology,
occasionally problems of metaphysics, politics, logic, atistiguality, and more.

George Dickie has pointed out an important distinction betweedescriptive and the
evaluative senses of the phrase "a work of art." Thisgeaally important to explain when
teaching and discussing art and art history and bears heavily treorizing. Eliding the
two aspects Dickie mentions leads to many of the problems pesy#ein separating
judgments of quality from mere category decisions. Indtssertation, my theory will not
directly engage the question of whether or not the creatiotat | have subsequently come
to call a metaphor(m) or central trope is an element irsergiéive, categorical definition of
art itself. This could be a potential area of consideratighe future. Certainly, however,
various theories of the ontology of art, and my reactions ta,thelor my thought, therefore
| discuss them below. Nonetheless, | wish to concentratefly on the epistemological and
evaluative. | am seeking a theory which gives insight infeeets of how great works of art
are formed and how they refer to life beyond their formal baiesla

Whereas Dickie is concerned with the definition of art itddinroe C. Beardsley's
ontology concerns the definition of the philosophy of art. He aste&t aesthetics equals
metacriticism, which in turn suggests new possibilitiegtieorizing. To me, a useful theory
of art must be clearly both creator-based and object-baseé, agsiiming an active
perceiver.

Ludwig Wittgenstein (in certain of his so-called "lat&éas) must be acknowledged as
a steady influence on my thought. | find two of his intdémtconcepts highly useful: that of
the game as an important metaphor, and his "family resecdjlaoncept for categorization.
In Philosophical Investigation)Vittgenstein described his notion simply.

% George LakoffWomen, Fire and Dangerous Things : What Categdieseal about the Mind
(Chicago: The University of Chicago Press, 198715Y.
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67. | can think of no better expression to char&#ethese similarities than ‘family
resemblances'; for the various resemblances betwesnbers of a family: build, feature,
colour of eyes, gait, temperament etc. etc. oveatapcriss-cross in the same way — And |
shall say: 'games' form a famif.

The notion of the game has clear affinities with my disoassf metaphor
development. The family resemblance concept can be usesttddaseribe the divisions of
the arts, not to deny art a definition as a whole. Thétassists in our understanding of how
painting, performance art, realistic novels, Dada, Matisseceptual statements,
L=A=N=G=U=A=G=E poets, and Shakespeare can all be photseocategory titled "the
arts." Envision each style or movement as a circle overigm@veral other circles, but not all
of them. Extend this three-dimensionally in order to includeageand disciplines such as the
novel, the romance, abstraction, installation, and the Epith resultant sphere has close
partners with which it shares certain qualities; ther@ progression from any point on our
constellation of intersecting spheres to any other, yetfbts farthest apart do not actually
have any shared characteristics. | would not, however dikatend this to the point of
canceling the possibility of any definition of art. Thereymat be one shared quality that
determines what is included in "the arts," yet perhageetis some other unifying idea behind
that category. For instance, there might be a function, astioaltural position in which all
manifestations of art participate. In our time, | beliaws task consists largely of
encouraging the activity of interpretation through trope-making, winicreasingly subsists
in the transgressive questioning of culturally-given tropegractice, whatever the definition
of art may be in an abstract sense, individual works iatiseare conjoined through family
resemblance.

The mere fact of its social "framing" has been declaireedntly as the defining quality
of art, perhaps in order to oppose the anti-categorical pragligaljgested by Wittgenstein's
notion. The philosopher and art critic Danto, who was mentiobedea has given rise to a
new theory of the ontology of art, which is currently the made-spread and influential one.
This is called the "institutional theory of art" and ie tireation of George Dickie, who was
inspired to develop it after reading Danto's works. Danto meagsponsible for the notion,
but he has continuously worked to distance himself from it. DERigsertion is that an object
becomes art through being accepted by those with power inttharld. Thus, to generalize,
art is defined by institutional acceptance, hence the ménthe theory. There is, for Dickie,
no essential quality which defines art as a whole. In awatgred-down and sociological
form this belief has come to dominate much of the visualoaid, and has trickled into other
fields, such as literature. Making works which illustrdiie point has engendered some very
mechanically vacuous art and criticism, which is probablycthese for Danto's distrust of
this seemingly logical outcome of his own endeavors.

Danto has other ideas and purposes as well. One discerningtimrd¢e has made is
that art, at least since Duchamp, has tried to be¢benphilosophy of itself. Most of
contemporary literature and art has indeed become, or ainesgtted, its philosophy of
itself. | am guilty of this too, in my paintings, writingand to an extent in the theory | am
developing here. Yet, | assert that this can work in otlections than those that now

41 L udwig WittgensteinPhilosophical Investigationgrans. by G. E. M. Anscombe (New York:
Macmillan, 1953), quoted in R. A. Shar@gntemporary Aesthetics: A Philosophical Analyslew
York: St. Martin's Press, 1983), p. 28.



Wandering and Surveying 38

predominate. Unfortunately, many admirers of the institutidredry do not realize that this
incorporation of philosophy into works of literature and art doeséimdtthem to doubting
their own existence. Philip Ursprung has effectively reveafednticipation of this problem
in his bookGrenzen der Kun$t He discusses how the artists Allan Kaprow and Robert
Smithson, each in his own fashion, altered the dominant quéstiat is art?" to "where is
art?", thereby challenging not only art production but also adrlgisvriting to transform
ontology into a unique form of epistemology. Yet this entailewa set of epistemological
guestions, not the traditional one of "can we learn from artif@edwhat?", rather "does art
serve as a tool of understanding?"”, "is art a model of eyEreling and inclusive
interpretation?" and others. There are indeed many major auesind fields of philosophy
besides ontology, and even within ontology there are many potergjainses beyond
cynicism. The popular, simplified institutional theory has be&md of fuel refined from
cynicism thrown on the bonfire of sophistry built by criticsraneed of literary theorists. By
basing my conjecture on interpretation through trope as thought protedieve | can
discover a vital function of art which includes as one elenferitnot solely, "framing" — as
seen in the institution of the artworld. The social oruraltsituation in which literature or
visual art is disseminated is one of many elements wianhbe utilized in the making of art.

According to Danto imhe Philosophical Disenfranchisement of, Agsthetics must be
separated from art in order to re-enfranchise both. Thifedls, is the necessary activity to be
conducted now that we have experienced "the end of art histdng. end, though, is not the
end of art, as it is often misinterpret&dt is the death of the western-Eurocentric master
narrative, that single simple march-of-history idea, which ta&en for granted until recently.
| fail to see this as a cause for despondency as so mapig @ although their disquiet is
understandable. History has ended only as a singularity. & hew beginning as a plurality
(although not truly pluralism, | argue), which again brings wntexpanded image of the
"text" as a braided cable or rope of many strafiderhaps, this is a situation for rejoicing as
we are finally beginning to see beyond our self-imposed limitat Any such tale of
dominance cannot end soon enough. It is simply the long, drawn-outakgast-colonial
depression by once-and-not-future kings. This is the inevitabld oéshe pressure of
realizing the existence of the rest of the world, includitiger peoples, other cultures, other
continents, other sexes, other classes, other levelddix€.popular art), in short, the
pressure of accepting others. Re-enfranchisement is impdrtat must be "worked
through" to come into existence; it cannot be merely announa@xtomplished in gestures.
We now have a conceptual consciousness which offers the opppofturan antithetical
misprision of the intellectuality and expansion of art Duchgane us against his own will.
What we have experienced is the death of one major foundatiotegme. Let us try to
replace it with more inclusive and charitable ones.

“2 Philip UrsprungGrenzen der Kunst: Allan Kaprow und das HappenRapert Smithson und die Land
Art (Munich: Verlag Silke Schreiber, 2003).

43 Arthur C. DantoThe Philosophical Disenfranchisement of ffew York: Columbia University Press,
1986). In "The End of Art" chapter of this book, ida clearly describes the end of history, rathantart
itself: "When one direction is as good as anothéHe feels that art will now be too free, as the
institutions to which it is subservient "wither aygboth page 115).

44 The idea of conceiving of and teaching art hisasya braided rope rather than a (time) line inuheal
fashion is a project critic John Perrault and Ihbeth been working on for some time, both
independently and in collaboration. | develop thi€hapter Nine below.
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In his essay "Refining Art Historically," Jerrold Levinsbas proposed a logical,
historical widening of the Dickie/Danto institutional theomyo an interpretive one
emphasizing conscious tradition. He sums his theory up in onenxeentén short, it is [the
view] that an artwork is a thing (item, object, entity)tthas been seriously intended for
regard-as-a-work-of-art, i.e., regard in amgy preexisting artworks are or were correctly
regarded: *° This is a promising re-reading of the institutional theory, suitiisg it into a
wider and yet more personally delineated field. | would thddl part of the definition of art is
to explore this "regard" through tropes, that art seeks toptefous definitions and redefine
itself. Art has a metaphoric, agonistic ontology, which is ptaca and functional: things
made to be regarded and interpreted as art-as-tmidmot as-art-as-before.

By contrast with the institutional theory's literally circstantial explanation of art,
philosopher Hans-Georg Gadamer offers an epistemological, pragested rendition.
Gadamer has more bearing on metaphor, and thus on my theorgnghewould at first
imagine. He hardly discusses metaphor in his major workshi¥édeas, especially the
remarkable one of the "circle of understanding," have extemapigcations for analyzing
how our understanding operates through tropes. Joel WeinsheimerpimolkPhilosophical
Hermeneutics and Literary Thegmyaintains that metaphor is implicit in Gadamer's thinking.

| began my discussion of Gadamer by deriving th&apteoricity of understanding from his
twin theses that language is fundamentally metdphlorand that language makes
understanding possible. Clearly, Gadamer's empbadi@anguage owes much to Heidegger,
but in this respect Gadamer is indebted to the la&édegger ofUnterwegs zur Sprache-
not Sein und ZeitUnlike [Gadamer's[Truth and MethodBeing and Tira situates the
as-structure of understanding prior to language. j&st this reason, it clarifies the thesis
being considered here: namely that understandingetaphorical. Beginning with Aristotle,
metaphor has been assigned to the domain of rbetd as a result, we have come to
conceive it as a specific figure of speech, an tiflehle form of language to be
discriminated from other, nonmetaphorical forfBeing and Timeghowever, suggests that
the as-structure of understanding operates in advaf language and therefore that the
metaphoricity of understanding can be neither coréd nor denied by the presence or
absence of any particular figure of speéth.

Gadamer's explication of the fundamental metaphoricity of utadelisg itself is
valuable, both in his works and those of Weinsheimer, who hasdated Gadamer and
developed his ideas as they apply to literary theory. Shighat later led me indirectly to
cognitive metaphor theory. Gadamer's chief workristh and Method’ Weinsheimer's are
Gadamer's Hermeneutﬁf’sandPhilosophical Hermeneutics and Literary Theofpese
books have had profound implications on my thought. Gadamer tesraptioach
"philosophical hermeneutics.” It carries on the tradition offfemeutics founded in authors
such as Schleiermacher, Heidegger and Ricceur. It ce@eneas related, in a way, to the
earlier religious hermeneutics through Luther heading all tlyebaek to the origin of the

45 Jerrold Levinson, "Refining Art HistoricallyThe Journal of Aesthetics and Art Criticigii,

no. 1, (winter 1989), p. 21; Levinson's italics.

“¢ Joel WeinsheimePhilosophical Hermeneutics and Literary The¢iew Haven, Connecticut: Yale
University Press, 1991), p. 76.

“THans Georg Gadamérrruth and Methodrevised translation by Joel Weinsheimer and Dbl
Marshall (New York: Seabury Press, 1989).

48 Joel WeinsheimefGadamer's Hermeneutics: A Readinglofith and MethodNew Haven,
Connecticut: Yale University Press, 1985).
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word in Greek usage, meaning "things for interpreting.” Yet @&da version of this
practice is overwhelmingly philosophical. It is a detailgrstemological exploration of how
understandingself comes into being, not just an excavation of symbol-laden tesxbne
often pictures hermeneutics. | find Gadamer's ideas eglyamportant for correctly
conceiving of the artistic process.

The two elements of Gadamer's philosophy which have the glesance to my
understanding of art are his assertion of the "limits of métand his exposition of the
“circle of understanding,” with its component "the fusion ofzwns." Gadamer accepts the
fact that methodology, as specific strategies of intemacis unavoidable, especially for
science. Nevertheless, much in the same spirit thahfstsiharbor concerns about theorizing
in the abstract, he points out that we must be self-consciawslie of the methods we use,
for they foreclose potential avenues of perception as muittegp®pen them. Most
methodologies, such as that of the natural sciences aasmbibse of many artistic directions,
claim to be the unique road to truth. Method is not transpdtésbpaque with prejudices —
which word Gadamer uses to mean "pre-judgments"” or "ideasebledmd," not racial
discrimination.

Bringing this principle to play on my own developing theorgailed attention to the
fact that we must use such theories in art as toolsngteidie a touch a self-doubt in their
manipulation. | desire my theory to be an informative wagiscover how creators achieve
works which become irreplaceable parts of our lives. Greatorks, though, matter more
than any theory; they are not illustrations of them. Eaattipaiis larger than any of the
explanations of it. My theory will be a model for use in un@erding and creating works of
art, which are themselves models for interpreting expegienc

Gadamer's hermenedtic circle of understanding is one of theingigats in philosophy
— and difficult to condense. Weinsheimer describes it agéinite dialectic — that is, the
circle — of part and whole, in which the whole undergoes papeal enlargement through
the fecundity of the exemplary particulat’As | see it, according to Gadamer's account, each
instance of understanding conforms to a pattern similaetéottowing script: A perceiver
encounters an experience (object, event, book, idea, ets.p@tteiver necessarily and
unavoidably carries prejudices into this action, assumptionstbdhe results of history,
culture, society and previous adventures. He or she prdjass prejudices imaginatively
onto the experience in order to begin to attempt to understakadiers Engstram would say
that this is a propositiot?.Such a projection involves, in my terms, tropes. These are not
propositions themselves, but the act is proposal-like: thiiese preconceptions are offered
to the mind for contingent consideration. Such pre-judging isigiut or wrong, it simply is.
There is no perception "objectively” outside it and no per@ed "subjective” as to be
ahistorically independent of it. The perceiver's notions-insackvare bounced off what is
experienced, thus tested by application. Inevitably, theglf@lit of fully encompassing the
experience; they may even be found to be completely falshihans, therefore, (may)
learn something with each interaction, each testing fpeet Gadamer calls the desire for
this understanding a "passion"” rather than a process. Thepatkage of one's viewpoints is
envisioned by Gadamer as a "horizon." Through the circle of uadeisg, one's horizon is

® WeinsheimerPhilosophical Hermeneuticpp. 55-56.
®0 Anders Engstrgm, "The Contemporary Theory of MetaRevisited, Metaphor and Symbovol. 14,
no. 1, 1999: 53-61.
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matched to another horizon. Thereby, horizons are fused, eaateised. In the alien or
foreign horizon, one must find oneself, i.e. some aspects «f awe' horizon. This allows the
perceiver to come to be "at home" in the new, expanded holig@wise, one must find
elements of the alien in oneself to accomplish any undhelisig. We cannot avoid ideas-in-
advance as much as put them under the pressure of the desiezgdret and learn through
experience. This is an exegesis of lived encounter. Inréfaion of works of art, artists
continuously phenomenologically "throw" themselves, in a Heid&yysense, into new
encounters. We test the particulars of our horizons agamstttble of experience ("reality").
The particulars of an incident, of each new artwork,ttestvhole of each of our horizons.

Gadamer's circle of understanding, describetrith and Methodhas clear
consequences for interpretation in general, but also for unaddirsgeart.

Anyone who wants to understand a text always pexan act of projection. He projects in
advance a sense of the whole as soon as an setige appears. Likewise the initial sense
appears only because one is already reading withiceexpectations of a definite meaning.
In working out such a fore-projection, which isaifurse continually revised, consists the
understanding of what is thete.

A similar, complementary hypothesis was proposed by Chris Argyd Donald A.
Schon, in an expansion of the ideas of Pragmatic philosophebDaotey. As | mentioned in
the Prelude, learning can be seen as a recurring courstoof @ntered on open-ended
assessment. One learns, tests, corrects and re-tpssiirey one's knowledge even to the
extent of allowing amendment of the initial aim itself, tharsning a double-loop of
learning® The arts involve hermeneutic circles-within-circles, desiwhich meshes well
with what | have called the questioning of metaphors. Theanf understanding is how we
put the tropes we already bear into application, finding thesful or inadequate. This then
elicits the creation of more effective ones. Themnis prominent doubled-circle for creators.
There is the hermeneutic circle of understanding the experigtlife in general and another
intertwined circle of understanding the possibilities availablene's media, tools, process,
and other aspects of form. For most authors and artiststthesee indivisible. In his
sonnets, Michelangelo, for example, could not see his love tmrid Colonna except
through his love for stone carving. | develop this doubled-cirdigimwa cognitive theory of
trope.

In some coteries it is disputed if my next thinker of caaegctruly a philosopher or not.
Cornel West is a professor of Afro-American Studies andetijRn, yet he contributes one
of the most stirring political philosophies now in discussion.ikléurn, doubts the relevance
of much of the literary-critical thought now being idolizede$¥/has said in an interview with
Anders Stephanson At and Philosophythat "the linguistic model itself must be
guestioned. The multi-level operations of power within sociatiires — of which language
is one — are more important™*His work revolves around questions of power and inequities
in society. West's philosophy has been a central inspirationdety thought. West supplies

51 GadamerTruth and Methodquoted in WeinsheimeGadamer's Hermeneuticp. 166.

%2 Chris Argyris and David A. Schofheory in Practice: Increasing Professional Effeetiess(San
Francisco: Jossey-Bass, 1974).

%3 Cornel West, interview with Anders StephansoAfnand Philosophyed. Giancarlo Politi (Milan,
Giancarlo Politi Editore, 1991), p. 155.
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ideas which meld well with my notions and allow the exanonadf ways in which trope
may be used in questioning foundational reasoning and subvertinfuharaetaphors.

West calls his approach "prophetic pragmatism." This termritbes his philosophy
well. West is concerned with hopeful analysis (the prophetid realistic action (the
pragmatic). Prophetic pragmatism "promotes the possibilihofan progresandthe human
impossibility of paradise> Prophetic thought, according to West, can be broken down into
four basic components: discernment, connection, tracking hypoandyhope.

"Discernment" means being historical and analytical; "conmetis his word for cultivating
empathy with others; "tracking hypocrisy" is the demandhhbatans, especially intellectuals,
be self-critical and not self-righteous; "hope" is his calt the face our contemporary,
generally accepted misanthropic disbelief in humans aalkeobe>® In this light, one can
understand West's controversial Left Christianity (manyéngtolitical Left do not like his
Christianity, many Christians do not care for his social gsltiHis involvement with
progressive African-American churches is instrumental t@xent that he finds in them
"resources for sustenance and survival." He is a genuine déxediswell, stating that he finds
"Christian narratives and stories empowering and enabfifhg.”

West is an adamant critic of nihilism, especially heseaof its current, fashionable
acceptance by many creators and scholars. His cleargigtteunts of this phenomenon in
the interview inArt and Philosophylemonstrate where his hopefulness merges with his
pragmatism.

[N]ihilism is not cute We are not dancing on Nietzsche's texts heretalthg about
nihilism, we are in a nihilism that ibved. We are talking about real obstacles to the
sustaining of geople *’

Reality exists in what West repeatedly calls "brutal, fagspecially for those without
much power such as disadvantaged minorities.

[T]here is a realitghat one cannot not knowhe ragged edges of the RealNefcessitynot
to be able to eat, not to have shelter, not to teadth care, all this is something that one
cannot not know. The black condition acknowleddes. t®

It is mandatory, then, that we hope against all hope. Ceecatigl theoretical activity
must be foregrounded against a background of the tragic. "Cultimgogs;t, convincing
people not to kill themselves...," West has writteRiiaphetic Reflectionsontinuing that
"the question becomes, then, as cultural critics andlagal artists, how do we generate
vision and hope?® One answer | came to, inspired by West, is that wedoaso by building
new tropes to live by, ones which criticize inadequateucaillimetaphors, but additionally
point to wider vistas of inspiriting desire — metaphors of dparaess for "existential

54 West,Prophetic Reflections: Notes on Race and Powemireca Beyond Eurocentrism and
Multiculturalism, vol. 2 (Monroe, Maine: Common Gage Press, 1993), p. 10; all italics in quotations
from West are in the original.

%5 |bid., pp. 3-6.

%6 |dem,Art and Philosophypp. 160-161.

" bid., p. 173.

%8 |bid., p. 161.

%9 West,Prophetic Reflectionsvol. 2, p.4-5.
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empowerment.®’ | thus began to see West, and many of the others mentioneg] #mugh
the lens of metaphor, although | encountered their work beforedwieed cognitive
linguistics.

One function of art which has continually resurfaced in th&pter and underlies all my
art theories is that art is the creation of opportunitiesnfi@ginative, tropaic interpretation.
Robert A. Sharpe's version of this idea is of such cetyttalimy thought that | already have
had to apply it several times in the discussions aboveepfoperly presenting this
philosopher. In his booKontemporary Aesthetics: A Philosophical AnalySisarpe offers a
profound, elegant definition of art which is able to account fardtaplexity and
contrariness™

Works of art are not merely objectsf interpretation. Many objects are objects of
interpretation. Works of art are also created esented as candidates for the peculiar form
of interpretation described [in his book]. As gamdonclusion as any is the slogan, 'Works
of art are objectfor interpretation.®?

The uniqueness of Sharpe's insight is that artworks are opjessnted fomultiple
interpretations. Great works may even call for continuous,asidlike re-interpretation by
readers and even from their own creators, which helps exphairwriters and artists
sometimes change their minds about what a work means dftey iteen long completed.
Sharpe's philosophy suggests the essentiality in all art oftgphcity of interlocked
metaphorical readings, and the greater the abundance convergiegwork, the more
wonderful the work

Cognitive Linguistics

While reading Paul Ricceufiie Rule of Metaph&tand the wonderful short collection
On Metaphoredited by Sheldon Sack5| realized that the study of the creation of meaning
through tropes within the larger field of metaphor studies n@eed the path my thoughts
had brought me down. In examining as many sources as | coulavfirah was not then all
that extensive, | discoverddetaphors We Live Byy George Lakoff and Mark Johns®hin
this short book, | found a lucid, well-written portrayal oftaphor and its significance to our
thought processes and therefore our lives. Although now a clémesiext was then rather
fresh. In fact it still is in many ways, as it hasolutionized metaphor and linguistic studies
but hardly has had an impact on fine art yet. The ideasgfitive metaphor studies, as they
are now known, in that book and its follow-ups are even actiesigted in the literary and
artworlds, when they are known at all — as is also oftendf the notions of Harold Bloom,
my other major influence. (It has been pointed out to me tnait lucky that | am not a 20-

%0 |dem,Art and Philosophyp. 168.

®1R. A. SharpeContemporary Aesthetics: A Philosophical Analy@i&w York: St. Martin’s Press,
1983).

%2 |bid., p. 185, italics in original.

%3 paul RicceurThe Rule of Metaphor: Multi-Disciplinary Studiestbé Creation of Meaning in
Languagetrans. Robert Czerny (Toronto: University of Timtm Press, 1977).

64 Sheldon Sacks, eddn Metaphor(Chicago: University of Chicago Press, 1979).

8 | akoff and Mark Johnsometaphors We Live BfChicago: The University of Chicago Press, 1980;
paperback, 1981).
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something wishing to teach in a major Anglo-American onéneuniversity, as my choices
of scholars are too controversial.)

Metaphors We Live Bypade me aware that | was not interested in "figuratimguage"
— or its visual equivalent — in the simple rhetorical sensefor purely formal reasons, nor
for its deconstruction, but rather for the way this conceptianifasted itself in a lucid
systematic process, one which could integrate all my oteeowdtries in those thinkers
described above, others unnamed and my own extrapolations. ToesdLakoff and
Johnson and their colleagues, especially Mark Turner, wentwritéoa variety of books, all
of which | found exciting. Each expands upon particulars of cognitietaphor theory or
other aspects of cognitive linguistics. These incltidosophy in the Fles?f More than
Cool Reasofi” and many others including the very recent bddte Artful Mind: Cognitive
Science and the Riddle of Human Creatiffitilore than Cool Reasotelves into specific
literary texts (e.g., Emily Dickinson's "Because | Could Siatp for Death," Shakespeare's
Sonnet 73 and, most remarkably, William Carlos Williamstse"Jasmine Lightness of the
Moon"), which suggested to me the prospect of comparable caatsidhsrof visual art. The
implications of cognitive metaphor theory spread far beyond thaliaiithors' presentations.
Lakoff, Johnson and Turner may be most valuable for pointing thepsagtjcally insisting
that others extend their notions and apply them to other queatidrfeelds. Lakoff and his
colleagues started a series of major breakthroughs in usmoldirsg tropes. Especially in the
last few years, major cross-disciplinary communicationbe@s cultivated concerning the
connection between "poetics” and thought in general. As | orediabove, such a large
portion of research is now grounded in cognitive neurosciencehthatew outlook on the
mind is referred to as "the cognitive revolution.” The éitare on the subject has exploded.

Lakoff and other researchers of cognitive metaphor point taarwultural application
of metaphor as a thought process, one which underlies even laiige#fgéus is not
dependent on it. This is the portal allowing us to explore otlmns in the architecture of
thought, not just the windowless library which too many poststralist literary theories
seem to take for the whole building. It is metacriticalljtarf®@rmal, emphasizing cognition
and content. Analysis of the process of art-making as a ocagpitocess offers opportunities
for uniting a hermeneutics of suspicion with a hermeneutieppfeciation, leading to a
hermeneutics of discovery. | see in it a great opportunityriderstanding art history and the
process of art-making.

There continue to be developments within cognitive metaphor thaark,as its
coordination with the mapping of the cerebral cortex and mgstriiantly for me, conceptual
blending. Gilles Fauconnier in collaboration with Mark Turcreated this theory, which
ideally supplements Lakoff's theory of metapffdrwill be referring to it in later chapters. |
began to apply many tools from cognitive metaphor theory to vastialich as "image
mapping” and "image schemes." | also find it instructivee® where the vocabulary of

% |dem,Philosophy in the Flesh: The Embodied Mind andhsllenge to Western ThougiNew York:
Basic Books, 1999).

®7 Lakoff and Mark TurnenMore than Cool Reason: A Field Guide to Poetic Ndétar (Chicago: The
University of Chicago Press, 1989).

%8 Turner, ed.The Artful Mind: Cognitive Science and the Riddiélaman CreativityOxford: Oxford
University Press, 2006).

® Gilles Fauconnier and Turnéfhe Way We Think: Conceptual Blending and the Mikiitiden
ComplexitiegNew York: Basic Books, 2002; paperback, 2003).
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"foundational cognitive metaphors" is at work in the formal, tezdinand stylistic aspects of
the works of artist&’ Yet the basics of cognitive metaphor theory are most impddane.
Under the inspiration of Lakoff, Johnson and Turner, | made tls@pardiscovery which is
the foundation of this dissertation: artists create for gedwies new metaphors to live by,
which readers or viewers can then also use to thinkamithlive by.

Useful Trope

Then there is the story of the two detectives & @thicago Police Department. One was a
naive realist who believed literally in the copyedny of representation. The other was a
sophisticated irrealist who believed in the religiand arbitrariness of representation. Both
detectives, it seems, had to be fired from theefotbe realist, because he didn't see any
need to arrest a suspect if he already had a moiy thie irrealist, because once he had a
mug shot, he started arresting everyone in sight.

This joke illustrates well the state of literary and aiticdsm for some time. | have used
this chapter to locate my theory within this situation, mapghieglistances between my
notions and a variety of philosophers and literary-criticabtists. In addition to these
cursorily delineated links, the theory of central trope @igded in cognitive metaphor
theory. Metaphor theory offers a path out of the two "prison s8usemisuses, of language
described above in Mitchell's joke. What Th. Emil Homdsas written of metaphor and
naive belief in the context of religion holds for the agswvall.

When a myth or belief is no longer accepted ateeali account, whether due to a period of
crisis or cultural transition, it may be recastamew form, humanizing and assimilating
more primitive dimensions by the symbolic and eviweanature of metaphor. The primary
symbols of a culture are then perceived and coldredthe individual consciousness
receiving a specific complexion over long periodgime, and their multiple, often subtle,
meanings lend themselves to those religious anticpegages whose function is to establish
man's meaningful existence in a seemingly indiffereorld’?

Certain assumptions may, following Homerin's assertion, becoone useful, not less.
Artworks which were previously viewed as "inspired oracfesnoecstatic saint" may now be
interpreted as "profound descriptions of humanity's existential'staThis is not a loss,
except perhaps of naiveté, but rather a gain in understanding.

In the next chapter | present the theory that | coalesdeaf all my concerns, all my
wanderings and my surveying of useful contemporary theories. Fotj@mapters continue
to investigate the theory and its application, testirgd thereby perhaps even altering it, in a
series of double circles of interaction with artists ama@iks, including my own. My theory,

"0 "Foundational metaphors,” "image-mapping" and tjmachemes" are important in all the publications
of George Lakoff and his co-scholars. Foundatioteyigors were brought to the attention of a wide
public first through the booketaphors We Live Byhe best short descriptions of image-mapping and
image schemes are in Lakoff and Turnéfare than Cool Reason

1 Mitchell, Picture Theoryp. 345.

2Th, Emil Homerin, "Echoes of a Thirsty Owl: Deatihd Afterlife in Pre-Islamic Arabic Poetry,"

Journal of Near Eastern Studidd, no. 2 (1985), p. 174.

3 |dem,From Arab Poet to Muslim Saint; Ibn al-Ed, His Verse, and His Shrin&tudies in

Comparative Religion (Columbia, South Carolina: msity of South Carolina Press, 1994), p. 96.
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which | call metaphor(m) or central trope, | believe, is toreall the arts, literature, visual
art, music et al., yet | will be discussing visual arhgipally. The human, artistic gap
between experience and its interpretation is art's propdrgord. The distance between our
desire to connect and the complex impossibility of transpammmunication or unmediated
perception allows tropaic mistakes of wonderful richness.
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CHAPTER TWO
The Theory of Central Trope: Metaphor and Meta-Form

Metaphor is primarily a matter of thought and
action, and only derivatively a matter of language.
—George Lakoff and Mark Johnsbn

Paint, to Paint, a Painting, Painting

While conducting my investigation of the available theoretaradscape as outlined in
the previous chapter, | realized that my survey of theatilee was best conceived of using
the metaphor of land surveying, a trope both artistically tatiégpand one arising from my
personal experienc&his approach suggested a hopefully productive and enjoyablegstrat
that | could frame several chapters in specific metapfitist each would be seen within that
sub-limning, yet contribute to the overriding trope wherein Itheeentire dissertation to find,
explain , test and explore my theory, resulting in a book ancbooitant installation. This
artwork is an integral part of my dissertation and the m®oé¢its creation, one which
embodies the theory of central trope, while also internaflgcting the structure of the
whole, by consisting of paintings as singular artworks, as surnogimill painting and even
the final book itself, all of which together will compriséagger integrated totality as an
integrated single installation artwork. Through my resedrscame aware of what | was
seeking: a theoretical apparatus for understanding the strujgldssts, their achievements,
at once both intellectual and concrete, one that had a ¢ratintrete experience. Experience
for me is painting. | am primarily a visual artist, @specially devoted to this discipline,
whatever my "expanded" ideas and intellectual interesyst@aWhile discussing this with
my advisors, Professor Langlotz pointed out to me that thapiet of surveying in the
previous chapter also brought to his mind the act of painsirsgraetaphor for what | am
doing here. | mentioned this to Professor Ursprung, who agreduap3 this is, to an extent,
the elephant in the room that | did not mention — did not even dfioktil my two
professors mentioned it — due to it being so all-prevatame. My life revolves around the
daily act of painting and has indeed done so since the ddge ®hus, | may have disregarded
its centrality, much as | only notice my dual cultures mvtiey stand out against a
background of one another or of a foreign experience. | feel rmetiéan in Europe, and
highly European in the US now, while each of these becomes transf@mmy own
perception in its own native confines. Thus in this chapteiwisithe centerpiece of my
dissertation, | use the process of painting itself asx)tended trope, much like a
Metaphysical poet's conceit. In this case, it appears oftest as a simile, due to the fact that
| discuss the composition of my theory as being like thetioreaf a painting. To playfully
outline the allusive potential of painting as a trope, my 8al@bove unpacks variations on
the word, all of which are parallel in English, but not se&¢mso in some other languages. |
mean the material, the action, the object, the activitzerman the phrase would be
Farbmittel, malen, ein Bild, die Maleran Latin: pigmentum, pingere, tabula, picture

! George Lakoff and Mark Johnsdvietaphors We Live B{Chicago: The University of Chicago Press,
1980; paperback, 1981), p. 153.
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What is indeed the process of painting? It is actually quitque to each painter,
although each of us, of course, thinks his or her variety isebte A short outline is in order;
elements can be added or subtracted, emphasized or dimirgghatized or
extemporized, but the broad sketch remains rather sirAitasts choose their favorite
medium, form of paint, (oil, acrylic, alkyd, mixed, a.ondasupport (stretched canvas, panel,
wall, a.0.). Then they apply and blend paint, both on atpadetd on the surface of the work.
Generally, it is blended before application to some exteat malette or in containers, then
once again upon application. The most important factor is thegtratien of relationships
among the various elements; therefore this is the source obtii@uous changes and
adjustments that are made while painting. For example,@dahaffects the colors near it.
The whole affects each part. The haptic qualities — thingk, glossy, matt, glazed,
scumbled, flat — must be drawn into careful accord. Thesell coordinated in a give-and-
take with the intentions of each artist, those aspects gdiaaund those discovered, within the
action of thinking-in-things, thinking-within-the process, a dialota is highly dialectical.
What do | want? What can | get the materials to do? \Gbext the evolving object want or
force me to do? What can | accept and use of its efficaeioergy?

This is indeed an excellent metaphor for theorization andnbodiment. In fact,
painting may productively be seen as a synecdoche of the paoddhssrization in the
service of the interpretation of experience — one partigutenh, embodied application of it.
Let us make the comparison explicit. A theoretician or philosgpgh@nyone acting in this
way (which includes many people, from time to time, not just §zsibnal" thinkers), begins
with various givens. These are ideas one finds useful and atinguin one's own and others'
thoughts, acquired by means of reading, listening, discussingmesd important for a visual
artist such as a painter) viewing. These are the ttiearequivalent of the material tubes of
paint. Undeniably, some artists chose to return to the olddrochef making their own paint
from the base elements of pigment and binder, while, oppogithlgrs use whatever is
readily available, perhaps even purposefully eschewing fbhgedbrands, going for
commonplace material, as Robert Rauschenberg did (atdaa$ian legend) with cans of
unmarked paint bought randomly in a hardware store. Most artisthese approaches,
using what can be bought and adding various adaptations and seletaatnts as needed.
Analogously, the thinker will use useful ideas of preemipiilbsophers, or lesser known
eccentrics, also sometimes returning to earlier questiotiseforming new answers in their
own way. Alternately, a theorist might add several compldtesh materials to the tool Kit,
inventing new terminology, showing fresh acuity. One exampleeoimportance of this last
idea is Arthur Danto's "thought experiment" of the problem of@ksvindiscernible from
real object$.Whatever her particular approach is to received, assentigihal and altered
raw materials, the theorist seeks to combine these, apphgngto subjects which intrigue
her, attempting to apply them in insightfully fresh fashienss a painter mixes, blends,
applies and modifies paints to interpret motifs and contensadlan choosing. In both cases
the key is the relationships among all these formal and contefguzents in a dialectic of
intention and discovery. In my own case, | became interesthe theoretical aspects
underlying practice for several reasons. | wish to understgnuwn practice and those of my
colleagues both contemporary and historical and to defend ouicpragainst theories |
found incorrect and dismissive. Most of all, my desire i a useful theory which appears

2 Arthur C. DantoThe Transfiguration of the Commonpla@ambridge, Massachusetts: Harvard
University Press, 1981).This is the important foatimh of his argument in this book.
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to have a semblance of truth to the experience of paintimgreas so many others seem so
far askew, like blind men describing photography.

In the following, while using the trope of the process of pairttindescribe the creation
and substance of my theory, which resulted from my seartihexiibove, | apply my theory
to Vincent van Gogh and Ernest Hemingway, a thought experiméoth discover my
theory and to test it.

Metaphor and Meta-Form

Let us begin with my palette, in the sense of my ravigmlor. These hues are the
recent discoveries in understanding metaphor within the fieddgiitive neuroscience,
which can be used to compose a useful understanding of grtistiess. In the past, two
unproductive viewpoints have seen art as solely a matter pfahimg out of formal
invention or, contrarily, only the charming delivery of importargssages. A third, more
recent and grave dismissal of visuality and visual ghas'linguistic turn," which is still now
predominant, although its stranglehold on the artworld appeaesltmsening slightly. The
phrasdinguistic turnis actually Gustav Bergman's, given new currency by RidRart.>
This is the postmodern notion that there is no reality outsidgisge, and furthermore, that
language is itself arbitrary and only self-referential sTilea has performed the significant
work of undercutting claims of a universal standpoint from wiogbeaiss judgment on art.
Nevertheless, such a conception of language has becomezéstjgitetached from culture,
specific linguistic traditions, and performative functiomile being used to dismiss the
efficacy and embodiment of tropaic thought possible beyond sstip$i has often been
difficult to perceive the central and creative rolerataphor in all cognition, including the
visual, due to the omnipresence of tropaic reasoning in lifailgn the one hand and the
complexity of its imaginative transformation in the amsthe other. Metaphor may seem
either fully transparent or opaque, when in fact it isttheslucent essence of transmission, of
communication, itself. How this can fade from view is iltagtd by the fact that naive
viewers often discuss representational images irsaftthey were the very things they depict
(actually, therefore, an elision, perhaps even a forthefrope synecdoche). This is what
René Magritte so skillfully and philosophically spoofed is paintingLa trahison des
images (The Treachery of Image$)1928-29, depicting a pipe and the phrase "Ceci n'est pas
une pipe" (This is not a pipe.)

® Richard Rorty;The Linguistic Turn: Essays in Philosophical Mett{@thicago: University of Chicago
Press, 1967). The term became popular with thiscdogy.
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fig. 7

René Magritte

La trahison des images,

oil on canvas,

1928-29,
63.5%x93.98cm/25in x 37 in

For artists, the verity of images as constructed illusiva$vays forefront, as they craft
them. Much of the talk in the past by theorists claimiveg painting has been naively
confused as a window misses this important point. The maker afmage cannot but see it
as a surface upon which she has conjured a vision, whethexcalostrepresentational, when
she has sent weeks, months or more putting it together. The erestavish that the panel
beimaginedas a metaphor for a window, or that viewers have an exmesimilar to that of
peering through a window, but one would have to be utterly insamave painstakingly
made something and then mistake it for its image; even Piggmaas yearning, not
befuddled. In fact, concentration on the richness of commiumi¢ashifting degrees of
opacity is what makes visual art so dense. Trope's prinoghastry is to dialectically
integrate the misleading oppositions drawn above. Art's sréftinake the most of them.

With the materials and forms | have researched, dltereated and molded, | am
painting my own cognitive and agonistic theory of central trdpés ties in evocatively with
the fact that I, like most contemporary artists, haveatlabandoned the palette as an object.
In his bookWorking SpaceFrank Stella writes that abandoning the palette wa®bihe
most important events in contemporary art production. "What Weglfep see is that it was
the loss of the palette, not the easel, that changeddbef what we see as paintirfigVost
of us now use a table top or similar larger surfaces, anattdy jars and cans, mixing colors
in larger fluid quantities, in effect accomplishing the imaottmixing and combination
directly on the artwork itself. This is a performative, asnexistential placement of the act of
mixing, making it a process of operational discovery analogotietway | suggest artists
discover and form their central trope and its extensions witleicourse of the action of
creating their work, not aforehand.

According to my depiction of metaphor(m), a vocabulary of founddtimognitive
tropes (as identified by Lakoff, Johnson and Turner) is aatitiee formal, technical,

* Frank Stellaworking SpacéCambridge, Mass.: Harvard University Press, 1986).10.
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material and stylistic aspects of the works of authorsaaiists? One central trope of form is
embedded in the construction, composition, syntax, vocabulant;ipendling, color,
dialogue, or other configurative elements of the work. It isddjnmecovered, and (seemingly
incongruously) forged in order to allow authors and artists to exphnes desires.

Importantly, these desired meanings include both those wvailiddhose discovered within the
central trope itself. To come to one's own tool of visiahésgreat creative contest. This is
one's brush, yet also metonymically one's stroke. Contempotestg Aave sought a wider
range of tools than was traditionally used. This includeksim Pollock's sticks; Max Ernst's
scrapers; Jack Whitten's oversized squeegees and rakesjmikgtchup bottles, sign-
painters' and comic artists' equipment. Likewise, no mattat the actual instrument,
contemporary creators have often pushed tropes to surprisingdeAg artist's metaphoric
vehicle is based in construction, yet is also a trope; hénsaneta-form but also metaphor,
thus my neologisnmetaphor(m)which | use interchangeably with the tecantral trope
Quite often, a central trope can be a complex compriseglvefal metaphors and their
variations. That is, the core analogy is often innovatittelgsmuted by being made more
intricate, by being extended, elaborated, composed, questmmertjcized. These detailed
applications of central trope are tools as well as contenetliorto my painting metaphor,
they are the choice of brush, whether sable or bristle, & stisqueegee; the choice of paint
fluidity or density; of the paint's opacity or transluceraygd so on. Such complexity, | assert,
in fact usually prevails in the works of the greatessi: Moreover, the strongest creators
apply their central tropes across the widest range of sspetheir works. A metaphor(m), or
central trope, is many-in-one: a polyvalent concord based aniaaanteger of insight.

Lakoffian "foundational metaphors" are important in this portrayalrtistic creativity.
They may be envisioned as the principal constitutive underpinagideir name implies,
comparable to basic compositional forms familiar to art viswaich as the Golden
Rectangle of the Renaissance, the grid in Modernisth@sgquentiality of comics, and so on
—including my own notion of iconosequentiality, which | have disalisgtsewhere and on
page 144 below. Yet another simile would be comparing thehetsupport of a painting, the
stretched canvas, wall or other object underlying the worlevfen in these substrata
themselves societal and cultural factors are embeddedeAsfnort description of
foundational metaphors is givenMore Than Cool Reasoby Lakoff and Turner.

Basic conceptual metaphors are part of the comnmwiteptual apparatus shared by
members of a culture. They are systematic in thertetis a fixed correspondence between
the structure of the domain to be understood (degth) and the structure of the domain in
terms of which we are understanding it (e.g., depa). We usually understand them in
terms of common experiences. They are largely waons, though attention may be
drawn to them. Their operation in cognition is nipstutomatic. And they are widely

conventionalized in language, that is, there amgremt number of words and idiomatic

® Foundational metaphors (which will appear in uppese italics) can be found in all of the works of
Lakoff, Turner and Johnson. The primary sourcedsearchers is the "Master Metaphor List" begun by
Lakoff and in revision. This is the bulk of the welte at the University of California at Berkeldyed

the Conceptual Metaphor Home Paffer URL and other references please see bibljgra As the
metaphors repeat in these sources, they will nitdigidually referenced. A stimulating,
complementary, and somewhat different, list of majetaphors is being compiled by John A. Barnden
and his students. They are working on "reasonimgieimental states,” primarily as an aspect ofieidif
intelligence. The site is titleATT-Meta Project: Mental States and Metap{ifmr URL and other
references please see bibliography).
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expressions in our language whose interpretatioapertti upon those conceptual
metaphors.

Examples of such core, or foundational, metaphorSLdire IS A JOURNEY," "TIME
MOVES,"or "PURPOSES ARE DESTINATIONGH' a more general level there 800D
IS UP,""UNDERSTANDING IS GRASPIN®! "EMOTIONAL IS DOWN*These tropes
permeate everyday life and culture from its mundane manifassathrough to its peaks of
creative expression. Lakoff and his co-thinkers postulateiseimumber of these basic
metaphors, forming categories of thought. They are in the pro€assembling a
comprehensive list which will be published as a web sties& metaphors are culturally
contingent, as the title of Lakoff's bow%omen, Fire, and Dangerous Thingjsplays. This
title is taken from the Australian aboriginal language Dyividaich indeed has a linguistic
category including those memb&rgithin specific cultural bounds, these tropes and
categories of thought form the building material of our cognitions of imagination and
expression — including but not limited to language. Foundation&phers are, in turn,
"grounded in perception, body movement, and experience of a phgsatabcial charactet."
We use these core tropes to generate specific expressionsp&aditidar instances of those
listed above would includ#d've traveled this way in love beforéChristmas is
approaching,"and"If you work hard at being a father, you'll get ther&lle more general
schemes could be exemplified 'Byhings are looking up,"Did you catch his meaning®r
"Let's not fall to that level in our discussio.hus these foundational metaphors ground
individual thoughts, making cognition cohesive.

| would like to highlight one essential broadening of this ittda.reasonable to assume
that the foundational metaphors stipulated by Lakoff, Turner and Johrsdmequently
metaphors in the strict sense, but not always. These two aatgoconcerned with
conceptual metaphor, a thought process of making analogies, &f hvigjaistic metaphor is
only a small part. There are various forms of comparisomegsnetaphor, or of perceived
correlation even outside trope as normally understood. As Lakdfi@mson writeMORE
IS UP"is grounded in the co-occurrence of two types of experienddsigamore of a
substance and seeing the level of the substance rise.ndexes no experiential similarity at
all."'° Metaphor(m)s, certainly run the entire trope gamut: metaphoile, metonymy,
irony, hyperbole, catachresis, litote, synecdoche and so on, enttgimcluding mixed
forms — thus emphasizing Harold Bloom's astute valuation oflepsia in our current time
period, whether it is Late Modernism, Postmodernism or evelaHe@smodernism. The
allowable supports for painting have expanded into anything imagioabdend, largely
thanks to Rauschenberg. Jessica Stockholder's installatiosissair&ct paintings upon room-
filling hodgepodges of objects. Likewise, the palette a®bdf painting has not been truly
abandoned, as suggested above, but rather enlarged. BeginthiedJia in the post WWII
period, it has merged with and become the table upon whidbarehg paints were only
placed, or has become a series of containers in whichbatgbes of paint are mixed.

® Lakoff and Mark TurnerMore than Cool Reason: A Field Guide to Poetic Ndétar (Chicago: The
University of Chicago Press, 1989), p. 51.

" The typographical conventions of style in thisgfor presenting figurative phrases, metaphors and
metaphor themes are described in "Notes on Typbgr&iyle" at the beginning of this book.

8 Lakoff, Women, Fire and Dangerous Things : What Categdiegeal about the Min(Chicago: The
University of Chicago Press, 1987), p. 5.

® Ibid., p. xiv.

10 |_akoff and JohnsorMetaphors We Live By. 1565.
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Correspondingly, metaphor(m)s exist in elegant, direct imag®simgs, yet also in
multifaceted, remarkable expansions or mixtures of tropeshltwiemphasize the fact that
tool boxes and working spaces for contemporary creators are novgegsous, both
physically and conceptually, particularly for visual agtist

The highly imaginative work of discovering their metaphor(mpcomplished by
artists through what Lakoff and Turner term an "image-mappingWeder, these authors at
first undervalued this discovery, describing image-mappingseaee fleeting metaphors™
They assert that "the proliferation of detail in theges limits image-mappings to highly
specific cases." By contrast, they find "image-schemapings" less detailed and more
useful in reasoning*® Image schemas generally rely on an abstracted sensacef and
vision, yet can also be grounded in sound, others sensesonaress-sensory, synaesthetic
perceptions. They can often be described with prepositionmpfestdirectionality: out,
inside, from, along, up-down, front-back, etc. In the arts, bosetimage-metaphor activities
shade into one another along a vast spectrum of possibilibés oBthese authors have
expanded their study of visual mapping in recent books. Notaakgff. has intensified his
investigation of visual art in his pioneering essay "The bigtience of Form in Art," in the
book The Artful Ming edited by Mark Turnét. In his contribution, Lakoff reflects on Rudolf
Arnheim, form as metaphor and presents the theory of "cog@Xptain this. Cogs are neural
circuits, involving mirror neurons, which ordinarily perform matontrol, but additionally
can register and structure observation. Image schemdsraaedlynamic schemas are
presented as potential cognitive explanations of the applicétizogs to reasonintf.|
believe image-mappings are purposefully interwoven by amisighis structure of
inferences as well. Furthermore, Turner's entire conceptiooguiitive integration and
blending offers an excellent account of how metaphor(m)s are brimiigleing. The
principal book on that theory T&he Way We Think: Conceptual Blending and the Mind's
Hidden Complexitieby Gilles Fauconnier and Turnkt.

Because of its proliferation of details, image-mapping previtle bonanza of
abundance necessary for mining new metaphors, thus making itngostant in visual art,
more consequential than often imagined. The operation of imagging is simple to
describe. A mental picture is projected in the minggsanto another "target" image. For
example, envision matching the appearance of a tree toftaavoman. Her litheness as she
stands slowly moving in the breeze is dramatically foreground#éds process, brought to
the reader's attention. Creators structurally, often higyalrsue this reasoning within the
confines — or better said, using the treasury of — their an@dd genre. They find potential
meaning in either projecting an image onto a formal el¢mefinding schemas adequate for
use which are natural characteristics of a formal eheniéiis is described more precisely in
Chapter Four, where the creative process of conceivingatémipes is delineated in detail. A
few examples will suffice for now. Simply whether a sculdgtiwem emphasizes verticality
or horizontality is a rich source of possible image schemesage-mappings. For instance,
perhaps the piece is vertical and building-like. Therefbie,more "up” than "down," linking

™ | akoff and TurnerMore than Cool Reasomp. 89.

2 |bid., p. 91.

13 Lakoff, "The Neuroscience of Form in Art," Tthe Artful Mind: Cognitive Science and the Riddie o
Human Creativityed. Mark Turner (Oxford: Oxford University Pre2806), pp. 153-169.

1 bid., pp. 160-162.

15 Gilles Fauconnier and Turnéfhe Way We Think: Conceptual Blending and thedMillidden
Complexitie{New York: Basic Books, A Perseus Book, 2003).
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it to all the foundational metaphors'®fP": "GOOD IS UP;""HAPPY IS UP; etc.

Depending on the composition, perhaps the piece is vertetadirngsses its downward
movement. This would elicit metaphors"®OWN." Long, winding sentences could be seen
as matching the experience of taking a leisurely jourmeggé-mapping consists in
conducting a kind of "sampling" of the world of experience. It do#stherefore, have to be
only a visual one, although | believe it generally is. ijmhbe based in one of the other
senses, or as our culture becomes increasingly multimidraght be based on a
combination of sensory impressions.

"New metaphors are mostly structural," according to Lakoff and dotth&or artists,
the structure of form and the structure of desired meanmgdontent) are functions of one
another. When an image-mapping is solidly rooted in structumébsity, Lakoff and Turner
refer to it as "iconic."

This is, in general, what iconicity in language asmetaphorical image-mapping in which
the structure of the meaning is understood in teofnghe structure of the form of the

language presenting that meaning. Such mappingpas®ble because of the existence of
image-schemas, such as schemas characterizing dmbusghces (with interiors and

exteriors), paths, motions along those paths, frqerts and wholes, centers and
peripheries, and so dh.

Therefore, metaphor(m)s are often iconic image-mappings @eisizhemas raised to
life- determining poweiWeltanschauungeo return to my chapter-metaphor of painting,
here | have reached what painters refer to asshde&or approach The second of these
terms is often preferred by creators because in commahesermstylehas been debased,
signifying nothing more than individual, characteristic formexgression without content or
thought — habitual, unconscious quirks also referred tmaslrue style is much more than
this. The linguistic field of stylistics shows how rich tl@ncept can be. While such study has
chiefly been carried out on literature in books suchlesConcept of Stylé has exciting
implications for the visual arts as w&lIStyle is the distinctive, personal mode of production
and expression of an artist which is visibly unique to his wank’s individualistic,
intellectually and emotionally-charged mechanics of embodyiegning. In my own case,
which is discussed below, this becomes morernbedus operandias the term is used by
police to describe a criminal's characteristic wayashmitting a crime, rather than a stable
series of representational choices.

Cognitive theorists have addressed this issue primarily d¥vbeof what is commonly
termedextended metaphar conceit The relationship of these two terms to central trope is
described at the end of this chapter. In Chapter 20etphors We Live Byhe authors
succinctly outline how the shapes of sentences can embodpmet purpose. This
chapter's title could serve as a wonderful epigraph to my thédoyv Metaphor Can Give
Meaning to Form." There are many forms of tropaic reagpby which technical aspects can
be re-envisioned and pressed into service as metaphor(rkdt &ad Johnson have listed a
few resources for "indirect understanding” of entities, whiclale often at work in central

18| akoff and Johnsorletaphors We Live By.152.
7 bid., pp 156-157.
'8 Berel Lang, ed.The Concept of Stylgthaca, New York: Cornell University Press, 1987)
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trope: entity structure, orientational structure, dimensiorxpérience, experiential gestalts,
background, highlighting, interactional properties and prototypes.

The Chart

| am an inveterate lover of diagrams and charts, pertegaaibe | use similar structures
in my art, yet | always enjoy them in theoretical essap matter what they are about. Thus,
like all the theories | find most pleasing, mine hasaxtcffig. 8). It describes the production
of central tropes and is noticeably based on Fauconnier andr'Sudiagrams of conceptual
blending, such as that on page 4@bé Way We Thirf

| will lay the chart out in words. A formal element of-avaking (the left-hand yellow
oval, Input Space 1 in Fauconnier and Turner's terms) is gdxn(br appears to be able to be
madeto be) like an image (the right-hand light blue oval, Inputc8®). This cross-space
mapping yields two cognitive spaces: first, the Generic Spathe authors' terms, above the
two ovals, which | have simply titled "Space." This ismaginary zone which contains what
the two inputs have in common, one's working space. Thistig@itin my diagram with a
stage-like curve in green. It is that site whereahlending becomes possible and useable.
Fauconnier and Turner's charts of cognitive blending suggest alityegfithe two inputs
which | find especially apt for describing central metaphatisnal art. | have turned their
Generic Space oval into an embracing, stage-like formtterbiustrate the way in which
this space is the background, amphitheater and world of miz$s$ dittis indeed an arena of
sorts for artists, representing their art itself, theidimen when particularized, and their life as
artists when broadened. Most importantly, mapped onto one anibidaéwo inputs blend to
produce the metaphor(m), the green oval at bottom, the Bleéyubexk as Fauconnier and
Turner call it. This is the specific trope unique to thattore@nd often reveals the reason, or
drive behind the initial mapping). This trope, by generalizai®based in the foundational
metaphors (the larger, darker blue oval on the right) witlchvalil think in the culture under
question. This self discovery, or self-construction, of a met@phas delimiting in that not
all core metaphors are then applicable, but is also enrichohga@nstructive, as it permits the
artist integrated access to all the related foundatioopés (thus the larger size of the blue
oval, of which only a section overlaps with the image ovidl)s metaphor(m) can then be
applied to as many aspects of an artist's process aattbageas she desires, or is able to
achieve, through extensions and applications of her central trojgeisTepresented in the
chart by the cascading, overlapping ovals emanating out ofiekegpphor(m) oval. One goal
and measure of artistic success is how completely aocr@etomplishes a thorough
pervasiveness of the central trope throughout the elementsatioer. creating many of these
offshoot ovals. The entire chain of image-mapping through tropwlex to foundational
metaphors is exciting to trace in the oeuvre of artigds. it in this dissertation to several
creators, sequencing Lakoffian chains of metaphorical reasdsimign. my own experience, |
suspect creators in their own thoughts place the weight on tiz énéative discernment of
seeing a trope in a technical or formal quality, for théttésvision that granted them their
individual theatre of possibilities, their future. By andyigrthis visual and tropaic
breakthrough is accomplished by artists in the process dfrigeeorks, the so called "happy

191 akoff and Johnson, "How Metaphor Can Give Mearimgorm," inMetaphors We Live By
pp. 126-138.
20 Fauconnier and TurngFhe Way We Think. 46.
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accident” or "aha"-experience. This circles back on our dehgsis, showing the inevitable
centrality of embodiment and performative, perceptual experieno@ovation.

Space (Art / Life; Medium)

Formal Element -q----------------4-- Image / Image
Schema

Metaphor(m)
(Central Trope)

Trope Extensions,
Applications,

Pervasiveness

fig. 8 The Chart of Metaphor(m)

| have painted my way into a theory, one that is a doortikaygh, not a corner. The
proof of any hypothesis, nevertheless, is in the testing.stdisment has more to do with
painting than most people imagine. Artists who have choskeea toakers of objects do so
because we are unremitting believers in a world "out theres'involving our bodies and
reality exterior to us, beyond a simply conceptualized worddyWew painters are crypto-
Descartian dualists in the way that many Conceptualigtsa to be, except for rampantly
subjectivist Expressionists (who may go as far as solipsiEmse two groups have much
more in common than they would ever dare admit, bothigglithe mind (whether thoughts
or emotions) from the body. That is one source of the enmiiyeleet the two; they share a
philosophy of mind/body split, while esteeming opposed halves and scdmeiother. We
who are not of those two camps believe one cannot truly think withakihg. Production is
followed by judgment of the creation, both for its internal gigsliand in regard to the
external experience to which it refers, which instigatesrations and adaptations, that is,
additional making — further painting — and so on, until the olgppears to be complete
enough to be sent out on its own. This is the dialectic dbtirécated object and palpable
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experience. | will now carry out something similar with myottye applying it intently to two
test cases.

Vincent van Gogh

..[C]hanges in our conceptual system do change
what is real for us and affect how we perceive the
world and act upon those perceptions.

—George Lakoff and Mark Johnsdn

Two applications serve as overt trials of my theory of cétrtspe, first to an artistic
and then to a literary oeuvre. In effect, | am paingingraits of the celebrated painter
Vincent van Gogh's art and the equally famous author Ernesnieay's writing as seen
through the method of my theory, looking for the presence of metaphangirthe process of
its creation within their works. Experimenting on these tigares, | found that they provide
excellent models of metaphor(m) at work. In each casejteaté&rope could be demonstrated
in their work concisely, yet without over-simplification, tigng the utility of the theory in
clarifying the nuts-and-bolts of creative achievement, whichyigjoal for the employment of
this concept. However, | am jumping ahead of the studl;iteeme trace the inquiry from
start to finish.

Van Gogh had been one of my initial inspirations for this thdarfact, | was
contemplating his paintings' technique and pondering his inflsemben the image of his
brushstroke as a small flame struck me. This led to muttteahought already mentioned in
the Preface. In contrast, | chose Hemingway as a difftaise, due to that fact that one of his
chief ambitions was to avoid metaphor. While | am primarily eomed with visual art,
Hemingway was himself openly indebted to painting. Additiondléyoffers a second subject
for initial study who is far from van Gogh's aesthetic i3, techniques and aspirations.

As is well-known, van Gogh's self-professed goal was to Ibhieg@xpression of
emotion into Modernist painting. He achieved this to suchxtanethat, since his death, he
has served as the paragon of success in the expressi@sioipa the arts. Granting his
personal goal, how did he realize and embody this in his autjedts? How did he
harmonize his influences from various forerunners, none of whom seelu to be an
obvious candidate on which to ground an art of passion? Thixig&l point, as the pursuit
of a central trope best begins with a close analysis #adar's agon.

Van Gogh desired to be both Jean-Francois Millet and Claude Mdisanhterest in
Millet sprang from the empathy van Gogh felt for the eafdanter's subject matter. Millet
expressed sympathy for the lives and environments of peasamt§agh's paintinghe
Potato Eatersf 1885 (fig. 9) is a culmination of his immersion in Mill&his work, though,
in its heavy browns and greens, deep shadows and blocky brushwesldsrihat the battle
for his own central trope had just begun in earnest at this. B#iottly thereafter, van Gogh
began to struggle with the methods of the Impressionists, fioldpkis contact with
contemporary artists in Paris. At the same time, he disedwcertain Japanese prints,
including those of the prolific artist known in the West assiiahika Hokusai. Fusing Millet,

21 Lakoff and JohnsorMetaphors We Live Bypp. 145-146.
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Monet and Hokusai into one composite predecessor figure, van Gogédaqminbined
elements of their techniques in attempts to convey his pérsbs@ssion with emotion. The
desire to express passion was the focus of van Gogh's visias the engine of his
endeavors.

He struggled with Millet-like subject matter and Impressbpaint application, adding
a dash of Japanese draftsmanship. From the Impressionsstizéé on brilliant color and the
small, dash-like paint strokes. Nevertheless, theirtiasion with the play of light on surfaces
did not interest him. Van Gogh's misprision succeeded when heeth#ippimage of a flame
onto the dot of Impressionist brushwork. This justified and heiglatdnis use of sharp,
glowing color and his frenzied draftsmanship. Van Gogh had atitébg become more
"primitive" than Millet, while using similar subject matt hence could envision himself to be
"earlier" in a fashion. He painted more directly, lesslistusly than the Impressionists, again
a form of imaginatively becoming prior to them. The heaggnsented strokes of Japanese
wood-block outlines offered a thicker, more direct form of markinmgatwhich could assume
the contours of flames.

In his paintings van Gogh makes a progression employing a confpieany tropes.
The metonymie&a flame is fire"and"fire is hot"lead directly to the foundational metaphor
"PASSION IS HOTThis merges easily withLIFE IS FIRE"and"LIFE IS HEAT.'A key
synecdoche plays a major roléhe brushstroke is paintingThe artist expanded this chain of
reasoning to all elements of his works, even compositicanatogous waysPassion is life"
is his self-acknowledged central belidrushstroke is flame is painting is passion is lie"
his metaphor(m), his true central trope.

This can be seen mostly clearly in paintings such amtéese self-portraits of 1889
and 1890 from St. Rémy, the wild sky of the world fam8tasry Nightof 1889 (fig. 10), or
the flaming trees ilCornfield and Cypress Treed the same year. Van Gogh had found his
central trope and himself by discovering forms which palpablyoeiy his perception of the
world, which Robert Rosenblum Modern Painting and the Northern Romantic Tradition
succinctly describes as a "passionate empathy with natiedmost a direct extension of
human emotioné®. He elaborated it in varied, and highly creative, if noBgs "healthy"
forms. In dynamic use it could elicit perception of the inigzliving, growing soul of nature
as in the still lifes oSunflowerdrom Arles. Barely restrained from swelling into a
conflagration, it carries psychological richness inSle¢f Portraitof May 1890 (fig. 11).
Finally, it has become a devouring holocaust in severaMadts, such a€rows Over a
Wheat Fieldof 1890.

22 Robert RosenblunModern Painting and the Northern Romantic Traditiéniedrich to Rothkg(New
York: Harper and Row, 1975), p.79.



fig. 9

Vincent van Gogh,

The Potato Eaters,

oil on canvas,

1885,

82 x 114 cm (32 Y2 in. x 45in.)
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fig. 10

Vincent van Gogh,
Starry Night,

oil on canvas,
1889,

74 x93 cm (29 Y4 in

.X 36 %2in.)
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fig. 11

Vincent van Gogh,
Self-Portrait,

oil on canvas,

1889

65 x 54 cm (25 Y%2in. x 21 Y in.)
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Even in an artist often believed to have been "spontahéeotize sense of
unpremeditated, we see how thoroughly his metaphor(m) is a fuétibaught and creative
deliberation. It requires a highly developed intellect, focusedvery specific way. It is often
the ability to think both consciously and automatically (iconsciously or subconsciously).
As van Gogh wrote in a letter to Anton Ridder van Rappard

...l drew [The Little Winter Garderseveral times and there was no feeling in thehenr
afterwards — after | had done the ones that wergtifo— came the others. It is the same
with the clumsy and awkward things. HOW IT HAPPENSAN EXPRESS SOMETHING
OF THAT KIND? Because the thing has already talkemfin my mind before | start on it.
The first attempts are absolutely unbearable. Itesybecause | want you to know that if
you see something worthwhile in what | am doings ihot by accident but because of real

intention and purpos@.

To create oneself through one's works is frequently based, aghodim) theory
displays, on a simple discovel§implein no way means easy, or unsophisticated, but rather
oh-so obvious in retrospect — yet only after-the-fact or incalitinalysis, which is a
scholarly form of reflection. Bgimplel mean something closer édegant but without the
decorative overtones. A discovery which might even be sesmnaswhamad the ability to
think otherwise, prying loose an evocative tool of self-(red@amn. These simplicities have
the naked usefulness of truths. Van Gogh found, and formedetherg through which he
could live. It is tempting to think that he knew this, yetags did not trust it enough to have
lived longer and more contentedly, but that is another story difteeent conjecture. For van
Gogh, this meant that his discovery of his flame-metaphor(myed him to fully express
his burning desire for expression, to communicate his certairitbe centrality of passion to
existence. This is the vicious/visionary circle of the staméously invented and discovered
central trope.

Expressing this in the chart, van Gogh's metaphor(m)al blendmigecdiagrammed as
follows (fig. 12):

23 Vincent van Gogh, "Letter to Anton Ridder varpBard." InLetters to an Artist: Vincent van Gogh to
Anton Ridder van Rappaytranslated by Rela van Messel. Quotedlie Creative Process: A
Symposiumedited by Brewster Ghiselin (New York: New AmaricLibrary, A Mentor Book, 1952), pp.
54-55. Capitalization and odd syntax in original.
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Painting / Art / Life

The
Brushstroke

Metaphor(m): The
Brushstroke is a
Flame

Composition,
Contours,
Hatching, etc.

fig. 12
The Chart of Vincent van Gogh's Metaphor(m)
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Ernest Hemingway

To Gasquet, [Cézanne] said: "While being the first
to work in my way, | want to stay simple. Those
who know are simple".... Hemingway had become
aware that the strategies Cézanne had developed in
the second half of the 19th century in order to
transpose nature into art proved to be largely
parallel to what the Modernists were trying to
realize within literature in the nineteen-twenties.
That he saw this parallel enabled him to create
literary landscapes which belong to the best in
twentieth century fiction.

— Thomas Hermarih

The novelist Ernest Hemingway is renowned for the apparengistiorwardness of his
literary manner. While his style is clean and unornametiéslis the result of a refined yet
involved metaphor(m), one not so easy to demonstrate schaltyafiherefore, his work
offers a rich and surprising case study. Similar to theggliag analysis of van Gogh, a
pursuit of Hemingway's central trope serves well as bdfithis theory's usefulness.

In the development of his metaphor(m) Hemingway, as most atbators, had an
agon, an antithetical battle with his personal precurdas Was not, as he claimed, with
Steven Crane; that was purposeful misdirection, a pretengdikebslargely inwardly
directed. Harold Bloom asserts an important fact concermtiggi@lineage. "No poet, |
amend that to no strong poet, can choose his precursor, anyhao@ny person can choose
his father.®® Hemingway cannot decide to be the son of Crane, as minghsimve to avow
and probably even believe this. Upon close study, it becomes olhaiuss real struggle
was with a conglomerate figure of a precursor composed inl pgua of Sherwood
Anderson and Gertrude Stein. Anderson represented the redlistgionalist strain of
Hemingway's desire. Stein was the penultimate Modernisti-@&ade and experimental.
Many critics of the period believed realism and moderneivetirreconcilable. Yet,
Hemingway managed to perform this impossible blend through higktraith these
specific figures. Most of this author's remarkable achievésrae complex and seemingly
unattainable when considered in isolation from achieved Bd@bm asserts that the greatest
American poets, which we may extend to mean authors astsantigeneral, "make
impossible and self-contradictory demands upon both their readetiseanselves®

The painter Paul Cézanne pointed the way for this novellsislibften been noted, and
thoroughly scrutinized by Thomas Hermann, that Hemingway ‘aglist write like Cézanne
painted.?’ The novelist was extremely visually oriented. Hemingway @asan to whom
the sense of vision was of the utmost importance. Hisngritias, from early on, influenced

4 Thomas HermanriQuite a Little About Painters": Art and Artists Hlemingway’s Life and Work,
Swiss Studies in English, no. 123 (Tubingen: Frand©97), p. 146.

%5 Harold Bloom,A Map of Misreading@xford: Oxford University Press, 1975; paperbadgd), p. 12.
28 Harold Bloom,Agon: Towards a Theory of Revisioni§®xford: Oxford University Press, 1982;
Oxford University Press Paperbacks, 1983), pp. 33&-

2" HermannQuite a Little p. 134.
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by paintings.?® Cézanne had overcome a conflict comparable to that whiell tae author.
This painter took the atmospheric touch of Impressionism aadext its opposite — an art of
solid construction. He forged a style which is clear, stngpid avant-garde by making the
strokes building-block-like, by forming space purely through structcoést (not a play of
light as in Impressionism), and by finding geometric simpliri the essential shapes of
objects, landscapes and people. Cézanne's willful and origisgiision of his Impressionist
forerunners was the analogy freeing Hemingway to accomplish nisieeessary interpretive
contortion.

The author's tools were many, but two are most important. i@tesfinis often
discussed use of metonymy instead of metaphibhe second is the chiastic structuring in his
prose, which is less renowned yet equally important. Thisilaaght is a recent gift to us
from Max Nanny and his students, most notably Thomas Herfflanetonymy emphasizes
context; it is profoundly useful in realistic endeavors. It s@gphin author with "natural
symbols," or "context-sensitive" analogfédvietonymy is a clear, simple, real-world oriented
trope. It avoids the extravagance of metaphor, which is taihtedgh its propagandistic
misuse by authority figures such as politicians, businesswkgious and military leader$.
Extravagant metaphor is often used in lies and romantic rabiéeng. Here, we can think of
the amplified, aggressive, ostentatious metaphors of Nazisnbot and historical.
Considering such modern misuse of rhetoric, Hemingway waspagnin his “fear of
abstractions," a phrase Hermann borrows from Ezra P8UNttonymy surfaces in many
elements of Hemingway's works: descriptions, vocabulary, dialagdie\een characters'
appellations. IMA Farewell to Armwarious figures are identified by Hemingway in this
fashion, such as "the man with the garlic,” or "the miethe anti-aircraft gun.” In a famous
passage in the same novel, the character Lt. Frederiy describes Hemingway's view of
language.

There were many words that you could not stande@ar fand finally only the names of
places had dignity. Certain numbers were the samdecartain dates and these with the
names of the places were all you could say and e mean anything. Abstract words
such as glory, honor, courage, or hallow were ahbsdeeside the concrete names of
viIIagSgs, the numbers of roads, the names of rivilre numbers of regiments and the
dates:

28 |bid., p. 186.

29 The relationship between metaphor and metonymy lmeafar more complex than has been assumed
for many decades. Gunter Radden, for example,tagbat most metaphors may actually have
metonymies as their source. This is in his papaw/¥etonymic are Metaphors?" in the bddktaphor
and Metonymy in Comparison and Contrastited by René Dirven and Ralf Porings.

%0 Hermann.Quite a Little pp. 151-153. See also Max Nanny, "Hemingway’shikecture of Prose:
Chiastic Patterns and Their Narrative Functiohgfth Dakota Quarterly64, no. 3 (1997): 157-176.

%1 |bid., pp. 140-143. One subsection of Chaptet'si@mingway and Cézanne," is titled "The Role of
Context" and offers an excellent discussion of mgtoy as a contextual device in Hemingway'’s writing.
%2 For a discussion and application of Roman Jakdbstichotomy between metonymy and metaphor to
contemporary art, see Mark Staff Brandl and Dafiiaimann, "Beyond 'Like' and 'As' in Images:
Metonymy and Metaphor in Some Recent A&t Criticism, vol.8, no.2, (1993), pp. 98-108.

% HermannQuite a Little p. 139. Hermann cites théterary Essays of Ezra Pouned. T.S. Eliot (New
York: New Directions, 1968), p. 5.

* Ibid., p. 165.
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As exhibited in this quotation, metonymy is a context-semsttwol. Because of this,
Hemingway was able to use it to create natural symbolsistienages which can be read as
naturalistic details, yet also may be imaginatively expamgyeitie reader to the level of
metaphor® A realistic description of Santiago sleepingrime Old Man and the Sean also
be interpreted as a visual image of the crucifixion, symbbfioaaking the old fisherman a
Christ-figure in his tragic, yet heroic, suffering.

Inside the shack he leaned the mast against tHelwéhe dark he found a water bottle and
took a drink. Then he lay down on the bed. He putlee blanket over his shoulders and
then over his back and legs and he slept face dowthe newspapers with his arms out
straight and the palms of his hands*tp.

Whereas metonymy is Hemingway's cardinal rhetorical figthi@stic structures are
the principal building-blocks of his prose. A chiasmus, alsoddrathiasm is a patterning
device in which symmetry is achieved by following the firalf of a linguistic unit with a
parallel of its form in reverse. This is typically désed diagrammatically a&BBA, 1-2-3:3-
2-1, ABCD:X:DCBAor the like. Most frequently this involves a repetitiomoirds, however
a chiasmus "may be manifested on any level of the textftan) on multiple levels at once:
phonological (sound-patterning), lexical or morphological (word repetitiprsyntactic
(phrase- or clause-construction) or semantic/themtic.”

Chiastic patterning is one predominant formal technique iBible. It appears in the
discussions of almost every booKTihe Literary Guide to the Bibledited by Robert Alter
and Frank Kermode. Shakespeare's works and the King James \é¢érierBible are the
two columns supporting any English speaker's world, whether recdgmizet. The Bible is,
of course, the weightier member of this pair, especialiyah American, Shakespeare the
more psychological. Not only is chiasmus a foundational elemesgrténce structure in the
poetry of the Old Testament, but longer passages, whole seatiaiges and even underlying
subtexts and meanings can be chiastic. This occurs, for exampegrand scale in
chiasmata of polarity in the first books of the Bible.

The first division in Genesis 1 was that betweghtliand darkness. This polarity continues
powerfully throughout Exodus and beyond. On itsrj@y through the desert, Israel is
protected and led by a column of smoke or a clawihd the day and a column of fire at
night, as signs of God's presence. These are th®so effects of the master of polarities,
who has thus created a chiasm: light in darkness&néss in light. These polarities occur at
strategic points in the composition: in chapter @gere the division between Israel and
Egypt becomes definite, around and in the Red $8#£1-22 and 14:19-20), and also in
10:23, 19:18, and 20:18, where smoke and fire diiamahe theophany on the holy
mountain; in 33:9-11a, in front of the tabernacfetlte congregation, where the cloud
appears only in order to screen from the peopledglantact with God; and preeminently
in the climactic moment at the conclusion of thek§40:34-38), where the full polarity,

% Ibid., p. 142.

% |bid., p. 105.

%7 T.V.F. Brogan and Albert W. Halsal, s.v. "ChiasritEhe New Princeton Encyclopedia of Poetry and
Poetics edited by Alex Preminger arfid V. F. Brogan. 1993 edition.
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day/night = fire/cloud, appears and marks how Yloey of YHWH filled the tabernacle"(v.
35b)3#

Biblical chiasmata appear quite visibly in the poetic paliath of sentences formed by
pairs of phrases. This can be displayed in Psalm 1:6, aswdiagrd inThe Bible as
Literatureby John B. Gabel, Charles B. Wheeler and Anthony D. York, 1f3).

For Yahweh watches over the path of the upright,
but the path of the wicked is doomed.
39

fig. 13

In addition, one clause frequently makes an abstract assenthile the other
paraphrases and exemplifies it, as in Proverbs 25:11-12, feohetiv Jerusalem Bible.

Like apples of gold inlaid with silver
is a word that is aptly spoken.

A golden ring, an ornament of finest gold,
is a wise rebuke to an attentive &ar.

Any Biblical reference or literary form carries connotatiohgruth. Walt Whitman
used an opposite style-feature of the Bible, yet for analagetsphoric reasons. Whereas
Whitman used the expansive, proclamatory, litany-based imehess of Biblical structure,
Hemingway contracts it, makes chiastic form firm, le@amething solid and workmanlike.
He creates blocks of relations that are similar to Cézastrekes and geometric substructure.
This hard-boiled solidity is also suggestive of simplieitd truth.

Néanny has "discovered close to a hundred such" chiasmata imd¢iesy's work. He
describes them as "formal, quasi poetic structurations sgleche@nder the deceptive verbal
surface of his seemingly simple, realistic proSdr order to make the chiastic structures
clear, in his article "Hemingway's Architecture of PrdShiastic Patterns and Their Narrative
Functions,” Nanny has taken what are continuous prose texts in Heaiagat broken them
into diagrams with the lexical repetitions in bold-face tredsemantic repetitions in bold
italics. An excellent example is a passage from "Big -Hearted River, Part I."

38 3. P. Fokkelman, "Exodus." the Literary Guide to the Bihledited by Robert Alter and Frank
Kermode (Cambridge, Massachusetts: Harvard UniyelPsess, Belknap Press, 1987; paperback, 1990),
pp. 60-61

3% John B. Gabel, Charles B. Wheeler and Anthony @rkyYThe Bible as Literature: An IntroductipBd
edition (New York: Oxford University Press, 1996),39.

4% Quoted in Gabel, Wheeler and Yofllhe Bible as Literaturey. 41.

* HermannQuite a Little p. 158.
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The river was there. It swirled against the lodespof the bridge. Nick looked down into

the clear, brown water, colored from the pebblytdmot and watched the trout keeping
themselves steady in the current with wavering. fisshe watched them they changed their
positions by quick angles, only to hold steadyhie tast water again. Nick watched them a
long time.

He watched them holding themselves with their nassthe current, many trout in deep,

fast moving water, slightly distorted as he watcliad down through the glassy convex

surface of the pool, its surface pushing and sagl8mooth against the resistance of the
log-driven piles of the bridge.

(...) The river was there. It swirled against
1 the logspilesof the bridge. Nick looked
2 downinto theclear, brown water, colored from the pebbly
bottom, and
watchedthe
trout keeping themselves steady in
the current with wavering fins. As he watched them they chahge
their positions by quick angles, only to
6 hold steady in théast wateragain.
Nick watched thema long time.
He watched them
holding themselves with their noses into
the current, many
trout in deepfastmovingwater, slightly distorted as he
watchedfar
down through theglassyconvex surface of the pool, its surface
pushing and swelling smooth against the resistahce
1 the logdrivenpilesof the bridge*?

~ g b w

NWhooo-N

Similarly, a segment dh Our Timeis proven to have chiastic, "quasi-architectural
symmetry."”

It was a
1 frightfully hot day. We'd jammed

2 an absolutely perfectbarricadeacross the bridge. It was simply
priceless. A big old wrought-iron grating fronetfront of a house.
Too heavy to lift and you could

3 shootthrough it and

4  they would haveo climb over it.

— It was absolutely topping.

4  They triedto getover it, and we
3 poted them from forty yards. They rushed it, andcafifs came out
alone and worked on it. It was
2 an absolutely perfectobstacle Their officers were very fine. We were
1 frightfully put out when we heard the flank had gone, andage h
to fall back’®

42 Nanny, "Architecture,” pp. 169-170. Nanny takes duiotation from Ernest Hemingwalhe Short
Stories of Ernest Hemingwd#Mew York: Scribner, 1966), p. 209.
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As presented in "Hemingway's Architecture of Prose," Namusfseveral specific
narrative functions for Hemingway's various applications of thiatructure, including
"back and forth movement;" "opposition, symmetry and balanceinihg;" and "centering.”
Most importantly for the theory of central trope, the novelisarly applies this formal
element as an embedded metaphor(m), using it to "mime drmeaaing.**

Hence, we come to Hemingway's central trope. This inv@wsuble-blend, as it
features two complementary mappings. Such complexity is desdny Fauconnier and
Turner in Chapters 14 and 15 of their bddie Way We Thinkitled respectively "Multiple
Blends" and "Multiple-Scope Creativity*The couplings are far more closely knit in
Hemingway's work than several of Fauconnier and Turner's egangpich as the "Dracula
and His Patients" illustration they draw from a newspapkoréal.*® Hemingway's two
pairings are so compactly interwoven as to be almost one. Wémitk | would contend that
most metaphor(m)s are more akin to the iconic blend seen abear Gogh, Hemingway
gives an inkling of other, far more intricate or even convdlygi@ssibilities. The conceptual
integration of a number of mental image-mappings appearsnmigefrequent and essential
in postmodern artworks.

Hemingway's image-mapping is thatsafnplicity ontrope (metonymyandsolidity on
structure(chiasmug This, in turn, plays on the metaphtirsith is simple"and“truth is
solid," both of which are viewed through the lens of the metafsgiarcture is the object.”
This logical sequence yields the author's personal centraf: Jeliging is truth is life." His
metaphor(m) iSmetonymy and chiasmus are solid and simple, are truth (about kfe)."
extended this into his subject matter and many if not mdseodther elements of his writing,
generally by analogy. His descriptions, place names, deasanames, dialogues and syntax
are among the creative particulars which bear the stdiiigs metaphor(m). My point is not
to celebrate the insight of literary critics such asi@&¥. Raabe who highlighted
Hemingway's metonymic play, nor the insight Nanny and Hermdeniafo his chiastic
structuring, but to analyze these mechanics of his writingcmgaitive sense, thus expanding
our perception of the agonistic and vital purpose they serve writisg by seeing the
significant way in which they converge in the author's cétrope?’

Hemingway made linguistic form spatial and visual inrgndate and coherent
complex of tropes. Foundational metaphors are extended, elaborateshgmosed. Telling
the truth is one of the most important aspects (a synecdoth®yrality, thus truth is an
elaboration of MORALITY IS STRAIGHTNESS:Urthermore, straightness is a metonymy of
simplicity. The writer is using many literary elementsapéorically, but most of all
metonymy itself. This is an unprecedented twist resultirggreat critical metalepsis.
Coherence can be an attribute or extension of truth. Two fdandhtnetaphors active in our
society ar¢ COHERENT IS WHOLE&Nnd"COHERENCE IS ALIGNEDA building or
constructed work of art must be solid, that is, structuraliynd, composed in a thorough

3 Nanny, "Architecture,” p. 162. Here Nanny's quiotats fromThe Short Stories of Ernest Hemingway
p. 113.

*Nanny, "Architecture,” p. 158.

45 Fauconnier and TurneFhe Way We ThinlChapters 14 and 15, pp. 279-308.

“® |bid., pp. 279- 284.

47 See, for example, David M. Raabe, "Hemingway'st&mécal Metonymies,Journal of Modern
Literature 23, no. 1, (fall 1999): 159-163.
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fashion."THEORIES ARE BUILDINGSis well as'IDEAS ARE CONSTRUCTED
OBJECTS'are operative at that point, as applied to literary ideast ofi@dl to his chiastic
constructions. Extend existence and you have life, one foundatietepinor is indeed
"EXISTENCE IS LIFE,Yet another iSEXISTENCE IS HAVING FORMFor the author this
meant a very specific form — his work, his writing. Hagway has a central trope with
epistemological and ethical implications, a powerful and broadextiedality of amazing
complexity in a writer of ostensibly astounding simplicity.

Writing / Art / Life

Metonymy (The
frope) | f-mmmmmmmmmmmmmem e

Chiasmus (The
Structure) - -mmmmmmmmmme oo

e
o

Metaphor(m):

%
RS

Metonymy and
Chaismus are Solid
and Simple Truth

Indirect Biblical

Allusion,
Descriptions, Names,

Syntax, Criticism

fig. 14
The Diagram of Ernest Hemingway's Metaphor(m)
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These accounts of central trope in van Gogh and Hemingwayphbatee theory of
central trope to the test and, | believe, substantiated lity.ufhey also exemplify the
methodic application of this theory and both propose and evoke waysadh it is similarly
employed in the following chapters to examine a choicetafosks and topics, subjecting
them to "thick" or close-analysis. The subjects include my wark and that of other artists,
as well as various fields of visual art, including paintingtallation, electronic media and
comic art (also termed "sequential art"). This dissendibcuses on visual art, however |
analyzed the author Hemingway in order to thoroughly test andminesy theory. He is a
challenging case, considering his clear repudiation of (liriguistetaphor. The section on
artist Vincent van Gogh is, nevertheless, more cemtnaiyt discussion. | have violated a
prime technique of metaphor(m) in my discussion here. Due trettessity to use quotations
from Hemingway's works and from the scholars analyzing himgdaerdo the clarity of the
situation, which makes van Gogh a foremost example ohewyry, | have made the section
on Hemingway longer than that on van Gogh. If | had embodiéditingortance to my paper
metaphor(m)ally, the length of each section should havetheesther way round!

Revisions in Light of Central Trope

Reflecting on the applications above and turning our eyes fromatkaffian elements
of my thought to Bloomian ones, it can be perceived that theagige/use of metaphor(m) is
the test of the truly forceful creator (Bloom's "strong pcet,tlescribed above). In this, we
can contribute a new concept of "genius." Rather than beemgasesome kind of
transcendentally inspired originality, genius can be cogeélafth the attainment of
envelopingdiscernment, through the transformational power of the metaphdsgnjus
becomes the inspiration to all-pervasiveness, infusing thenin@genie") of central trope in
the entire thinking-experiential process. In a similar edireasoning, "pervasiveness"
replaces the inadequate concept of "unity.” The now thread-wsecosgiions of "unity in
diversity" and the like were never sufficient, espégiafter Modernism, for the lived
experience of what artists attempt in the composition of aksvdihe idea of "unity"”
connotes something feeble, almost expended, when seen as a gaaltaadften taught in
art schools, primarily in Bauhaus-derived explanations of reldtiiancing. In the place of
such entropy, the theory of central trope suggests a suibstittdcomprehensiveness," the
attempted-for omnipresence of one's guiding vision, a dynamic $sllif@r example, it
seems evident that Jan van Eyck's detailed rendering isarety a new formal discovery
used for its novelty alone. His style uses the dynamisraerhsg opposition to energize an
integrated vision of life. His realism serves to drawiewers, suggest transcendence, and
justify the individuality of persons and objects with the eeseof God. His light is physical,
yet does not dissolve; rather, it crystallizes visibleityedeing in no way mysterious or
overwhelming as in the medieval art before him. Yet thetsal essence of God would
appear to have little to do with a powerfully material woth this, and other elements, we
see that Jan van Eyck is a highly complex painter, in whoske mvany seemingly
contradictory elements are reconciled. His works offersra fifraccord far more
sophisticated than any notion of unity — and this long before Nhigtar | will not deeply
analyze his metaphor(m) at this point, but it revolves around éiefught as a materializing
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force to embrace and overcome contradiction in what he sdwalsgical truths and the
material world. This conviction suffuses and harmonizes bikvihorough pervasivene&s.

The search for this pervasiveness, tropaic omnipresence,rexalprime form of
development and growth in artists. The discovery of one's owapim&t(m) may come in a
blinding flash or in gradual steps, but learning to apply iMsgs a matter of slow work and
hard-won experience. Some creators only progress to certats pothis maturational
process, winning a few rounds but leaving off the end of the niEeheby, they may even
achieve importance, but not true strength in the Bloomian s&hsenovels of James Joyce
can be studied as a step-by-step realization of an emer pervasive metaphor(m), one
carried to an apex seldom reached in the history oétitez or art. In an ideally consummated
approach, the central trope would inhabit each and every debisawcreator. This is the
never-ending lustre of the praxis of artistically maturatfon

Continuing this line of discovery, we bring to light another poatmnévision of a
flawed conventional sentiment concerning creativity. "Reducti@as'been touted at times as
the sacred goal of the arts. Beyond a doubt, as creatorsertizurworks frequently become
not only allusively richer, but more concentrated. As camiists phrase this, it consists in
"learning what to leave out®While many authors have expressed a similar perception, the
truth of this is so concretely evident in illustrative.('realistic" as opposed to humorous
style) comic artists' works. Many begin their careerskimorin tightly, often overly-detailed
styles — perhaps in order to achieve renown. By the latsgshof their careers, many draw
with far fewer lines, yet with much richer expression. Himwe retain this fine observation
concerning reduction, but subtract the level of self-modiitn it reached in Late
Modernism? Reduction must be recognized not as a goal, but aa meto embodied
metaphor(m). Reduction is redefined by the theory of cemtaé tas an example in use of H.
Paul Grice's "Maxim of Quantity." This rule is simple: "8& informative as is required and
not more so>* Lakoff and Turner use this idea to clarify a guiding princadléhe creation of
new metaphors, explaining their elegance and understandabilitgveow also deciphers the
issue of reduction in the arts. As creators develop, tiseirof their metaphor(m)s becomes
more encompassing, as just described. Concomitantly, eesspamess expands, artists and
authors become more aware of extraneous elements in their werksies which do not
assist, or may even be detracting from, the central tidgpece, these are extracted from the
mix. This fuller account of reduction denies subtraction own sake. Important is the

“8 A fine discussion of light can be found in Millakdeiss, "Light as Form and Symbol in Some
Fifteenth-Century PaintingsArt Bulletinvol.27, No. 3, (September 1945), pp. 175-81.

491 am purposefully using Ralph Waldo Emerson’s wlasdrein his spelling, although it is archaic in
America. An insightful comment on this conceptridBloom'sAgon p. 229.

* This assertion, or variations on it, appear qinggguently in interviews with older comic-book ats in
The Comics JourndlSeattle: Fantagraphics Books), one of the fewogercritical publications in the
field. Similarly, Jim Vandeboncoeur discusses tnishis website page for famous comic artist AlexhTo
He writes that comics editor Sol Harrison "was @gtotask master who instilled in Toth the secormtl pa
of his lifelong mantra: 'simplify, simplify, simgyi." ... Harrison insisted that Alex learn what toibm
from his art. 'Wellll, Alex, ' Toth once quoted S#hrrison as saying, 'it's all rrightt, but youlston't
know what to leave out. ' "Jim VadeboncoeurAlex Toth Homepage
<http://www.bpib.com/illustra3/Toth/toth.htmI>, 200&st accessed 23 November, 2009.

®1 Lakoff and TurnerMore than Cool Reasomp. 171. This idea was first espoused by H. PaigeGn
1961 in his essay "The Causal Theory of Perceptiristotelian Societysupp. vol. 35, 121-52. Rpt. in
Perceiving, Sensing, and Knowjreg. Robert J. Swartz (Garden City, N Y.: Doubiedanchor, 1965),
pp. 438-72.
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necessary increase in abundance which it indirectly séRegkiction is the drive to leave out
what does not contribute to the metaphor(m).

Considerations of Terminology

It might be argued that my theory is anticipated in somerd#rminology which is
already in place in poetics, hence there is no nee@&decnew coinage; an older one could
merely be expanded. One of these existing literary teoukl be broadened in purport:
conceit, image, scheme, styteextended metapho©ne of the terms of more recent coinage
could be converted, such asgis perruque or meme These varieties of other "large" tropes
are occasionally quite useful, yet | find each uncleanadequate for my purposes.

A conceitis a complex metaphor which runs through the entire body of a siwogke
usually a metaphysical poem. It seldom goes further tharBiassdes not being broad
enough, a conceit is often conspicuously improbable. It is symbdidapsidedly witty
fashion, yet can be fun, as | enjoy applying it in my chrapteis a purposefully inorganic
measure used to create an abstracted hook on which to hamlg.a w

While conceitis too narrow, the terimageencompasses far too much, making it of
little use in a theory of trope. It can mean a metapkelfjta concrete anecdotal reference, a
symbol, a recurrent motif, or a specific "snapshot" of evergd@erience (as in the literary
poetic movement Imagism). In this paper it is used in @edstrd non-literary way, meaning
a mental picture of something.

Schemdas always been difficult to nail down, being intricaiatgrtwined in poetics
with figure, trope and meter. Generally, it is used nowatagescribe a conceptual
structuring of allusion which somewhat resembles the matieahstructuring of syllables
calledmeter A scheme is an applied order, perhaps a bit forced,thsaaghout a single
work, or a section of a larger work. It has never been as extending throughout an entire
oeuvre. In short, it is a one-shot plan.

Styledenotes a broad formal concern. It evokes notions that seewprtiaitoiis for
theoretical use in metaphor theory. Stylistics would, of ayunelude the study of
metaphor(m)s. Howevestyleis not precise or intentional enough to be descriptively
instrumental in the way | wish. It suggests the efipeckage of delivery" of some content. It
sounds somehow independent of meaning, yet dependent on whims of thelipersona
Unfortunately, the wordtylecan call to mind no more than un-willed, unintentional,
individual tics of expression. | do not believe this to be trugnadirtist's style and would not
like to suggest it. A rigorously integral and achieved sty/tbe opposite of this; it is precise
in its connotations. Due to style's associations, the worbdesavoided as a general term.

The phrasextended metapha@omes closest to metaphor(m), yet does not encompass
it. An extended metaphor sits, so to speak, on top of a wotlgt its root as a central trope
does. An extended metaphor is generally developed in somelijetailauthor or artist. It is
a more natural conceit. Nevertheless, it remains rathgular, persisting as a technical
device used in the composition of one work. The fashionisrptper in which | have used
surveying, painting, blocking out and others can be seenh&s ednceits or extended
metaphors.
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The newer ternaegiscomes from Norman Bryson. It is his attempt to expand
intertextual allusion to an important trope. This is clearijpenced by Harold Bloom, who is
an important source for my theorizing as well. Since we hatalepsisas the name for the
specific trope Bloom favors, that of intertextually playing tnope off a former one, | see no
gain in rephrasing this. Additionally, such intertextualitg small part of my theory, but not
the chief one, which revolves around the formation of a depeavasive trope based on an
image scheme or mapping.

In The Practice of Everyday Lifélichel de Certeau presents his engaging idea of the
perruque This word literally is French for "wig," but is idiomatfior stealing work-time for
one's own projects, e.g., such as is the situation when proaddicensll amateur magazines
(calledxineg photocopy their publications at their workplaces during work hourCddau
sees this as a trope in which the socially powerless hollow sotewhat Kristevian loop-
hole for themselves within the conditions which dominate tfdns is a discerning
assessment of a little-studied phenomenon, one | find viegagtate, yet more a tactic than a
trope, in my opinion, and one which is rather far afield pftheory of artistic central tropé.
This maneuver could, however, be a fertile ground for the inuewfia central trope in an
individual artist's work.

The British biologist Richard Dawkins created the wo@men his book on evolution,
The Selfish Genia 1976>* Memes are considered cultural analogues to genes, theneftse
of socio-cultural ideas which get passed from one person toean®tie term has had little
actual scientific success — no one has yet been ableddycisolate an example or prove its
auto-transmitability. Indeed, if such an entity does ekisesembles a virus more than a
gene Memeis, however, highly fashionable on internet, where it is tsel@scribe any
spread of a trendy catch-phrase or word stylization. | fifel itoo voguish, vague and
unproven, to be of any use.

In summary, all of these alternative rhetorical termsiriles ideas which are ancillary
to, far afield of, or even surface through central trop&éncbntributing components of an
author or artist's vision. Many, such as conceits, schemyés,and extended metaphors, |
would claim are instances in application of metaphor(m).

While discussing terminology, | would like to make a point esning a way in which
my chief termtrope,is not used in this dissertation: the manner in which it currently
frequently appears in idiomatic use in the artworld. Faoften the word is bandied about in
discussions where it is used as shorthand for referringetchaitjue or practice within a
specific style of art, one which the speaker does not sugpg@tperson using the term is
thereby in fact accusing an artist of having key elemerttsiwork which are the result of
unreflected habits and of unconscious, fallacious symbolismnBtanice,
Neo-Conceptualists are wont to indict Neo-Expressionists for ususiwork as "simply a
trope of genius” or the like. Likewise, Neo-Expressionistsaaduse Pop Art influenced
artists of "making iconic tropes out of individual handwriting" an@soThus, in fashionable
artworld abuse, trope becomes no more than a conventional keisMaguely reminiscent of

%2 Norman BrysonCalligram: Essays in New Art History from Franféew York: Cambridge
University Press, 1988).

*3 Michel de Certeaulhe Practice of Everyday Liferans. Steven Rendall (Berkeley, California:
University of California Press, 1984).

** Richard DawkinsThe Selfish Gen¢New York: Oxford University Press, 1976).
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some of the archaic definitions of metaphor, but more importansiya confusion ofopos
with trope, a common error.

Topoi in literature are conventional themes, motifs, charagpes or style elements
that are common within a specific genre of literatuge.ifstance, one topos in horror or so-
called Gothic novels is the stormy night in a castle; arfeardboiled detective novels is the
alcoholic yet ethical loner as chief character. Thus, aftatorld users of the wortlope are
seeking is most likelyopos The characteristic mark of a brushstroke from the hand of an
artist as an indicator of individualism was an original irtian of the Action Painters, but
could be now viewed as having become codified into a topos. Outsguncit producing
one's work with one's own hands, was a new aesthetic optianpéitig to incorporate
industrial systems into art when the Russian Constructivistsuggested it. The "found
object" appeared shockingly anti-humanistic in the hands daldaists. Yet, both of these
have turned into very nearly obligatory procedures in Neo-Corelépty symbolizing the
content mentioned — thus topoi.

The termdrope andmetaphorare used in this paper when figurative analogy in general
iS meant, as is customary in literature; however, | amyampthis idea to visual art. For
Lakoff and his collaborators, metaphor is a thought process tatrea figure of speech; |
follow them and use the combinatioagnitive metaphoto suggest this most directljrope
being derived fronturning, can be envisioned in evocative images and analoge&efald
L. Bruns writes of Philo of Alexandria, the Hellenistic pisibpher who amalgamated
Stoicism, allegory and Jewish exegesis:

Philo's word for "figurative" derives from the Gke&epein 'to turn,” which means not
transformation (turning one thing into another) bahversion (turning something around):
when confronted with a dark saying, you can malpdgiin by turning it toward you, because
the light it sheds is on its nether side, shinimgyafrom you. Frequently, however, what
requires turning is not the saying but the one ¥elis to understand it. If a saying shines its
light away from you, you are not standing where ghauld be; you need to alter your place
or condition in order to situate yourself in thghli of what is said>

Synopsis

| have now finished painting a portrait of the nature of tie®ty of central trope. In
following chapters it is tested, exemplified and systerally studied. Let me apply a
concluding varnish of brief summation to the picture.

Trope as the basis of human thought, pressed into the tangifblarst processes of
creativity, constitutes metaphor(m), or the theory of cetrwgke. The foremost struggle of
strong literary and visual creators is the search fowitag analogical tool. An important
aspect of this agonism is brought about by straining againsottimes established by one's
artistic precursors. A further phase of this conflict isatiempt by authors or artists to
manifest the discovered central trope pervasively throughouttéokiniques, works and total
ceuvre. The final result is a dialectical integration of aare@d form. The profile of meaning

% Gerald L. Bruns, "Midrash and Allegory: The Begirgs of Scriptural Interpretation,” ifihe Literary
Guide to the Biblep. 638.
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itself is understood in terms of the anatomy of its @eyiv- and vice versa. Francis Landy
writes of the poetry of th8ong of Songhat, independent of whether it involves two earthly
erotic lovers or a symbolic love between God and his pedpiesrs can communicate only
through the world, through metaphor. ... Something happens that is beyooH, speit
enters language only through displaceméht.”

*% Francis Landy, "The Song of Songs, Tihe Literary Guide to the Bibl@. 305.
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CHAPTER THREE

Excursus

Take an earful from me once, go with me on a hike

Along sand stretches on the great inland sea here

And while the eastern breeze blows on us and gtess surge

Of the lake waves on the breakwater breaks witbvan fresh monotone,

Let us ask ourselves: What is truth? what do youkoow?

How much do the wisest of the world's men know alvdhere the massed human
procession is going?

—Carl Sandburly

Hiking and Thinking

Each of the chapters in this dissertation ends witioa somic as personal
commentary; in this chapter, the illustrated, sequential takes center stage. | have long
had the desire to do an extended comic sequence of one\Waoderferienthe hiking
vacations my wife Cornelia and | do with our dogs. We not apfyreciate the sites and
exercise (enduring the physical ordeal is harder for meradéss fit than Cornelia and the
dogs who regularly do dog sport training such as Agility) dted discuss projects and ideas
of ours. This was the perfect opportunity, as Cornelia af@hbawvith our young dog River
decided to hike a section of the ancient Via Francigeara Pontarlier, in the Franche-Comté
region in eastern France, to the town of Vevey in Swéne, in the canton Vaud, on the
north shore of Lake Geneva. We planned ten days on this settlmancient road between
Canterbury, England and Rome. It began as a Roman road aradliaeval times was an
important pilgrimage route. | was at a point in my disseravhere, after the presentation of
the central aspects of my theory of central trope, laimsit to apply it to my own artwork.
This was an idea of Professor Ursprung's with which Profésswlotz was very much in
agreement. | was a bit reticent, as | generally abtust so-called artists' statements and the
like. Perhaps it is partially the fear of nailing mys#ivn, as changeability has always been
very important to me in my art. Also at this time, Isagdfered the motivating opportunity to
do one of the large§tanelspainting-installations that | had ever done. It was to hdevand
presented in an exhibition in an unused ex-fabric-dyeing fagtdwitzerland, now an art
center. | realized this was my chance to ruminate oappécation of metaphor(m) theory to
my work, followed by concretizing that thought process in a ankiat piece of art, a
challenge | could not resist. This chapter is the sequeepetsentation of our journey and
my internal and external dialogues. The painting-installatiahresulted from this is
presented in and as Chapter Five.

! carl Sandburg, "On the WayChicago PoemgNew York: Dover, 1994; original New York, Henry
Holt, 1916), p. 26.
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The Chart of the Author's Metaphor(m)
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CHAPTER FOUR.

Conceiving Metaphor(m)s

Rather than ask again: whata trope? | prefer to
ask the pragmatic question: what is it that we want
our tropes to do for us?

—Harold Bloont

If a new metaphor enters the conceptual system
that we base our actions on, it will alter that
conceptual system and the perceptions and actions
that the system gives rise to. Much of cultural
change arises from the introduction of new
metaphorical concepts and the loss of old ones.
—George Lakoff and Mark Johnson

Sketching, Blocking and Brainstorming

Before | proceed to a chapter presenting and discussing titenganstallation | made
embodying the analysis | conducted upon my own art in theHagter, | would like to
broadly sketch a picture of the realm of technical, formalipitisies available to a creator
for discovering and constructing a central trope. Thus faisrdibsertation, | have used
metaphors of land surveying, painting and hiking as conceitslimgvthrough individual
chapters. The metaphor | envision for this chapter is a spggfcof sketch in which the
basic forms of a comic or storyboard are roughed in, often ctvatiag on areas of shadow
and light without any detail; furthermore, in such sketcla®us possibilities are tried out in
a kind of loose brainstorming. Drawing such studies is callecking outa story or
composition, in the sense of laying out the broad masses iofidiges, not in the sense of
obstructing the view of something. Here are two exampleagdgon which comic artists
have begun to block out the story they are going to draw.

! Harold Bloom Agon: Towards a Theory of Revisioni§dxford: Oxford University Press, 1982;
paperback, 1983), p. 31.

2 George Lakoff and Mark Johnsdvietaphors We Live B{Chicago: The University of Chicago Press,
1980; paperback, 1981), p. 145.
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fig. 18

Jeff Clemens,

Layout and Blocking foBlack Dawn
issue 1page 18

pencil, felt-tip marker on paper
2008,

22x28cm/8.5inx11in

fig. 19

Joe Corney,

Layout and Blocking fotar Wars:
EmpireNo. 25, 3,

felt-tip markers on paper,

2004,

22x28cm/8.5inx11in
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This is similar to, and perhaps derived from, the approxipiagsical placement of
actors for scenes in a theatrical work during rehearshishvdirectors also termlocking In
Chapter Four, | am blocking out how | feel the metaphor(m)al thqugleess begins in
brainstorming arrays of options for various formal features.

To cast an eye back to our chart in figure 8, the dssonsow focuses on the left-hand
oval: what formal aspects are available and how an imageage schema might be mapped
onto them: the right-hand oval. Such possibilities are likelyiigfi We must keep the goals
of such creativity in mind and view my descriptions agyestjve yet not exhaustive. To
continuously widen this vast field has been a mainstay aidtigties of creating artworks
since at least the advent of Modernism. One of my instruatoasm undergraduate was
sculptor Roger Kotoske. He conducted a very stirring clagdlgliue to one talent and
technique of his: the ability to brainstorm. Whenever we tilngenits would bring in a work,
discuss a theme for an assignment or look at artwork in shdesould begin to rattle off
additional possibilities for the expansion of the topic oecbin other, potential art objects.
"What else could we do with this," he might say, and them&t@im: turn it upside-down,
make it huge, put it outside, change material, intensifyildetad and and. Innovative
possibilities would begin to flow forth from us as well. Thmapter is very much in his spirit.

Tools of Thought

What do we want our tropes to do for us, as Bloom asks? Weowatropes to change
the way we think. Through such alteration, we want thenffés os understanding, to help us
comprehend the world of our experience, and even, perhassisb@s in changing that
world. This is a large demand, but we should face it ifisahubris, self-contradiction,
impossibility and wonder, and not evade it in cloying irony or atedirdebasement. All the
creative arts introduce new metaphorical concepts or surprisirgadings of older onés.
This is primarily accomplished by creators through their ptedgec use of elements of the
physical world, their materials, methods and formats: thetaphor(m)s, their central tropes.

Literature

| have often found it best when contemplating, or teachingjesin visual art, to first
step to the side and apply it to another artform. Suclogical employment can focus one's
thoughts. For such experimental thought | frequently use music.l Matestart with
literature, roughing out some features which are ripe for tdapansformation in this
artform.

Aspects of textual media where central trope can be foundlobpw@uthors include:
style, syntax, figurative language, length, allusion, dialodascription, meter, poetics,
characters, narrator, narrative, reference, internaltigyeality, genre, time, rhyme, image,

% Throughout this papert means all the arts (including novels, poetry, dapaénting, sculpture,
installations, film, comics, web art, etc.), altigbu discuss painting most frequently due to theugoof
this dissertation and my particular knowledge amédrests.
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motif, plot development, format, repetition, transition, rhythettiisg, symbolism, mood, etc.
This shotgun-like sentence, brainstormed in a few minutegyrdgirhint at the available
options. Such inexhaustibility is certainly a reason why auttemscontinue to be creative,
after the vast history of previous writing. Everything hashe&n done, and in truth can never
be done. Claims to this affect are generally made in tranaltperiods where many people
feel overwhelmed and impotent, due to an absence of onecalaamal priority and the
looming presence of a strong period shortly preceding them —asgSRakespeare
Elizabethan, Victorian, Mannerist or Postmodernist timgscdhtrast, such claims also may
be made with opposite intent in a period of cultural culmdmativhere strong creators
become intoxicated with visions of their own importance —angient Athenian Greece, the
High Renaissance, Romanticism, or High Modernism.

Authors swim in their own discipline, discovering and manipulatmeglements as they
glide through them. Analytically, one must use a differamfyesvhat falsifying tactic. The art
form is conceptually disassembled, imagining the parts one-bySoieb. a discussion could
create a false impression of what | claim creators do. theg are critically analytic, but in
an operative, holistic fashion, thinking through objects in thd sivareation. To be
manageable in a theoretical study, the parts must be pointedety-one and out of
context. But like a vehicle, the separate parts of aigeeanrk do not function much at all,
however when properly assembled they take one almost anywhere.

We can start with the physical building blocks of a testters, syllables, words,
phrases, sentences, lines, paragraphs, pages, chaptersybhwkss. All can and have been
manipulated through metaphor(m). The process of creation ig &laiful ground:
handwriting, typewriting, individual sheets, one long sheet, dthepater, rewriting, not
rewriting, cutting and pasting, predetermined formulas, chaBlements of construction
come into play: sentence length, syntax, grammar, vocabslaglfing, capitalization,
graphic design, typographic conventions. Broader structurebenksy: genre, period style,
traditions, sub-genre, type, structure. Narrative featutes afe used: style and amount of
description, persona, dialogue, flashbacks, speed of activative perspective, reported
thought. Use of tropes is important: which one (simile or irotty),éhow far-fetched the
metaphors are, how frequently tropes are used, whethergpegran dialogue or only in
description. There are many, many more aspects to disagseimdtacterization, overt
philosophizing, level of transparency or self-referentiathg, intended public, level of
difficulty of the text, and so on.

The theory of central trope delimits this through one hypothasisoes generally take
only a severely limited number of these features in hawodder to achieve their
metaphor(m)s. Most often it is only one such aspect of féh.insight gained through
tropaically using this one element is then widened throughouithiee important components
of their oeuvre, yet the prime integer remains paramounthEgsurposes of my theory, the
discussion of a writer's works centers on her chosen or digtbkey metaphoric, formal
element. The challenge for a critic using the theory ofraktrope is to locate this
momentous kernel of insight without drowning in either the Scyl@rarybdis of under or
over-estimation. The description of a metaphor(m) must narbesimply a witty one-liner,
limiting a significant perception to a quick dismissal.eMftately, one cannot be guided by the
global, expansive claims of creators themselves. They coateon the pervasive, adept
adaptation and expansion of their vision. Hence, many wouldttenxery existence of any
central trope, seeing it as delimitation of their powers aigihatity.
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In several parts of this dissertation, metaphor(m) is saughn the works of specific
creators. Using the theory in this way is my chief purpogedrenting it — to better
appreciate the achievements of authors and artists. Ith&®8ublime of Self-disgust”
Charles Altieri has expressed the necessity for applyieory to actual objects.

Theory leads us to demarcating limits. In ordesde beyond those limits | think we have to
turn to concrete works of art, especially if we #&wechallenge the very forms of self-
congratulation that may be basic to the entirerprie of theorizing about the afts.

Nevertheless, another one of the joys of thinking with therthef central trope comes
in fantasizing for oneself the possibilities of creating one. iBhis a way, to try out the
position that each and every creator must occupy. As a thexgatiment, take any element
of literature above; imagine a significant vision of some etspidife, then try to discover an
appropriate image or image-schema mapping that would be a ws@fidrtembodying this.
Then see if that matches to any authors of whom you are knaeelelég or fantasize how
you would use it as a creator. For instance, let us take wbtdmdge-match a word to a
tree, it has hidden roots, with branches above growing and dgayefi mirroring the root
system below, without exactly repeating it. In writingolld exploit this to achieve a lively
version of language including history (the roots, or etymology,atis), yet also
foregrounding its vital blossoming in use. Already we have stedndh a fruitful version of
language.

How could this concretely be achieved? The initial insighsigally significant, but in
tangible actualization is where genius comes into its owat iE what makes the author. As
Larry Briskman astutely writes,

The artist must build up his painting graduallypke by stroke; while the theoretician must
build up his conjectural explanation bit by bit gethough he may have got his explanatory
"core idea" in a flash). But if this is the cadeert it is highly likely that the very thought
processes of the artist or scientist will themsslbe affected by the work done so far. In
other words, the creator, in his very process eation, is constantly interacting with his
own prior products; and this interaction is ongefuine feedback.>..

Possibilities, obviously not all equally creative, could incladiging only with words
of a predetermined origin, or using words which have invertetearly evolved far from
their original base. Words could be paired, perhaps one of ABagton origin and one of
another origin, where the root is visible in one and opaque iotkiee. Latin-derived words,
which tend to become abstract or comprehensive in Englishld be used in their earlier,
more concrete interpretation. The opposite of any of thess wdeald also be interesting. As
one can see, the meaning dominates the form, yet the megtaplould be pointed in many
different, perhaps even opposite, directions. A concern witsfin words could be
liberating, expressing pride in one's heritage; it could &gt seeing words in imaginary
racial terms; it could be critical of the misuse of woristhors who come quickly to mind
who have considered the individuality of words as an importanopéreir creative efforts

4 Charles Altieri, "On the Sublime of Self-disgust; How to Save the Sublime from Narcissistic
Sublimation," inBeauty and the Critic: Aesthetics in the Age oft@al Studiesed. James Soderholm
(Tuscaloosa, Alabama: The University of AlabamasBrd997), p. 128.

5 Larry Briskman, "Creative Product and Creativedess in Science and Art," Trhe Idea of Creativity
ed. Michael Krausz, Denis Dutten and Karen Bard@leyden: Brill Press, 2009), p. 29.
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include Emily Dickinson, Anthony Burgess, Jack Kerouac and myztitantly James Joyce
in Finnegan's WakeéNas this their central trope, a part of it, or a resiit? Each would
have to be studied in depth and in detail to discovedeuaiss the answer to these questions.

After the TREE-WORD image-mapping mentioned, let us probeage schema.
Sandra Halverson has written a stimulating article "Infdggemas, Metaphoric Processes,
and the 'Translate' Concept," where she traces just qudcess at the cultural level, rather
than in an individual author's work. Researching and analyzirréreslate” concept in
English from the Old English through the Middle English period,sies a "Lakoffian
cognitive model structured by image schemas and various @ypesion on those
schemas..®The various verbs, both Old English and Latin-deriweendan, awendan, draw,
turn, transfer, translate demonstrate a clear metaphoric development of abstradbrtat
meaning from a spatial image schema. Halverson lotates the generic-level metaphors
"STATES ARE LOCATION&hd"CHANGE OF STATE IS CHANGE OF LOCATION,"
which form a SOURCE-PATH-GOAL schema. This is combined avitietaphoric notion
of LOCATION as CONTAINER, building a composite image schemhich could be
summed up as SOURCE (CONTAINER)-OBJECT-PATH-GOAL (CONNER). When
translating, one is seen as taking an object (a word) arteo€ontainer at its location and
carrying it over to another container at another locatidrerevit is deposited.

Halverson's insight describes our current perception of trasshagll, yet the fact that
this presently-held notion does not do justice to the true eitgdtivolved in translation is
clear. Criticism of such a pervasive image schemagping could be a perfect opportunity to
invent one's own mapping, and thence comes art. Finding aispeaterial element which is
an embodiment of an improved schema would be metaphor(ngnassion it. While we
cannot change commonly used vocabulary overnight, perhaps it wopt$&ible in one
poem or essay, which then might become the basis for a geretegdhor at a later date. How
would such an image schema-mapping look? Perhaps the toacslakd be viewed as a
sculptor, re-forming the words in another material: carving'stane" of Latin to resemble
the meaning of the word in its original Greek "bronze." In Eiglone could look to Latin.
The wordsculp re comes to mind, ataelare the latter means carving, especially in metal, as
in engraving. This would also be an appropriate image, aaw@ngs in metal were often
made after paintings, to "translate” them into a reproduaittveork. Thudranslationwould
becael t ra, thetranslatoracael tor. This could be seen as an image-mapping, yet because
the notion is broader and more generalized, the schema bkaingddrations of engraving,
carving and metal work comes to the fore, producing an imdgersemapping. If these
words could be Anglicized in an understandable, modern formyouakl have a better
metaphor. Our image schema would be OBJECT-CARVE (NEW ERIAL)-OBJECT
(IMAGE). Following the example afelestialfrom caelestis/caeslestiave could form
celationandcelator. These are cumbersome words attempting to quickly contrib e
snail-like evolution of ordinary language, but the deliberasienves as an adequate
illustration of the thought process behind working with given insipemas to forge new
connotations. The generic-level, or foundational, metaphors on wighew schema relies
are "IDEAS ARE PRODUCTS;CHANGE IS REPLACEMENT,PERCEPTION IS SHAPE
RECOGNITION,"and a metonymy dfIATERALfor OBJECT In Metaphors We Live By

6 Sandra Halverson, "Image Schemas, Metaphoric Bsesgand the Translate' Concelptgtaphor and
Symboll4, no.3 (1999), p. 199.
" Ibid., pp. 203-211.
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Lakoff and Johnson perform a similar operation by attemptingette a new metaphor of
love: "LOVE IS A COLLABORATIVE WORK OF ARTThis metaphor, like our vision of
translation, is unfortunately not culturally pervasive, althoughhealthier than those
common to our culturé'llOVE IS WAR'br "LOVE IS MADNESS"

The theory of central trope contends that each and every compdragmart form can
be and often has been considered in this way. For the puigfos@gcism, such thoughts
must be discovered in the novels, poems and plays of auBltorsreative use, such
imaginings must be tested against the inner drive — what Hizesliow me to express, what
does it force me to admit, what can | twist it into sgyiwhat truth can | show with this
metaphor(m)? Can | question it as well as use it? How fewilhidl be in elaboration,
extension or composition?

Visual Art

In a similar vein, let us explore the field of visual artogly. Aspects of visual media
where central trope can be found, or built, include: facture, catiggggools, presentation,
amount of decision-making, amount of handwork, personality, shap&enuquantity,
materials, color, subject matter, iconography, applicateference, allusion, technique, light,
space, process, presence, internality/externality, abstraptpresentation, accident, amount
of preconception, scale, sensuality, etc. Again, thisasher daunting if far from exhaustive
list.

The application of insight about experience to insight into oneasisnef expression is
more of a discovery than a transference. It involves thetsisieopological quality of
understanding itself. It may seem confining to have to sdartththrough one's tools and
through one's experience with the tools. It sounds like a blindtapg@mg out his path with
his stick, while having to simultaneously search for hikstgelf. Thisis the situation, but it
is an interaction which brings an expansion of knowledge. pplkcation of metaphor to
experience is the primary instance of Hans-Georg Gadameds tiwdt understanding lies in
application in its largest sense. In particular, thi®ives the testing of our pre-judgment of a
situation against the experienced fact of it. Joel Weinsdrehas discussed this idea of
application in his book applying Gadamer's philosophical hermeneatigsrary theory.

...Gadamer argues that genuine application (wha#s dustice to the particularity of the
particular) not only increases what one knows lditaonally expands one's categories,
what onecan know. Genuine application therefore cannot be emwecl as the ex post facto
use of an understanding one already has, preclssdause in applying one comes to
understand. Application is an element of understanitself’

Finding one's central trope in visual art and literature is dits the opposite of
restriction. It offers an artist the equipment needeghto knowledge, while expanding the

8 Lakoff and Johnsorletaphors We Live Byp. 139-155.
® Joel WeinsheimePhilosophical Hermeneutics and Literary The¢iew Haven: Yale University
Press, 1991), p. 80.
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field of obtainable knowledge with each application. Onceragai are allowed to glimpse
the vast sea of unlimited possibilities, boundless horizonseatige production.

The broad implications and significance of the theory of cemtpétwere outlined in
relationship to the elements of literature. This opernatascorresponding fashion in visual
art, so I will cut to the chase in my blocked-out talsmécific, imaginative examples of
image-mapping and image schema-mapping and the creationaghrogin)s.

The brushstroke was discussed closely in the section of CAapbdeconcerning
Vincent van Gogh, color and geometric composition will be cemnsilbelow in the chapter
detailing a painting by Charles Boetschi. Instead of suchifeaxamples, at first fancy will
reign for a few paragraphs in order to better servduwstration of central trope. As in the
discussion of literature, let us randomly choose a single fotewinical ingredient of art,
improvise a somewhat whimsical image-mapping, and see \thisrieads.

One of the aspects of video art installations that séleensiost unquestioned, hence
most clichéd, is the placement of the monitor. In many omaseor galleries, it seems
inevitably to be positioned on the floor, without any base. Thekmmavledged and
unconscious derivation of this from Brancusi's and Minimaliemightened questioning of
the base in sculpture is momentarily beyond the focus of this disou# is sufficient to
note the fact in order to draw a bead on this constitueirof &s a potential metaphor(m).
The television cabinet itself has been creatively utllizg many artists, especially Nam June
Paik. Now and again the placement of a monitor has contrilsigadicantly to the meaning
of a work. Bill Viola'sHeaven and Eartlpairs two horizontal monitors, one hanging above
and facing the other below it. Each is stripped of eangtbut its cathode-tube screen. This
is an integral complement of the video images the monpiass one of a child being born,
the other of an old woman dying.

fig. 20

Nam June Paik,

WareZ Academy,

Nineteen televisions, wood framework, bell, book
covers, wood school desk, three DVD players,
1994,

322.6 X 269.2 x 200.7cm /127 inx 106 in X 79 in
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fig. 21

Bill Viola,

Heaven and Earth

video installation,

1992,
€.229x37x28cm/90inx14.5inx 11in

Where else could monitors be placed? They could be on orstanthe wall (both
painting-like); they could be hung in the corner (as in & baonitors could be buried in the
floor, swung on cables, buried in other materials, carrieanipals, mounted on the museum
guards, worn as hats, replace door knobs, be distorted into odd,slvapder about the room
robotically, be mounted on huge springs, sail by on boats, bouncempotiaes, float about
with helium balloons, show through the zipper of a pair of péifitdesk drawers, spin on
turntables, float in magnetic fields, be put in living-rootyesmounted in surveillance-room
rows and banks, etc. Each of these suggests a wealth agprgnopes.

What images or image schemas could be mapped onto such plageoreler to
achieve a metaphor(m), making the location eloquent rathestimply arbitrary? The idea
noted in the list above of putting monitors on large springs dmeilgsed to call up the image
of a jack-in-the-box. Envision typical household-sized televisioneapu to have leaped
from Minimalist-like boxes, atop human-scaled springs. This doeild powerful, almost
frightening presence, calling forth various associations ape$: The boxes become a
critical metonymy of the museum/gallery world, as well &ay@erbole of the toy on which it
is based. The "idiot box" assumes the position of the slitotiific jester's head, an ironic
conceptual pun. The whole piece plays with time in two intieigsvays. It would seem to
ask, "Is this what the avant-garde has evolved (or leapt®)'ilt also would seem to imply
that the basis of all such new media work lies in the childesire for ever newer toys. This
analytical, yet anachronistic combination of forces in tim@ne moving forward, one back
— could be a delightful metalepsis, both because of its teinplasaand its reinterpretation
of the metaphors behind Minimalism and video art. Beyond artweoriderns, the piece also
suggests that we should question how an overblown toy has becomefkhe living room"”
in most homes. What appears on the monitor would have todigrébating force to this
central trope. The metaphor(m) summed up is the equaBase is an enlarged toyhus
yielding "television and (certain )art are linked to childishnesHulis is reliant on several
foundational metaphors includinSGENERIC IS SPECIFIC,(a particular toy, a jack-in-the-
box, is childishness)JMPORTANT IS BIG,(the human and TV-sized toy which is
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ordinarily hand-sized)|DEAS ARE PERCEPTIONS$Hotice the similarity of a video
monitor, and Minimal art, to toys), and probably most importe&8itATES ARE
LOCATIONS, (the positioning of the monitor examines a condition in society).

Another idea would be to place monitors outside a space sacmaseum, mounting
them on brackets outside each window, facing inward. They viaufgerceivable only
through the windows, thus emphasizing their present&de This would metaphorically
mimic the positions of air-conditioning units in many cities, boterimportantly would
allow development of metaphor(m)s from image schemas basedonAs Lakoff and
Turner write inMore Than Cool Reasotit is important to distinguish image-metaphors from
image schema-metaphors. Image-metaphors map rich meag@snonto other rich mental
images." Furthermore, "image-schemas, as their nangesisg are not rich mental images;
they are instead very general structures, like bounded regiatis, centers (as opposed to
peripheries), and so on. The spatial senses of prepositionotbadiefined in terms of
image-schemas (e.i, out, to, from, alongand so on)*

In an application ofSTATES ARE LOCATIONSHie location of the monitors becomes
a significant state, or at least evocative of importaatestof art, the art world, electronic
media and society. This state is a schema of OUT LO@KIN. Lakoff and Turner
discussed OUT as a portion of image schemas.

What do we know about "out"? We know that the baséaning of "out" is being exterior to

a bounded space which is regarded as having aroimté a house is the bounded region,
one may go out of the house and into the garadendf is taken as the bounded region, one
may go out to sea. ... Since life is regarded aseprce here, bounded by birth and death,
one may be metaphorically snuffed out, rubbedtal&n out, and so on.

A bounded space with an interior and an exteri@nismage, but an extremely skeletal and
schematic image.... [W]e can also map this imagesa onto abstract target domains that
themselves do not inherently contain images, sachiakefulness, alertness, and living.

This image schema could be correlated with other tropes thtbegelationship
between "out" and "location" as concepts. Thereby one woulble¢apoint the
metaphor(m) oflocation outside'in evocative directions. SINCEXISTENCE IS A
LOCATION (HERE),'then these monitors would be perceived as not having existetiee
same way that viewers have it. Viewing them through doseseum windows would have
the effect of highlighting the monitors' presence as not hettegr over there, ostracized.
Likewise, as'EMOTIONS ARE LOCATIONSHe televisions and their contents would be
seen as outside, where it is uncomfortable, unprotected,n'the icold, "perhaps even
mistreated. If the videotaped imagery on the screensafeneotic scenery, the first
interpretation would be strengthened. On the other hand, ifnduges shown were of fragile
objects, the second inference would hold sway. Playing tepésing such marginal figures
as the homeless would combine the two perceptions. In sgritta images might represent
enemies attacking. These evocations would vie for power vpgraeption of the televisions
as replacing natural landscape scenery, augmenting thetimpac

10 George Lakoff and Mark Turne¥lore than Cool Reason: A Field Guide to Poetic Nd&tar (Chicago:
The University of Chicago Press, 1989), p.97.
™ Lakoff and TurnerMore than Cool Reasop.97.
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After the discovery of one's central trope, the standarel Maidernist "expansion™ of
this has been in fact its opposite, reduction. Creators sttppressed many qualities and
elements of the work found to be outside the central tropghinof the concept of
pervasiveness in my theory, this can be revealegateatial yet rather simplistic form of
achieving such an extension of one's metaphor(m) throughout the weliknirating all
locations where it does not occur, as | discussed in Chapterpiges 74 and 75. A more
sophisticated and more impressive method is to do the hakihtip required to push the
metaphor(m) into as many aspects of the art work as passilgither close equivalents of
the central trope in a specific quality of the object derting it in an analogous vision.

Meaning and Form

In Chapter 20, "How Metaphor Can Give Meaning to FormMefaphors We Live By
Lakoff and Johnson give some suggestions of simple operatioreribatly metaphoric
meaning in the physical form of expressions. They trace omwabssibilities at the
morphological and syntactical levels, that is, words andeseas. Three rules are presented
for how this occurs.

— We spatialize linguistic form.

— Spatial metaphors apply to linguistic form ais ispatialized.

— Linguistic forms are themselves endowed with eahby virtue of
spatialization metaphofs.

These explanations are then exemplified in three instaRitet."more form is more of
Harry" as opposed to "l taught Harry Greek"); and thitde 'ME-FIRST orientation"up and
downinstead oflown and up®® In certain ways, the theory of central trope may be asen
vastly expanded and more particularized exegesis of thisaethiaghe realm of the creative
arts. Metaphor(m) subsumes this idea under a broader renditiom iateraction of form,
trope, reasoning and creativity. Lakoff and Johnson's spatializhypothesis is a logical
corollary of the theory of central trope, in application to own speech.

This chapter of my dissertation has blocked out a portioneopotential which
metaphor(m)s offer their creators. Central tropes wesgadied in action by imagining model
specimens of image and image schema mappings. Thissamgle of applications displays
how tropes offer us opportunities for the comprehension of our expesaeddeow they can
lend a hand in changing it. Art is essential because hatigs new metaphorical concepts or
devises critical interrogations of those taken for grantedugh the pragmatic, tropaic use of
form.

12 akoff and Johnsorietaphors We Live By. 26.
3 Ibid., pp. 127-133.
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fig. 22

Cover Chapter Five: My Metaphor(m),
oil, acrylic and ink on wood,

2010,

40x27.5cm/16inx11in
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CHAPTER FIVE

My Metaphor(m), a Painting Installation

| am not sure this or any of [Velazquez's] puzzles
are meant to be solved so much as merely felt. The
paintings seem to me to have as part of their
content the mysteries they transmit.

— Arthur C. Dantd

Autooptical und Autographical

The paintings, comic sequences and studies accompanyingsthievéirchapters,
Prelude and Chapter One, were presented in a small exhiiiioin'Prelude” in a gallery in
Switzerland. References to them and the visual art addibasther chapters were also
included in works in my installation title@arried Away which appeared in two museums in
the US as well. These experiences convinced me that | stetitds dissertation into my
always continuing artistic oeuvre and career, as had begested by my professors. As fate
would have it, just as | was beginning to consider Chapter Thweses invited to make a
piece in a group show in a converted, closed-down dyeing fact@wiizerland. This venue
has a major exhibition once a year, so is something like ensutdunsthalle. The organizers
offered me the largest and most interesting wall osgiaze. | decided to create an extremely
large Panelspainting-installation, make it my chief work of the yeamd conceive of it as a
chapter in this dissertation. Moreover, | decided to ligve concerned with my own
metaphor(m): not an illustration, but rather a full-fledged embedtrof my thoughts about
applying my theory to my own art. The process of working thigsolte content of Chapter
Three. The resulting exhibition is the work comprising, and discuiss this chapter.

This chapter, however, was not written in the order its nuttilve" implies. | resisted
working on it until almost the very end. Like many artistsate to write about myself. |
dread those horrid little paragraphs we are often forcedite for exhibitions called "The
Artist's Statement," whether written by me or by othaéstst | also have genuine anxiety
about limiting the understanding of a work by writing about itelfys feel such commentary
implies that my thoughts are the sole correct ones about a wieek, | have in fact always
struggled very vigorously to make my artworks polysemicatoyca deliberate diversity of
meanings open to the interpretation of others. | do this evére tpoint of being playfully,
wantonly allusive, for which | coined a term which | havedis several titleslluscivial. It
combinesallusiveandlascivious both in form and meaning. This, of course, reflects my
personal definition of art and artworks, alluded to in Chaptez. To write it out in the form
of a philosophical assertion, | would state it so:

! Arthur C. DantoEmbodied Meanings: Critical Essay and Aesthetic ika¢idns (New York: Farrar,
Straus and Giroux; The Noonday Press, 1995), p. 48.
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Art is embodied multiple meanings. Artworks are eult§ of perception (whatever the
media) created (formed, presented, chosen, etc.infdtiple interpretations; ones which
were furthermore wrought, offered or viewed asirigllwithin the context or history of

previous entities called "art." These are creatioterein the form and the content are
inextricably interwoven, each mirroring the otheiits own terms.

Additionally, in my own art and much of what | see sifw Renaissance, | believe
artworks are agonistically made to be regarded as art-asela@id not as-art-as-before. Due
to my trepidation about writing about my own artwork, | postponed cem@ahis chapter
until I had finished final drafts of most of the restefihon the island of Elba, | began to
bemoan my inability to tackle this chapter. | discussexliith my fellow guests at the Casa
Zia Lina foundation. | realized that the painting-installatiself was the chapter. This would
be fine for the art exhibition which | intend to mount in additiothe book as the final
dissertation form. However, what would Chapter Five loo& iikthe book? Simply a series
of photographs of the work? That would not satisfy me. The ctieators made suggestions:
Sonya Sobieski, a New York playwright, recommended a Virgini#-ike stream of
consciousness account of various unnamed characters reactiansvarkh This is an
exciting idea, but beyond my literary abilities and would warraore than a chapter of
secondary comment. Viennese Jazz pianist and composer Meaitén uggested an
improvisational collage, an idea | found very promising. Bextiist Alexander Johannes
Kraut felt that drawings alone would suffice. Russlesheimstavartina AltSchafer
meanwhile discovered a book in the library of the villaditis war Einmaby a deceased
caricaturist she had known, Olaf Gulbrans$tmthis book published in 1934, the
Scandinavian artist relates much of his life in 200 humorketslses with accompanying,
hand-lettered short texts ranging from observational, to humorowsvandragic. The
scheme of short anecdotes with images immediately won melalexided that the
installation itself would indeed be the "official" chapteut the text would be an
impressionistic, improvisatory series of vignettes delifiegeon the work: as if | were
standing in front of it, contemplating the various elemehtsttioughts | had while creating
them as well as the associations they call up when complateds exhibited.

Fig. 23

Olaf Gulbransson,
Es war Einmalp. 22
book publication,
original: ink on paper

2 Olaf GulbranssorEs war Einma(Munich: R.Piper, 1934). An on-line version of tatire publication
exists at the site www.old-coconino.com, direcklig http://www.old-
coconino.com/modules/gulbransson/eswar/eswar008.htm
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Metaphor(m)

fig. 25

The genesis of my installation began with three visual nqtioresddition to the
conceptual thoughts already mentioned. First, | knew | wdntade an adaptation of the
image above, which | had created of a merger of a cbauk, billboard/sign and frame for
the blending diagram of my metaphor(m), (figure 16 in Chaptezelipage 95).

Secondly, although | was offered the most impressive wathfowork, there was a
door in the left third, which would have to be covered ovenaorporated into the work.

fig. 26
First sketchbook notes about wall for installation,
2009
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fig. 27

Carried Away PanelsandCovers Installation

oil, enamel and acrylic on canvas, acrylic on wall,
oil and acrylic on rag paper, comic magazine rack
2008-2009,

C. 426 x 426 cm/ c. 14 ft x 14 ft.

Third, | knew that | wanted to continue my exploration of naredbops, with which |
had worked in the last few painting-installations, sucGasied Away shown in the image
above in the Krannert Art Museum in Champaign, lllinois, USA.
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Las Meninas

fig. 28

Diego Veladzquez

Detail of Las Meninas

oil on canvas,

1656,

318 x 276 cm/ 125in x 109 in

While doing sketches and studies of the wall, brainstormiragife the work which |
had quite early nicknamedy Metaphor(m)| recalled the beautiful image of José Nieto
Velazquez in Diego Velazquez's amazing painting now casdMeninasl remembered
that it has been disputed if the figure represented &ated to the painter or not, but that it
seemed to be agreed that he was the Quaponsentado(Chamberlain), the officer in
charge of household duties. This meant he was most probably degsatalling the King
and Queen to an appointment, away from either posing for Veladzgudropping in for a
visit as the Infanta posed for him. | have always loveditteosic economy with which this
figure is painted, the white of the background bleeding into the,rgetdefining the
contours of Nieto.

The work as a whole is one of my favorite paintings fronmiatobry. When | visited the
Museo del Prado with my wife a few years ago, | drank ina&®lack Paintingsthe Peter
Paul Rubens works and much else. However, like many a phaftme me | was utterly
transfixed for hours bizas Meninas | further recollected that Luca Giordano had famously

® Artists frequently mentioned as having been spelitil by this painting include, a.o., Francisco Goya
Luca Giordano, John Singer Sargent, Pablo Picast&douard Manet.
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said of the painting that it a "theology of paintirid.agree with this bit of justified
hyperbole Las Meninasalso inspired Giordano to paint what | believe is his gstaterk,

the Portrait of the Conde de Santisteban (A Homage to Veldzq@erjlano's assessment of
Velazquez'painting struck me anew: in my painting-installation | \easing at an embodied
work of philosophy, or at least art theory. The analogy | would wsgdmnot be theology, the
study of divine things or religious truth, but rather, perhapsp@tiemology of painting; or a
hermeneutics of painting; even a pragmatics of embodied amyntet my approach's
descent from Velazquez's sentiment is unmistakable, albettsneburce.

fig, 29
The author posing.

| decided to use the existing doorway as an integral eleimeny installation. | would
make reference to the image of Nieto, yet mix thiemm@trait of the painter into the blend. |
position myself in a pose similar to that of Veldzquekas Meninasyet clad in my typical
attire of motorcycle jacket and jeans, with two of raydrite tools, a sign-painters brush and
a squeeze bottle. This makes a pointed contrast with the catiitéyof theLas Meninas
figures, and Veladzquez's beautiful long brush and palette, alsibemaking my figure a
combination of two "prestigious servants" of the King. bwarticularly careful to include a
cross on my jacket, one | placed there myself due toatigfpnot the red one of the knightly

4 This quotation has been so often repeated thasibvershadowed Giordano's own work entirely. i\s a
example, it appears on the first page of an unpaggih sumptuous multiple-fold-out booklet from Scal
Press: Gabriele FinaldVeldzquez: Las Meninaf_ondon:Scala, 2006).
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order of Santiago, painted on Velazquez's image accordingeioddyy the King himsefl
drew this image as the basis for a painting.

fig. 30

Drawing study for painting,

pen and ink on paper with Photoshop manipulations,
2009

® Franz ZelgerDiego VelazquegHamburg: Rowohlt, 1994), p. 121.
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fig. 31

Self-Portrait, My Metaphor(m)
oil and acrylic on canvas,
2009,
180x80cm/71inx31.5in

The self-portrait painting followed, painted using the implemshbwn in the work.
The figure is life-size on a slightly larger canvasvdis placed directly in the doorway, hung
on the door, standing on the threshold. The exit sign would havehi@den by my painting.
| re-hung it to be visible, although | did not have to, as | thougnade a pleasing reference
to the paintings at the rear of the spackas Meninasas well as an ever-so-slight indirect
suggestion, in my mind, to Jean-Paul Sartre's 1944Nbelyxit originally titledHuis Clos
the French equivalent of the courtroom tenncamera referring to a discussion behind
closed door§.

® Jean-Paul Sartrélo Exit and Three Other Playblew York: Random House, Vintage Books, 1989).
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My installation, though, was not planned as an homage taieda alone, although
there are more details which associatively rhyme with etesnin his great work. My piece
embodies allusive play and interplay with my theory of centoplet Interestingly, this
dissertation has caused me to make more self-portraiesrtagt | had done in my whole
career up to this point. Like Velazquez's work the arrangencesgsthe surface is somewhat
strange. Yet, there are a few key differences from thaiSpaainter's masterpiece. Whereas,
in Las Meninaghe Infanta Margarita dominates the scene, the concegantr of my work
is the sequential series of five paintings inside the cdimmok representation, inside the
billboard image, inside the colossal thought balloon.

fig. 32
Detail, My Metaphor(m)center sequence

oil and acrylic on canvas, acrylic on wall
2009

Then there are the attendants, who to me are the truematenter of interest: a maid
of honor to the left of the Princess, the dwarf maid of hontrdaight, another maid of
honor to the right of her, the midget boy, a large Spanish dagy&n-waiting in widow's
weeds and &uardadamagchaperone). Ihas Meninaghe dog is most intriguing. Whereas
most participants in this drama look at the viewer, thesdpgezes his eyes closed,
seemingly detached, above this stage show of life, wheigial or artistic. | have replaced
these genre portraits with life-sized paintings of a dogeacat to the far left of my work.
Each represents family pets who had recently died. Bamhits own canvas, sitting on the
floor. They gaze at my self-portrait, or more accuratelpathoughts. Only my self-portrait
image looks at the viewer, but somewhat contemplativelyridiiought.
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fig. 33

Detail, My Metaphor(m), dog left (Buddie)
oil and acrylic on canvas,

2009,

90x130cm/35inx51in

fig. 34

Detail, My Metaphor(m)cat left (Toby/Grisu/Lia)
oil and acrylic on canvas,

2009,

60x60cm/24inx24in
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The Stroke and Agon

The paintings of these two animals are portraits, yetdheyecidedly non-naturalistic,
due to the technique. | dripped the images, painting them gulzkéed on preparatory
drawings much like that of my self-portrait drawing above, uaikgtchup squeeze-bottle
filled with paint. First | had sprayed a rough "halo" ¥duere the lines approximately would
go, then | dripped them in a speedy application, finally caktusly outlining the lines twice,
adding illusionistic shadows and highlights with sign-paintet @omic artist sable-hair
brushes. This was my technique for all the canvases, yet the 'Jolomels,” as | nicknamed
the two animals to the left, and my self-portrait dr¢haee one step farther away from any
form of naturalism by being in black, white and gray tones.

fig. 35
Diego Veladzquez,
Detail of mirror in Las Meninas

fig. 36
Detail, My Metaphor(m)bottom of door and two stoops,
Installation photograph
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| had not planned it, but as | saw my work finislreditu, a reference to the mirror in
Las Meninasstruck me. | had a similar play with spectatordre¢ elements: the presence of
an actual door, and two stoops, one leading to the door, thegoing nowhere. Each
insinuating viewers could step into or through the work. | hagated not a window into an
imaginary world, but rather the world becomes a doorway intarthély work is neither an
epitome of representation nor a death of it (both of which haga proclaimed fdras
Meninag, rather an embodiment of a contemplation and internal dialaneeming
embodied tropé.

Let me return to my painting technique: the dripping, outlindpgaying and adding of
illusionistic highlights and shadows. The process came toandysthrough the process of
painting, chiefly due the fact that | wished to become rotwarly representational in my
paintings and to come closer in painting to the freedom We#n drawing. After-the-fact
though | can see that it is my agonistic misreading of JadRetiack, through Pop, or more
accurately through major popular art influences on me, my fatsign-painting, and the
comic art of Gene Colan and George Herriman.

Pollock is "the artist to beat" ever since his radical positional creation of the layered
"all-over." Most development since then have either &tkhis, such as Pop and
Minimalism, or attempted to avoid it such as ConceptuallArRollock's late works the artist
himself engaged with the question of where it was possili@ next, the question of how to
reintroduce imagery into this cosmic web of form. His atterapgsgenerally judged to be
unsuccessful, yet | find them stimulating. One can only wishaltllived longer in order to
fight this good fight.

fig. 37

Jackson Pollock,

Out of the Web: Number 7, 1949

oil and enamel (automotive lacquer named Duco) aganite, cutout,
1949,

122 x 244 cm /48 in x 96 in

" See for example Michel Foucault, "Las MeninasTie Order of Things: An Archaeology of the
Human Science@New York: Random House, Vintage Books, 1970). b&st corrective response to
Foucault's assertions is an essay by Robert Witlsing Artistic Masterpieces as Philosophical
Examples: The Case of Las MeninaEtie Journal of Aesthetics and Art Critici€8, no. 3 (summer
2010.
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fig. 38
Jackson Pollock,
Untitled (Cut-Out)

oil, enamel, aluminum paint, and mixed mediums amlboard and canvas,
¢.1948-50,

77.3x57¢cm/30.5inx 23.5in.

fig. 39

Jackson Pollock,

Untitled (Cut-Out Figure), (enamel, aluminum, and
oil paint, glass, and nails on cardboard and paper,
mounted on fiberboard,

1948,

78.8cm x57.5cm/31in. x 22 5/8 in,
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His experiments included the cut-out forms above, includingptig mamedOut of the

Weh Yet | find a few others more promising, such~agure and, most of alPortrait and a
Dream

fig. 40

Jackson Pollock,

Figure,

enamel on paper,

1948,
78.5x57.5cm/307/8inx225/8in,

fig. 41

Jackson Pollock,

Portrait and a Dream

oil on canvas,

1953,

148.59 x 342.26 cm / 58 1/2 in x 134 3/4 in,
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| arrived at this agon with Pollock, strangely enough, not bydinegt consideration of
the painter, but rather by absorbing influences from two comigtsarColan and George
Herriman. Colan is a renowned illustrator of superhero and athenture comics from the
1940s until today; he now works in semi-retirement. The followimage is of a drawing he
did for me featuring a character for which he is known, Dangédand a character | created as
a child and always drew in emulation of his style, Mftro.

fig. 42

Gene Colan,

Daredevil and Micro Battling Thugs
pencil on illustration board,

1999,

37x55cm/15inx 22in,

The following image is a penciled page of a comic by Cdtenwas the first comic
illustrator to have his art reproduced directly from the peneithout an applied "finishing"
inking, as editors and fans quickly realized how extraordinargiiaiwing in graphite is.

8 When mentioning such characters, the comic aret@mment industries insist on having copyright
noticed proclaimed prominently in captions as nubstracters are considered by them to be corporate
property based on questionable work-for-hire catides, according to which, unfortunately, their
creators seldom share in their financial succestie®e it is: Daredevil is © 2010 Marvel Comics,ckbi
© 2010 Mark Staff Brandl.
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fig. 43

Gene Colan,

Just Imagine: Wonder Woman
"On the Street," page 4

pencil on illustration board,
2001,
55x37cm/22inx 15t

The image below is a portrait | did of Colan, a study fpaimting. It clearly displays
his influence, that of Herriman and how it edges neaoExll

°® Wonder Woman © 2001 DC Comics.
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fig. 44
Portrait Study of Gene Colan

pen and ink on paper, modified in Photoshop,
2009

fig. 45

Portrait of Gene Colan and Cliff Meth
oil and acrylic on canvas,

2009,

100 x 160 cm / 39 in x 63 in,

This is the final painting, a portrait of Gene Colan, aright, and Clifford Meth, an
author, on the left.
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Colan is a very unique artist in his field. He was alwgngsatly appreciated in comics,
but not an artist whose style was much copied, even duringhagis peaks of popularity.
While he has had a large number of fans and "students" suol @githout directly teaching
classes), he seems to stimulate individuality ratherith@ation. Colan's style is highly
individualistic and was so at a time when "house styles" Wereule. Colan is self-driven,
always experimenting, learning and improving. Even now, inuppased "retirement," with
greatly impaired vision, he draws better than ever. Gadegaman is also an influence
worth mentioning here. He is an American cartoonist, best kifiomims comic strigkrazy
Kat.!® He passed away in 1944, and his strip was such a uniqeenpework of art that the
newspaper syndicate, which owned the rights to it, decided montinue it with another
artist, which is uncommon. Similar to Colan, it is his Edtuid mastery of the stroke which
thrilled me as a young artist and still does today.

10 Krazy Kat a newspaper comic and character created by Getganan in 1913, is © 2010 by King
Features Syndicate.
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fig. 46

George Herriman,

Krazy KatSunday strip,
newspaper publication,
original pen and ink on paper,
"6 November 1939,"

1939
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This enlarged detail taken from a paneKohzy Katshows Herriman's amazing, rough
virtuosity, the complete opposite of slicker styles sucthatsof Walt Disney studios. My
painting technique derives from all these influences and,nwrdiscover a method of using
and going beyond Pollock, Pop Art and my vernacular sources. Incedtitihe
metaphor(m)al integration of this into my method of stroke-n@kihe compositional

metaphor(m) is equally important, wherein | blend installatiom,sequence and the
traditional "iconic" presence of painting.

fig. 47

George Herriman,

Detail, panel fronKrazy Kat,
Newspaper publication,
Original pen and ink on paper,
c. 1930"

1 Unknown source, featured on webpage of Profdsdaard A. Shannon,
<http://phobos.ramapo.edu/~eshannon/>, retrieved2010.



My Metaphor(m) 140

fig. 48
Diego Velazquez,
Detail of artist and canvas ibas Meninas
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Velazquez portrays himself in the act of painting a la@aygvas, one which appears to
be the same dimension as thatas MeninasThis is the trait that makes the artwork so
obviously self-aware and which has attracted the attentischolars for so long. The canvas
is shown with its back toward us, thus promulgating the huge rainigypotheses about what
the image could be he is creating on the surface. Thareharged visual and conceptual
echo between the represented, half-hidden canvas andubégainting in which it appears.
My comparable maneuver was to make this corporeal, to havepresentations appear on
individual canvases, which then appear "in" and comprise ioéewa merger of embodiment
in a tangible sense and embodied trope; an image schema, imetgphor and object in one.
This complexity was fully intentional; the allusion to theéas inLas Meninad only
discovered at the moment of writing this chapter, thus hantertain whether the thought is
an exegesis or an eisegesis. That is, | do not know iféxgiicating the work or importing a
subjective meaning into a reading of it. Either way, Ireppy with the polysemic
possibilities: once again, mallusciviousnesappears.

Memento Mori Loop

The centerpiece of my painting-installation is the group aréall sequential canvases.
The black areas were painted directly on the wall. The matgrimage is that of a thought
balloon as often seen in comics. Significantly, it containonbt the thoughts of the
metaphor(m)al merger and of the sequence, but also the ohage | am thinking about
thinking, including myself and my artistic creations within awn thoughts, a clear
metaphor for this entire chapter. Those thoughts consist of an mhagecurrent principal
metaphor(m)al merger. This arises from the trdpe tonvergence of formats=reframingy"
"visual transformation=metaphoric transformatiora$ made specific in my blending of the
vernacular arts of sign-painting, display and comics witHitteearts of painting, installation
and philosophical conjecture: the comic made of paintings inkeaild, as an installation.

Inside these framing devices is the central image sequéneads from left to right and top

to bottom, as does any book or comic within our culture, yet it aisstbe viewed as a

whole and can be seen as a loop. In it, the third animaaep@nother Golden Retriever dog,
whose death had occurred only shortly before | did the worloftiex animals having passed
away within the year before). This sad event, as waleashs among human acquaintances
led me in a perhaps melancholic direction. | wished to camfie embodiment of my
metaphor(m) in a humanistic, hopefully poignant, fashion — notgrstoral, if impassioned,
intellectualization. The images show an autumnal scertreansign on a post and falling
leaves. The dog, named Gina, enters in panel two, hesadfanel three she is already
walking on, we see her hindquarters.



My Metaphor(m) 142

fig. 49
Detail of My Metaphor(m)left "page" of sequence

In the fourth panel she is almost out of the panel bordetthieomght her tail still
appears, rhyming with both the fluttering leaves and a wirspii$. Several comic pages,
torn from a magazine, blow through the scene as well. In thpdasl she is fully gone. And
yet, perhaps it can begin again from the first pandioat £losed sequence or a loop or both.
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fig. 50
Detail of My Metaphor(m)right "page" of sequence

| was thinking not only of actual events, but also of Den&seettov's title poem to the
bookOverland to the Islanddt highlights Levertov's varied, masterful use of liregi with
a purposeful mimicking of the subject matter in the linecttre. Often referred to as "the
dog poem," in it Levertov describes and imitates the seeyniagom fashion with which a
dog explores its environment.

Let's go—much as that dog goes,
intently haphazard. The
Mexican light on a day that
'smells like autumn in Connecticut'
makes iris ripples on his
black gleaming fur—and that too
is as one would desire—a radiance
consorting with the dance.

Under his feet
rocks and mud, his imagination, sniffing,
engaged in its perceptions—dancing
edgeways, there's nothing
the dog disdains on his way,
nevertheless he
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keeps moving, changing
pace and approach but
not direction—'every step an arrivaf.

A loop which is also such an "intently haphazard" searatpistent trope of the
metaphoric search for and construction of meaning in lifeedpdd sequences | see an
instance of a potentially important compositional invention, whielnmiconosequentiality
This is my neologism for the unique combination of forms of phemmhogical perception in
comics and my art such as this painting-installationwéis frequently perceive both the
entire page as an iconic unit, similar to a traditionahag, and simultaneously follow the
flow of narrative or images from panel to panel, leftight, up to down. In thily
Metaphor(m)installation, this is viewing the entire artwork as a wivahile also reading it
left to right. Thus my work and comics are concurrently whole4oad openly linear (even
multi-linear with the possibility one has to glance "bacldsaiand "forwards" if desired,
while reading/viewing). They are therefore ontologically & s phenomenologically both
iconic and sequential. Aesthetic attention becomes a wondeafitifpurist conceptual blend
of, or perhaps flickering between, a rich variety of fowhseading and viewing, most of
which are under the control of the perceiver. The ultimapetigxt/hyperimage united with
the joys of a traditional painting image's patient alwaysetheelf-reliant presence.

An agonistic creativity within the history of composition is@al, not for "significant
form" or any march of history, but for personal metaphor(m)ahsdenave been discussing
in this dissertation. Tackling the practical and philosophiaablpms of composition in art
(especially painting) has been an impatient, important,ioeng struggle throughout history.
However, this has not been true simply in order to form novel cdioves, but to move on to
distinctive organizational structures, new tropes usefuhiembodiment of arisen desires.
Iconosequentiality is my central compositional trope, perhapsawe'working space” for
which Frank Stella has callé@iSuch a factor determines the specific modes of attention
which | wish to blend — especially a reading/viewing amalgon. Important to me as well
is that iconosequentiality has the inherent predisposition tmpaitally democratic. It is a
step beyond Pollock's revolutionary "overall" composition, whilbrating that discovery, as
well as its child, installation, and not retreating totieteal balancing games or neo-
Duchampian avoidance of compositional agon.

In an iconosequential loop, there is a rich opportunity to ceeatgen visual and
narrative field, where creative input appears to be askée wiewers, including them in the
experience (even reflecting the call-and-response notion | discG$gpter Seven). The loop
is a tool for reflection, while simultaneously allowing ondéoa part of the flow of the work.
In this case, | saw a chance for creatimgeanento moyian artwork which reminds us, as the
Latin says, "be mindful of dying,” or "do not forget you are dyfimg this case a very specific
mementpamemorialeeven, a "mnemosynum amoris inter animalium species"nimder
of love between species.” While this perhaps may be interpest sentimental, it is not
intended as the anthropomorphization of animals, rather the zoonairphiaf humans.

| have attempted to polysemically embody an analysis of nyroetaphor(m) within a
Panelspainting-installation artwork and make this, together witxéual reflection on the
piece, a section of my dissertation. This has led meaimailti-layered, allusive work, in

2 Denise LevertovSelected Poemsd. Paul A. Lacey (New York: New Directions, 2002)/.
13 Frank StellaWorking Spac¢éCambridge, Mass.: Harvard University Press, 1986)
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which as | feared, | primarily wish the viewer tolfaeact and contribute to the complexities
rather than desire that they be systematically elusitddtyearn for artwork to have as part of
its content the mysteries of the metaphoric search for antrecdtisn of meaning in life and
art, a memento of tropaic hope. The painter, art histondriteeoretician within me may not
be reliably unified but instead, hopefully, dynamically, dialafiicharmonized.
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fig. 51

Cover Chapter Six: Central Trope, Two ContempotRaynters
oil, acrylic and ink on wood,

2010,

40x27.5cm/16inx11in
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CHAPTER SIX.
Central Trope in Two Contemporary Painters' Works

In the last two chapters we considered the creation ohfi@teentral tropes in an
imaginary fashion and then saw my ruminations upon my owaphet(m) embodied in a
Panelspainting-installation custom created as a part of this dég®. Now let us trace the
significance of realized metaphor(m)s in tangible detastingdying a single painting by
Charles Boetschi and the most recent body of paintings by Let8udiock. As an exception,
I have no overarching conceit in this chapter, unless agtanassay which assays the chain
of cognitive-metaphoric reasoning behind paintings is in somend®ed a trope of itself.

A Single Painting: Charles Boetschi's Color Unit 24.1

The major effect of metaphor in this poem is
global.... Here we find a power of metaphor that
we have not previously discussisa power of
revelation This is the power that metaphor has to
reveal comprehensive hidden meanings to us, to
allow us to find new meanings beyond the surface,
to interpret texts as wholes, and to make sense of
patterns of events.

—George Lakoff and Mark Turrner

Idiosyncratic thought requires idiosyncratic
language.
—Lakoff and Turner

The artist, who passed away April,2006 at the age of only 48, was a friend of mine
and a partner | treasured in discussions concerning aggiaby painting; thus, many of my
perceptions here are informed by long personal conversatiotsdBoég paintings, including
the one under discussion he@alor Unit 24.1(fig. 52), are both idiosyncratic and revelatory.
They are idiosyncratic in that they ignore the pressuresaofraurrent art world fads, but
also in their very compositional reasoning. Each work isbdles and sophisticated
combination of tropes critically utilized in a unique wayoere which points viewers toward
possible personal revelations of vision.

Boetschi displays unadulterated and courageous antitheticadrasgar His paintings
make clear reference to the minimalism of Donald Judd angetbimetric abstraction of the
hard-edge andrt concretpainters. Nonetheless, he denies and inverts severaiokdy
premises. In his paintings, he acknowledges geometridradision, but also shows that he
has taken postmodern doubt to heart. Boetschi extends the metaipihis style, sometimes
by "backing-up”, sometimes by leaping forward. He paintsethod Judd abandoned to go
into a three-dimensional form falling between painting and sa@pthich he termed the
"specific object.” Yet, Boetschi's surfaces are immatelyy smooth. The only evidence of the

! George Lakoff and Mark TurneWore than Cool Reason: A Field Guide to Poetic Nd&tar (Chicago:
The University of Chicago Press, 1989), p.159.
2 Ibid., p. 50.
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object being hand-painted is the infinitesimally raised edgesalpaint thickness where
fields of color meet. The choices of hue are unique and playfubrimeary and pedantically
balanced as iart concret.The materials are traditional, unlike Judd's work. Thetarti
forswears both the utopian aspirations of hard-edged purist paamiththe Dada-fathered
theatricality of presence in Minimalism. Therein, hale to re-establish an activity
important to early geometric painters such as Piet Mondy&trscorned by Postmodernists
— the striving after integrity. He becomes technicallychgice of medium, and ethically,
through his aim, prior to his composite of predecessors.

Boetschi uses a heavily intellectualized compositional slydtased on a grid formed
of eight rectangular subdivisions. Generally, his compositiottsiwiis chosen constraints
violate the standard rules of design as learned in art scCho®lpaintings accentuate skewed
arrangements and peculiar color. Strangely irritatingagteactive "off-hues" are adjoined in a
seemingly random fashion. There are rarely primaries or s&eondaries. Personal,
emotional and anecdotal associations accrue to the vamsisBoetschi's works are
intelligent, complex and precariously dissident.

Color and Light

Color is a happily difficult entity for trope and for theoryganeral. It is seldom
mapped from the source domain of vision in fundamental metaphgeseral speech
utterances. This may be because particular colors are stenibi real, so sensual. Although
it may be forced into a symbolic role, color does not mica#éy represent anything in itself
and it cannot be abstracted. It is always a sample tf i@Enetheless, in many visual artists
there is a mix of metonymy and metaphor in their central fnop&h thereby allows the
incorporation of color. A piece of something, a sample of cabay be utilized as either
synecdoche or metonymy. This trope may then be further manipalaidetaphor or other
trope leading to foundational metaphors. As a simple examplenigie exactly match
several of the multitude of colors of "white" people's skimone of which one can in any
fashion describe as actually white. The various yellows, lisaamd pinks are a synecdoche
of humanity, become a metonymy of societal division, and aleaa metaphor for the falsity
of racial definition. Obviously, color must come into play inugkart. Much of painting
throughout history has revolved around color-formed space. Lightadmdare inextricably
linked for visual artists. Foundational metaphors of light are dfftes intricately manifested
in color.

Let us explore this at work in the acrylic painti@plor Unit 24.10f 1998. The 200 by
200 centimeter piece may be viewed tropaically on two prinessis. First, there is the
irregular/regular aspect pairing in the "J"-formed comjmsi Second, there are the
individual, seemingly associative colors used where one would esfpecg primaries. There
are many additional elements convincingly integrated intor&@phor(m). These include the
large size of the paintings, their scale in relationshipumans, the raised edges of the paint
and the depth of the stretcher frames. However, thesef aomewhat auxiliary importance,
primarily displaying the artist's strength of reasoning inpéwasiveness of his central trope.
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fig. 52

Charles Boetschi,

Color Unit 24.1

acrylic on canvas,

1998,

200 x200cm /78 3%4inx 78 ¥ in

Irregular Regularity

George Lakoff and Mark Turner describe several prime mefloodseatively applying
foundational metaphors: extending (developing implications of the dagaborating
(adding in details), questioning (casting them into doubt), and congp(isiinging two or
more togethery.Boetschi is conducting several of these operations in this, wat most
importantly he is composing tropes into surprises of opposition (RABU IRREGULAR),
thereby throwing their identity into question. His centrapé is a productive model of
thought. In Boetschi's metaphor(m) the action of composing and fuiemes becomes the
act of questioning them.

% Lakoff and TurnerMore than Cool Reasopp.67-72.
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There are several ways in which a tropaic path maytaélested in a painting. In a
poem or novel, this is relatively straightforward. These @xiworks tend to unfold as one
reads, left-to-right, top-to-bottom. Thus the phenomenological exmer of the reader is the
sequential path along which tropes are laid out. Paintings draat-once far simpler and far
more complex presence. The viewer simultaneously experiéme@gork as a whole and as a
sequence, usually the path one's eye follows through the workteasdhed by the
composition — what attracts attention first, second and sBlanning and controlling such
consecutive visual paths is one of the staples of the tolued artists in art schools and
universities. A walk through a single work becomes quite comiflee painting is always
being viewed metaphorically on three levels: the whole,éhjaence, and the interaction of
these two. Although literature, especially poetry, does thas textent too, it is not as
foregrounded or inherently important to the basic construction afdewtrks as it is to
visual works. The speed of the insistent interaction in @tipgi compels flickering attention,
a dialectic, almost split-consciousness. Therefootor Unit 24.1must be viewed
metaphorically as a spatial and temporal experience andeadisnentity, including its
"internal” (e.g. arrangement, figure and ground) and "exterakdtionships (such as scale
and the history of art).

Boetschi is making several analogous and complementary mappinigspaintings.
The aspects of form he utilizes in his metaphor(m) are emldrgeometric composition,
through which he plays regularity against irregularity, tyipgyunderstanding and learning.
His chief foundational metaphor is one common to our culture, iéotly theoretically in
dispute "UNDERSTANDING IS SEEING("l saw the light!"). Kin to this is the famous
"IDEAS ARE PERCEPTIONSBoetschi's personal creative extensiofperceptions are
surprising."Furthermore, philosophically important to his art are thefomadational
metaphorsIMPERFECT IS IRREGULARANd"PERFECT IS REGULARHis mapping
proceeds as follow&Thinking is seeing,metaleptically then, it i§painting.” Light becomes
color, (in Boetschi this is paint, but without obvious stroking, soamfran ocular than a
physical presence). His choice of quirky color is the source rdappéhe target
"IRREGULARITY.'Furthermore, this yields the tard@nperfect,"which in turn yields
"discovery"or "surprise" by steps. In an inspired turn of elaboration and extensien, th
geometry of his compositions is matchedREGULARITY,'yet contrarily the arrangement
of those forms is matched tlRREGULARITY."

Geometric yet irregular composition and eccentric, allusblers are manifested very
particularly inColor Unit 24.1 The eight rectangular units have pleasing proportions, their
length being twice the distance of their width. Any sesfsgtability this could contribute to
the composition is undermined, however, by the fact that tleegreainged both horizontally
and vertically in a rather willful, non-serial fashionchssic shape feels highly conditional.
They do not line up in an obvious manner. This plays on our etged rooted in the
foundational metaphdtCOHERENT IS ALIGNED" ("I couldn't get the facts to line)up"
Boetschi is hinting at incoherence and clearly manifestingadiy. "DISPARITY IS
CHANGE"is an important foundational metaphtis books are getting shorter"By
bringing these two together, his central trope is thuscpdatized to suggest that a change in
what we perceive as coherent is necessary. Since seeilfigria of cognition and ideas are
models, his insight invites broadening to perception and ligeireral.

Boetschi's rectangular units are contained within the ovayatre of the painting's
form. This is an inversion of the expectation one has fremistory of compositions based
on the Golden Rectangle. The famous Minimalist Agnes Matsio often inscribes
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rectangular segments within square paintings. She has aekthibeffect. "The little
rectangle contradicts the square. And the square is autharifaf\ithough Martin uses
much smaller rectangles, the point made by both artisisilsus Stability and authority are
both presented and deni¢@HEORETICAL DEBATE IS COMPETITION;They have rival
theories)) read in reverse, is united witBTATES ARE SHAPE$'He refuses to fit ir,
together questioning all our metaphors based on cohereruiéitystand (thereby) authority.

The central figure in the work is a short-capped, long-baseédt t¢an be read as a tri-
colored figure on a butterscotch ground. This, too, is highlyigicnal. The "J" seems to be
formed of pixels which are much too large; it calls iadrthe random doodles on graph
paper of a distracted science student: filled-in squaresrigrfaces, little stick figures, or
initials. Additionally, it is too top-heavy and lopsided e teft. A viewer's eyes begins at the
top, travels down the shaft and then turns rapidly to the ledtrevit wishes to zoom off the
edge of the painting. Boetschi presents this so self-asguhedVever, that many a design
fundamentals teacher would break his theoretical neck justifiisg.omposition in standard
Bauhaus-derived terms. However, the painting vigorously dengsasreading, which is an
important aspect of Boetschi's metaphor(iimportance is centraland"EMOTIONAL
STABILITY IS BALANCHire blatantly negate@olor Unit 24.1s geometric structure
displays a composite of elaborations and variations on foundati@taphors concerning
regularity and irregularity. This composite is then utilibgdthe artist as a self-interrogating
metaphor which causes us to mistrust our definitions of d@seepts.

Redolent Color

As potent as this formal composition is in its own right, is&e present color in an
even more unique and overwhelming way. Boetschi frequentlygsedethat color is the
raison d'éte of his workC That is, color itself — not color theory or color therapy, ahhi
many mistake for color as experience. There are hardlyagyeprimaries in this artist's
work. In fact, there are seldom secondaries or tertidartes choice to work with only red,
yellow and blue, familiar from so much hard-edge paintinggvealed to be a conceptual act
negating color by relegating it to simple formulaic, arittioa permutation. In
contradistinction, Boetschi creates an intuitive calculusotdr desire. The hues are so
specific, yet so unnamable, that one feels drawn to @feersonal associations. Their
suggestiveness is precarious, though, by being adamantlyntetibyeindeterminate. Color
refers directly to life outside the confines of formaijsyet retains its personal integrity by
refusing to be a symbol. The "background" hu€ahor Unit 24.] that to the left and right, is
an acrid butterscotch, equally attractive and repelldr.almost-white at the painting's top is
exactly poised between white, grey and lilac. Or igiifpy assuming these guises because of
the surrounding tints? The yellow recalls Vermeer's peamestghlights on gold, yet it is
colder, like the sun on a beautiful winter morning. The grdijecbelow seems
paradoxically both tasteful and tasteless, were it a fasiniorterior design choice. It is as
friendly as the butterscotch is discordant. In another corntexiyld well be a cloying
variation on ancient rose, yet here it seems to ringalikell. Boetschi's color references
while often metonymic are all additionally similes, morenth@etaphors, each foregrounding
its own conditionalike oras These colors are decidedly not balanced, yet masterfully

4 Joan Simon, "Perfection Is in the Mind: An Intewiwith Agnes Martin,’Art in America May 1996,
p. 86.
> Charles Boetschi, personal communication, St.@aflevitzerland, 2000-2006.
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composed. The size of the work at 200 by 200 cm allows the vteveavim in the colors,
fully reveling in the stream of associative perceptions.

In color, Boetschi most clearly particularizes his cdritogpe."UNDERSTANDING IS
SEEING"is driven home with quiet force — color is not allowed to Ibee@ color name;
seeing is not allowed to drop to mere verbalization; undedstg is both a sensual and
rational experience, not something one can memorize nor gounerémperfection becomes
perfectionREGULARIT Ymetaphors are not only played off agaiRREGULARIT Yropes,
ratherlRREGULARITYprovesREGULARITYto be a misconception, overwhelming and
replacing it sensually. SiIn¢c®PPORTUNITIES ARE OPEN PATHS" ("Her new job offers
her better paths of developmendihd"IDEAS ARE LOCATIONS" ("He's always jumping to
conclusions")Boetschi's painting offers a new, more open possibility foiseming and
finding better perceptions.

Color Unit 24.1is an instance of what Daniel Ammann has termed "theiedd game."
He discusses this in the novels of English writer Dawdge.

...l have concentrated on selected examples oftéxteality as they occur in their
immediate contexts. Separated from the whole, tayonly be hints for what might be
salient aspects in an overall interpretation.

Now | turn to intertextuality on a wider scale. Uuss lexical repetition, collocating
vocabulary or alliterative and assonantal patteften yield persistent clusters of theme and
imagery in an intratextual, stylistic approach he text, so intertextual references may be
integrated into a meaningful reading when they et the language of a novel.

In Color Unit 24.1one sees the potential for such highly complex, "widdegca
creative, yet refined metaphoric structure in painting. Bb&smetaphor(m) is multi-
layered, allusiveinterpictorial (to mimic the wordntertextua), and permeates every element

of the painting — most of all color and geometric compositi@t.us graph his central trope
in a blending diagram.

® Daniel Ammannpavid Lodge and the Art-and-Reality Nov&hglistische Forschungen, no. 216
(Heidelberg: Carl Winter Universitatsverlag, 1991)86.
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Painting / Art / Life

Geometric
Composition o -----ommm oo 4

Abstraction

Geometric forms are
Nonrepresentational,
yet their Colors are
Evocative

Compositional
Surprises,

Impurity,
Contradiction

fig. 53
The Diagram of Charles Boetschi's Metaphor(m)

His personal central message is that unbalanced surprise®r and composition
show the contradictory truth of experience. Boetschi maps georoetnposition on
abstraction (and its associations of regularity, nonrepregarahsm, even coldness) and
simultaneously oppositionally blends the colors of the geometmed with referentiality and
evocativeness. Thus his metaphor can be stated in sesiainfgincluding'Geometric
forms are nonrepresentational, yet their colors are referentidis'central equation is:
"Composition and color are visually irregularthus yielding'surprising perception,which
imparts"new ideas,'Which supply'understanding."The postmodern complexity in this
metaphor(m) is the fact that his image-mapping relies onxaceations from the history of

the forms with which he works. Significantly, this paintiadpoth idiosyncratic and global in
implication.
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Leonard Bullock:"Venetian" Heterogeneity and Eidophor

If semantics meets its limits here, a
phenomenology of imagination could perhaps
take over from psycholinguistics and extend its
functioning to realms where the verbal is vassal to
the non-verbal.

— Paul Riccedr

Let us now proceed to another contemporary painter, Leonard Bullbe blending in
his central trope is much simpler than that of Charlest&hi, yet nonetheless quite rich in
its effects. Bullock's opulent and engaging paintings presetie sidvelopments in
postmodern art which entice an historical analogy as wéN@asewly minted concepts. It
could be said that Bullock is a "Venetian" among contemporanigraj because his art
offers an alternative to current trends, intellectually béig@ly of the moment but far more
visceral. As has been much described, Titian, Tintorg#oonese and other Venetian artists
created sensuous, painterly works emphasizing color, and figtgpace, thus supplying a
clear alternative to the dominant rationality of muclhef art of their day, particularly that of
Rome. Bullock's work occupies a similar position within in fhes(-) postmodernism of our
day.

Heterogeneity

Heterogeneitys a noun describing the situation of being composed of veatiydy
dissimilar elements. Indeed, swirling structures of incongretersents form the emotional
and compositional heart of Bullock's approach. The parts theessélowever visually
disparate they might be, nevertheless are fundamentallymtoiadlg related. Each is an
"eidophor.® This neologism comes directly from the artist, self-coiteeidentify his creation
of visual tropes through nodules of painterly activity, eachto€h contains a compressed
collection of references and allusions. The painter is sdnsual cerebrally thinking with
paint — thinkingthroughpainting, in particular the stroke. Bullock's paintings embody
Venetian heterogeneity and eidophor.

" Paul RicceurThe Rule of Metaphor: Multi-disciplinary Studiestioé Creation of Meaning in Language
trans. Robert Czerny with Kathleen McLaughlin antird Costello (Toronto: University of Toronto
Press, 1979), p. 214. Ricceur's italics.

8 Leonard Bullock, personal communication, Baselit&mwand, 2007.
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fig. 54

Leonard Bullock,

To/For Whom It May Concern

oil, encaustic, and mixed media on polystyrene,
2000-2008,

97 x139cm/38inx55in

The painter's work is sensual, yet not expressionist, eruditntieacademic. However,
what do these terms and conventions mean nowadays anyway? "Eejreas come to
mean a reiterated compendium of style tics conventionghating emotiveness; the
academic is at present embodied in spectacles custom-akgigfitecertain curatorial
conceits. Bullock's paintings come alive through the vicissitoflesaking — what James
Elkins describes in his bodKhat Painting Isas " 'pushing paint,' breathing fumes, dripping
oils and wiping brushes, smearing and diluting and mixif@r" important to understanding
this work is the question another historian, Yves-Alain Bagsdphrasing Hubert Damisch),
has so pointedly asked, "What is thinkingpainting, as opposed to thinkiagout
painting?° As too much Postmodernist art has illustrated, art wigifitses its various pasts
and ignores the present represented in its making seents asri it cannot reach to the
future. It becomes a pale ghost of what it represses, dutteraory, quickened artificially by
fad, that evil twin of what it suppresses, immediate egpee — that is, art-out-of-time is
condemned to be academic and mannered. In opposition tBulssk's work lives in an
expanded and positive sense of time, which is his Bloomian 8gtlock struggles with
current conceptions by reaching back to a now commonly depressatedality, one which,
furthermore, he displays in allusions ranging from de Kooning thriagtet back to Titian.
The Postmodernist twist lies in his dissonant merger oétbigstions and suggestions with

® James ElkinsWhat Painting Is: How to Think about Oil Paintingidg the Language of Alcherfiyew
York: Routledge, 1999), pp. 2-3.

10 yye-Alain Bois,Painting as Mode{Cambridge, Massachusetts: MIT Press, 1990); quaté&lkins,
What Painting Isp.3.
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direct, indexical markmaking. He thus proves his art to be botle historically aware and
yet more candidly personal than his contemporaries' works. dtriEsmetaleptically earlier
in several fashions: through the paradoxical transgressioned$ leivdepiction, by becoming
a record of a series of "nows," and by troping on his forerunineps of the brushstroke.

The Venetians

Catachresis must help where established usage
fails.
— Karsten Harrie's

These comments are an oblique way to begin a reflection docBslrecent body of
work. However, | believe they are necessary in ordettiatsl Bullock's particular
metaphor(m), as his painting embodies a dialogue between imemediéice and history.
Bullock's conception of visual art is not only cognizant of historgl past experience, thus
broad, but also deeply rooted in the actuality of now, theg&.tfihis can easily be
appreciated in any conversation with him, which will indviyarange over history, potential
futures, current affairs and more, while delving into detsitequired. Bullock's painting is
akin to his conversation.

fig. 55

Leonard Bullock,

Ride),

oil, encaustic, Letraset and venetian turpentinpastyrene,
2000-2007,

97 x139cm/38inx55in

1 Karsten Harries, "Metaphor and TranscendencelriMetaphor, ed. Sheldon Sacks (Chicago: The
University of Chicago Press, 1979), p. 85.



Central Trope in Two Contemporary Painters' Works 158

Bullock can perhaps be placed among the group of so-called é@tia¢ Abstract
Painters."” This term has been applied to that group ofsantso use organic forms in an
intellectual, post-endgame creative endeavour. Such artstaqe paintings which hover
between abstraction and representation; manipulate both "hiffecand popular imagery;
acknowledge art's past, yet reject reductivism; stem &enain conceptual thought
processes, but are clearly handmade. Practitioners indliste donathan Lasker, David
Reed, and Pia Frees. This term is clumsy and inadedpdtserves to connect Bullock to a
larger movement.

In the title of my subsection, by no means do | wish to sudigasBullock is "quoting
the Venetian," even in the rich, complimentary sense Mskaleploys a similar insight in
her wonderful boolQuoting Caravaggiol do wish to flirt with a Balian sense of
entanglement as a form of art analy$i$o understand Bullock's work one must grasp each
painting not as a single condensed and reduced moment, but aohacoaybinations of
ribbon-like strokes built of allusions, memories, ruminations anggkes.

The Venetians' great contribution was the integration ofdimecolor in the painterly
stroke, thus fusindgisegnoandcolore These two characteristics of art had previously been
viewed as incompatible opposites. Theirs was creativitly wast repercussions: a
transumptive rapport of (assumed) antipodes, achieved through barskwggle. Thereby,
as noted by Umberto Fortis:

The classicism of the Veneto did not find its fumestal expressive force in the use of line
to create its images, but in the development oéltgainting, creating noble forms of a

solemn plasticity to attain, with Titian, an idedlample, monumental beauty, yet anchored
firmly in earthly reality*?

Bullock is pursuing a similar integration on a postmodern l&vehlyzing how this is
achieved through his metaphor(m) is what makes his work irtegdet this dissertation

Heterogeneity

Ricceur has developed a theoretical style that can
best be described as "tensive." He weaves together
heterogeneous concepts and discourses to form a
composite discourse in which new meanings are
created without diminishing the specificity and
difference of the constitutive terms. Besides the
metaphysical complexity and heterogeneity of the
human situation, one of Ricceur's deepest concerns
is the tentative, even fragile status of the coheze

of a life.

— Kim Atkins™

2 Mieke Bal,Quoting Caravaggio: Contemporary Art, Preposterélistory (Chicago: The University of
Chicago Press, 1999).

12 Umberto FortisThe Uffizi: A Guide to the Gallerfvenice: Edizione Storti, 1980), p. 85.

 Kim Atkins, "Paul Ricoeur (1913—2005)," websiitgernet Encyclopedia of Philosophy: A Peer-
Reviewed Academic Resourdeect page link: http://www.iep.utm.edu/ricoeuast updated 7 July,
2005, accessed 16 August 2010.
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Bullock's most dynamic conception is his uselatérogeneity a word he uses
frequently. Let us approach this key element of the paimigroundabout manner.
Postmodernism has been highly theoretical in an extremelyomieal fashion, as | described
in the Prelude. Ideology deprives any phenomenon of its heterygdngenerally presumes
only something very schematic.

This wordheterogeneityas its own past. It is often closely associated wighloth
century evolution-theorist Herbert Spencer. He thought both natursoaredy were in a
continuous "change from a state of relatively indefinite, inaatte homogeneity to a state of
relatively definite, coherent, heterogeneitySpencer believed that there was a cultural
process wherein time would metamorphose something strictbattih into something
beautiful. Bullock seems to be taking Spencer at his wort burrowing his word. In
actuality, Bullock seized the word "heterogeneity" on hig,omith no thought of Spencer,
and made of it a tool to assault the very division Spenisdres to reify. While not dealing
with the "abject" as such, except in combination withadtstary "beauty," Bullock's notion
of "heterogeneity" has more in common with Julia Kristevafsidion of abjection than
Spencer's definition of heterogeneity. In Bullock's idea vteess a dream of transgression
through manifold variety. Bullock's conception is closelyedliwith the worcheterodoxto
depart from or oppose standard doctrines, even leaning towarg.heres

Other contemporary artists are at work on this problem as @ethard Richter's
painting manifests a perplexing heterogeneity, yet in sede-to style-leap from series to
series, much like a doubting Picasso. Within each body of worikieatifiable, even
marketable, style still prevails. Bullock attempts to pilst approach to within the
boundaries of each stroke itself. This is analogous to théagewental process of James
Joyce through his oeuvre. This author pushed his portmanteauitydediw within the
confines of the book to within succeeding chapters to withéft sentence and finally to
within each and every word.

While telescoping formal elements, Bullock is also pressiegitoutward in the range
of their allusiveness. Bullock's thought is rather more Boréan and Whitmanesque than
Joycean: it reflects the heterogeneity of the Amermapulation as well as the vast distances
between its coasts and borders; it reflects the richigityeand clash of cultures and
imaginations that conjoin to form this mongrel civilizatiom{élange which politicians
frequently attempt to disguise with jingoism or oppose véthist legislation). The poet Walt
Whitman wrote at the close beaves of GrassDo | contradict myself? / Very well then ...
| contradict myself; / | am large .... | contain multitudé&s.

Bullock manifests heterogeneity in his materials, handtogypositions and supports
— yet most of all the bands of elements traveling through pamting which are a strange
hybrid of accumulation and stroke. At first glance, one opleses might even appear to be a
wild grab bag of painterly events, of visual information — hesvequite frequently all
details are subsumed within a shallow atmospheric space. Inne@et works this space is

5 Lewis A. Coser, "Herbert Spencer 1820-1903Masters of Sociological Thought : Ideas in
Historical and Social ConteXiNew York: Harcourt, 1977); quoted on webdtead Sociologists' Index
<http://media.pfeiffer.edu/lridener/dss/>, direcgpdink:
<http://media.pfeiffer.edu/lridener/dss/Spencer/SRIRK.HTML>, last accessed 16 August, 2010.
8 \Walt Whitman,Leaves of Grass: The First (1855) Editj@u. Malcolm CowleyNew York: Penguin
Books, 1959), lines 1314-1316, p. 85.
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predominantly white, like a luminous deep sky, too bright lmaatjuick impressions of

color. The artist achieves this effect through numerous layergeopainting, with oil glazes,
alkyd transparencies, encaustic scumblings and nebulous clospisipf Within this mist

float approximately 4 or 5 major visual incidents, creatipguwially veiled optical net.
Nevertheless, surprises pop forth now and again, such asdged-forms, vivid colors, or
even completely naturalistic images such as, in one aasdmost photographically rendered
grey skull, or a child and a treeTine Donor/der Spender

fig. 56

Leonard Bullock,

The Donor/ der Spender

oil, encaustic, pencil, serigraph ink and spraypean synthetic vellum,
2006,

122 x102cm /48 in x40 in

The longer one contemplates a Bullock painting, the more cortegliead richer it
becomes. The hazy atmosphere slowly reveals an unanticipededsariety of hues. Forms
appear ever crisper. The works are taral coloristic, enveloping subtly graphic masses of
shapes. Whereas Bullock avoids the iconic and paints higdillgrisch his work is not about
simple indeterminacy. Of central importance are his ribbonsiaddles of form, which take
the place of more traditional, large paint-strokes. Thes& grto variformed paths, leading
one's eyes across the surface in a range of journeyss lin¢hdffers a new answer to the
important question of where a rectangular image can goRdtiock's "over-all”
compositions, that is, where it can go without resorting &iraat to jejune relational
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balance, and without avoiding the conflict through appropriation er ofirasi-Dadaistic
evasion. Bullock has discovered a new, personal and tropaiicillgompositional form by
creating a paradoxical co-habitation of mutually exclusive efgsa Think:
nonrepresentational Rauschenberg with far deeper space.

fig. 57

Leonard Bullock,

Seinpost

Qil, encaustic, spray and venetian turpentine oenlj
2001-2002,

63x58cm/25inx23in

Bullock's heterogeneity also appears in his wide range and mistyrainting mediums
and supports. In the wofkeinpostwhat at first appears to be luminous oil on some strange
support turns out to be oil, encaustic, Venetian turpentine, éispnag, acrylic spray, neon
paint, and alkyd on linen. Recently Bullock's unusual support-surfaterials have included
red silk, milky polystyrene and translucent, buttery fiteesg. He is even able to make
ordinary linen seem unexpected. This is reminiscent of them&epainter Sigmar Polke,
who created pieces on various common fabrics — sheets, tawéte like. This is a light-
hearted play with the self-importance of the support ire"firt canvases." Polke's supports
are metonymically derived from canvas — both are afterdy different types of good
cloth. Bullock makes metaphors out of purely factual effectgld or "new" materials,
referring playfully and synecdochically to elements ofitrewal, painterly space creation. He
achieves a unity of real and illusory space worthy of Maneetwjth postmodern humor.
The creamy, translucent polystyrene paintings are theddsstribe. These paintings sport
shallow Modernist space next to sections of built-up Late Mosiespace — Pollock
inspired strata of layered paint. The back of the polystyieeakso painted on, emphasizing
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the real spatial difference between front and back dtleetthickness of the material. This
simultaneously suggests a vast, atmospheric, virtual depthdseohathe fogginess of the
translucent plastic. Bullock thereby also integrates thiklvehind the work, allowing it to
show through in spots, revealing cast shadows from the brushwaekti€} of light,

handling and material form a blend of real and illusionary spateonce deeply atmospheric
and assertively flat.

Eidophor

A girl, the princess Eido, named for her beauty,

Her mother's darling - as long as she was a child.
When she was grown up - sexually mature -

They changed her name to Theonoe:

Theonoe, "the mind of god", because she turned out
The theological one. She knows all the gods' plans
Past, present and yet to come.

— Euripides’

What, then, ties his work together? The answer is situatee simple yet effective
discovery, which Bullock christens with his self-invented apielh, theeidophorand in this
lies his metaphor(m).

Bullock manifests this idea most clearly in the quirkynpptex nodules of activity
which are scattered over each work. These passageacaretions of eidetic memory" (to
use the artists own words), coupled with catachrestic poré@asf visual observations.
They form areas of concentration which just might be a possiplacement for the
"missing" human figure Frank Stella so perspicaciously hakesli for in abstractiolf.Some
painters use bold, condensed iconic motifs for this purpose. Rudldgeves this similarly
but more messily, particularly in the layering and meajdevels of space and in the melting
of elements of markmaking into capricious trails which seemisiginify adventures. While
the notion of eidophor may be applied to the entire surface abfdBellock’s paintings, |
find it most pivotally present in these passages unitingdapbdrard with the emblematic in
this expanded conception of the brushstroke. Therefore, | Williusemploy and delimit the
termeidophorto refer solely to these elements. Whereas paintehsasi@illem de Kooning
or the French Tachists created compositional movement throuapsw single strokes of
paint, Bullock builds strings of compilations of effectsgefively assembling an expanded
substitute for the single virtuosic stroke. These tropaidedtyome paths of disparate
experiences, which is significant for his central trope.

In the 2002 paintin@einpostwe can see three primary eidophoric configurations. Top
center is a collision of a mottled, red-outlined conduit forith & compact, flame-like green-
blue splotch. Traveling obliquely across the lower right quadiatiie work is an intricate,

o EuripidesHelen trans. Andrew Wilson, on websiténe Classics Pages
<http://www.users.globalnet.co.uk/~loxias/>, dirpage link:
<http://www.users.globalnet.co.uk/~loxias/helen hfraccessed 16 August, 2010.

8 Leonard Bullock, personal communication, Baselit&wand, 2009.

19 vyet abstraction has dared to try to get alondhauit the human figure. Today it struggles, at least
partly, because it has failed to come up with &iegubstitute for human figuration, for the sgatia
vitality and versatility provided by the human frgult was not so much the loss of the human figure
itself as it was the loss of what the figure didhe space around itself that has been so haeptaae.”
In Frank StellayWWorking SpacéCambridge, Massachusetts: Harvard UniversityRrE386), p. 74.
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linear conglomerate. From lower left to upper right, thigdial consists of: a scumbled and
glazed neon-orange smudge, reminiscent of Rembrandt; a sumptagesta see-through
curlicue; a dried-blood-colored version of the same, amblingexpto a partially removed
marine blue S-swirl; finally capped with a Velazquez-lidaded brushstroke, which
agglomerates all the preceding forms and colors in itadtanslucent cyan blue brushstroke
from the first eidophor leads the eye to the third, in theekdeft. This is a glowing area of
powder blue on which a small, almost upright, Day-Glo orang&esissues a halo of deep
violet and tumbles over what appears to be a piece of appiada masking tape.
Appearances can be deceiving. This "tape" is a caredpijied, raised area of oil paint— a
bas-relief trompe-I'ceil. These three eidophors float in thewwading creamy white field,
which is itself marked by comb-scrapped ridges revealingla variety of underpainted
hues. The configurations collapse connotations of figures with eepsatf their movements
and momentary events affecting them. One is encouragedditassaciations into the shapes,
not like a Rorschach blot, but rather as if they were repraserah while they are clearly
wholly abstract. Most of all, they appear to encourage epgagiential readings, each area
narratively following the other, forming bands of traversemligd. They seem sensuous,
physical, voluptuous, yet somehow amusing. The artist useswsttgl foils to remind us of
this. For example, in another painting a "racing stripe"lambo that on an automobile is
scratched through an expressive, Manet-like brushstroke, miakewen faster. "Shoddy
chic" is parodied in such illusions as that of the appliage.” There are small, almost
invisible lines of wavering text in that now disappearing techryotdgressed-on lettering
called Lettraset or Presstype, so common to designéne glast generation. These phrases
proclaim philosophical and personal invectives: text as texturagdtsmanship. Bullock can
combine visceral sensibility with a self-irony that is ngtical. They form sentences, or at
least phrases, reminding the viewer of the metaphor of sirdedrent in the shape of
sentences, one generally overlooked.

While contemplating Bullock's coinage, | discovered that thra éédophorhad been
used once before, unbeknownst to the painter. A patent wasdfplin 1939 by Fritz
Fischer for a light-modulation-based TV image projector. Fonlaishine, Fischer also
coined the namEidophor, "from two Greek words meaning Image Bearer." Although this
device was better than those available today, it hapmsaed from producticfi.From
where, in fact, does Bullock's rather more philosophical ineardf the term derive? For the
painter, it is a cross betwearetaphorandeido. The termmetaphorcan be seen as a union of
meta-(meaning "over, trans-, beyond," — or through analogy in noncageimeaning
"transcending or sub/self-referential,” suchmatacriticisn), with phor from pherein
meaning "to carry or bear." Thus metaphor is an impliecbggah which one thing is
imaginatively compared to another, where qualities areiéchaver." Much as | am in this
dissertation, Bullock is concerned with metaphor in its exphsdase, as trope in general,
rather than in its more limited sense of comparing twaelyi separate nouns.

His second root word is the Greel&dovwhich in its Latin form becomesidos This
term means form, figure, or shape, that is, the exterraiterard appearance of something. It
becomes incredibly rich in extended application and usagke Idihg James version of the
Bible, it is translated into English by several wordsludimg appearancefashion shape
andsight One of the most famous instances of its use is in Luk& 3And the Holy Ghost

20 peter Yanczer, "The Eidophor Television Systeritz fFischer," page on websiEarly Television
Museum direct page link: <http://www.earlytelevision.¢ygnczer_eidophor.html>, accessed 16 August,
2010.
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descended in a bodily shape (eidos) like a dove upon him, arideacame from heaven,
which said, Thou art my beloved Son; in thee | am well pte&3dis instance bears a
complex of meanings: "in the form of," "the appearance of,bhe's sight as," or "in the
fashion of' a dove. The verb form, as well as the combindtony, of this word isido,

which is a treasure house of wonderful combinations of the ileaee," "to understand” and
"to know." Again, in the Bible it is translated by a vayief terms including "to see," "to
discern," "to turn the attention to something," "to get knowledge'tof cherish" — and my
favorite, "to behold." Jesus frequently uses this in commaniisténers, demanding that they
go and see and thereby understand and know the truth. Much of Bupaakting has a

visual equivalent to the proclamation "behold!" — "Behold ailb¥v the divergent paths |
have taken." The most famous use of the veaddswhich doeshot apply to Bullock's work

is that in Plato. For this philosopher, material forms amgeirfect realizations of ideal forms,
which are the true realities. Bullock's thought is compleatelyosite. In order to distance
Bullock's use oktidosfrom Plato's, | would like to describe it differently gmcisely. My
pseudo-dictionary-like definition reads:

ei-do-phor('d for, 'd for) n.[ModL.:<Gr.eidos what is seen, shape +
pherein to carry, bear] the carrying over of visual understandiigope of image-making,
containing a compressed and sliding series of visual refer@mcecomparisons.

Bullock's coinage bears a rich range of references, mékamgdeal mirror of the
aggregate path-like clusters of perception dominating higipgs.

Heterogeneous Eidophors

According to Sgren Kierkegaard we are all a little
heterogeneous but there can be an absolute
heterogeneity, which is, however, either demonic
or divine. He himself is somewhere in between,
that is to say, more than a little heterogeneous.
— Alastair Hanna$!

Heterogeneous swirls of eidophors. This an equivalent on the ticablevel of the
spiral composition of the Baroque, whose discovery allowedsattislynamically organize
their works, while disavowing the static, enclosed geomettiyjgoRenaissance. Expansion,
multiplicity and flux became central. More appropriate to &kls work would be mention
of the faceted, vector-oriented compositions of Titian, whetved as an alternative
Renaissance compositional structure. InMfosive Picture of the Pesaro Familythe Santa
Maria Gloriosa dei Frari in Venice, Titian created a wihikt is site-specific; one which
anticipates the direction of approach by viewers as wéia@sfinal standpoint for
observation, while integrating and defying the surrounding archigedtsrlively,
asymmetrical composition utilizes competing diagonals and cargpler contrasts across a
tilted oval arrangement of human figures and columns, irt,ghrato-heterogeneity — and
proto-painting-installation to link it to my own work. Instdiém and painting merged in the
1520s!

21 Alastair Hannay, "Something on Hermeneutics anch@anication in Kierkegaard After All Spreti
Kierkegaard Newsletter: A Publication of the Howamld Edna Hong Kierkegaard Librargt Olaf
College Northfield, Minnesota, No. 42 ( Septemi@0D), p. 10.Originally delivered as the Opening
Address at the Fourth International Kierkegaardf€amce, June 9, 2001.
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fig. 58

Titian,

Votive Picture of the Pesaro Family
oil on canvas,

1519-1526

488 x 269 cm /192 in x 106 in

This could serve as an astute parallel to our period. Santisys, especially painters,
are pressing in this direction. Jonathan Lasker provesatisies to be plural; Mary
Heilmann is unabashedly physical and anecdotal. David Redxeiso locate mass-media
references embedded in paint. Painters seem to be pindbess of inventing artistic
techniques charged with meaning that could lead to a muchahéede?, post-?)
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Postmodernism which incorporates the discoveries of this petima healthier whole, yet is
not a Neo- or Alter-Modernism.

In many ways Bullock is a fellow-traveller of Reed's, buhfgaly. The manner in
which recent Polke paintings stand toward Richter is an anafogullock's position vis-a-
vis other Conceptual Painting. Granted, Bullock is moreofidPainter than Pop influenced,
but his work has a popular cultural feel, only more improvisatjdikal Jazz. And the
precursor figurehead to both battle and embrace at this mamasatial culture for many
artists is a triumvirate of Action Painting, Dada and Pop ith perhaps a sidelong squint at
Minimalism. Bullock is openly working through his own personal agth past art
practices, yet he is not simply worshiping art's histoHesis involved in a dialogue with his
time, but is also in a debate with the past and isngtieg to persuade the future. Bullock has
often repeated a favorite de Kooning quotation, "Style is ft&uich Bullock's art, style is
expansive, exclusivity is fraud.

fig. 59

David Reed,

#513

oil and alkyd on linen,
2002-2004,

91 x 397 cm/ 36 in x 156 Y4 in

fig. 60

David Reed,

#442

oil and alkyd on linen,
1998-1999,

112 x 366 cm /44 inx 144 in

22ngtyle is a fraud. | always felt the Greeks weidirly behind their columns.” Willem de Kooning, "A
Desperate View,Collected Writingsed George Scrivani (New York: Hanuman, 1988). Cited in
Dictionary.com.Columbia World of Quotation€olumbia University Press, 1996.
<http://quotes.dictionary.com/Style_is_a_fraud_Was_felt_the>,accessed: 16 August, 2010.
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fig. 61

Mary Heilmann,

Kelly's Cove

copperplate etching,

2002,

Image Size: 30x30.5cm /11 7/8inx12in
Paper Size: 76 x 56 cm / 30 x 22 inches

fig. 62

Jonathan Lasker,

Ascension

oil on canvas,

1983,
147.3x183cm/58inx 72 in
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Cognitive Metaphor

The aspect of form Bullock utilizes in his metaphor(mhes brushstroke. Therein he
returns us to the discussion of Vincent van Gogh presenteerearthis dissertation, yet
Bullock's interpretation of this element is unlike van GadBiglock breaks the unity of the
stroke into an assemblage of parts and blends that wittkémes$s of an ever-changing path
in an iconic image-mapping. This allows him access to hef éhiindational metaphor, one
of the most common in our culturgIFE IS A JOURNEY.This is sometimes seen as a
correlate of LONGTERM PURPOSEFUL CHANGE IS A JOURNEMjich is particularly
close to Bullock's notion, as he emphasizes the transformétion®ne subsection to the
next within each painterly trail. Furthermore, a subordinatance of this trope is important
in Bullock's reasonind:Stages of life are routes you have to travel égnrélated metaphor is
"PURPOSEFUL ACTIVITIES ARE JOURNEYH®hE "purposeful activity" clearly being art-
making, as the practice of painting is conflated with tideavor of leading his life for
Bullock, as well as for most artists, as | have discuabede. Important to the construction
of his bands of painterly activity is the trof@HANGE OF STATE IS CHANGE OF
DIRECTION," for, as | have described, Bullock's eidophor-routes consistopfesices of
course modifications, some of which can be quite jarrings&le&arly serve as metaphors
for the shifting circumstances and predicaments of life. Tieeasions can be seen as
progress, perhaps growth in self-knowledge (becddk2PARITY IS CHANGE," "CHANGE
IS MOTION"and"THE PROGRESS OF EXTERNAL EVENTS IS FORWARD MOTJION"

His mapping proceeds as followkife is painting,"and"painting is the brushstroke,"
both synecdoche&ach brushstroke itself becomes a compendium of personal aasiaind
historically associative ones, thus a metalepsis. Thigged onto the image-schema of the
path, yet a variegated one with many stops and alterafades;starts, restarts, changes of
surface, and so on. This is a seemingly slight yet highgyinal variation on the image of the
"road of life" achieved by both the elaboration and extension of the culturaktagj LIFE
IS A JOURNEY.This yields Bullock's metaphor(mThe brushstroke is a variegated path."

The blending diagram of Bullock's metaphor(m) can thus be drafati@ss:
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Painting / Art / Life

N
Variegated Path

Brushstroke @ b ______i__.

The Brushstroke is a
Variegated Path.

Surface,
Compositional
Vectors,

Painting Supports

fig. 63
The Diagram of Leonard Bullock's Metaphor(m)

Bullock's works concretize this central trope into a colleatiopainterly expressions of
quandaries with which the theory of metaphor(m) is concernew:dd we know and express
anything within a physical artistic form? How do we impel bretdity to manifest our
conceptual desires? Antithetically merged with theseei$ufther question: How does
interaction with material form allow us thiscoverour visions — and can we, through art,
know at all? He addresses how our lives are informed by thaibipast (his haptic allusions
to art history), our own pasts (the changes in the strokes)we have tranquil, stirring and
more thorny experiences (the various subsections and surfaoeetinés) — and how a large
number of such collections of experience begin to map @uasifa whole.
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fig. 64

Leonard Bullock,

Eidophor (Dispute with Imitators)

oil, encaustic, spray and mixed media on polysigren
200-2003,

118 x 97 cm / 46.5in x 38 in

Both Boetschi and Bullock have metaphor(m)s which activefage with their
perceptions of tensions in tradition. Analyzing this confli¢hes aspect of my theory based

on Bloom's theory of revisionism, yet | believe we need to hlfemodel to some extent.
This is the topic of the next chapter.
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fig. 65

Cover Chapter Seven: Call and Response Agon
oil, acrylic and ink on wood,

2010,

40x27.5cm/16inx 11in
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CHAPTER SEVEN.

Artistic Ground: Cultural Inheritance, Struggle, Repect, Material
and ldentity

Intercultural, not globalized; call-and-responsa, n
Oedipal.
— Mark

Word!
— Brandt

A Speech in Turkey

In most chapters earlier in this dissertation | appliethe@nted conceit to each unit
individually. This chapter's extended metaphor is an aatlialaf use. While working on the
rough draft, | was invited to give a speech in Turkey asgfaan artist and art student
cultural exchange between the Borusan Art Center in Istanduh& Art Academy of
Liechtenstein, where | teach art history and paintingcidael to give this chapter as the
speech, thereby testing out my idea on a public new to foesheriting it out in full. | also
attempted to metaphor(m)ally integrate some of the conteheassay into the structure of
the presentation. Moreover, | continue to find inspiratioménintegration of form and
content in the marvelous book suggested to me by Dr Ursprualigiii Bruno'#tlas of
Emotion: Journeys in Art, Architecture, and Fifritherefore, | have decided to keep as much
of the original form of the speech as possible in thid tinaft of the chapter, including the
PowerPoint images | used and the phrases | had translatdadiriish for them. As much as
| usually despise PowerPoint presentations, | tried to rtiedge accompanying images
somewhat entertaining. The inset captions under some of thesraggbased on the
spontaneous short apostrophic comments | made when presentimadjes.i The pseudo-
epigraph above clearly reflects this trope in a light-hedéasicion. There were sections of my
speech wherein | summarized elements of my dissertatianvasle in order to supply a
sense of the context in which this chapter appears. Lethangin would be unnecessarily
repetitive for readers of the whole dissertation. Therefdraye eliminated them, mentioning
that fact in the first instance where this occurred betowetained, but shortened them when
they are necessary to the flow of the speech. Pleasthglaudience of Turkish artists, art
historians and curators was very responsive to my speeuleless the other two by visual
artist and author Peter Stobbe and communications designerlKicnes). Thus, inspired by
the moment, | became more polemical and motivational thad dhiginally planned. This is
a practice | am happy to have learned from African-Amenmaachers. For the printed
version here, | have toned this down a bit, but retained tioe teth its gradual
intensification toward the conclusion.

! Imaginary personal communication with myself.
2 Giuliana BrunoAtlas of Emotion: Journeys in Art, Architecture ddfilm (New York: New Left
Books, Verso, 2002; paperback, 2007).
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This chapter is meant as an aside. | alluded to the idehdpter One, on page 26,
where | wrote, "Although clearly inspired by Freud, Bloom capimhed beyond the
simplicity of most interpretations of Oedipal father-figuetationships." Below, | describe
the possibility of this non-Oedipal interpretation or variabarHarold Bloom's antithetical
revisionist theory of agon, of misprision in artistic cnégt. Bloom's notion is perspicacious
and very influential on my theory of metaphor(m), but | beliemeadaptation of it replacing
oedipal desire with dialogical call-and-response is even moriging.

fig. 66
First PowerPoint image from speech



Artistic Ground 175

fig. 67
That is me as a baby, with my father, Earl B. Btawtio about that time gave me my first brush withich
to paint.

fig. 68
Me in my role as an art historian.
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Background, Our Artistic Ground

As | began my speech in the Borusan Art Center in Istahbaid the following. "First,
| apologize for not speaking in Turkish. Unfortunately, | onlyaspEnglish, German and
Latin. | do not want to take it for granted that everyone speagtish, but it is my mother-
tongue, internationally useful, and | thank you for granting me gtiantion." The projected
image above bears the same message in Turkish, whigmipaéd to read aloud. | then
began my presentation.

In my PhD dissertation, now being completed, | presentatesembody my own
theory of metaphor in visual art, which | think has a direetring on the interaction we are
having this week between the Art Academy of LiechtenstethIstanbul artists connected
with the Borusan Art Center. The TitleMetaphor(m): Engaging a Theory of Central
Trope in Art. The termmetaphor(m) ...

(That is a representation of a fade-out, as | will spaetinrent readers the rest of my
introduction, as | mentioned above.)

fig. 69
Me in my role as an artist.

This theory is grounded in the continuing scholarship on conceptugbtmetaioneered
by cognitive linguists, particularly George Lakoff, Mark Turaed Mark Johnson.
Especially significant is their assertion that tropénestiasis of thought, thus language, which
arises from bodily, cultural and environmental experience. FHuntbre, creators' personal
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and cultural process to discover these individual central tig@estruggle into which they
enter with their precursors, as argued by Harold Bloom iwbi& on poetic misprisiof.

fig. 70
These are portrait sketches of the major philosapivbo have influenced my theory.

| agree with literary theorist Harold Bloom that evertysh must wrestle with his or her
precursors, the ones who inspired them to be artists firshelace, while also struggling
against themselves and previous versions of themse®eny" creators, as Bloom calls
them, form new and independent spots for their creativity in atants conflict which he
termsagon Bloom's thought is very oedipal: from the Oedipus comég (@), coined by
Sigmund Freud from the ancient myth portrayed in SophoclesQadipus Tyrannysn
which the title character, the Theban hero, answerspghms riddle and unknowingly kills
his father and marries his own mother. Overly simplidticd¢scribed, Bloom's theory
contends that artists have a central rivalry with the, pagt those artists who came before
them.

However, in this speech, | assert that such agoniséitectical struggle is more than
simply oedipal. Art sometimes advances through homage (thibdza) or through wholly
new pressures and skirmishes. This is particularly impodatt when many of us have

% As developed in his trilogy of books:

Harold Bloom,Agon: Towards a Theory of Revisioni§@xford: Oxford University Press, 1982;
paperback, 1983).

Bloom, The Anxiety of Influend®xford: Oxford University Press, 1973).

Bloom, A Map of MisreadingOxford: Oxford University Press, 1975; paperb&ak3g0).
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multiple cultures and complex relationships to tradition andteadition. Artists' inherited
cultures are wrestled with in complex fashions in thewanks. Creators struggle against
their inheritances, yet also pay respect to them, thog tisem as material in the construction
of their singular identities, in the establishment of theate on which they are grounded and,
contrarily, from which they journey.

Cultural Inheritance

fig. 71

This is a painting of mine based on my own cultimbritance. On the left, John Lennon in his Beddys
and on the right, Superman, based on the stylésairtistic creator, Joe Shuster. | was an 11 péhr-
Mersey-beat fanatic after the Beatles hit the Ugdrd that and saw Superman, and loved my Dad's
lettering, and knew | wanted to do "something lkat."

Inheritance, roots, are important, particularly to those e¥hus are bi- or multi-
cultural. A few personal facts as an example: | am seglynsimply an American from the
Midwest, Chicago. Yet actually spelled out, | am a Gerdvarerican, now also Swiss, who
grew up mostly influenced by African-American culture in rowsid religion and Jewish
culture in the comics. The strength of the African infllean me was reinforced when my
wife and | lived in the Caribbean. My life-long best fritis an American scholar of Islamic
poetry and mysticism. Both my American and Swiss cultumseain themselves, are
actually highly complex mixes of cultures, even if thejdem want to admit this, except in
very simplistic platitudes. No matter what the righttvimedia tries to label as
"unfashionable" or the like, combinations of cultural influerenesthe wave of all future
development. Due to the complexity of Turkish culture angdat, | am certain most of you
in this room have similarly multifaceted, interlocking meral roots and influences when you
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consider them. Turkey is one of the most promising areas fonatienal — not global —
intercultural art.

Cultural Inheritance is, nevertheless, at the very lgaxsteived and colored by the
individual and by the particularities of our times and so@ete many ways, we living artists
have lost a certain naive belief in the conventional s&tres of our inherited cultures, while
still retaining them as inner drives. However, this is rmassarily distressing.

In Chapter One of my dissertation | quote the friend | rnaatl above, Prof. Th. Emil
Homerin. Repeating him here:

When a myth or belief is no longer accepted ateeali account, whether due to a period of
crisis or cultural transition, it may be recastamew form, humanizing and assimilating
more primitive dimensions by the symbolic and eviweanature of metaphor. The primary
symbols of a culture are then perceived and coldrgdthe individual consciousness
receiving a specific complexion over long periodgime, and their multiple, often subtle,
meanings lend themselves to those religious antiquagages whose function is to establish
man's meaningful existence in a seemingly indiffeveorld?

Some so-called "lost beliefs" are better seen as retoithe spiritual bases of the
principles in ways more humanized and more useful as mdtargit. They are still factors,

but are most valuable when agonistically purposefully misundergpoodaimed and
answered.

4Th. Emil Homerin, "Echoes of a Thirsty Owl: Deathd Afterlife in Pre-Islamic Arabic Poetry,"
Journal of Near Eastern Studidd, no. 2 (1985), p.174.
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fig. 72

Struggle

Also in Chapter One of my dissertation, | describe thetloédloom's theory: the
concept of a crucial, antitheticajonof each poet, which we can expand to include each
artist. Agonis Bloom's expression for the clash occurring due to theegnaf influence.
Without exception, each artist must wrestle with his orfts&runner, the ones who inspired
them to become creators originally. This requires critoalflict, thus Bloom calls it
"antithetical." An essential feature of this rivalryaistrong-willed misreading of the
precursor's art, which Bloom termssprision a word he borrows from Shakespeare: "So thy
great gift, upon misprision growing,/" (Sonnet 87).

"Misprision" for Shakespeare, as opposed to "mietgki implied not only a
misunderstanding or misreading but tended alsoetcalpunning word-play suggesting
unjust imprisonment. Perhaps "misprision” in Shpkese also means a scornful
underestimation: either way, he took the legal temd gave it an aura of deliberate or
willful misinterpretation?

Creators create themselves and their works by wrestlifgtiagir trepidation about
possibly being a laggard. "Strong" artists, using Bloom's tdgge@ndeavor to capture some
part of the position of their ancestor-figures, thus develop ersign position for themselves.
This, he claims, is an unremitting engagement, even agaiaself. This bestows upon
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artworks important roots in the achievements of individual art&ich a focus on "agency" is
something which appears self-evidently necessary to mhagdieen ignored or rejected in
many contemporary theories. | seek a way to include agéreygonscious contribution
creators make, not only in their formal proficiency but abat they have to say, so-called
extra-formal concerns.

Respect

Philosopher and art critic Arthur C. Danto writes,

One final remark on negation .... Not every artistadition is woven out of nihilations of
previous art—I do not believe that the history dfirtese art can be understood in those
terms at all, inasmuch as Chinese painters notpigatjy sought to achieve what their
predecessors had sought, often by deliberatelyaiimi then?’

fig. 73

Although clearly inspired by Freud, Bloom can be pushed beyondtipé&cty of most
interpretations of oedipal father-figure relationships. Ratheen in the Greek myth of
Oedipus, | see a clearer source for Bloom's thought in Jacalgglstwith the angel (or God)

6 Arthur C. DantoEmbodied MeaninggNew York: Farrar, Straus and Giroux, NoondaysBmeprint,
1995), p. 206.
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as described in the Biblenot detailed in the Qur'an, but discussed by Qur'anic cotatoes
as a walk and debate with an angel; or in the Africant &shu, the patron saint of
crossroads, who is both young and old simultaneously and wbidf playing tricks on
people for the purpose of causing maturation. The river Jacafedrts have this important
encounter is the Jabbok River, also now called the Zarqa. Rile nameabbokis quite rich
in associations, being an aural anagram of Jacob, and méamftayv," "to pour out," even
"a wrestling.® Eshu is important as he embodies much of the unity of homagéopieent,
guestioning and agon present in African-American artistic expregzarticularly Jazz,
which inspired this insight in me. Thus, blending the traditiomghtioned, | call my version
Jabbok-Eshuian agon. This odd, creole blending is an applicatioy thieory structurally
and offers a doorway into two rich storehouses of foundational cagnitdtaphors, thus
helping to further integrate the Lakoffian and Bloomian taod the theory of central trope.

Although my own music of choice is aggressive "garage" rbekBtues (especially
Chicago's electric Blues), R&B, or, alternately, experital music in the classical tradition,
Jazz has the most to teach us in visual art. It ishite of the blues, like R&B and Rock, yet
has made the most radical and promising structural, compositiscaleries in the history
of music as we know it.

fig. 74
(Clicking on the speaker icon in the original PoR@nt image played a sound bite of a Gospel
singer/preacher proclaiming and then being answieydtie congregation and choir.)

" Jacob is an important figure for Bloom, however snggestion is that his account of agon should be
even more closely tied to the story and that ofi@esibe abandoned totally.

8 Easton's 1897 Bible Dictionarictionary.com, (Website: http://dictionary.refece.com/), page:
http://dictionary.reference.com/browse/Jabbok; Aseel 8 May, 2010.
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In Jazz, individuals express themselves in soloing, yet negstisten to one another and
communicate in order to create a progression, a conversattbrhammony and accord.
Beyond this, (and syncopation, blue notes and more), the starilimgdytant invention in
this music, useful to a new intercultural art, is the kindashmunication between players
known as aall-and-respons@attern This is a common element in the African-American
Church and its Gospel music and preaching, where there iadtiter between speakers and
listeners in which all of the statemental(s) are answered by expressions from the listener
(responses— they talk to one another. My suggestion is that wésnal art should too. If
there were African-Americans here in the audience, you woaddpen agreement or
disagreement with me now. Hopefully, supportive calls of "waird'amen,” thus my
epigraph above.

We need this form of conversational, perhaps even argumentativage and
transgression. The relations among cultural aspects csgeneas not oedipally belligerent,
but not as untroubled either: a model which presents the pdgsibiéi productive
transmission of culture, grounded in modes of vernacular interch@higeauthorizes, in a
sense, successors who also alter the traditiah®ut being obliged to symbolically slay
them. This is not a burden of tradition —when you examine the wbddzz you will find a
culture and a model that has been, and remains a hot bed of ionofatck carried that on
in open loud passion and interracial influence. Hip-hop now caegincoss-generational
cultural transmission by providing new lyrics to older tuneggediterally. We in the visual
arts can do likewise with our cultures.

fig. 75
Paintings and painting-installations of mine.
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In my opinion, as an artist, one can do whatever arises ¢l dfue experiences of your
own background. Your sources must be personal and "earned." Asnaplexay own
artwork is something of a "mongrel" or "creole" combinatiomstallation, painting, sign-
painting, philosophy and comics: all important parts of my biograpiy.wordcreolization
is no longer employed exclusively to describe Caribbean €rediure. A broad
anthropological term, it now describes any coming togethewefsk cultural traits or
elements to form new traits or elements — thus a compteps of cultural borrowing and
lending in an area with many different influences.

fig. 76

| am against purism in all forms. | find it morally and goétly questionable. It is a trope
of fascism and racism. Comics and many other demotic, wdaraor "street" art-forms are
inherently impure entities offering emancipation from narreductivism. This is a trait to
applaud and emulate in the fine arts, and one that in tharghresponse form | advocate
could incorporate Bloomian agon. | am trying to make art thetdically technically non-
exclusive, even expansive. The in-betweenness of my aimipastant social, cultural,
psychological, even ethical implications — as well as hisabgphilosophical ones. The
future of art might not bposthistorical but rathepolyhistorical Not "global” but
polyculturat a braided rope instead of a straight, single timelieés allow ourselves the
vanity of hope in this direction. | have a chapter in my diaien addressing such models of
art-historical time, how they affect our thought. In it, | pigee for this braided rope image.
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Material

In short thisntracultural as well agtercultural call-and-response is our material in the
coming post-postmodern world. It could allow us to form truly demimgrdialogical
approaches, yet based upon the theory of misprision — answadmugposefully
misreading our cultures, as | described. Let us look to tuat&ins, our cultures, both
respecting and questioning them. Yet not look to any imaginedgcdthisms. In particular,
let us look at our minorities. They are both inside and outsideulhére, giving them a
acutely critical vantage point. Just as the best of Wtsire derives from the merger of
various cultures and religions, as in Jazz, Rock and costasn visual "fine" art reach new,
unimagined creativity by this method. For example, | feehtaeis should look to the
Turkish-Germans, Switzerland to the ex-Yugoslavians, Tamdssa on (as well as their own
original four cultures), Turkey to the Laz, Kurds, Alawitesm&nians and so on. And each
minority should look more purposefully to its own minorities a#i a&to the mainstream
culture — and all of us to each other. A dialogue with marany voices, disputing as well,
yet complementing one another in new ways — not unifying, harmnghiz

| am not promoting a so-called "multi-culti" approach, whichamdwes various cultures
tolerating one another, but retaining their differenceslielee a complex, dialectic merger is
important. Yet, this ought not to be insipid fusion, which isisenttal; this is a struggle, as
outlined above, and must bear the marks of this scufflaolild be an allusive yet
affirmative struggle of reversals, performed with resotliseontinuity on a stage of one's
own knowledge, with psychological and spiritual desire. Theaaktvtself is central in this:
the way it is made, not just its idea — for the way iniade is the true idea, hopefully the
embodiment of the complex creolian, dialogical approach | teseribed, as personalized
from your own unique life.

fig. 77
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Identity

Do we lose identity in this openness to others, even othégwis? No, rather we
gain. | never feel more American than when | am in Europemore European than when |
am in the US. Being me means being American, Chicagaamah, Swiss, African,
Christian, Buddhist, Midwesterner, big city, small towmrking-class, intellectual, Rocker,
street-kid, professor, lover of comic books, painting, arbhyst— expressing all of these and
guestioning them — an artist. Being you may mean being Turkistin@n, Istanbulian,
Anatolian, Muslim, Christian, secular, religious, SufizLArmenian, Kurd, Sunni,
Byzantine, Alawite, big city, small village, Europeanjaks Middle-Easterner, middle-class,
multi-lingual, whatevers—expressing all of these and questioning themartists.

Cultural inheritances are plural, and are necessarily pecta@nd colored by the
individual. Let us pay homage to them, transgress upon théitizerthem, be informed by
them, blend them. Be culturally dialogical artists.
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fig. 78

Cover Chapter Eight: Metaphor(m) and The Expandext Toncept
oil, acrylic and ink on wood,

2010,

40x27.5cm/16inx11in
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CHAPTER EIGHT
Metaphor(m) and the Expanded Text Concept

Eine Kultur der Erfahrung, des Denkens, des
Bewul3tseins. Entsprechend sind Fortschritte des
Menschen nur zu erzielen durch ein
fortschreitendes Denken, ein antizipierendes
Denken, ein imaginatives Denken und eine
Verénderung des Verhaltens -...- nur als Folge
eines Bewul3tseinswandels. Das beriihmte
"Machbare" - wir missen es aus der
technologischen Dimension in die geistige
Dimension verlegeh.

— Christian Doelker

(A culture of experience, of thinking, of
consciousness. Correspondingly, the progress of
humanity can only be achieved through
progressive thinking, anticipatory thinking,
imaginative thinking and an alteration of behavior-
...- only as the result of a change of consciousnes
The famous "do-able" or "make-able" — we must
transfer this from the technological dimension into
the cerebral dimension.)

RRR

An alternative title for this chapter could be "Metaphori{mfPainting and the Novel —
After TV and Internet — After Christian Doelker." Thi®uld be more precise, if more long-
winded. The new extenddulturtechnikfrom such sources as TV, video games and, most of
all, the world-wide web brings the demand and necessity fog,mot less literacy. One of
the gifts to scholarship of Christian Doelker, especiallthe German-speaking world, is the
awareness that theieany literacy in the media in question, that it may &eessary to teach
this new development in literacy, and that it demands aeaMy contention is that this new
literacy is already so thoroughly a function of thoughbeaktechnikthat it can be present in
any medium and is often most fruitfully and effectively nonbedied in the so-called
traditional media of painting and the novel. In particulareRer's analytic subdivisions of
his extended text concept apply enlighteningly to both these imptsrokcreativity and
communication (the original sensernédig as well as to internet and to television, the last of
which was the medium he first examined.

A solid basis for discussing the cultural and artistic ckarmmirrently being wrought in
the realm of media can be anchored in the terminology d@adarées invented by Doelker in

1 Christian DoelkerKulturtechnik Fernsehen — Analyse eines Med{&tsttgart: Klett-Cotta, 1989;
paperback edition 1991), p.247. Translation intglih by the author.
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the bookKulturtechnik Fernsehen; Analyse eines MediuMérklichkeit" in den Medien
andEin Bild ist mehr als ein Bild: Visuelle Kompetenz in dertivhedia-Gesellschafhis
many articles, TV series, CD-ROM and other publicatfofisis chapter applies my theory of
central trope to paintings and novels in a direct dialogue Ratelker's "extended text"
topography ofext categoriestypes of textsandvarieties of textd Each vector of my

tripartite dialectic hopefully nudges new insights out ofdtiers.

The necessity for greater literacy is evident in relatioa wider topology of media.
Nevertheless, in conservative incarnations of the "ignoranokss" notion, some have called
for less when faced with assertions that certain emstieh as the internet, hypertextual
documents, TV and even comics are indeed disciplines wherggitive expression occurs.
There is no freedom from the burden of literacy (commonly jokiteymed in English
"RRR — Readin’, (w)Ritin' and (a)Rithmatibence the subheading above). This "burden” is
in fact less a hindrance than a moneybag one may carffgdstuith riches for use. My
contention may conjure up shades of E. D. Hirsch's consexvampaign for cultural
literacy, or perhaps, oppositely, raise suspicion of some ssdtlermeneutics of cultural
criticism. However, | see it as a call for comprehendimnradically hopeful and purposeful
mis-understanding. This reflects, in particular, my reading®gnitive metaphor, Harold
Bloom, Cornel West — and Doelker. These thinkers offer culteramaissance which can
be pragmatically analyzed, taught and applied, but most ahtaihetically disputed. Viewed
transumptively, Doelker's implied extended cultural literaoyh include Hirsch's list as
only a small subset: an erudition of interaction and analgsigel as of common reference
points. Important questions are suggested by this notion of extealted! literacy. How do
these things we use cause us to think? What can we thimlamdtagainst them? How can we
use them to think new things which will improve the statusuoflives? Literacy in this
expanded form is a metonymy, if not synecdoche, of creatinedracy.

Painting and the Novel: Antithesis

Whereas both Doelker and | have been known to claim thatrexlia "demand” a
certain learnedness, this is exaggeration. Rather, theyagportunities. "Demand" makes
these technological developments sound all-important and dictafuizh. language is
symptomatic of a common affliction: the adoration of new madfia must stop worshiping
or reproaching our tools and begin to use them. Their importarnodheir application — the
philosophies and expressions they embody. Significance can ofteiteethought through
in conditions of self-imposed circumscription, testing and geessing the boundaries of
received deliberation. In this light the traditional meafigainting and the novel are the
major league of discourse. There are many other reasons ttoheserk in or study these
two: slightly more resistance than newer forms to thewag of trendiness, self-reliance in
production, proven philosophical openness, sheer presence, antiviatisgnsuality, a
tradition of shedding the skin of tradition itself, a confickem redefinition rather than
cultural amnesia and ignorance. As | discovered after mowiSgvitzerland from the US,
one reason often cited in Europe for painting or writing noeelalternately fonot doing so,

% See the bibliography for reference informationagming each of these publications.

® The elements of Doelker’s extended text analyisisussed here have been assembled from a conflation
of all these sources, including an English traimfadf Ein Bild ist mehr als ein Bilth manuscript.

Footnote references will be made only when speqgifictations are used.
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is simply stated as "tradition." | fervently take exceptwith this. "Tradition" used so
abstractly has no identity other than that of a bothersosgei. The standard street myth is
that Europeans are borne down creatively by their (wonderful) traditihile Americans are
freed to be so creative by their total lack of one. Theelf-imposed self-aggrandizement by
both continental groups. Citizens of the New World have tradittomany traditions, almost
all European ones and more. They are the descendants ofitkiéo@dt, not from another
planet. If Europeans have it, so do they. Additionally, North Acags concomitantly not
"freer," no matter how frequently they assert that. For masbr artists and authors | have
met on both these continents tradition today seems to ardgia feeling of a burden, loaded
with little actual historical knowledge at all. What is ded is knowledge without a
debilitating sense of a weight — dialogue with and agaiasdition, as | discussed in Chapter
Seven. Painting and the novel offer good conditions for thisishier opposition they
present to the creator. True, earlier in the century thasesteo much emphasis placed on
these two media and this was exploited to be dismissiveanf rothers. Yet, as noted, there is
an equally contraproductive inversion at work now. Early photogragtwrored painting to
an extreme. The best found their way out of this. PeteeHag¢scribes the solution to this
problem for photographer Paul Strand.

In regard to painting this meant that as a phofugga one should learn from it rather than
try to imitate it, as was common...at the time’..."

Now "new" media — anything new — may be glorified merelythe fact of
technological newness. We in the art and literary worlde haw often only memorized the
idea of a "burden," creating for it an illusory existeRce.

Paintings and novels are quintessentially antithetical. Tie@yrporate, use and
criticize. They have achieved a condition of being perplgttigénres undermined 'Painting
and the novel are artistic disciplines and forms which hdistary of sabotaging
themselves. They are in a constant state of crisis.malkes them fertile ground for the
application of my metaphor(m) theory and for testing the broadrieke extended text
concept. | have stated this in the odd passive constructiconsmon to art critics, speaking
of what "painting” or "the novel" does, when clearly that rmetonymy — it is painters and
authors who do things, which then exist embodied in paintings antsnBegnters and
novelists are deeply involved in a dialogue with and agaiegpaist.

...| cite again the Emersonian difference, whichtdssay, the American difference: a
diachronic rhetoric, set not only against pastésym@s in Nietzsche, but against the pastness
of trope itself, and so against the limitationgrafiitional rhetoric.

* Peter Halter, "Paul Strand: An American Moderhist Aspects of Modernism: Studies in Honour of
Max Nanny ed. Andreas Fischer, Martin Heusser and Thomashaten (Tubingen: Gunter Narr, 1997),
p. 255.

> Needless to say the discussion of this problenmtla@gervasiveness of the tebmrdenis due to W.
Jackson Bate's bookhe Burden of the Past and the English Ptetfortunately few contemporary
creators seem to have direct knowledge of this wdntlbook and its complex and important argument.
W. Jackson. Bat& he Burden of the Past and the English Pbdlew York: Harvard, 1970; paperback
New York: W. W. Norton, 1972).

® Martin HeusserThe Gilded Pill: A Study of the Reader-Writer Rielaship in Robert Burton's
"Anatomy of Melancholy(Tubingen: Stauffenberg, 1987), p. 103.

" Harold Bloom Agon: Towards a Theory of Revisioni§®xford: Oxford University Press, 1982;
paperback, 1983), p. 32.
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| would purport that in our period this is the condition of thale perceiver
everywhere. Bloom's insight is deep, and it is Emersoniarhybnd means is this limited to
one country as he presumes. The pastness of trope must bedwettland overcome. Each
painter and novelist must struggle with his or her daemon,isving angel, who is the
attendant spirit (from Latirgeniug, perhaps even genie: the precursor, god and self. Space is
fought for and won with blood, not avoided with new toys incorporatéagiddeas. This
ineffable spar is the only way to occupy the holy ground of the dihally creating one's
own sacred space. As | discuss in Chapter Seven, Vbdhes struggle should now be
reinterpreted, away from Bloom's oedipal, joust-like view andisalized as a critical
public dialogue, modeled on call-and-response. All the same, thssay exertion remains.

Traditional forms and formats now have aspects of new medigiemdersa. Notions
are best transported to other realms in order to faeilite greatest concentration: in other
formats, within contrasting aesthetic objects and in surprigilagionships. Rudolph Arnheim
has shown that the forces of composition themselves, ebpesigestalts, have
psychological force, hence convey meaning. Structure can emtxphyrate, complicated,
even contradictory meanin§<ognitive science and metaphor theory have expanded and
grounded Arnheim's insigftPainting and the novel have been in a permanent statisisf ¢
for a minimum of several hundred years. What more could sinéoaas a difficult,
challenging and rewarding fray?

The Pictorial Turn

Although various literary theories have been the prevadiegtive force behind most
recent aesthetics, the tide may be changing once agaidisasissed earlier in this
dissertation. Visually-generated tropes of thought are enteiog dialogue with the
dominant literary and verbal metaphors of thought. W. J. T.hdikcontends in his book
Picture Theorythat a new "turn" — the "pictorial turn" — will supplahe study of cultural
phenomena as we have known it under the sign of the "linguisti¢ He models his phrase
after Richard Rorty's term for this dominance of verbal ptega This is amazing coming
from Mitchell, one of the leading theorists today and th&oedi Critical Inquiry, certainly
one of the chief propagators of literary theories of the védeabnstructivist bent
Obviously good news for painters, this could additionally heragbath of theoretical
interest in the novel (and in noiatk). The academic critic is the unacknowledged ideal
creator of the Deconstructivist critics, those revealéel hidden tropes other than their
own. The author may be dead but the reviewer is not. Painterscenceptually oriented
ones, are suspect for all the obvious reasons: sensuality, ¢greniffashion consciousness,
and so on. Novelists similarly simply create works whightao messy, with their real-
seeming dialogue, multiple characters, visual descriptioaedravocation and — most
frustrating — their continuous, frustratingly non-ironic pointing te, leven in and through
the novel's own meta-existence. As Mitchell writes thoudtat\e sees as a turning away

8 An excellent discussion of such complexity in tises and perception of the inherited form of theeB|
is in Fritz Gysin, "African American Modernism atite Construction of the Blues," Aspects of
Modernism: Studies in Honour of Max Nanf(ijibingen: Gunter Narr, 1997).

® As in most of the essays in Mark Turner, &the Artful Mind: Cognitive Science and the Riddle o
Human CreativityOxford: Oxford University Press, 2006).

0. J. Thomas MitchelRicture Theory: Essays on Verbal and Visual Represion (Chicago: The
University of Chicago Press, 1994; paperback, 1995)
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from a purely textual basis, from "[l]inguistics, semiotidgtoric, various models of
'textuality' " will not be

"a return to naive mimesis, copy or correspondéheeries of representation, or a renewed
metaphysics of pictorial "presence”...." ... Ithe realization that spectatorship (the look,
the gaze, the glance, the practices of observatinveillance, and visual pleasure) may be
as deep a problem as various forms of reading gtlennent, decoding, interpretation, etc.)
and that visual experience or "visual literacy" htigot be fully explicable on the model of

textuality."*

Mitchell's book, published in 1994 has not had since then geitefilience many of us
had hoped for at first. It appears that the linguistic turatiser firmly academically
entrenched, and although weakened, it has not been replaceeWwyfarm of tropaic
visuality, but rather modified into a kind of social-evereriiness> More promising, | feel,
is how Doelker has anticipated, even gone beyond the pictomaMtiden Mitchell's
perceptive comments to include the mixed, multi-strand aedriak entities that are at the
heart of Doelker's work, and one has a potential "turn“asflisig consequences. Philosophy
has long portended an aesthetic turn with the increasatures of aesthetics, the philosophy
of art, once almost ignored, to a position of crucial imgraze, impinging on ethics,
metaphysics, epistemology and philosophy of mind. Visual art 8lnceamp has led the
way from mimesis and personalism to questions of the ontologst.dPost-Duchampians (by
which | donot mean neo-Duchampians) and Post-Joyceans are expanding this in ne
philosophical directions, such as epistemology, the hermenefitiessaning, and theories of
creativity, metaphor, social philosophy and more. Cognitive litiggigs highly visually
oriented, especially in its emphasis on embodied experiantemetaphor theory. This may
have been one of its initial attractions to me. The novigh even more deaths and
resurrections than painting in a far shorter span of existéras fought a battle on all sides.
One theorist in the poststructuralist pantheon senses the \maittig metaphor(m)al
possibility of novels: Michael Bakhtin. His enabling "dialogicakw of art was discovered
through deft reading of Fyodor DostoevsRy.

In fact, in a (post-) postmodern world, perceptional abiltied artistic disciplines are
interwoven.

"One polemical claim ofPicture Theoryis that the interaction of pictures and texts is
constitutive of representation as such: all medéanaixed media, and all representations are
heterogeneous; there are no "purely” visual or aledots, though the impulse to purify
media is one of the central utopian gestures ofemasm.*®

All media are multi-strand, to use the enlightening ternaigplof Doelker.

™ Mitchell, Picture Theoryp. 11.

12 Mitchell, Picture Theoryp. 16. Mitchell's italic.

12 See Nicolas Bourriaud, relational aesthetics,aquictice artworks, etc.

14 Mikhail Bakhtin, The Bakhtin Reader: Selected Writings of Bakhtiedidev, Voloshnikogd. Pam
Morris (London: Edward Arnold, 1994).

15 Mitchell, Picture Theoryp. 5.
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Metaphor(m)

Recently there have been major breakthroughs in understanding &spesially in
the last two decades, major cross-disciplinary communichtisrbeen cultivated concerning
the connection between poetics and thought in general. My agbpiosspired by the
continuing work on conceptual metaphor, primarily by scientists stgdiie brain. There are
other contributors besides neuroscientists, though, to the cogeitikition, that is, to the
study, analysis and application of trope to thought. These cowirsbntiude other schools
of psychology, literary and cultural theorists, philosophers (edpefrian aesthetics and the
philosophy of mind), artificial intelligence and computer expexthplars of religion,
scholars of literature, and even a few creative writedsaatists. The line of reasoning
animating all of this is that trope is the basis of thoutfhus language, not the other way
round. Add the insight adapted from Doelker and Mitchell tHahatlia are now multi-strand
media and we have a new concentration on the human poweugitiig imagination, which
inspires new observations and strengthens some old contentiotistefeard authors.

These theories grant my metaphor(m) notion a substantial beddimg individual
creator, as the result of a subjective contest with san@imoral dimensions based in
embodied cognitive tropes. To Bloom's agonistic "why," inipaldr, my theory of central
trope attempts to wed the "how." Artists and authors cfeatbemselves new metaphors to
live by, which perceivers can then also use to think aitth live by. This desperate battle to
go beyond the merely formal aspects of one's inherited posifies most of all on the sheer
will to build the trope of one's existence. These are the totlirn (the source of the word
trope), twist, bend and break the metaphors until one thereby liasrerls own.

In all artworks there must be a deep-seated reason fortesimgiques. There must be
"earned" purposes and desires behind new text forms. In tolo an) but especially "media”
art, the techniques are used only because of their faddiskoeessand metaphor are used
automatically and feebly. Two pop song writers have caniedtthis situation well. It is
especially obvious in their field. "Why don't you do like everyelse....None of this long
lost art, this archaic stuff — go out and buy something," degsBern® "I've got nothing to
say and twelve ways to say it," sings Jimmer Podrasky.

Extended text forms, while latent in most genres today, atéad into the substance of
authors' and artists' metaphor (m)s in the best works. Onecdun@cto accomplish this is to
force forms of art to struggle, paralleling the effoftsr@ators themselves. Wassily
Kandinsky discusses this @oncerning the Spiritual in AWwhen he celebrates the
encroachment of the various arts on one another, proposing makiafthisetendency as an
invaluablemodus operandiHis famous comparison of abstract art to music is contamed i
these passages. He suggests that all the arts canrtgararfe another and press their own
individual boundaries, "despite, or perhaps thanks to, the diffesdmteen them..*®
Instead of seeking the Holy Grail of purity as Modernism (Radst)-Postmodern painting and
novels appear to be learning, as Kandinsky suggests, to extéhdtamatlly. As non-trendy
forms they have an especially free reign to expand philosaphithanks to the dissonances

' Dan Bern, "Go to SleepPan Bern,Columbia CD 485483 2, 1997.

7 Jimmer Podrasky and Terry Wilson, "Hamlet MeetsnJDoe, " The Rave-Ups: ChancEpic CD
EK 45255, 1990.

8 \Wassily KandinskyConcerning the Spiritual in Artrans. M. T. H. Sadler (New York: Dover
Publications, 1977; originally published 1914), @p-20.
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between their techniques, their perceived functions andabtiality, they can effectively
press the extended text concept into their metaphor(m)s, theviaghileeper resonance.
Painting and the novel are concretely embodied thought.

The Extended Text Concept

If the pictorial turn, or some similar visual centralitpmes to pass, we will have to
replace the wortextin Doelker's concept, but certainly not the insight behind "extenégd.’
texthe means the aesthetic object under consideration, whicldsrfita own form of
interaction and interpretation, "reading." He traces tha teck to its root inveavingor a
cable which brings evocativeness back to a word which now semorsolely reminiscent of
school books. Althougtextis itself a trope delimiting our perception, whether we ttadl
idea extended text, extended system, extended form, exteindedr\extended image, it is
clear that the adjective is most important. | intendabed texthere to be inclusive of all art
objects, including books, paintings, installations, TV shows, coroaraputer artworks and
more.

The following two-thirds of this chapter will apply metaphor(thypugh examples of
novels and paintings exhibiting it, to a handful Doelker's m&ugurtechnikideas from
within his extended text analysis. He has given us a topaodyaxonomy that cries out for
honing on individual concrete manifestations. Let us go through $&esraections of
Doelker's thought, applying my concept to each and seeking ouet®esamples in visual
art and novels where the notions apply: extended literacy &t wor

Text Categories

Simple text This is one simple technical form which displays one tneference.
Such an artwork is probably sought more often than it is founey@n Hallmark cards are
multifaceted technically, albeit not intellectually. Onsslen of TV has been learned, perhaps
inadvertently, even in such quasi-art as greeting caxdsything becomes multiple — by
placement, material, arrangement, experience or referAtigsion is unavoidable. In
advanced art, the search for significance stipulatéghisapoint in history. Painting and the
novel are especially ripe with multiplicity, as will blessvn. In the interactive CD-ROM
Medienbildung: Kommunication, Fernsehen, Medienpadagbgiged on Doelker's work,
painting, photography, silent films, letters, noise, and sigmag are presented as examples
of simple textg? Although | am happy that one of my own paintings from an abstesis is
used as the illustration for simple text in this CD,nrmat concur with the authors, a team
with project directors Frank Haase and Christian Doelker jttieaone. The obvious
intentionality and allusiveness inherent in painting and photognagatke these media,
especially nowadays, additive at the very least. Thmstislways immediately or clearly the
case, yet | find it always true. A simple example woul@lbepresentational painting or photo
wherein a billboard with words occurs. One step subtler wouELigéne Atget's photos of or
Richard Estes's paintings of reflections within reflectionshop windows. The line between

19 Christian Doelker, Frank Haase, et Medienbildung: Kommunikation, Fernsehen, Medienpgdgk
[CD-ROM] (Zurich: Pestalozzianum, SWR and SSAB, 899
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montage and "straight” image-making is far foggier thau first seems. This argument could
be advanced step-for-step, through ever more subtle incarnatitinge arrive at Kazimir
Malevich'sWhite on Whitelt is important to make this distinction of simple text, but
anything notself-consciouslyransparent, cannot be simple in the way Doelker interade T
for example an abstract photograph. That so goes against ourmawastamptions that it is
clearly an additive if not integrative text by its mexéstence. Our common expectations and
knowledge of this kind of image-making are based on assumitighparsonal” photo-
chemical process "imprinting" the real world. An unrecognizablegptiwows this in our
faces. Presentation and expectation have become part ofeptu@icollage. A snap-shot is a
simple textalmostalways, an "art" photograph seldom. This is not simply tdate

intention to a creator. The artist may have intended termakething simple or transparent,
but within the dynamics of the object itself and its recepthis is often not the case, not
even possible. Paintings often flirt with the appearanteiofy simple texts, occasionally
through their so-called "aura of present®This is generally purposeful subterfuge.
Michelangelo destroyed notes and sketches, as suggestedany, Wafurther public opinion
that he was a directly, divinely inspired (not slowly maturigenius>* There are artists who
have painted the same painting over and over on succeasivasg finally keeping only the
last one, to make it seem as if the work simply floweidobtheir hands, perfect in every
nonchalant mark? In the composition of complex artworks, especially paintind) the

novel, there is such an inherent multiplicity that neittfehese entities can be included in
this category. Such multiplicity is not always positivejust add. Out of control it often
makes for bad art. That is one reason why there is novgigch is not "right," not aesthetic,
but much art which is unaesthetic, a failure. A stain enatall as the result of a quarrel is a
simple, indexical text. Why, if painting is a simple text,tiime novel included here as well?
It uses, analogous to painting, only one medium — it's all w@dperhaps more to the point
in this context, why not count the essay as a simple textaislearly be seen, | swerve
from this category in a variety of ways within my disagdn. There are not only traditional
chapters of scholarly text, but also comic sequences, painsimgsches, an entire installation
and so on. Even within the blocks of traditional text, thouglye often veered off the path
of "simple" text, as do two inspirations for my dissertatiolli@na Bruno'sAtlas of

Emotiorf® and Philip Ursprung'&renzen der Kungf The Bruno text does this noticeably
through the author's intertwining of travel, cinema, architegtmaps, the atlas and the house;
Ursprung's does so less explicitly, yet also undeniably soeas where his manuscript
suggests the event-like structuring of Kaprow's Happenings oetiiegical, archeological
allusiveness of Smithson's Land Art works (and the artistts prose). Most of all, as
Ursprung writes,

Ich habe mich in diesem Buch auf der Spuren vommKaprow und Robert Smithson
begeben, zwei Kinstlern, die sich zwar kannten; aleeer zusammenarbeiteten noch einer
gemeinsamen kulnstlerischen Richtung oder Gruppijeaimgehérten. Der auf3ere Anlass,

20 See Walter Benjamiffhe Work of Art in the Age of Mechanical Reprodurtirans. J. A. Underwood
(London: Penguin Books, Great Ideas, 2008).

21 Giorgio VasariThe Lives of the Most Excellent Italian Paintersyitors, and Architectgrans.

Gaston du C. de Verdlodern Library Classics Series (New YoRRandom House, 2006).

2 This is an interesting technique, seemingly bdra daim frequently repeated by young artists, yet
unattributable — probably apocryphal — ascribinghsan approach to Henri Matisse.

22 Gjuliana BrunoAtlas of Emotion: Journeys in Art, Architectureddfilm (New York: New Left

Books, Verso, 2002; paperback, 2007).

24 Phjlip UrsprungGrenzen der Kunst: Allan Kaprow und das HappenRapert Smithson und die Land
Art (Munich: Verlag Silke Schreiber, 2003).



Metaphor(m) and the Expanded Text Concept 197

ihre beiden Geschichten sich Uberlagern zu lasgganmein Waten entlang Smithsons halb
aufgetauchter, mit Salzkristallen dicht UberwuctreSpiral Jettyim Herbst 1996 Spiral
Jettywurde zum Ort, wo Fakten und Fiktionen untrenniggwoben sind.

(In this book, | have followed the tracks laid bjlah Kaprow and Robert Smithson, two
artists who, although acquainted, neither workegketiver nor shared a common artistic
direction or belonged to a group. The experiertalse of my method of superimposing
their two histories was when | waded along SmithsS8piral Jettyin the autumn of 1996,
when it was half re-emerged and thickly overgrowthwalt crystalsSpiral Jettybecame a
site where fact and fiction were inextricably inteven.§°

Ursprung goes on to describe how this led him to the struatdmie book, which unites
performative writing with thick description. This inspired,mauch like Bruno's book, to
abandon any simple text approach and create a plurogenic aigjeetxareflecting its
contents while reflecting on theff.

| would assert that painting and other non-electronic artsiemgly more subtle and
pervasive in their multi-layeredness, especially ien¢years. Along the lines of my
discussion here, this would make them even more of a suodessis of metaphor(m). |
refer the reader back to the W. J. T. Mitchell quotasibave. The central trope in a simple
text must be either non-existent, close to that, or cultunatsparent. In light of the theory
of metaphor(m), this category would have to be reworked.

Additive text. This is the Doelkerian category in which side-by-side lwoations of
other texts occur without any planned interaction. It must unfaréiywbe admitted that
although most media are multi-media, too large a perceatagaerely additiveAdditive
texts in Doelker's sense, is simply a descriptive not a judgrhnphtase. Many objects in the
world are adequately or appropriately additive, such as textbodke newspaper. In certain
situations we want the delivery of specific information in4gonflicting units. We wish to
see them divided, as TV commercials are better separasedne fashion from the narratives,
rather than integrated into them (as they originally virei@d-time radio or as they are
beginning to be once again in so called embedded advertisprgdurct placement).

In creative work, though, additive form is primarily a migtalazy thinking, works with
no individual metaphor(m). Purely additive works tend to be unredaullages of the
inherited. This is tradition at its worst. There is noHartwill, nor any strong, individual
desire evidenced. The best creative texts or aesthetictslgre integrated as well as additive,
thus falling into Doelker's next category. Integralitnat always achieved quickly. As
Michael Heusser points out in his book on E. E. Cumminggdkébegan with an additive
notion of poetry: "poetry + painting.” Cummings managed toefdings raw idea into an
unprecedented unity of effect as the "poempicture.” In addi@ammings had an additive
conception of the self, which he was able to work into a mstriinded yet integrated and
constructed self/ves: "The Self as TeXtOne sees in this evaluation the personal and ethical
virtues for many creators of one's own metaphor(m). It becdmesety vehicle of living. It
is the lens, the activity, and the philosophy through which authoraréiats discover and
interact with experience. It is their tool for accomplghH. G. Gadamer's "fusion of

25 Philip Ursprung, @nzen der Kunst: Allan Kaprow und das Happeninghétt Smithson und die Land
Art (Munich: Verlag Silke Schreiber, 2003), p. 357 ghksh translation by the author.

%0 |bid.

" Martin Heusser, Am My Writing: The Poetry of E. E. Cummir(@$ibingen: Stauffenberg, 1997).
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horizons," the important concept this philosopher outlin€ktinh and Method® Without his
metaphor(m) of self and work Cummings would not only have had eiypdut no being,
no Daseinas such.

Kurt Vonnegut is a novelist who all too often remains addititiermhe should be
integrative. His collage-like texts and black humor cabduguiling, yet slight when a book
remains too purely in the genre of science-fiction, Bxg Sirens of Titarin Slaughterhouse-
Five his personal investment in the broken narrative is evaehhis techniques of
disruption and distancing begin to come together as a ceopalirBy and large, he has not
fully achieved this feat. Perhaps as Bloom would say, e &dequate, even a good writer,
but not always a "strong" one.

A merely additive painter of immense fame is the New YobBavid Salle. He paints in
what might be called a "montage" form: a hodgepodge of infag®s'How to Draw"
manuals, soft-porn, disruptive abstract shapes, patterns, dsstatens or allusions to
antecedent abstract art, and screwed on found-objects suchcdmB8sThis barrage
conforms completely to the accepted structural criteriaadfamism, which he claims to
challenge. This patchwork may be discussing contemporary issaess emptiness,
disunity, and absurdity. However, more probably it is simply aomscious result of the
same. His art delivers an additive mode with no effeatietaphor(m).

Integral texts — According to Doelker, this is the category of works tlwablsine
various technical forms which then, importantly, coalesceantorganic singularity. This is,
and will remain for the foreseeable future, the most ingpoext form to develop in
contemporary art and literature. In the CD R@ddienbildungexamples of integral texts
are advertising posters, illuminated manuscripts, comicspastaproduced radio
interviews® The determining characteristic in each of these isttieaparts interact to
engender the whole. The result is not one location containing midenedt aesthetic objects,
but one aesthetic object with many different parts. Thidbas the great lesson of
installation art in modern and postmodern visual art and efrirgdia in the literary world.

The most obvious form of integral text consists of older text $deidl side-by-side, yet
contributing to one entire work. A fascinating member of thiegory is the comic book,
which unfortunately as of yet has not come close to realigrfgll promise, but is on the
way. In painting and the novel, integral effects are digewithin a bracketed modality, or
such linked modalities as to banny— that is, comely and attractive yet shrewd. This is a
contemporary version of "transparent surface style," yieldingssibility along the lines of
realism, while denying the existence of such a creatdmie.can be seen in the creative
writing of Daniel F. Ammann or in readable, yet writerly abists such as David Lodge, (the
later) Philip K. Dick, Toni Morrison, Don DeLillo, or Gle@old. In such novelists, below the
surface of the seemingly accessible interface theastiity is occurring. The superstratum is
important, playing to cordiality, yet it remains a skin, mliké the Windows program on
which [ first began writing this dissertation years .adgaas not truly a system at all, being a
kind of face-lift on DOS modeled after Macintosh; Windows Md ¢éhe following are indeed

28 Hans Georg Gadamérruth and Methogdtrans. Joel Weinsheimer and Donald G. MarshadwY ork:
Seabury Press, 1989).

29 Kurt Vonnegut, JrSlaughterhousé&ive (New York: Delacorte Press,1969) affte Sirens ofitan
(New York: Dell, 1959).

%0 Doelker , et al.MedienbildungCD ROM].
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systems, yet retain the user-friendly Steve Jobs-inspisedhnterface. The differences in
these notions of interaction with the user/perceiver pathbeVarious approaches of
individual postmodern writers. All computer interfaces nownaueh different than the
troublesome white-on-blue, commands only, user-unfriendly DOS of notlgmg— a
metaphor for purist Modernism if there ever was one.

Salmon Rushdie is an author of thoroughly integral-text novels. Hisatérope is born
of the mishmash of cultures to which he is heir: Englémdia, Pakistan; West, East, Middle
East; etc. He is inheritor of all, truly subject to nonenet even under a death threat. As an
author, he focuses on these cultures metonymically, concernisglhimth their literatures,
stories and vocabularies. These cultures are, though, opaqueastatdmi-translucent to
Rushdie. Rather than collage, the image that comes totmohescribe Rushdie's mixtures is
an arrangement of a complex number of particles.

Tom Marshall has written an excellent short comment on RushagelMidnight's
Children This stirring description is itself a metaphoric evocatbthe novelist's central
tropes. It could serve as an ideal, tropaically analygarimation of metaphor(m) in criticism.

Half the fun ofMidnight's Childrenis following the bouncing balls of reference thgbuhe
merry tunes and wailing dirges Rushdie's languageg. Names slide from context to
context. Actions echo across this text to othersaMng interpenetrates. Form cannot be
avoided, though it seems tenuous. The whole isyfillthe movies have taught people to
read the techniques that bring this book tofife.

Rushdie at his best integrates the masses of bits ofallkhowledge he bears (and in
which he believes at least a little) into great compmsst He is a Walt Whitman of the
British post-colonial world. The building blocks in Rushdie's worlestle individual words,
like individual citizens of that disheveled, massive courigia. His metaphor(m) is a
synecdochical / metonymic / metaphoric compl®¥ords are people, are cultures, a mix of
cultures, which is the world, is life."

Hypertext. This is the most stimulating of the new forms of composiiisoovered
through electronic media. In this category of text, the readeilewer determines the
sequential order of a montage. For the few uninitiated amongalders here, hypertext is
when spots, usually single words, of a text can be highlightednre way (say by being a
different color). This is a clue that one can move the cunsdine computer screen to that
point, and by activating it (e.g. "clicking” on it, i.e. pusiithe button on the "mouse”
control) the computer is commanded to turn to another page — restsaeity and usually
not even the traditionally "next" page. One can travel throughtaor among a group of
texts, in many different directions. It is like being abldlimthrough a book, actually many
books, at the touch of a button. Doelker and others call it-linear." | claim that it is still
linear, but "open-linear" or "multi-linear." One determines'®o&/n, or many, paths through
the work. However, lines of experience are still envigibaed created. It is not iconic, static,
three-dimensionalconosequentiaficonic and sequential as in comic books), or simultaneous
whole-part (as in painting). It is still phenomenologicaiheér, if not ontologically so. There
are precursors to this in such things as John Cage-inspéaioréd scores and even
magazines in the 60s which consisted of loose pages taé&edras one liked and similar

31 Marshall, Tom. "Rushdie, Salman (1947- ),Piostmodern Fiction: A Bio-Bibliographical Guided.
Larry McCaffery Movements in the Arts)o. 2 (New York: Greenwood, 1986), p. 500.
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experiments? Hypertext is not as random as it is sequentially over-deterircannot click
just anywhere and thereby go just anywhere else. The posshaligestarkly demarcated by
the author or web designer. A better analogy would bed#ighreedimensionality, hence the
appropriateness of the worneeh In short, hypertext adds many alternate vectors to the
process of interacting with the standard codex-form book text.

The question is how will hypertext be used in literature at®tdtdow can it be added to
the compositional repertoire? How will it be incorporated mecessary metaphor(m)s? How
will it influence non-computer-based forms? Generally the his&e been mere toys, kitsch,
or adventure games, yet there are an ever-increasing nufrdestioetic applications of
hypertext It can be said that a form must be nearly commeraialad before it can become
of use to fine art. This is true because a kind of cultuahstorming must be conducted on
each new form. First the obvious, frivolous ideas are usenl thieecommercial viable (but
still often witless) ones are discovered, and so faortki| infantile ideas are used up.
Practitioners of this nature go elsewhere, to another nevothyers with more fantasy and
determination come and begin the struggle resulting in cread®vand real metaphor(m)s.

Types of Texts

Under this rubric Doelker examines two divisions of text omose general level than
he does so in his categories discussed above.

One strand (or monogenic) texts exhibit a one-to-one relationship ofaatspSince the
beginning of Modernism this type of text seldom occurs. A one stramel would be, in fact,
terribly avant-garde or terribly mundane, such as a one-to-onads&y-second memoir of
one's life. Perhaps the small pre-novel prose Whidkocosmographi€1628) by John Earle
comes closest to thié.It is primarily descriptions of ordinary people. Yet alrefgyl 653
Izaak Walton had written théompleat Anglewith beautiful, and still readable, descriptive
passages that include wit and opinion going beyond any real anelatines®’ The first
films of simply a train on a track or the like were petfexemplars of this text type. Yet film
was soon transformed into narrative to keep the audiencesgafter the novelty wore off.
A one-stranded painting is the great bugaboo of visual attistispon-existent entity which
"common man" takes to be natural yet purposefully avoided Isysairt order to "be
different.”®® Some sort of one-to-one realistic rendering of some pleasimgisiprobably
what is imagined. The true ungraspability of what "transpareatism is, what constitutes a
pleasing subject, and how culturally and period-specificathis, makes the creation of such
a work impossible. The dream is perhaps of some imaginstresf Flemish painting, with
contemporary subjects, yet with smiling people and withipretblors. Avant-garde

32 SeeSource: Music of the Avant Gar@avis and Sacramento, California: Composer/Pevéor
Edition, 1967-1973). A small selection of musicrrits pages is featured on UbuWeb, link:
http://www.ubu.com/sound/source.html.

33 See Scott McCloud's on-line comics at <http:/ootloud.com/1-webcomics/index.html>; Olia
Lialina'sZombie and Mummat <http://www.zombie-and-mummy.org/> among others.

% John EarleMicrocosmographie(Originally published1628) (London: A. Murray ason, 1868).

% |zaak Walton, (with additional material by Chart@stton), The Compleat AnglegfOxford: Oxford
University Press, 1989).

% This is indeed based on personal communicatian fedatives and friends of mine from childhood
who have little to do with the arts.
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Modernism attempted to recast the one-stranded text inimesmtive forms: in performance
art, word-based conceptual art, body art, found-object, reportedrtsof consciousness”
thought, first person camera, and many other experimerttge light of Doelker's thought, a
new enlightening perception of this work arises. Such avadegaorks can be seen as
nostalgia for direct experience and direct relations, or peraaequiem for the same.

Author Alasdair Gray both scrutinizes and snubs this text tyjgendvels such as
1982 Janineor Lanark: A Life in Four Bookare duo-strand, rather than one- or multi-
strand®’ There are always two clearly separable styles running gkiraind out of one
another, as if each book were a cable made of only a redtdod wire. One is always
naturalistic, social and personal. The other is a talé@nadclearly popular genre — science
fiction, soft pornography, horror or the like. Each sub-taléscats|adows on the other. Each
seems to be symbolic of the other. The impossibility of oramdedness is brought to a head
as nowhere else. Gray's truly postmodern central trope isrth@gg duality of mediated
life. Opposition is mapped onto genre and style ifSelf.

Interactive video games may be the closest we comentmnagenic para-artistic /
literary experience in our society at this moment. Howebernewest games feature
repeating "heroes," have begun to be narrative, or involualasicial interaction with
others, thus shedding the skin of virtual sport, and therewitistbardedness.

Multi-strand (or plurogenic) texts are composed of sections which wouldatatally
come together. Thomas Pynchon is a zenith of multi-strandeinigssature. He seems to
know everything, use everything, and weave it all togetheerélare always several sub-
strands in his books that are just slightly out of reach. Tystaries in his novels are vast, yet
almost at hand, just slipping away, like a word on the tipnefs tongue that will not come.
The Crying of Lot 49Gravity's RainbowandV include immense chunks of histokineland
assaults all aspects of American fifePynchon's central message is that mystery and
confusion remain even when everything reveals its patteamidgven when vast knowledge
lies at hand. His metaphor(m) is the direct mapping ofcimwiction onto the readers'
experiences of working their way through his novels. The readeperientially the
detective, who is furthermore the chief character. Pynchona&bulary is a corollary of this
operation with its mix of intellectually sophisticated estific fact and odd, almost cheap,
easily decoded names, suchvas"Benny Profane?® His facts are tantalizing, but of no
assistance. His mysteries are purposefully hidden or comatbsgéy revealed. Even the
syntax is sculpted by this metaphor(m), but mostly the novedisifasts it in the structure at
the level of composition.

The works of several excellent, obviously multi-strand pairdeutd be chosen to
illustrate this text type. Three candidates are the comlaiimtipgs of Robert Rauschenberg,
the free-for-alls of Sigmar Polke, or the restlessly inekithought-model paintings of Lydia

37 Alasdair Gray1982 JaningHarmondsworth, England: Penguin Books, King Pémgle85) and
Lanark: A Life in Four BookgLondon: Paladin, Grafton Books, 1989).

3 As an aside, it is worth critically noting thafsta shame that Gray has not brought his remagkabl
inventive "duo-strand" form into his occasionaluasart. His paintings tend to be semi-social stati
style, rather straightforward, naturalistic andklaster.

%9 Thomas Pynchori;he Crying of Lot 4gPhiladelphia: Lippincott, 1966%ravity’s Rainbow(New
York: Viking Press, 1973), (Philadelphia: Lippincott, 1963Yineland (London: Minerva, Mandarin
Paperbacks, 1992).

4% Pynchony.
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Dona. | displayed the inherent multi-strandedness of paimihapter Six in the analysis of
a painter who was a seemingly unlikely recruit, the geometrinimalist, colorist Charles
Boetschi. My contention holds that Doelker's media literacyexi®hded text concept
suffuses all current good, strong, paintings and novels. l@séar such as Boetschi, we had
to look for metaphor(m)s of extended text in a more dis¢oest. As was shown, the
postmodern complexity in Boetschi's metaphor(m) is the fatthis image-mapping relies on
our expectations from the history of the forms with which he waritevelop the image of
multi-strandedness in application to models of the art lyistmeline in the following

chapter.

Varieties of Texts

This further subclassification overlaps with Doelker's ottiésions, presenting what
can be seen as functions or goals of text types and categamies$ashion in which
contemporary literature and art become multi-strand is by usingedefining each of these
varieties. After the analyses above, | would like to dat $econd hat of a theoretician, to act
as a harbinger and allow my imagination free play, mudidakin Chapter Four. This is a
change from Procrustean to proleptic theory. | will fantag@eus fashions in which a
contemporary novel or painting could make use of the insight behictd of Doelker's
varieties.

Pragmatic. Such a text is a recipe for use. Sol LeWitt's instructibreaigh which
assistants create his wall drawings come close to thisolemt However, the wall drawings
themselves are the art, not the directions. This makestt'®W@ft more akin to the fashion in
which notation and performance are relateB-Musik so-called classical music. Lawrence
Weiner's early works were both pseudo-pragmatic and the act tigenselves. He presented
instructions or descriptions such as "A Square Removal frBomgan Use.** Since then his
work has developed into purely abstract language, suchgasdrdary lists of prepositions. It
has become an often tedious variation on concrete poetmyy lib& strength it had earlier as
vague potentiality.

Novels created in this variety of text form could be coredas instructions, or serve
as instructions. Certain poetry has mimicked this formpeeially in Fluxus worké? A whole
novel would be unusual. This would be a kind of epistolary novel-@awkbook. Neither
visual art nor writing of a pragmatic nature, it seemsja be serious art without a heavy
dose of irony, parody or comedy. | envision a certain cheapnssshan endeavor, the artsy
equivalent to a one-line joke: a painting with scenery destrin words on it, a novel telling
you how to construct a novel. This is apparently not a very gingwellspring of new
options for deeper literature or art. Perhaps we must leagenptec works where they
belong, as fact deliverers: books on how to rebuild your house atikiethe

*I The exact phrase, thus artwork, is "A SQUARE REMQVROM A RUG IN USE," also referred to
as Statement Nr. 054. Lawrence Wiener, 1969.

42 An entertaining recent example of such a poermisttuctions" by renowned horror genre author Neil
Gaiman; it appears i Wolf at the Door and Other Retold Fairy Talés Anthology of Storiegd.

Ellen Datlow and Terri Windling (New York: Simon &chuster, 2000).
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Documentary. This is an artwork which is a record of an event. Thet fansous are
TV documentaries, clearly achieved art in every send@elfine arts, there is always a
secondariness to be overcome in this genre. A documentaryaafasabus artist is a work of
art, yet somehow always ancillary to the work of the paimeself. Correspondingly,
although essays have been works of art since Francis Bapapeaabout a specific novelist
such as J. D. Salinger always retains an overriding "alb&stnEhis text variety has entered
fine art in "docu-dramas" and accurately researched, hsligrlzased fictional works. Alex
Haley has authored and co-authored two of the most extraordineAutobiography of
Malcolm XandRoots*® Popular forms have also occasionally achieved resonance, for
example James Michener's novels sucAlaskaor Caribbean** These works suture
adventure and documentary together. Documentary detail is frgsemitasic to good books
of social portent that it hasn't needed to be experimemtaligloped.

Many paintings display tantalizing hints of the record of theikimg, fused into the
meaningful structure of the work itself. This is a versiodafumentary creativity. In
addition to the outright "traces" left, such as the pentineéntidecision left behind in
Abstract Expressionist works, paintings could emphasize more ok#mgenesis through
sequentiality. Other aspects of the world of painting cbeldocumented as an important
aspect of the piece: handling, hanging, placement, etcofseing, documentary surprises
with metaphoric purport could be realized through the calculatedaciaction of viewer
expectations of painterly procedure: what should be impasto ovhat,is matte, what is
smooth, what is foreground, and so on.

Fictional. The "simple text" form of every sort of creative wig lies in what Doelker
categorizes as the fictional, the "story." A hyper-realja/irtual form of a novel could be
more fictional and aware of its fictionality, expressing ffwhich expression would then be
non-fictional). If the narratives in novels exist today @sagression along an axis from some
pointx to another poiny (usually with many strands doing this parallel), the true hgger
fiction will unloose the strands from their unidirectionali®ne strand will travek toy,
anotherato b, another to d, etc. All vectors would crisscross over a given "0" pomt
points, much like an ever-shifting three-dimensional Cartesiandinate system. Many an
axis could feature narratives of real versions of unreélentvhich are representations of the
real. The future concoction of virtual-reality works thet indeed literature, and not merely
experiments or games, will necessarily entail such sédf@ncing and wit. Ultra-fictionality
could be created which begins to accurately model, asawe#ipresent, experienced life.

The role of fictionality in painting has always been sonmgfluf a quandary. Painting
has been accused of extreme fictionality (“through the windousidhism), particularly in
dismissals of it. Although this was true for one or two verytgberods of time in the
incomparably long history of painting, such incrimination gelheleetrays ignorance. Even
the most "realistic” (i.e. culturally transparent) stydépainting have required antipodal
attention. They demand to be seen as images, and simulthn@®aseations, even
inventions — or there would be practically no joy in perceitlmgm, notwithstanding or
especially itrompe I'oeil The surface of painting was always one of its primehaést
qualities, only emphasized to exclusion in High Modernism. Even Hrtises who modeled

3 Alex Haley,Roots(Garden City, New York: Doubleday, 1976); Haley analik El Shabazz (Malcolm
X), The Autobiography of Malcold (New York: Ballantine, 1965).

44 James MicheneAlaska(New York: Random House, 1988) a@dribbean(New York: Random
House, 1989).
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the picture plane on the window warieing the image. They employed specificities and
artificialities of "window," in a tropaic use similar éoconceit. One aspect of fictional text
status that could still be expanded on in painting would be trstignieg of the definition of
so-called abstraction and so-called representation. Baliesé fictional categories could be
put to the test, put under pressure, by creating works whidto#reeither/or, or neither/nor.
The paintings of Jonathan Lasker, Stephen Westfall, Dasdi RiVesley Kimler and Mark
Francis cross-examine these received divisions of thought.

fig. 79

Jonathan Lasker,

Systemic Autonomy

oil on linen,

2002

152.4x 203.2cm/60inx 80 in
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fig. 80

Stephen Westfall,
Tunnel Vision

oil and alkyd on canvas,
2006
61x76cm/24inx30in

fig. 81

David Reed,

#575,

oil and alkyd on polyester,

2007,

101.6 x 406.4 cm / 40 in x 160 in
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fig. 82

Wesley Kimler,

Papillon,

oil on canvas,

2009,

274 x 274 cm /108 in x 108x in
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fig. 83

Mark Francis,

Ventril,

oil on canvas,

2003
86.4x101.6cm/34inx40in

Ludic. This is a text or other aesthetic object which is a g&worys into the ludic in
the arts have been made using stochastic procedures. Thid seahas unfortunately
tended to appear only as superficial entertainment or simpldeutly ironic art. The ludic
text variety has had a few successes in multimediand@anedia work. It crops up in
surprising ways when successful, usually, for exampleamttivities of production itself,
which are not always immediately visible as such withirfitiehed piece. This occurs in
Boetschi's choices of colors, which he does randomly and sponthnedtisout regard to
the others already in place. Resolved ludic works are indébtbe antithetical misprision of
Dada performed by John Cage. He was the contemporary Emerganismitter, and more
importantly mis-reader, of Duchamp to the American amnts thereby the literary, musical
and art world at large.

In the future the ludic text variety will certainly be iamportant aspect of virtual,
hypertextual art objects, whether predominantly literary or lisi@v can this element be
used, become an integral aspect of a metaphor(m), sometbiegiman a charming trick?
Even the important ludic musical compositions such as thosemitlXenakis based on
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games didn't fully succeed aesthetically, in some opirfib@age'’s visual, literary and
musical works succeed, but usually as documentation of lutipasitional activities, not as
ludic activities by the perceiver in the interaction wvitie work itself. This is also true of
Hans Arp and various contemporary artists applying his useamice. One fantasy which
comes to mind, as a potential ludic creative act, would imipgs which change
sequentially, while retaining their metaphorically importaonicity of presence. Another
possibility would be novels through which one can playfully cryisewhich are so
thoroughly composed that the experience yielded is an importdoudément of the text's
Weltanschauung

Intentional. These are persuasive texts. This variety has a jitiffaesence in design,
television production and various forms of advertising, but hasteeisted literature or fine
art very much. This is not to claim that there can bpaiitics in fine arts. As has been
pointed out by many, including most recently the DeconstrutdjJigerature and art are
inherently political. There are good art works and novels whielinéentional because of
their social criticism. Examples include Thomas Hardy osbdlelAlgren’s novels, good
sermons by black preachers such those favored by Cornel&idstyuch feminist art,
including Barbara Kruger. Often such works are not strimtlgolely intentional.

Intentionality is only one of many layers. A strength of feisticulturally-critical art lies in
the very laying bare of its own and other's intentionalitystintegrating its persuasiveness
into its metaphor(m). Likewise the preachers of the blacks@mi community clearly use the
social-progressiveness they find in their reading oBibée as a foil for the larger
conservative context in which religion in the world, and moicihite Christianity, now
places itself. This they do with a self-assured aesttiegatricality, blended with proselytism.
Nevertheless, athough Doelkeresque intentionality exists alarge number of purely
intentional artworks are clichéd, hence boring, hence powerles

All these text varieties described by Doelker can be atedénto one another in
certain conditions. For instance, by "zapping", the constaikirgj through channels on
television using a remote control, many viewers turn othewnsaigties into a ludic one. They
play their TV. If this were done live, one might be abledampose works analogous to the
current music created by DJs with scratching and samplihgitues. It would then no
longer be only ludic, but also fully artistic — fictional to extent, yet more appropriately
music-like, an integral text. Integral, mixed, and hypeualversions of these varieties could
conjoin to metamorphose each of them into authentic areoatitre. A composite of several
might yield a visual-textual music of sequentiality, capaiflbeing developed to excitingly
Joycean dimensions in broadened versions of painting and thie nove

There could be several more entries added to this hsirgdties, continuing Doelker's
line of analysis. | suggest four further categories ofowmp creation.

Presentational This is a text or aesthetic object-form which dramdgicsiows what
exists and how it came to be, in a kingoedigmatic-documentary combination and
elaboration. | envision this as a kind of radical pointing,esqniption for an actual event.

45 According to Roar Schaad, and avant-garde composkinois in the US, he and many colleagues
who treasure Xenakis's music did not find the gatnectured pieces such Bsel andStratégie
aesthetically appealing. According to Schaad, theksvin concert felt too contrived rather than roaki
or philosophical. Personal conversations with Sdh&879-1981.
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Allusive. These are texts and objects which are a cross befiggenal, documentary
andludic text varieties. Happy, meta-textual play creathg@ercognitioror hyperimageof
cultural reference. While | see flirtation with thiea in various postmodern novels,
installations and other works, perhaps such an aesthetic wodngabecome fully realized
when the interface possibilities between computers and hasneached a much more
technically sophisticated level.

Philosophical This is a variant of thetentional variety. These are texts which are
analytical, i.e. persuasive, but not preachy. | think such wailrkady exist. Doelker would
most probably simply include them under the category of intentiomiksybut | think they
need to be separated, as persuasiveness is seconduyyitg in some artworks. Arthur
Danto perceives Andy WarhoBgillo Boxesin this light*°

Composite | am certain that texts in the extended sense exist, déirmbme to be,
combining all or many of the above listed varieties— the madyvarious specific works
with which creators surprise us.

In this chapter painting and the novel, my theory of metapha(u)Doelker's
innovative idea of expanded media literacy, in the pdatiswof his extended text concept,
have prodded and goaded one another in a protracted dialogueetzals intriguing
characteristics of itself in attempting to interacthwilte others. Their conversation as a whole
is a reminder that rather than worshiping each new tayagpears, or bemoaning each one's
potential wickedness, we must concentrate on analysis tautived use of our new
discoveries. We should also play with our toys, remembehigigtdys may not be "real,”
however they are tools for thought, learning, fun and art.

Extended text notions derived from electronic, popular, mass a& nielia grant
opportunities to consider new forms of interaction. The conceptshe hardware, are what
are important. This was displayed in our discussion by howthedke concepts functioned
when manifested in a dialectic with painting and the novélaMdo we do with these
thoughts? How can we integrate them in indispensable waythmtmetaphor(m)s of
literature and art — and thereby in the antithetical aadtre understanding of life? The
answers each of us finds to these questions will bring the steiinological dimensions of
our inventions to profound and essential ones.

Likewise, we can reconceive any and all of our concepts &lyzng and judging the
tropes upon which they are built. We may even wish to dgtimeent a new metaphor(m)al
model for our core ideas at various levels of culture. hdoih the following chapter by
studying various models of the art history timeline and dwrstructing a new one.

6 Andy Warhol,Brillo Boxes original 1964, refabricated in 1970. An imagehaf work is in fig.100
below. For more discussion of Danto's view, seedhgpters One and Nine in this dissertation, as agll
Arthur C. Danto;The Transfiguration of the Commonplg&ambridge, Massachusetts: Harvard
University Press, 1981).
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fig. 84

Cover Chapter Nine: Timelines
oil, acrylic and ink on wood,
2008,
40x27.5cm/16inx11in
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CHAPTER NINE

Timelines, Comics and a Plurogenic View of Art Hisy

To a fellow compulsive diagrammer.
— James Elkin's

Models of Art History

As | began applying the theory of central trope to varioustsgisd artworks, | asked
myself how it could also be employed to consider broader quesbosoutcome of this
speculation was the preceding chapter, where | used metaphoridress painting as a
whole, the novel and Christian Doelker's notion of the exebtadd. Similarly, in this chapter
| asked myself what a model of art history itself could Ik if | treated the standard
timeline as an artwork of sorts, and attempted to ceeatav one which would embody a
central trope incorporating a contemporary conception of historgwétihining heuristic use
as a learning device. The mere hubris of challenging traditaord current models of art
history and endeavoring to construct a new one is highly agor@siae again, | feel this is
Bloomian, yet not Oedipal. | am not aiming to utterly disrtigstimeline, as some have
done, as | discuss below. In a dialogical fashion | am amsgvback to the calls of the
models of art history now in use, trying to improve upon thershaping a new and better
trope for understanding the discipline.

! James Elkins, personal communication: autogratoak, Stories of Art2008.
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fig. 85
Cartoon concerning Arthur Danto's discovery of Andgrhol'sBrillo Boxessculpture, David Carrier's
interpretation of that and my response.

Post-His-Terakal

ink on paper,

2001,
20x20cm/8inx 8ih

| believe | have discovered a useful metaphor(m) in the imnhgéraided rope: a
simple, yet evocative image which allows one to teathistory as a developmental
succession, yet avoid teleological inferences; to retaor@focus, yet eclipse the illusion of
exclusivity; to clearly indicate that there is a wieat art not being immediately presented in
the standard survey, yet maintain a pragmatically sexbleepicture. | began my
considerations originally by searching for an adequate modeliwieline with which to
teach the history of comics and sequential art. Thugsent and scrutinize the handful of
models of both art history and comic history | found to be mastspread. | compare and
contrast them, evaluating each for strengths and weakn8sses.of these models are
openly proclaimed, some are unacknowledged, even unrecognized lyrdipeinents. Yet |
am certain they ring true; | assessed a wide vaoiepyiblications, panel discussions, and
interviews with scholars, teachers and creators ingaycé to locate these models. Finally, |
present my own trope for the timeline and explain why | kelieis an improvement.

2 This cartoon was made for use as an illustratiith &an article | wrote on David Carrier's botlke
Philosophy of Comicavherein | first criticized Danto's theory of &istory. Danto, upon discovering my
article and cartoon, expressed his enjoyment bive it to him and it now hangs over his deskno
the form artists like to write, it is "Collectionrthur C. Danto." Mark Staff Brandl, "Art, Philosopand
Comics: Beyond The End of Art History, A DiscussiafiiThe Aesthetics of Comiby David Carrier,"
The Art Book8, no. 2 (March 2001): 26-28.
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The conceit or extended metaphor shaping this chapter is aftygernal debate. This
chapter is a model of thinking through and arriving at a new thangtel! by agonistically
arguing with existing ones under the light of cognitive metafitewry. | tested the waters of
this debate in two seas while writing the chapter. Himsa, preliminary presentation of the
idea at the annual conference of the CAA (the Collegé\ssbciation, the US national art
historians organization) in Chicago in a session titled "Csnm Art History" organized by
art historian, professor of f&nd 18' century European art, Patricia Mainardi and art
historian, professor of Rococo and comics art, and antidtei Molotiu. Their input as well
as that of the audience was extensive and informative. [Tiieoussed the idea while writing
the final draft with my fellow guests at the Casa Ziaa .foundation on Elba, a New York
playwright, Viennese Jazz pianist, and two German vistiatarwho | introduced in Chapter
Five. They were helpful, especially Martina AltSchaBeRusselsheim artist who deals with
metaphoric compositional structure in her large-scale figurdtaeings. Thus, this chapter
is metaphorically an intertwining of presentation and dialoguelwisia record of how it
actually came into being. This in many ways also resesrdoh expansion of the form of a
diagram with explanation.

Art history, like anything else, has its own history, as well as thetyigif teaching it.
Art history has most productively been practiced and taugheascholarly study of works of
art through their historical development and in their stgliatid geographic contexts. This
was accomplished primarily in three sub-disciplines untiéndly. As the famed art historian
Ernst Gombrich declared, "the field of art history [is]ahlike Caesar's Gaul, divided in
three parts inhabited by three different, though not neceshastile tribes: (i) the
connoisseurs, (ii) the critics, and (iii) the academitstorians.®

This has dramatically changed: connoisseurs are regrettaig\gbne; critics are
sliding steadily farther and farther down the slope into inBggmice. Historians remain, yet
are under the pressure of several new cohorts or competitaige@rists, curators, and
increasingly creative philosophers of art. (It is notablertbatne seems to mention collectors
or artists in discussions of artworld power, two glaring sioiss, but that is another story.)
The relationships among this crew can be strained and haateafthe conceptions and thus
the teaching of art history. Instructors of art history haeeeasingly found arguments for
why the presentation of the small standard canon is inadegugtete rightly, when one
contemplates the sexism, classism, geographical chauvinismageesm in it. Much of art
history has unfortunately become limited to discussion ofr#fthtional narrow canon, or,
worse, abstract and feckless conceptualizing about so-calhglitions for judgment,
timorous avoidance anytimeline due to postmodern guilt, treating artworks as reiened-
ins for particular ideologies. The problems with the firstaptre obvious and have been
widely criticized; | described them above: it is constdcteationalistic, continentally
chauvinistic (favoring Europe and North America), racist, amdn. The second, however, is
no better; it is a pathographic, symptomatic vision of dré dvoidance of any model is
pernicious; it is fearful and an active impediment for beginsingents to learning about and
appreciate art.

But how are we to teach art history, avoiding both the SeyithCharybdis | have
mentioned? As both a docent of art history and a practasimg, | began struggling with this,
while simultaneously contemplating the additional opportunity | eesed to teach the

% Ernst GombrichThe Essential GombriclfLondon: Phaidon Press, 1996), p. 7.
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history of comics, all while writing my dissertation on ag@tor(m). Comics, with their
creatively "impurist" blending of diverse traits and very slyet multifarious history, lead
me to a new visualization of art history: one with convolutexpansiveness and
development.

On the following three pages are the handouts | use wheririgahe Introduction to
Art History survey class.

fig. 86, 87 and 88
Quicky Crash Course Timelines
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ART HISTORY TIMELINE,
QUICKY CRASH COURSE (SHORT FORM)

Prehistoric 30-20000 BCE-------------- - -

Egypt (Ancient) c.2500 BCE

Other Early Civilizations

Mesopotamia ¢.2000 BCE =-==================m=mmmmmmmmm el oo oo
/Babylon/Sumeria
Africa c¢.1000 BCE
(-Benin, Zimbabwe, Mali, Ife)
China ¢.1000 BCE ========mmmmmmmmmmmmmmmmmmmmmm e e e e e e
Pre-Columbian South America  ¢.500 BCE =======mmm—fmmmmmmmmemmcemmceemc e
(-Toltec, Olmec, Aztec, Mayan, Navaho)
INdia ¢.1500 BCE =-====== == o s

Greece (Ancient) c¢.400 BCE-------=====-=------

Rome (Ancient)--------=-======-=mmmmmmmmmeomeeen 0(1

BYzZantine ¢.500 CE--======mmmmm e oo

Middle Ages/Medieval c.1000 CE
incl. Romanesque, Gothic, Islamic)

JapPaN €.1100 CE ========m=m=mmmm oo e oo

Renaissance 1400s CE ---=========mmmmmmmmmmmmmmmmmm oo mmmmmm b oo e

Mannerism late 15005 CE ========mmmmmmmmmm o e e e e

Barogque 1650 CE----------====-======mmnmmnmmmen

ROCOCO 1750 CE ==========mmmmmmmmmmmmmmmmmmmmmmmmmm e -

Classicism/ 1800 CE --

Romanticism/--------====-—-——-cce——- -

(Historicism - both)

Academicists late 1800 CE ===========mmmmmmmmmmmmmmmmmmmmmmm ol emm e mmemmmm e -

Modernism 1850 CE

Postmodernism 1980 CE NOW
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MODERNISM (CIose—Up) (all dates rough approx. for comparison)

Realism 1850-

Impressionism 1860

1880

Post-Impressionism

Fauvism 1900

Cubism / Picasso 1910

Analytic 1910

Synthetic 1915

Futurism 1915

Expressionism 1915

Dada 1916

Surrealism 1920

Constructivism 1925

Abstraction (De Styl, usw.)

Social Protest Art / Murals

1940

1930

Abstract-Expressionism
(Action Painting)

Color Field / Post-Painterly

1950

late 1950s

Pop Art 1960

Op Art 1965

Hard Edge /Formalism 1965

Kinetic 1965

Minimalism 1965

Fluxus / Neo-Dada 1965

Conceptual Art 1970

Performance / Body Art

Photo-Realism 1975

1975

Installation 1975

Earth Art / arte povera 1975

(spec. example: Joseph Beuys

1975)
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Postmodernism (ClOSG Up) (all dates rough approx. for comparison)

Feminism 1975

New Image 1978-----

Pattern 1979

Neo-Expressionism 1980
(many Neos, Graffitti, usw)

Neo-Geo / Appropriation 1985

Neo-Conceptual / Video Installation 1990
(Neo-Conceptual Academy)

Conceptual Abstract Painting 2000 =

Feeble Painting 2004

Neo-Conceptual "Activities" 2004-

Social Practice Art 2008

Extended Painting 2010

?

Post- Postmoderism?
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While | still find these "crash course" timelines usefntl students enjoy having them, |
wanted an over-all timeline image. | drew a large one ahéuneters or 12 feet long and
hung it permanently on the wall behind where the imagegrajected during class, for
casual reference whenever anyone desired. A rather sflamlg, it ran left to right, along a
straight line, travelling through all the major epochs,qaiand movements. It was much
like those seen in well-known art history textbooks. | addedigadliéind other cultural events
above the time line to give a certain amount of context. Hewevhenever | looked at it, the
basic image of a straight line disturbed me. It was noaicafly evocative in any way of how
| saw history. It did not display a creative metaphor(m).

| began sketching various images as potential timelibstgutes, including doing so
with students, inspired by James Elkins's first chaptersibdokStories of Arf.

Here is an Example from his book.

fig. 89
A plate drawn by James Elkins showing one of hiagimary conceptions of art histoty.

4 James ElkinsStories of Ar{ New York and London: Routledge, 2002), pp. 1-38.
® Ibid., plate 1, pg.3.
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And here is the famous diagram by Alfred H. Barr, Jrrobatween 1890 and 1945.

fig. 90
by Alfred H. Barr, Jr.

Concocting our own similar page-filling images was an enlightgexperience and |
can recommend it. Nonetheless, it offered no new form uB®fgkeneral instruction. In
particular, | wanted to address an existing instructionalitonavhich | find notably
harmful. In various schools of which | am aware, ther@imereasing tendency to teach no
timeline whatsoever due to the postmodern fear of the tiontsof the canon. There are
instructors who follow the Octoberists and perform only meteiyisdiscussing the
inadequacies of the standard timeline, but not in fact teathaétgtandard aforehand, nor
offering any replacement for it. One art historian | know teadmy two artists in a year-
long Introduction to Art History class; she delves into thembeipth, which purportedly gives
students tools for dealing with all of art history. | fitnét preposterous. Others teach
thematically — e.g. a survey of how differing artists tleath fire over the run of history.
This is too much like superficial art appreciation classed far too restricted; it verges on
vapid.

Weighing heavily on my mind was the fact that practicing@rivith completed
degrees, in addition to beginning students, had been repeapgdoaching me requesting
that | conduct some sort of remedial continuing education clagieral art history. The

® Alfred H. Barr, Jr. (Barr designed the diagraml @85 for the exhibition "Cubism and Abstract Art.")
Reprinted in James ElkinStories of Ar{New York and London: Routledge, 2002), pg. 12.
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word had spread after | had jokingly summarized the survegveral panel discussions.
They were hungry for some sort of skeleton on which to bageothie personal study of art
history, a traditional desire perhaps, yet also paedagjbgec proven one. Most importantly,
the artists and students with whom | spoke were also opeititalaquestioning of the
timeline. The two desires are not mutually exclusivéaat, | would assert that one requires
the former to conduct the latter. | created a purposefulriaiming, yet completely straight-
forward, hour-and-a-half-long lecture wherein | explain the etiistory of art from
Prehistoric through PostmoderRy its mere speed alone, it becomes amusing, yet viewers
have told me that it is also edifying. Titled "A Quickya8h Course in Art History," it is
somewhere between lecture and performance art. | havetdor®th English and German. |
have further developed it as well into the year-long coutsach at the Art Academy
(Kunstschulgin Liechtenstein.

Yet, | had still not solved my self-posed problem of how &sent a concise,
understandable image of the entire history of art whichcdsoly exhibited the accurate, to
my mind, criticisms of the standard timeline introducededwyinists and then expanded by
other socially progressive thinkers. At the same timewaass|struggling with this problem, |
was offered the opportunity to teach a class in comicsaqdential art. | wished to begin the
week-long module with a short overview of the history of thastaotform. My musings on
how to present the history of comics finally showed me thetwaynew image of the entire
art history timeline.

Before | review various conceptions of the timeline and revgabwn, let me be a bit
coquettish with the attention of the readers. What aregparant differences between the
history of fine art and the history of comic (or sequentidf) &irst, almost the entire history
of comics occurs in what is known in the culture at largel@dernism, the most recent part
in Postmodernism. Modernism began approximately in the late 1840&;scas we know
them, began in the 1830s. In the world of fans of comics thene unfortunate abridgment of
this history into the Golden Age, Silver Age, Bronze Agyed the fully misnamed "Modern
Age," meaning comics from the mid-1980s until the present day&3 (Certified Guaranty
Company), the commercial comic grading company, an@tleestreet Comic Book Price
Guidemaintain® This last designation is nonsensical and separates coanngiology
naively from the rest of culture. Even in stylistic temfmne, The Watchmenomic’, Maus™
and Andrei Molotiu'sAbstract Comics: The Antholodyare clearly "after Modernism," thus
Postmodern. Second, comics has a comparatively clear begwitingodolphe Toepffer
and his stories such as tHestoire de M. Jabotreated and published between 1831 and
1846 The history of fine art, in comparison, begins somewtretked mists of prehistory as

" A 37 second version of my PowerPoint images whictompany this performance/speech is on-line on
youtube: http://www.youtube.com/watch?v=hIPOa6HBAUs

® Overstreet Comic Book Price Guidéork, Pennsylvania: Gemstone Publishing.

° Alan Moore (author), Dave Gibbons (artidfyatchmen: Absolute EditiqiNew York: DC Comics,
2005).

10 Art SpiegelmanMaus I: A Survivor's Tale: My Father Bleeds Hist¢New York: Pantheon Books,
1986).

1 Andre Molotiu, ed.Abstract Comics: The Anthology: 1967-2q@attle, WA: Fantagraphics Books,
20009).

2 Rodolphe Toepffetistoire de M. Jabot(Whitefish, Montana: Kessinger Publishing, 2010).
Wikipedia contributors,” Rodolphe ToepffekVikipedia, The Free Encyclopediaebsite:
<http://en.wikipedia.org/wiki/Rodolphe_Toepffer 3eRse also note that in this sentence and many
others,comicsis treated as a singular collective noun. Thitiésstandard practice in the field of the
study of comics.
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art, religion and magic, perhaps as long ago as 100,008’ Bi@xd, the history of comics is
exceedingly "compressed." It passes through phases faitlygana to the epochs of fine art,
yet within only about 110 years: from simple, "primitive" begngs; through foundational,
illustrational handicraft; traditionalist sophistication; ieais experimental stages; unique
Renaissances; avant-garde expansion; through to Postmodernisth, &odntnost edifying,
comics has always contained a considerable breadth. A wigéairintertwined genres and
approaches exist simultaneously, contrasting with, complemeatidgnfluencing one
another. One example would be the 1960s, with its mainstreamhsupes, humorous
cartoon animals, mystery comics, war stories, scientierfichorror comics, parodies, film
adaptations, underground comix, pornography, religious tracts and muehAtl@f these
characteristics have much to teach us about the true natarehidtory, but chiefly the last
named trait.

Timelines

Let us now take a short look at the eight prominent visions ofrtiedinie, that is, art
history and the instruction of art history. | have drawn thaeih clarify them, each in turn.
This is followed by a parallel, corresponding series of cohigtery timelines. | also critique
them, highlighting the problems with each. Finally | presenbmg heuristic diagram of the
history of fine art (and comics).

Here is an image of all the timeline models | disdaesfore coming to my own.

13 For example: The Metropolitan Museum of Art, "Hieilnn Timeline of Art History,"
<http://www.metmuseum.org/toah/hd/preh/hd_preh.htm
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fig. 91
Models of Art History Timelines

Let us progress through this figure, one timeline at a tinmst, lBlach image is presented
and then the philosophy of history it illustrates is discussed.



Timelines 224

fig. 92

According to thecustomary presentation of art history, art fades into hisisrgrigin
uncertain, marches on, and does not end: the well-establistied ofba general march of
history. This is tolerable, simply not enough. It does not reftecteal complexity and
multifariousness of actual history, in fact, it suggestsctly the opposite: a tidy,
hierarchically clear, perhaps even evolutionary chairvehts. | call this the standard time
line.

fig. 93

Giorgio Vasari was the Mannerist painter whose bblo& Lives of the Most Excellent
ltalian Painters, Sculptors, and Architects, from Cimabue to Dunes started art history’
The Vite, as it is nicknamed among art historians, is spotty, andctidtaf rumors,
conjecture, folk etymology of names, incorrect "facts," rd & downright entertaining.
Vasari believes, as many people of his time did, thaattsebegan in the mists of history,
steadily improved, reaching a pinnacle in ancient Greece dibeined, only to reach a new
and higher peak in the Renaissance. What happens aftey tivd entirely clear in Vasari's
theory. It appears that he believed art could, at bastas this level of achievement. This
was to be accomplished by emulating the great geniushe &fanaissance, especially
Michelangelo. His writing concentrates on the individuatdi of those artists he chooses to
discuss; at points, it reads like a scattershot soap-opéres see his timeline as a simple line,
with two crests, the first Ancient Greece and Rome, tbersk the Renaissance, the one he
minutely describes.

4 Giorgio VasariThe Lives of the Most Excellent Italian PaintemsyiBtors, and Architectgoriginally
published 1550), tran&aston du C. de Vere. (New York: Random House, 2006
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fig. 94

The Discobolus

marble Roman copy of original Greek bronze by Myron
c. 450 BCE

height 155 cm /61 in

fig. 95

Georg Wilhelm Friedrich Hegel's conception of history isghmtessence of the
teleological philosophy of history and began the tendency towahatedogy (discourse
about last things) that has become so common. This philosoplbedatat history is a
constant process of dialectic clash and that it progrelsagsee with the first, and guardedly
grant the idea of development, albeit not one that | woulcpcadjress. Hegel's teleology is
passively, perhaps even innocently, accepted by many nowé#tdags. recently actively
taken up anew by Francis Fukuyama inTig End of History and the Last M&h.

According to Hegel, "Art is and remains for us, on the sidés highest possibilities, a
thing of the past,Philosophy of Fine Art° He may be over-interpreted, and was himself
rather vague about what exactly he felt about art from his ione) especially if you read his
original texts in German, but he has long been seen as hglignt true beauty and
perfection in art ended in ancient Greece. Since thedeigralues in art, it is fair to say that

15 Francis Fukuyama;he End of History and the Last Méxew York: Avon, 1992).
®Georg W. F. HegelThe Philosophy of Fine Art (Hegel's Lectures onoMlte Spirit) 1820-1829
(London: Continuum; Facsimile of 1920 edition, Asg, 1999).
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for Hegel art ended in the Antique. Thus several of my stademhe up with the image of a
famous Greek sculpture holding back any further advance in grdttameline. Hegel's idea

is primarily based in two teleological fallacies; firfse is attributing agency and a goal to the
flow of time and, second, even if there were a goal, it ook necessarily be perfection or
perfection according to a Greek understanding of it.

fig. 96

Heinrich Wolfflin in 1915 inKunstgeschichtliche GrundbegriffdPrinciples of Art
History") formulated five pairs of opposed or contrary preciptise form and style of art of
the sixteenth and seventeenth centuries which demonstratétlia the nature of artistic
vision between the two period5This has been expanded on occasion by other historians into
a permanent state of shifting swings of the pendulum, or wid\edsb and flow — something
like a dialectical version of the idea of cyclical histsoyvery popular in Eastern religiotfs.
The most famous of these, and for many years the dominant philosoptiyhistory's
timeline, was Clement Greenberg's teleological vision®fptiogress of art through back-
and-forth discoveries of "significant form." Greenberg's thé®Hegelian in that he believes
in evolution and improvement in art, yet it is also a veegipal version of Wolfflin's
pendulum: linear one period, painterly the next,'&fhis model is clearly too limited. Such
agonistic, dialectical struggle does occur, as | have disdusghis dissertation, but it is
neither the only option nor the only struggle. Art sometintksiaces through homage or
through wholly new pressures and skirmishes, as | explored in Clssgsen. Moreover,
history appears to have stronger and weaker periods, "pedkskeys," and has far more
than one set of alternating waves, at the very least.

fig. 97

Ernst Gombrictoffers a timeline highly similar to Hegel's, but endinghaRealism.
For him, a motivation toward illusionism is the explanatiomlbbf art history. Following
Danto's criticism, we can see that Gombrich fails to acdourhe evolution of Modernist

" Heinrich Wolfflin Kunstgeschichtliche Grundbegriffdas Problem der Stilentwicklung in der neueren
Kunst (Basel: Schwabe, 2004).

18 Wolfflin's idea has been highly influential on fatmal and formalist analyses of art and has hesbi
other historians who believe in cyclical changearbfstyles, including Clement Greenberg. Thereshav
been other such cyclical or pendular theories oiigtory as well including that of Johann Joachim
Winckelmann.

19 Clement Greenberg, "Cézanne and the Unity of Modet," The Partisan Reviewol. 18, no. 3

(1951); reprinted iMffirmations and Refusals, 1950-19%6I1. 3 ofClement Greenberg: The Collected
Essays and Criticisped. John O'Brian (Chicago: University of Chicdgess, 1993), pp. 82-91.
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and contemporary art away from standard representational lisufaAccordingly,
Gombrich's theory is unable to encompass Pablo Picasso,|Ndateamp, in fact almost all
artists after about 1845. In his wonderfully written, but thus igaate bookhe Story of Art
Gombrich does seem to founder after Coutbet.

fig. 98

Gustave Courbet,

Bonjour Monsieur Courbet

oil on canvas,

1854,

129 x 149 cm /50 % in x 58 5/8 in

Therefore | have drawn Gombrich's timeline quite like thesithtion of Hegel's, but
being called to a stop by Courbet from his painting shown abagiteisIns can be made of
Gombrich's eschatological and teleological timeline compatatitese | discussed
concerning Hegel's, thus | will not reiterate them.

20 5eeg, a.0., Arthur C. DantBmbodied Meanings; Critical Essay and Aesthetic ikd¢idns (New York:
Farrar, Straus and Giroux; The Noonday Press, 199205.
L Ernst H. GombrichThe Story of ArOxford: Phaidon Press, 1989), pp. 405-509.
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fig. 99

Arthur C. Danto's theory of art histoiy probably the most widely accepted at this
moment, although | believe Danto has been misinterpretedraptissically mouthed by
much of the artworld. In the chapter titled "The End of' Arthis bookThe Philosophical
Disenfranchisement of ArDanto clearly describes the end of history, rather dtiamt itself:
"When one direction is as good as anothe? Atcording to this model, linear progress
existed in art history up until the found object, or found-obji&etdrt.

fig. 100

Andy Warhol,

Brillo Boxes

acrylic and silkscreen ink on wood,

1969,

dimensions variable, stack of units, each
50.8x50.8x43.2cm/20inx20inx 17 in

22 Arthur C. DantoThe Philosophical Disenfranchisement of Mtew York: Columbia University Press,
1986), p.115.



Timelines 229

Danto thanks Andy WarholBrillo Boxesfor his insight: an art object that is
indiscernible from a real non-art object. After the end o linear progress, anything goes.
Art has become its own philosophy and progress has disappelaratisf reigns. There is
much to discuss here, but | will limit myself to my ownhistorization of pluralism and
indeed progress itself as concepts, which again, | deove tine brief yet multifaceted
history of comics.

There might be a dynamic version of pluralism, were weltoW Diana L. Eck ofThe
Pluralism Project at Harvard Universityvho suggests that pluralism is or could be "not
diversity alone, buthe energetic engagement with diversitylnfortunately, | do not find
this to be true of the current use of the idea in the artiwbtbreover, pluralism is not unique.
It has been used to describe many art periods in theljgashe quickly historicize it. Here is
a modification of one of my charts above. Each arrow poirasitoe which has been
claimed to be pluralistic.

2 Diana L. Eck, "What is PluralismThe Pluralism Project at Harvard Universjtwebsite direct page
link: <http://pluralism.org/pluralism/what_is_pldiem.php-. Eck's italics.
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Art History Timeline, Quicky Crash Course (Short Fo
Times of Pluralism Marked

Prehistoric 30-20000 BCE

Egypt (Ancient) c¢.2500 BCE

Other Early Civilizations

rm)

Mesopotamia c.2000 BCE
/Babylon/Sumeria

Africa ¢.1000 BCE -
(-Benin, Zimbabwe, Mali, Ife)

China c.1000 BCE

Pre-Columbian South America
(-Toltec, Olmec, Aztec, Mayan, Navaho) c.500 B CE

India c.1500 BCE

Greece (Ancient) c.400 BCE -

Rome (Ancient)--- O @)

Byzantine c.500 CE

Middle Ages/Medieval c.1000 CE
incl. Romanesque, Gothic, Islamic)

Japan c.1100 CE

Renaissance 1400s CE

Mannerism late 1500s CE--=========n===nnm-

Baroque 1650 CE

Rococo 1750 cE

Neo-Classicism/ 1800 CE
Romanticism/

(Historicism - both)

Academicists late 1800s CE

Modernism 1850 CE

Postmodernism 1980 CE NOW

Ll

fig. 101
Pluralisms
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Here are a few citations of scholars who have descrilgepltinalism of these periods
of art history. Franklin Einspruch explained late Antique Gregk+ellenism, in terms of
pluralism: "The artistic achievements of Greece simultang@esk and founder in
Hellenism."?* This is so pervasive a description of this period thaastbeen used the other
way round. Tim Muldoon claims that "we are living amidstradkof postmodern Hellenism"
now. %° Francesca Tronchin, discussing Late Roman culture writegh&sluralism of
Roman art itself rises in stock among scholars, howsueh additive or syncretistic systems
are now being paid fresh attentidi.Susanon Daum Tholl in her entry on Carolingian art
in theEncyclopedia of Medieval Germastates"Historians of the period have repeatedly
uncovered a pIuraIisn??'Judith Steinhoff demonstrates that Siena's Trecento, Mannerist,
artistic culture of the mid- and late fourteenth centurg iméentionally pluralistic in her book
Sienese Painting After the Black Death: Artistic Plurali®wljtics, and the New Art
Market?® Franklin Toker claims that the period to most strongly exdde'different and even
opposing art movements was the eighteenth century... in Franceesamdu@y with the
Rococo movement? Austrian art historian Hans Sedlmayr, in his bdokin Crisis: The
Lost Centerclaims pluralism for all the architecture of Histisio, the period(s) which
painters know better as Romanticism and Neo-Classit¥i€orinne Robins's bodkhe
Pluralist Era; American Art, 1968-198dlaimed the exclusive application of the term
Pluralist to the art of the 1970s and early 1980s, before the explosioreneERpressionism
and Neo-Conceptualism occurred. This was a common claimatairne, though Pluralism
was actually often denigrated in order to promote eithére two named Neos. This was true
until very recently, when the term Pluralism appearstmhihe process of being co-opted by
the Neo-Conceptualists themsel¥éénd then there is now. One example is Jim Auer's 1995
review "Seductive and Sensational: Art Museum Exhibit EmbrRteslism," in the
Milwaukee Journal Sentinét

To summarize, pluralism is nothing new. It has historicallyesrwithin and/or been
used to describe the cultural experimentation and fumbliogit after any given "strong"
period of art history and before the next one arose. At thigsadrical moment, the shadow
of High Modernism hangs over us, much as that of the Renagsdahover the Mannerists.
In place of DonatelloLeonardo, Raphael, etc., — and most of all Michelangelo,ave the
School of Paris, the Action Painters, Pop Art, the ConceptsiaiiBnimalists, etc., — and
most of allDuchamp; or, in comics, the shadow of Jack Kirby, WilhEis Harvey
Kurtzman, and Osamu Tezuka. Pluralism is a standard conditicansitional periods and is

4Franklin Einspruch, "Sliding Gracefully Down the@lery Slope of Hope Artblog.net: Franklin
Einspruch on making art, looking at art, and othequisites of lifeblog website, direct page link:< http:
/lartblog.net/?name=2004-06-16-09-02-hope> (2004) decessed 1 September, 2010.

25 Tim Muldoon, "Shepherding the Postmodern Flo€ikyicago Studied2/1, (spring, 2003), pp. 81-92.
%6 Sinclair Bell and Francesca Tronchin, "Betweend@aand Kitsch: Eclecticism in Roman Homes,"
Session Description for the 8th Roman Archaeologgf€rence, University of Michigan at Ann Arbor,
Getty Research Institute, (April, 2009).

27 Susan von Daum Tholl, s.v. "Carolingian Art anatitecture, Painting,Medieval Germany: An
Encyclopediagd. John M Jeep (New York, Garland, 2001).

28 judith SteinhoffSienese Painting After the Black Death: Artistia@lism, Politics, and the New Art
Market (Cambridge: Cambridge University Press, 2007).

2% Franklin Toker, Course Description, "Departmenthaf History of Art and Architecture, Fall Term
2001;" University of Pittsburgh, website direct pdipk:
<http://vrcoll.fa.pitt.edu/ftoker/tokerfile/0010sba0.html>, last accessed 14 August 2010.

%0 Hans Sedimayrrt in Crisis: The Lost CentdiNew Brunswick, NJ: Transaction Publishers, 2006).
31 Corinne RobinsThe Pluralist Era; American Art, 1968-198Mew York: Harper and Row, 1984).

32 Jim Auer, exhibition review "Seductive and Serwmadi; Art Museum Exhibit Embraces Pluralism," in
the Milwaukee Journal SentingSeptember 10, 1995), pp. 1 and 15.
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most often taken to be an end point, yet it never was oneAsYork painter David Reed
said to me, "We must get over trying to be the firgharking we are the last. We are in the
midst of a long line or artists. There are those before ushene will be many after ug*

| have heard it contended thhis time there has been a "sea change," as the saying
goes. This new period of Pluralism, or whatever else yt Ioea has changed everything. This
is both true and false. Every change in art history has th&lelaim, and in fadhiaschanged
everything afterwards, that itself is, thus, not uniquelg.tThis claim of a "sea change" has
been made, and | believe is indeed true, just not uniquebf e Renaissance, Modernism,
Cubism, Dada, Surrealism, Abstract Expressionism, Pop Aric€ptualism,
Neo-Expressionism, and others. Most importantly, there will ber stich "sea changes" in
the future.

fig. 102

Post-Modernist was originally a hyphenated term when it app@areide use in the
1980s. The trendier it became, the less frequently the hyphearagpi emulation of
French usage. The 80s conception of art history, particulenttyaced by the
Neo-Expressionists, but some Neo-Conceptualists and otherslais weé | refer to as the
"shopping mall" theory of history, or simpBostmodernThe idea that all styles of the past
were equal, equally dead, and free for reuse as one wjakegdick and choose, as at a
shopping center, or from a huge cabinet of curiosities. Spontaesmisn and/or supposed
irony were seen as enough to cover for rootless plagiarisstudient of mine helped
concretize my notion in this image of a timeline whichas a line at all, but rather a chest of
drawers with dusty old artifacts in no particular order, Whice free to be sorted through and
selected with no thought of history or content.

fig. 103

The last of the art history timelines and timeline substitutemlyze is one | call the
Non-Hegemonior when less magnanimous, gmptomati¢imeline. This might also be
called an anti- or non-model, anti-canon: "l give up." | halveady objected to this approach

% David Reed, personal communication, 2000.



Timelines 233

above. In the name of "decentering the discourse” or theslikee art historians do nothing
innovative, allowing their fear of incorrectness to lda&ht into a far worse scenario, a
descent into a consensus-correct yet unproductive morass of aeidiary teach only
potential systems of interpretation, nothing about the primargsib; art — itself. This is
often coupled with a deconstructive, quasi-Freudian perceptiah & ao more than a
symptom of some social sickness, one in need of some all-kgdheorist's interpretative
cure. Yes, thank God, the wide acceptance of the Westeon as self-evidently universal
(even in non-Western regions) is over; yet it is not beiggifitantly enlarged in such a
model, but instead becomes a shrunken paucity of visualeagtgitism. Heuristically, this
vision of art history is clearly useless.

Comics Timelines

Let us now take a short look, analogous to the discussion abowee gtrominent
timeline models for comics history. | have also sketch&glain and criticized them, each in
turn. As a start, here is a table displaying how the timaatodels for fine art and for comics
parallel one another quite closely.

Equivalences:

FINE ART HISTORY COMICS ART HISTORY
Standard Homogeneous Lump (No Standard)
Vasari Erratic
Hegel OriginlesSteady State
Wolfflin Peaks and Valleys
Gombrict Superheroe
Alternative
Danto Pluralistic Denouement
Postmodernist Sectarian (separate from other history)
Symptomatic Disputes about the Canon / Building
Braid Braid
fig. 104

Chart of comparative timelines.

Here is an image of all the comic art timeline modellowed by a short analysis of
each of them. As can be seen in the chart above, thepigeeanalogous to the major models
of art history. Dissecting them was the activity that hetipeide me to attempting to form a
new model for art history as a whole, one informed by cognitivapher theory, Bloomian
agon and my idea of metaphor(m).
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fig. 105
Timeline Models of Comics History
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fig. 106

The standard timeline of comics is — none. In the worldrge, particularly the
popular press, comics is seen not as an art form {tiaet @s the comics-friendly French have
it), but rather an undifferentiated mass, a pop fad, likbdibdbms, Tamagotchdigital pets or
baseball caps on backwards. The form is seen as having r@atilyea mute presence, little to
no development. Thus | have envisioned it as a picture of a hoeage lump (with a
suitably crowd-pleasing cartoon-starburst background).

R. Z. Sheppard's approving review of Michael Chabon's Pulitzaz-pinningThe
Amazing Adventures of Kavalier & C#ylescribes it, among other things, as a "serious but
never solemn novel about the American comic book's Golder! ggean editor nailed a
typical title above Sheppard's text: "Books: Biff! BoothDerik Badman sums up such a
view of comics in his review dReading Comics: How Graphic Novels Work and What They
Meanby Douglas Wolk¢ writing "think of all those 'Biff Bam Boom: Comics have growp
articles that still appeaf™What can we learn from this? That art history, fine oricooan
indeed appear to be one large glob when the standard tinsefiresented over-reverently
and flatly, or when not taught at all as in the casee&yfmptomatic art history approach, or
due to the lack of survey courses about history, whether camfose art.

fig. 107

Erratic is my term for the kind of spotty, limited sense of higmutodidactic artists (or
those who studied under the Symptomatic approach) often revealh@abheknowledge of
their one or two private influences and not much more. Thisrginémits them to being

% Michael ChabonThe Amazing Adventures of Kavalier & Ci&ew York: Random House, 2000).
% R. Z. Sheppard, "Books: Biffl Boom!"ifiimeMagazine (Monday, Sep. 25, 2000), on-line at
<http://www.time.com/time/magazine/article/0,9178923,00.html#ixzzObH8rEnBv>.

% Douglas WolkReading Comics: How Graphic Novels Work and WhatTlean(Cambridge, MA:
Da Capo, 2007).

%7 Derik Badman, review dReading Comics: How Graphic Novels Work and What/T¥earby
Douglas WolkMadInkBeard blog website direct page link:
<http://madinkbeard.com/blog/archives/reading-cantig-douglas-wolk/> (28 January, 2008).
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hacks in comics or followers of fashion in fine ¥rEor instance, in many interviews with
comic artists, one hears the same few names: Noel Siékiex Raymond, Hal Foster,
among the older generations, later Jack Kirby, now "marajgén(without the speaker even
having heard of Osamu TezukMghty Atom/ Astro Boybegun in 1951or Machiko
Hasegawa'Sazae-sabegun in 1946, the two bases for the manga style). Mosesé thre
great artists, but there are many more, and a familiaittythem and the contexts from
which they arose can result in far more individual art. Cimgpgour own influences is a
large part of independence. What is the lesson to be coediftera timeline model? Art
history instruction must not be too prescriptively revereriial,also should not be left to the
vagaries of what one accidentally stumbles over. A s&bteson of history, even if limited,
offers developing artists something upon which to hang their indepgy gained
knowledge, something upon which to build, something to critique &tel wpportunities for
discovering their own choice of precursors. This is espedraéywhen the timeline is
presented with supplementary criticism and attempts at exjpamsl adequate model must
somehow offer clear structure, yet also already in itgsifally suggest its own inadequacies.

fig. 108

The model | term th@riginless Steady State in fact a combination of several
erroneous beliefs: that comics history has no beginning, thasiho development and that it
is therefore some sort of simple presence, not therefore diffetrent than the media notion
of comics as a lump. Generally, people who follow this wil®mnot believe there is a
teleological end to comics history, as their counterpafisi@nart do, yet they believe there is
no real beginning to it. In an endless regression based oorttisuuim fallacy (also called
thefallacy of the beardn logic), they find comics stretching back to prehistoage
paintings or the like. The continuum fallacy is when someonevasl that two conditions, or
in our case periods or artforms, cannot be considered distitotewven exist at all, because
between them there exists a continuum of states, or betteriiséedges"” are fuzzy. This may
be true of painting to an extent, but think how ludicrous it woalthd applied to film or
photography, two modern artforms historically analogous in manyg teagomics. In short,
beware of "fishing expeditions." If one searches hard enougie thalmost always
something earlier that sdmewhasimilar but that fact may simply be a coincidence, not
truly, essentially linked to the object of study, oriikiéd, perhaps only a distant ancestor.
That is why we have the prefproto-in our languages and the idea of precursors in our
cultures. For instance, ancestors of comics include Japscredis, Trajan's Column and the
work of William Hogarth; none of these are comics in the eséris used today. Scott
McCloud, in his justifiably praised bodknderstanding Comigsncorrectly tries to push the

% Hackis the common term in the world of applied attstration and comics for a creator who is simply
work-a-day, probably with little natural talent;ewho is employed as a drudge, doing inferior,
derivative work for pay, with no aspirations to.art
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origin of comics back to ancient Egyptian hieroglyphs. Thisdeed a fishing expedition in
which he mistakenly collapses pictographs with visual sequignfial

As example of what the "Steady State" model advocatestadedw is the origin of
their beloved artform. The medium as we know it today begtak&form in the 19th
century, among European and American artists after the cortgmlidad creation of
foundationally essential characteristics by the man entitléa fauded as the creator of
comics, Rodolphe Toepffer.

39 Scott McCloudUnderstanding Comics: The Invisible AMorthampton, Massachusetts: Kitchen Sink,
1993).



Timelines 238

fig. 109

Rodolphe Toepffer,

pages 9, 10, 11 and 12 frddistoire de M. déVl. Vieux Bois,
original pen and ink on paper,

drawn 1827, published in Geneva 1837 and following
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Toepffer was born in Switzerland in 1799. His father wagimnally well-known
painter, yet Toepffer was less gifted with technicaluing abilities. He became a teacher of
French, yet had an amazing idea which manifested itski§inooks published in the 1830s
and 40s. These were the first true comics. What madedniswlifferent from previous
narrative images was his invention of panels, closure, aittrdependence of the acts of
reading and viewing. Furthermore, he knew what he had accompligtitig about it in
theoretical articles and even sending copies of his comi@eéthe, who, incidentally, loved
them, encouraging Toepffer to produce nfre 1843, Rodolphe Toepffer formalized his
thoughts on these picture stories inBisay on Physiognomi¢sThus, we have the
necessary and sufficient conditions and self-awareness iohloigation which are essential
for identifying him as the initiator of a new form. This isglkel to the information we have
for Wassily Kandinsky which separates his imaginative weaif abstract art from earlier
forms of patterning or decoration.

David Carrier, in his booKhe Aesthetics of Comjasaintains that comics have had
no genuine progress, in the way that fine art has had.igHatl of these changes in comics'
content have not been accompanied by any dramatic developmémds visual
technology.*? | disagree and would point out the ever increasing discussigmsrnals and
books on comics concerning history (Golden Age, Second HeroidAgierground Period,
etc.), and formal innovation (narrative techniques, Will Hist@amera" angles, Jack Kirby,
etc.) Carrier, though, does not wish to denigrate comicsathemrhighlight his belief that
fine art as well no longer has, perhaps nexetusivelyhad, a single historical tale solely
based on sensational stylistic evolution. These two amsgrthough, should not be
combined. The sense of historical development is of utmost impertam timeline model,
albeit one without a teleological goal — and the fact thahawing one clear goal and a
straight line to it does not mean that no clear histofioélon has occurred. Additionally,
although it is difficult to represent this in an illustaat;j it is important when teaching and
presenting a representation of art history to explain the legind definitions and
designations, including imparting a comprehension that epochs, penodsments and the
like have overlapping, blurry edges. Conceptions such as fategaries, paradigmatic
categories and so on must somehow have room within a model.

fig. 110

The model of comic history | refer to Beaks and Valleyis not held to be true, at least
openly, by many comic historians, but is important to describehave met quite a few fans

0 Goethe's enthusiastic reaction and encouragemeetorded by Johann Peter Eckermann in his
Gesprache mit Goethe in den letzten Jahren seiebsris;Tempel KlassikefLeipzig:Tempel Verlag,
1958) in an entry dated 4 January 1831. AccessiblBerman on the web at <www.wissen-im-
netz.info/literatur/goethe/biografien/eckermann83Qff/18310104.htm>.

“! Rodolphe Toepffer, "Essay on PhysiognomicsEiter: The Comics — Rodolphe Topffésis) Essay
on Physiognomy and the True Story of Monsieur @repans. Ellen Wiese (Lincoln, Nebraska:
University of Nebraska, 1965).

2 David Carrier,;The Aesthetics of Comi@dniversity Park, PA: Penn. State Univ. Press),13.1
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who believe it. These are primarily the same people wiwlalkl to one of the two following
models. This is the belief that there were better andenymesods for comics. It is much like
the pendulum of Wolfflin, but more judgmental. Of course, if you holthe belief that
superheroes or alternative autobiographical comics are tloenepdf the artform, then
periods are qualitatively rubbish in any time such as the 1950®sfew superheroes, or
before the 1970s, with virtually no autobiographies.

This is plainly a harshly restricted view of any artfobmt it has a kernel of truth in it.
There do appear to be stronger and weaker periods ofrem, ene considers quality on the
average at a given time, even if individual artists casttmnger or weaker iany timeframe.
At the highest quality level of achievement, no artistuty better than another: e.g., Picasso
is not better than Michelangelo. Nevertheless, the Reaace, Baroque, Modernism, the
High Classical period of ancient Greek art — all appeastrmore creative and self-
confident than Mannerism, Rococo, Postmodernism and Hellenisexdarple. Likewise,
popular music from 1960 to 1968 appears more resourceful and confidergakathat from
1974 to 1980. Or the Marvel Comics "age" in the 60s cannokehas been, so compared to
the comics of the 50s at DC. A useful model of an art highorgline needs to suggest this,
yet allow for open disagreement about value judgments.

fig. 111

There is also a version of the history of comics whadduges only on heroic fiction,
envisioning superheroes as the end and epitome of comWlle it is true that superheroes
may be the only genre completely original to comics and dgtoia of my personal
favorites, it is only one of many possibilities, and as & highly popular subgenre, it has
often been far too mediocre. People who support this versiamat distory often conflate
the comic book industry and the medium. Instead of Toepffer,tsgtdries usually begin
with adventure pulp magazines. A similar limitation of visi®also present in Germany
where they tend to see comics as coextensive with thek¥)' (the Disney adventures of
Donald, Scrooge McDuck and other related figures), nothing mot@ingdess. Certainly,
Carl Barks was a genius, the artist, author and creatoany of these characters. Returning
to superheroes, in my opinion Jack Kirby holds a position withincomomparable to a
combination of Michelangelo and Picasso in fine art. Howesither superheroes or Donald
Duck alone hopelessly restricts the medium, keeping isgifamade ghetto.

For an example of such a conception of comics history in peadliere is Gary Scott
Beatty on theComic Arts Directvebsite. He has "A Brief History of Illustrated Stories
(Comic Books)" which, as he claims, "concentrates, not onwmyfavorites, but on defining
movements that shaped our industry." After the revealingfuselustryas a metonymy for
artform, Beatty lists as important comic events: GilgameshBthk (no pictures!)The
ShadowMad magazineGiant Sized X-MeNo. 1, " Crisis on Infinite Earths," and,
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fortunately,ZapNo.1.** Some of the earliest books on comics promoted the superhero
timeline. These include two of my childhood favorit€se Steranko History of Comiby
James Sterankd,andThe Penguin Book of Comiby George Perry and Alan Aldridde.
The most notorious magazine catering exclusively to fans of lsenpers isVizard
Magazing®®

fig. 112

This model is favored by a comics public similar to the supertadre, yet the two are
avowed enemieglternative comicsneans non-mainstream comics from smaller publishers,
yet has in many minds come to be identified almostsalégh autobiographical works such
as the graphic nov&avid Chelsea in Lov& As Wikipedia wittily describes this
phenomenon, by the 1990s "the autobiographical genre had turned itishpgaking
alternative comics subculture's 'signature genre' in mectvadly that superhero stories
dominated the American mainstream comic books, the sterealtgiample recounting the
awkward moment which followed when, the cartoonist sittiogealin a coffee shop when his
ex-girlfriend walks in.%® This timeline is generally identical to that of the stipeo idea
above, but goes on to culminate in autobiographical graphic novelschief proponent of
this worldview isThe Comics Journahagazine, from Fantagraphics, which, however,
publishes a far wider range of creative wotks.

The truth is that in addition to superheroes, comic books haditidnally featured a
great variety of storytelling genres. There have beenasoaiout crime, cowboys, romance,
horror, war, funny animals, magic, science fiction, trdeeatures, sports, teenagers,
pornography, religious comics, biography, TV and film adaptationspemd. Varieties of
alternative comics include, besides autobiographical books, alsoyumged, hippie, punk,
social criticism, music adaptations, thrillers, dramajcain-American themed, fantasy,
abstract comics and more.

3 Gary Scott Beatty, "A Brief History of lllustrategtories (Comic Books)," th@omic Arts Direct
website, <http://www.comicartistsdirect.com/>, last@ssed 1 January, 2010.

4 James Sterank@he Steranko History of Comjq&Reading, Pa.: Supergraphics, Vol.1 1970, Vol.2
1972).

5 George Perry and Alan Aldridg&he Penguin Book of Comigisondon: Penguin Books, 1971).

48 Wizard MagazineCongers, New York.

“’ David ChelseaDavid Chelsea in LovéNew York: Reed Graphica 1992, 2003).

8 wikipedia, (author " Ria777") s.v. "AutobiographicComics," 20 September 2006,
<http://en.wikipedia.org/wiki/Autobiographical_coox, accessed 30 December 2009.

9 The Comics Journahagazine (Seattle, WA: Fantagraphics).
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fig. 113
Covers displaying some of the wide variety of gensiich have been featured in comics.
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Both of these cases, the Superhero and the Alternativéec€amadels, are significant to
consider when envisioning a potentially new timeline: wetlsaein truth there has been an
extraordinary variety of artistic approaches existing concuyremhile not falling into a
pluralistic chaos; however, this multiplicity is often sthajgcketed into one or the other of
two false teleologies.

fig. 114

This model of comics history is a duplicate of the Dantoesgeeaft timeline, also
ending in pluralism. | have discussed the difficulties hik well enough already above. Let
me add, though, that akin to the 7 examples | described afliptyveriods throughout fine art
history, there have been at least 4 times when plurajgreared to rule the history of
comics: at the end of the Golden Age, at the end oéSAge, during the so-called Black-
and-White-Explosion, and now. Obviously, since their inception, conaies been multi-
genre, multi-style, multifaceted, diversified, and yenhaolack certain strands of
development. Hence pluralist and yet not, at all times.

fig. 115

This is a solipsistic conception of history peculiar to comiber& are those who
suggest that comics should ignore larger art and cultural yistat simply concentrate on
itself, as a unique entity. | refer to this model of aweriistory a$Sectarianas it promotes a
rather stand-offish separation of comics from mainstrearareuliason Ramos offers the
most cogent argument for this position that | have read, althbdg not agree. He writes:

I would offer that those who are as intrigued bg ttlea of trying to make sense of the
overall historical / theoretical narrative of comiflike me), should try to begin to create
new language for it. Comics continually come offaas’insecure” medium, forever seeking
the validation and attention of the art-world disise. There are models for mediums that
hold their own with their own history, languagegddeagitimacy, Venn-diagramming into the
fine art world to varying degrees (photographyhaecture, film)>°

%0 Jason Ramos, "Reflections and Generalizationseo€ulture at Large," oBommit to Making a
Masterpiece Every Time: The blog of Los Angelesdbastist Jason Rampblog website:
<http://jasonramos.blogspot.com/search?q=Reflestiand+Generalizations+of+the+Culture>, last
accessed 1 August, 2009.
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Ramos is of course wrong about architecture, which has longabeategral part of
standard art history, and about photography, which has been incodpatatart history for a
few decades. He is right to an extent about film, butithgsnot always been advantageous
for the medium. | agree with him that there is "an advarttage gained, artistically, from
comics retaining something of its culturally illegitimatatus.” Also, comics scholarship does
need to develop its own vocabulary for elements peculidguetéorm; for instance, two terms
| have personally brought to the study of comics@aosequentialitandcomigraphic
Neither comics' cultural status nor having new vocabulary prexkea@sioning a more
complete timeline for comics, for art history and for tegration of the two.

fig. 116

There is no "symptomatic" conception of history in comics e scene has not been
invaded by poststructuralist doubt. The comics canon has just bepercémsolidated.
Perhaps the first important attempt was Art Spiegelman'stdvaof American Comics," of
2006-2007 with in-depth presentations of 15 influential artistsiséfiMcCay, Lyonel
Feininger, George Herriman, E. C. Segar, Frank Kingstn Gould, Milton Caniff, Charles
M. Schulz, Will Eisner, Jack Kirby, Harvey Kurtzman, &umb, Art Spiegelman, Gary
Panter and Chris Ware. This immediately elicited extendiscussion about who was
missing, including an entire exhibition "Out of Sequence: Undezsented Voices in
American Comics" in 2008-2009. Curated by John Jennings and Damifn the
exhibition showcased, as they said, "areas of sequentibbarntght otherwise be
overlooked or underappreciated. These areas include the work ofwvemrdeninority artists
and small press and webcomics creators,” and abstracaley gomics artists. It explored
"alternate histories of American comics" and suggesteahésof the limitless possibilities for
the medium in the past, present, and futdtérstead of maintaining a rigid canon or
rejecting the ide&n toto, comics currently has the enviable position of having a canan i
constant state of dialogical construction. | label this maztainore exactly stated model-
building activity,Disputes about the Canon / Building the Canon

The Braided Rope Model

fig. 117

®1 Damian Duffy and John Jennings, press releaseaatbgue for exhibitio®ut of Sequence:
Underrepresented Voices in American Confi€eampaign, lllinois: University of lllinois, Kramert Art
Museum and Kinkead Pavilion, 2008).
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After this study, analysis and debate, both with othersvars®lf, came the real work:
proposing a solution for the problems | critiqued. This contemplafiomodels for the
history of comics and the concomitant comparison of theima®etin the history of fine art
brought up the question, what kind of model could | create? Wiatwould this take if it
incorporated history as | have described it, charactebyedptures; simultaneous paths;
aspects coming in and out of focus; hidden roads; ignored ekemasinstream currents;
discontinuities where a path ends, yet begins again taigfteleological — and yet with
forms of development, not a static mass; where thereegthdistorical change, movement
and direction. | took my clues from comics, and my terminofogy mass-media theorist
Christian Doelker. (A concern with the overlap of philosogomics and "fine" art of course
returns me to the interests within my own artworks.) | phbtistwo essays on Carrier's book
The Aesthetics of Comigs2001 and 200% | found the book very intellectually stimulating
as was my long email exchange with Carrier in whichthierhoned my notions. Carrier's
book is a promising cross-over among art history, philosophy and cdfaiteermore, in it
he presents a direct struggle with the Danto-Dickie Institali Theory of the ontology of art
now so dominant, which | touched on in several parts of thgedation, particularly in
Chapter One. | mentioned some of Carrier's points when émtex$ the Dantoesque model
timeline above. My response, in short, is that | do nottfedlwe now have an end of either
art or art history. It is the death @fiewestern, reductivist master narrative: that single,
simple march-of-history idea which was taken for granted tett#éntly. This is also a history
of art which has ignored vernacular art such as comicsothteibutions of women, the entire
world outside Europe and North America, and much more.

Carrier writes, "unlike Danto, | think that there is mtran one way to tell the story of
art's history." While this would seemingly call for multiplstiories, Carrier terms such a
position "posthistoricaI.E'3 Numerous and divers stories are not necessarily "post-stbey;"
simply embody the amendment of one dominant tale into manyimaes.athe art of comics,
with its history of addition and variation rather than redwugthas inspired me to a new
model. Art history could have many narratives or even naeratimaxes other than ontology
or formal reduction; and multiple ones at that. The fututteotii fine and comic art might not
be posthistorica) but rathepolyhistorical As | mentioned in Chapter Eight, while most
literary theorists use the tetiextto prejudicially favour reading over seeing, Doelker traces
the term back to its root iveavingor acable.(texo, texereto braid, weave).

This is a highly evocative image which inspired in me a n@taphor for the timeline.
| picture, in a very Wittgensteinian manner, an interwavess of filaments, some longer,
some shorter, each a "history," each independent to an exdetdaughing on various others,
some ending only to begin again farther on, all travelling netesh in a certain concert. To
use Doelker's terminology, we could have an art history whiphlurogenic(multistrand, as
opposed to Greenberg or Dantmienogenidsingle strand) conceptions. This is an image of
history as a cable of integrated stories; we have simplystx far too long on only one
strand.

52 This article was originally published The Art BookLondon, in March 2001, as mentioned in
footnote no. 2 above. A modified version also appean the U.S. as "Posthistorical Art: Or, Cormacesl
the Realm of Absolute Knowledgel'he Comics Interprete, no.1 (2003), pp. 24-26.

®3 David Carrier,The Aesthetics of Comi¢dniversity Park, PA: Penn. State Univ. Press),1&. 1
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fig. 118

At first | thought of a cable. However, stumbling in interaetoss one another's
similarity of thought, art critic John Perreault and | disedsand hybridized our two streams
of thought. Perrault had asked a class he taught, "What itithent rigidity and defeatism
were not caused by the critics, the curators, and the lissdout by their image of history?"
After first flirting with an image resembling the DNdfouble helix, Perrault settled on the
braid. He writes, "But isn't the braid too difficult to @sEhe heuristic braid diagram is the
visual equivalent of multitasking and polyphony, and no more difftbain these. ... If you
can follow a fugue or the various voices in jazz, then youbeaid.’®* Crossing that with my
vision of the cable, we achieved the new model: a braided Aomse can be made of
various intertwining plaits of strands, sometimes even in oposiations, it can have
strands of various thicknesses, and even have some frayedrit® yet retain much of its
tensile strength. Most of us have bodily experiences of workitigthick ropes, know how
they are linear, yet can be coiled, knotted and so orofAllese properties are metaphorically
useful for a promising model of art history.

Here is my final sketch of a new model for the artdmstimeline.

fig. 119

| have drawn this quite large for hanging in the classroammbre detailed and with
specific benchmark dates. Above the braid, | have alsdetyaf societal, political and the
cultural events (such as the World Wars, appearances obalgh8uddha's birth, and much
more). The blue strand in the middle bears all the custoepchs and periods of art history
from my survey class as shown in figures 85, 86 and 87 above. Throtlgbgetar, students,
in addition to learning these, add various other facts and®t@appropriate strands, filling
in comics history, Chinese art history, more information abauhen artists and so on.

%4 John Perreaulirtopia website: < http://www.artsjournal.com/artopia/>. Snany of his "braid" ideas
on The Art Sectionvebsite, "The Braid: A New Paradigm for Art," ditéink to page:
<http://zoolander52.tripod.com/theartsectioncopydioil .html>,last accessed 27 August, 2010.
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A New Metaphor(m) for the Timeline

Let me list what | feel are a few of the strengths thetaphoric model adds to the
teaching and study of art history. Following cognitive metaplewrih it allows us to access
a variety of cultural metaphors to focus on, yet criticedigard, our subject. We retain
something of thECAUSES AND EFFECTS ARE LINKED OBJECW&iich dominates most
standard timeline models, but it becomes only one helpful tropa@many, not the central
one. Metaphors of weaving and construction become more impdtREBEAS ARE
CONSTRUCTED OBJECTS$bmes to the fore, with its important corollari€he mind is a
builder" and"Thinking is building/forming/shapingWe become keenly aware that our idea
of art history is an object built by us, thus one that is ngbe reproach (or praise) and can
be altered at any time. A braid is generally felt t@abery handmade object as well,
reestablishing metaphorically the personal body-based expesiand embodied reasoning
that most artists feel is too absent from art historyuksion. The braid metaphor helps to
thus humanize a trope that sometimes appears all too predeteriime various strands that
form the braid are also path-like, giving us acceshded foundational metaphors and their
implications."Reasoning is following a path$ one such trop&Arguments are paths on
which thought travelsls another. Both assist the viewer of such a timebreohceive of
following the strands, jumping between them, looking for hiddess ane so on as actions
involving working out history itself in one's mind, placing #raphasis on personal
interpretation rather than simple memorization. The braidpd-timeline still has a
"mainstream" main strand, which helps anchor the studentslédgevas they first learn
facts. Oppositely, it helps to draw attention to the fadtrthach is occurring outside the
tradition Eurocentric area of focus, such as Chinesghith we could, and later should,
study as well. The braided strands display how very much is tplkaeg simultaneously in a
variety of locations. They highlight the existence of long, unbrdikes of tradition in areas
and fields that appear to have come and gone in the norméh&n®ich as icon painting. In
the additions to be brought by students, hopefully it will beretghat Africa is not just a site
for so-called primitive art, that it has long and often sopfaittd traditions, but also ruptures
due to colonialism and wars. Supplementary strands focusingmems handicrafts, folk,
popular and vernacular culture can be added. Transformatioite @isplayed, such as that
from handicraft into design. It becomes clear that ideasmuenon past their peaks of
influence, disappearing temporarily, perhaps even ending (suzédag, only to start up
again in a new fashion later. Crossovers and mergefsecahnown, such as women into the
mainstream of artists, popular elements into fine arttlaadike. Comics will of course be
expanded, as | also teach a module on them, thus | can wsmribdimeline, beginning
where comics have their own, separate history, yet showinbat points this artform comes
close to fine art, perhaps now beginning to merge with it amgtaphy has. Best of all, it is
a learnable, understandable heuristic image that frankly éxlkiilait art history is also a
guestion of where one is focusing one's attention.

| believe | have discovered a useful metaphor(m) in the imnbgéraided rope: a
simple, yet evocative image which allows one to teathistory as a developmental
succession, yet avoid teleological inferences; to retaorafocus, yet eclipse the illusion of
exclusivity; to clearly indicate that there is a wiealf art not being immediately presented in
the standard survey, yet maintain a pragmatically sexbleémage.
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Conclusion 250

But what feature will the speculative discourse on
being answer to the paradox of the copula, to the
apophantids/is not?

—Paul Ricoeur

To state 'that is' — such is the momenbelfef of
ontologicalcommitmentwhich gives affirmation
its ‘illocutionary' force. There is no better
testimony to this affirmative vehemence than the
poetic experience. Along one of its dimensions, at
least, this experience expresses the ecstatic
moment of language — language going beyond
itself. It seems, accordingly, to attest that disse
prefers to obliterate itself, to die, at the coafirof
the being-said.

—Paul Riccedr

In this Conclusion the illustrated, sequential form assunteager role, much like
Chapter Three. This time, however, | am interspersingdheacsequences with pages of
pure text. The basis of the adventure herélié&aaderferiena hiking vacation my wife
Cornelia and I did with our dog River. We hiked a sectiotheiVestwegthe long-distance
hiking trail running through the Black Forest, much as we did/tad-rancigena in that
earlier chapter. While doing this, | contemplated, drewcsle=t and wrote notes for the
Introduction and Conclusion chapters of my dissertation. Readikedready have seen the
small sequence at the end of the Introduction mentioning this.

! Paul RicceurThe Rule of Metaphor: Multidisciplinary StudiesTdfe Creation of Meaning in Language
trans. Robert Czerny (Toronto: University of TomPRress, 1977; paperback 1993), p. 306. Ricceur's

italics.
2 Ibid., p. 249. Ricceur's italics.
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A theory is a picture of the world, one way to think about rgaditsuggested method
for seeing experienda that way It suggests botis andis not,and even, | asseshould be
andshould not beArtists can picture life particularly well, thus beimgglicitly theorists.
Small changes in the pictures with which we think, in oataphor base, the stuff of the
creative arts, have major importance. The operationstehding, elaborating, composing
and, most of all, questioning may seem slight tools, yst tan build impressive edifices of
understanding. Metaphor theory in general and my metaphor(minigesticular point out
some of the instantiations of this drive. Trope-as-reasoimikg theorization and creativity to
everyday thought on the one hand, and to revelatory ideation othtre o

An enclosed quotation is enlightening here. This is Bloom ciEimgrson, adding
framing comments which are equally important.

Emerson is totally Vichian when he identifies rhiet@nd reality, in his late essay "Poetry
and Imagination":

For the value of a trope is that the hearer is and:indeed Nature itself is a
vast trope, and all particular natures are tropesthe bird alights on the
bough, then plunges into the air again, so theghtsuof God pause but for a
moment in any form. All thinking is analogizing, diit is the use of life to

learn metonymy.

What Emerson is not saying is that we are in thegdan of language. Lacan asserts that "it
is the world of words that creates the world ohgf/s," and Jakobson, less figuratively,
allows himself to insist that the poetry of gramnmpduces the grammar of poetry.
Emerson, like all central poets, knows that thergrar of poetry produces the grammar of
poetry, since poetry is a discursive and not auistge mode. Holmes remarked that
"Emerson was eminently sane for an idealist," anzh sanity is eminently useful now in
current discussions of the arts of interpretafion.

Equally resonant is Bloom's typical lack of footnoting. Hessetepoeical, as opposed
to intertextual, metaleptical analogizing as part andgbaifchis own thoughts. Borrowed
metaphors are reformed by the glass of one's own fashion, ttwsibg one's own. He is
scholar enough to name the people from whom he has borrowed, hgraotigh to see no
reason to make a specific roadmap to an idea's"'@rgiression. This can be academically
frustrating, yet yields an (I believe unconscious) unity of famd content — thus it is
Bloom's own metaphor(m). It assumes the visual, graphic peeséracdouble indentation
when quoted by me, highlighting this trait.

The aim of this paper has been to establish, character@zenvestigate an original
theory of trope in literature and art. | have been dglumo how the "grammar"” of art
produces the grammar of art through embodiment in the stuffeaf twality, seeing art as a
corporeal, dialogical mode.

This commenced with the Prelude, where | sketched out tserm@mmotivations
behind the development of my theory within the boundaries ofativitees as an artist. My
passion for art history and art theory as tools for the workitigf guided me not only to the

® Harold Bloom A Map of MisreadindOxford: Oxford University Press, 1975; Oxford Maisity Press
Paperbacks, 1980), p. 68.
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art | practice — an "extended" form of painting, of instiidin art, of comics as an artform,
and of display sign-painting, — but also to the inclusion indmgertation of art custom-
made for it, including sequential art sections. This returns os/tjourney through the forest.
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Immediately after the Prelude, in Chapter One: Wanderingsangkying; Links to
Literary Theory and Contemporary Aesthetics | reviewedwdpgons which | feel are allied
or parallel with my own in the two fields of literary thg@nd contemporary aesthetics.
Using the metaphor of land-surveying as an overriding authanmnaledt, | appraised the
landscape of theories in which mine must also be locatdetkr contentious many of them
are with one another, | discussed how they are often cameplary in their contributions to
understanding art and in particular to my vision of trope.ifiteflectual environment in
which my literary theory exists was thus mapped. Furtherntltgeserved to address those
debates which have influenced my thought and acknowledged thosstthedth whom |
feel intellectual kinship.

In Chapter Two: The Theory of Central Trope: Metaphor and MetmFmy notion
was set forth distinctly, yet broadly. Using the procegsaaiting itself as the extended trope
within the chapter, | textually painted a portrait of theureof metaphor(m), delineating how
it is a theory of trope, as the basis of human thought, preswetié tangible stuff and
processes of creativity. | discussed some of the termineisgy in the dissertation and
described and presented the chart, based on Fauconnieursued'J diagrams of conceptual
blending, which | use as a basis to analyze the productieentft tropes by artists. Finally,
| applied my theory illustratively to the oeuvres of thalist, Modernist novelist Ernest
Hemingway and the expressionist, Post-Impressionist paimnteekt van Gogh. This was to
exhibit the utility of the theory in clarifying the nuts-and#saif artists' and authors'
achievement of "style" in two differing, distinctive creet whose bodies of work display
substantially realized metaphor(m)s. The closing sequentiphgé reiterated and graphically
visualized van Gogh's metaphor(m).
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In Chapter Three: Excursus, | realized a long-held aspirtdido an extended comic
sequence of one of oWanderferienThe second of these hiking comics is the source of this
chapter, the Conclusion. In Chapter Three | used our 10-day hike amcient Via
Francigena from Pontarlier, France to Vevey in Switner® contemplate the application of
my theory of central trope to my own artwork. This necesslttiiat | reflect on my entire art
career up to that point. Additionally, to help analyze my thtsid discussed my oeuvre with
Cornelia, Daniel F. Ammann and Thomas Emil Homerin befotet ahd during our hiking
trip. Professor Ursprung suggested the idea that | interpretamyart through my theory.
("Artist-theorist, theorize thyself" might be an altemapigraph.) Professor Langlotz
concurred; he had, after all, suggested the scheme oingtiipnceits corresponding to their
contents in chapters. After overcoming my trepidation, izedlhow right they were. |
certainly could not write a dissertation claiming that penfative embodiment is the heart of
art and not perform and embody my theory within the text! Thipteh@hus became a
sequential depiction of our travel interwoven with my inteamal external discourses, at once
a tropaic conceit and an actual comic depicting a real eVkatpainting-installation that
resulted from this self-examination was described andateidl on in Chapter Five.

Chapter Five: My Metaphor(m), a Painting Installationngyuth, not the text, but
rather the large painting-installation that | created atibéed that summer. | concretized
my ruminations on central trope and my own work in a piecetppalysemically
embodying, not simply illustrating, an analysis of my own metgpmowithin aPanels
painting-installation artwork. This was an experiment | couldesist, yet which was highly
challenging to me. ("Painter-theorist, paint thyself' mighthe parallel alternate epigraph
here.) | then wrote a textual reflection on the piece immgmovisatory series of vignettes
scrutinizing the finished work as well as my thoughts while n@gki The structural device
of a principal extended metaphor, which | used in the textaofy chapters, is therefore even
more tangibly embodied in this chapter than elsewhere.

The process of working out my metaphor(m) is the content of Chalptee Tthe result
of this is the artwork comprising Chapter Five. Betweenlweof them | inserted Chapter
Four: Conceiving Metaphor(m)s. | wrote this chapter while damelously painting/ly
Metaphor(m) (the title | finally gave to the painting-installatioomprising Chapter Five). It
was included before the presentation of my own work both lkecteahe biographical fact of
its creation and because | wished to broadly outline angictf the realm of formal
possibilities accessible to a creator for realizing a aétrspe before physically utilizing this
thought process. Furthermore, | wanted to emphasize the cogreticemance all artists go
through while constructing a work: actions, thoughts and decisions wtnsist of struggles,
brainstorming, fantasies, revisions, critiques and discoveries

The conceit | applied to this chapter was a type of skatetich the essential image-
flow of a comic is roughed in. This is callbtbcking outa sequence. Chapter Four blocked
out, in broad forms, the potential which metaphor(m) offerssi | brought the theory of
central trope directly into play with a variety of invedtvisual artworks and alluded to
similar speculations on possibilities in other media. Tlas w order to suggest how a central
trope works in and through the specifics of tropaically envisidoedal elements. Such a
panoramic view revealed the importance of form as meamruarticular, central tropes
were displayed in action by imagining model specimens of irmagemage schema
mappings. This was to suggest the further potential ahttay and to properly locate each
more lengthily discussed creator within his or her own agomistitd. Future uses of the
theory of metaphor(m) can include deeper appreciations of atigts,cbut also analyses of
single drawings, periods of artists' careers, hypermetiiss, fseries of paintings, installations
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and more. This sample of applications displayed how tropesuwsffepportunities for the
comprehension of our experience and how they can lend a hehariging it.
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In Chapter Six: Central Trope in Two Contemporary Painters' Wbtkaced the
significance of realized metaphor(m)s in tangible detastingdying a single painting by
Charles Boetschi and the most recent body of paintings by Let&udiock. | explored the
application of the theory of central trope to a geometridratispainting by Boetschi and to a
series of abstract, painterly works by Bullogkis served to subject the theory to close,
practical examination through using it to scrutinize paintimgsvo seemingly stylistically
antithetical artists. In Boetschi's case we saw howdmnseptions of color and form viewed
through foundational metaphors of irregular and regularity resimtstartlingly fresh
geometric yet irregular compositions with unconventional, ewgzablors. In Bullock's art
we observed how opulent haptic aggregations of allusions to hastdrpersonal experience,
when seen through foundational metaphors of life as a journeypunggihenomenological
experiences of being. Both of these artists' metaphor(mdisti\® image-mappings which
comprise them) displayed antithetical postmodern complexities.

The form of Chapter Seven: Artistic Ground: Cultural InheritaBteiggle, Respect,
Material and ldentity was not only an applied conceit, butthieshape of its actual first
presentation: a PowerPoint-illustrated speech | gaveanhst as part of a cultural exchange.
Throughout this dissertation | have found inspiration for the intiegraf form and content in
Giuliana Bruno'dAtlas of Emotion: Journeys in Art, Architecture, and Fdnd Philip
Ursprung'sGrenzen der Kunst: Allan Kaprow und das Happening, Robert Smithson und die
Land Art This chapter demonstrates this through the fact that lasepiuch of the original
form of the lecture as possible in the final version of thaptdr.

Additionally, Chapter Seven was meant as something of da.dsiit, | temporarily
decentered cognitive linguistics, the chief inspiration for hepty, and concentrated on the
nature of the struggle | believe artists undertake wheattiog their metaphor(m)s. This |
base on Harold Bloom's notion of creative misprision. Neverdbglaised the process of
rethinking core tropes which is at the heart of metaphor(noyyte alter Bloom's notion. |
described the possibility of a non-Oedipal variation on Bloamti&hetical revisionist theory
of agon in artistic creativity. | lobbied for a call-andjpense-styled misprision of Bloom's
theory of misprision. In my version, this struggle is a penttive dialogue. The
"replacement of the father" is eliminated. Bloom's metaph@edipus is supplanted with a
creolian combination of two images: Jacob's wrestling thighangel (or God); and Eshu, the
African spirit of the crossroads, trickery and maturat@n.the road, crossing the River
Jabbok, each artist struggles with his angel, who is EshGaddWhen the dispute has been
carried through, Eshu renames "our Jactdsdel (he who struggles with God) but most of
all, gives him his own namé&shu
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In Chapter Eightmy dissertation took what might appear to be a heavikalyeand
electronic media bypath. This was an exploration of a multiegand cross-disciplinary
application of the theory of central trope. The expanded text pofroen literary theory,
most evocatively used in the media theory of Christian Doelkas analyzed under the lens
of metaphor(m), focusing in particular on the interactiothefe suppositions in the fields of
painting and the novel. The theory of central trope and Doellegsof expanded media
literacy were thrust into a dialogue in order to fully witd assertions of metaphor(m) in an
expansive fashion. Indeed, the conceiCbfpter Eightwas a dialogue, as | applied ideas
from cognitive metaphor to Doelker's topology and taxonomy of categgdyipes and
varieties of extended texts. New, broadeKatturtechnikerfrom such sources as TV, video
games and, most of all, the world-wide web were shown not omigdessitate more, not less
literacy, but also to bring new, potentially fruitful opportusstinto play for creating works of
art. This was demonstrated by how well these concepts daectiin dialectic with painting
and the novel. It was advocated that artists will be ablséahese fresh possibilities by
integrating them into their metaphor(m)s, thus into theitraettcal and creative
considerations of life. The chapter ended with a sequsniiatrated imaginary squabble
between two parts of my personality.

After applying the theory of central trope to various arasig artworks, | asked myself
how it could also be employed to consider broader questionso@oeme of this speculation
wasChapter Eightas just described, where | used metaphor(m) to addriesmgas a
whole, the novel and notions of the extended text. CorrespondingDhapter Nine:
Timelines, Comics and a Plurogenic View of Art Histdrgsked myself what a model of art
history itself could look like if | treated the standard time as an artwork of sorts, and
attempted to create a new one which would embody a cenfal incorporating a
contemporary, critical conception of history while retainirtgearistic use as a learning tool.

To culminate my dissertation, | sought a metaphoric model éotetliching and study of
art history informed by cognitive metaphor theory: an imagewbald allow us to access a
variety of cultural metaphors to envision our subject, botarigleand questioningly. |
discovered a beneficial metaphor(m) in the image of alédaiope. This is a straightforward,
yet expressive image which supports art history's diachronaafmwent, yet avoids
teleological abstractions. It also is an image that mamtalearnable core, yet defeats
illusions of exclusivity; it clearly reveals that theseai wealth of art not being immediately
discussed in the standard survey, while remaining a priaciigaarian illustration. | gave the
first draft of this chapter as a presentation at the @elkrt Association's annual conference
of art historians in Chicago in February of 2010. My speech odthimghopes for this tropaic
model as well as my process of inventing it through my congidasaof other major timeline
models in the histories of both fine art and comic art.ofdiagly, the conceit of this chapter
was the form of an illustrated lecture.

Thus, two more wide-reaching chapters concluded my dissertdihe summary of
them also closes out my Conclusion, just asvdanderferierwas wrapping up.
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My dissertation has asserted the preeminence of thehsieat meaning, through
metaphoric creativity, in art. This is not an attempeiore some imagined, missing hint of
a purport preceding the created text or object. It is amadfion of the quest for meaning as
the central struggle in creativity. It is no longer vialdleseek to discover some imagined
intention of meaning — the artwork is the achieved meanimgugh its metaphor(m). Each
artwork is a complex of multiple meanings performatively emhbdiistorical fact is a
necessary and enlightening frame of reference to anchosmfiseciations; nevertheless what
a creator principallyntendedis always for that specific object to exist. Whatcafiators try to
do can likewise be plainly described. They try to tell truthsvith emphasis placed on the
verb and the plural noun ending. Yet these simple-sounding essamnéidhe bases for
immeasurably rich creations. There is no objectivity beybisd In the same way, a purely
subjective response is of little pragmatic value, only perhegat/ertently as a direction for a
viewer's own thought or as a guide to the thoroughly perplexdukdkyt of creative
metaphoric thought cannot be wholly "objectivist,", "subjedtiViatentional, structural,
paralinguistic, deconstructive, biographical, and most of allarotalistic. Each of these
methods of interpretation places the weight of the meanin@s artwork in some imagined,
abstracted camp far from home, or in some cul-de-sac ofagmized catachresis.

The greatest danger for and from theorists is that they tecréate situations wherein
works of art are arbitrarily expurgated from any living precasd from all contexts, (be they
cognitive, historical, economic, or various others). As atmiag artist and art historian with
strong analytic proclivities and the penchant to cerebirate/e attempted to construct a
theory in resistance to this, an anti-theory of sortguf will: one which emphasizes living
process, personal struggle, cognition, agency and historicaxtohsuggest only in passing
other contexts, which may be subjects for the future. Myveasito clearly present, employ
and test the theory of central trope, pursuing its use throughadéerms and strata of
creative practice. The Prelude gives personal and contemistorical context; Chapter
One supplies philosophical and theoretical context; Chapter Twalatasimy theory;
Chapter Three applies my theory to my own oeuvre; Chapter iaigiries the potential
utility of the theory of metaphor(m) as a tool for understandimdycreating visual art in
general; Chapter Five offers a creative interpretation agafusy theory; Chapter Six
employs the theory to analyze a single painting by ond artésa series of works by another;
Chapter Seven probes the agonistic aspect of the theory ddldempe and offers a new
tropaic base for it; Chapter Eight evaluates conceptiotieeaxtended text and new media in
light of my theory; Chapter Nine draws on the theory of metgpijdo consider an
assortment of models of art history and propose a new one; tbdudtion initiates the
dissertation; the Conclusion brings my theoretical journeyclose. Hence, | examined
metaphor(m): the theory of central trope, from diverse standpaimtisthrough various levels
of magnification.

Metaphor(m) is proposed as a general theory of trope in thdfahis or any other
hypothetical analysis of art is worthy of any serious comatd®, it is in its usefulness for
fuller understanding and criticism of the works before usreators, as perceivers and as
creative perceivers. Interpretation should seek the tranafme through two important
questions. What does the act of interacting with this wodwathe to discover in life? How
does this change and improve experience, i.e. "realitytapiter(m), the theory of central
trope, is a theoretical and critical approach emphasizing\ahess and playfulness within
concrete perception, linking striven-for content, discovered fantithetical historical and
critical cultural awareness.
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Kunst
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— ART IN AMERICA, NY, Corresponding Editor
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—  CRITICAL REVIEW, Internet Ezine, NY, Regular Reviewer.



— UMAR IBN AL-FARID: SUFI VERSE, SAINTLY LIFE, by Th. Emil Homerin, cover of book,
Paulist Press, New York, 2001 (ISBN 0-8091-0528-4)

— LEX BRAES: STILL Catalog Essay.

—  MEDIEN LESEN: DER TEXTBEGRIFF IN DER MEDIENWISSENSCHAFT, “The Expanded
Text Concept and Central Metaphor in Painting and the Novel”, (Buch/Book) Verlag
Pestalozzianum 1999 (ISBN 3-907526-66-X)

—  JOHN SEERY Catalog Essay.

—  APARTMENT SHOW: KUNST IN PRIVATEN RAUMEN, Essay; Edition Fink 1997 (Buch/Book).
(ISBN 3-906086-22-4)

— NOISMA No.35, Méarz 1997 , St. Gallen, «Bildspriinge» Publication Piece mit/with
Daniel Ammann.

— SAITEN, Juli 1998 Publication Piece mit/with Daniel Ammann, Sept. 1998
— OSTSCHWEIZER AZ 22. Mé&rz 1995, 2. Nov. 1995 Ausstellung Reviews
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— ART CRITICISM Vol.8, No.2 1993 , New York, «Beyond 'Like' and 'As' in Images:
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— TV PROGRAM, University of lllinois, Champaign November/December 2008
http://www.sharkforum.org/2008/12/out-of-sequence-krannert-art-m-1.html>

—  SIDETRACK, WILL-AM Radio, Champaign lllinois, 2. November 2008

— MY ART SPACE, e-zine, 25 June, 2008; Interview with Brandl.
<http://www.myartspace.com/blog/2008/06/art-space-talk-mark-staff-brandl.htmI>

— DER TOSSTHALER 12. Juni 2006

— KUNST-BULLETIN Mai 2006, von Ursula Badrutt-Schoch.

—  ART IN AMERICA June/July 2005, by Judith Trepp.

— PAPERMAG, New York, 3 April 2003, “Scope Art Fair”, by Carol Lee.

— ARTNET Magazine, 10 March. 2003, by Walter Robinson.

—  SEQUENZ Feb. 2003, “Here Comes the Impuritan”, von Daniel Ammann.
—  SWISS NEWS December 2002.



—  THE ART BOOK, London, March 2001, vol. 8, issue 2, painting as cover image

— ST. GALLER TAGBLATT
“Comics, Cage und die Beatles” von Gerhard Mack, 30. Aug. 2000
“Fast eine Liebesgeschichte” von Ursula Badrutt-Schoch, 18. Jan. 2003

—  CRITICAL REVIEW, internet, New York, July 1999.

—  SUDKURIER, Konstanz, von Alexia Sailer, 14 Jan. 2003.

—  CASH 27 Feb. 1998.

—  SAITEN oft ab1997, inkl. “ ein Kuinstler Revolverheld” von Kaspar Surber, Jan. 2003.
— WIE EIN NEANDERTHALER FALSCH BELICHTET von Daniel Ammann; 1990 (Buch).

Preise und Stipendien

2010 Casa Zia Lina, Working Residency, Elba, Italy
2006 Pro Helvetia, Zurich

College Art Association, NYC
2003 Kulturdirektion Appenzeller A.Rh.
1997 Werkzeitbeitrag der Stadt St.Gallen
1997 Stiftung fur Ostschweizer Kunstschaffen, St.Gallen
1992 University of Rochester N.Y., Aus. Beitrag
1990 Genossenschaft Migros St.Gallen, Kat. Beitrag
1990 Kant. Amt fiir Kulturpflege, St.Gallen, Kat. Beitrag
1986 New Music Chicago (IAC, Chic. Coun. on Fine Art)
1984 American Center, USIA
1979-80 Friends of the Arts, Bloomington USA
1978 Atius-Sachem, Champaign USA
1978 Mary C. McLellan Scholarship, 2nd.

Sammlungen / Kunst am Bau

Museum of Modern Art, New York

Museum of Contemporary Art, Chicago

Whitney Museum of American Art, New York
Victoria and Albert Museum, Art Library, London
The Museum of Contemporary Art Los Angeles, LA CA USA
Kunstmuseum Thurgau, Warth

Graphische Sammlung E.T.H. Zirich

Swiss Institute New York

Kunstmuseum St. Gallen

Krannert Art Museum, Champaign lllinois, US
International Museum of Cartoon Art, Boca Raton Florida, US
Lakeview Museum, Peoria lllinois, US
Oberstufenzentrum Griinau, Wittenbach Switzerland
Gemeinde Goldach, Switzerland

Kanton Appenzell AR, Switzerland
Gehdorlosenzentrum Trogen

SUVA St. Gallen

Stadt St. Gallen

Kanton St. Gallen

Joseph and Eva Beuys, Dusseldorf, Deutschland
lllinois State University Union, Bloomington US
Dirksen Congressional Center, Pekin US

S. Gulbenkian, Lisbon Portugal



