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Elaine Reichek has been using thread as a core element in her work since the early 1970s, and was an 
early pioneer among conceptual artists in rethinking the role of craft in the fine arts and investigating 

alternative narratives and histories. Reichek’s most recent solo exhibitions include Between the 
Needle and the Book at McClain Gallery, Houston, TX (2020); Sight Unseen at Marinaro, New York 

(2019); Now If I Had Been Writing This Story at Vienna Secession (2018); Invisible Citings at the 
Addison Gallery of American Art, Phillips Academy, in collaboration with sculptor Jeanne 

Silverthorne (2017); and Minoan Girls at Shoshana Wayne Gallery, Santa Monica, CA (2016). 
Reichek lives and works in New York 
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ABSTRACTS AND SPEAKER BIOS 
 

Panel One | Scenes of Reading 
 

‘The Endless Oceans Of | Dilapidated Crossing’: Frank O’hara And Mario Schifano, New York, 
1964 

In spring 1964, the American poet Frank O’Hara and the Italian painter and draughtsman Mario 
Schifano, recently arrived in New York to show in The New Realists exhibition at the Sidney Janis 
Gallery, worked together on a project of seventeen compositions on paper that became Words & 
Drawings. This represents the last known of O’Hara’s legendary contributions to collaborative practice 
operating between the ‘sister arts’ that also includes Stones with Larry Rivers (1960) and Poem-
Paintings with Norman Bluhm (1960).Words & Drawings demonstrated a commitment to abstract 
intermediality in which word and image became embedded in the affective responsiveness to their 
shared experience and personal history. As such, the collaboration poses several questions requiring 
interdisciplinary ingenuity: where are the shared spaces of the phenomenal world and modes of 
representation? Particularly within the context of a Pop revivification of the brand logo as artwork, how 
are we to understand authorship in relation to the representation of language as a visual rather than 
semantic medium? What might the tracing of negation over the work, leaving the temporal residues, 
pentimenti or palimpsests behind, tell us about experimentation, error and shared purpose in the 
collaborative process? As Schifano had originally intended, Words & Drawings had been shown briefly 
in the November 1964 exhibition Parole e disengi at Ferro di Cavallo, a Rome gallery-bookshop, but 
was then acquired by an Italian collector and remained largely unseen for over half a century. This paper 
represents the first independent academic research conducted on this transatlantic collaboration since 
its collections-based publication by the Archivio Mario Schifano in 2017. 

Dr Matthew James Holman is a writer and critic who received his PhD in 2020 from University 
College London, where he also teaches. Matthew has received research fellowships at Yale University, 
the Smithsonian American Art Museum, the Terra Foundation for American Art in Giverny, and the 
John F. Kennedy Institute for North American Studies in Berlin, where he was supported by a 
Leverhulme Trust Study Abroad Studentship. His art writing, mostly on the New York School, has 
appeared in Frieze, Burlington Contemporary, The Art Newspaper, The White Review, and Apollo. 
Matthew is currently a Teaching Fellow at Queen Mary University of London and is leading a course 
on poetry at a state school in Swiss Cottage. 

A Language of Recalcitrance: Gertrude Stein, Lis Rhodes, and Syntactical Play  
  
“It is language that has trapped her, meanings that have excluded her,” Lis Rhodes writes in the notes 
that accompany her avant-garde film Light Reading (1978). Like other feminists working during the 
1970s, Rhodes understood the gendered power relations that pervade the English language, as well as 
its capacity to mute the female subject. Was it possible to construct a signifying practice—either visual 
or linguistic—that could accommodate a female subject?  Rhodes’s thinking on this matter can be traced 
to Gertrude Stein, whose poem “Sonatina Followed by Another” is quoted at length in Light Reading. 
Accompanied by collages of black-and-white photographs and illegible typeset letters, the narrator 
ventriloquizes Stein, repeatedly quoting her without attribution, so that the narration seems to issue 
from a polyvocal chorus rather than a unitary speaker. This presentation will consider feminist 



filmmakers’ interest in critiques of language during the 1970s; in particular, it suggests that Stein’s anti-
patriarchal, dialogic mode of writing offered Rhodes a way to rethink the syntax of visual language. It 
will also consider why linguistics provided such fertile ground for artists and filmmakers to consider 
the relationship between gender and the visual field.  
 
Hannah Kahng is a PhD candidate in the department of art history at the University of California Los 
Angeles. She studies twentieth century art, with a special interest in experimental film practices, 
postminimalism, and the politics of desire. Her current research focuses on women working in and 
around the London Filmmakers’ Co-op during the 1970s. 
 
“Criminal, loner, drifter” — metonymic citation in the collages of David Wojnarowicz  
  
“Obey the time elements of history or space and distance or whatever; I fuse them all together.” 

—David Wojnarowicz, 1990 
  
Wojnarowicz often incorporated text into his art, but, with one notable exception, it was always his own 
writing. However, images of writers — queer outsider antecedents — feature heavily in his early work, 
when he was making a shift from aspiring poet to visual artist. Importantly, two of the photographs he 
used are taken from the authors’ books: he xeroxed the cover of Illuminations to produce the Rimbaud 
mask; Brassaï’s photograph of Genet that he used is lifted from his copy of Funeral Rites. This paper 
will argue that these images act as metonymic citations of the authors’ writings, and will ask what this 
evocation means for Wojnarowicz’s emergent art practice, situating it between writing and visual art. I 
want to consider these works against Craig Owens’ notion of the ‘Allegorical Impulse’. “Allegory is 
conceived as a supplement,” he writes, “‘an expression externally added to another expression.’” How 
might we understand these pieces by Wojnarowicz with respect to this particular ‘Theory of 
Postmodernism’? 
  
Works considered: 
Arthur Rimbaud in New York, 1978–79 
Bill Burroughs’ Recurring Dream, 1978 
Untitled (Genet after Brassaï), 1979 
  
Louis Shankar is a writer and research student at the History of Art department at UCL, currently 
working on a PhD project examining the art of David Wojnarowicz. They previously studied at King’s 
College, Cambridge and the Royal College of Art. Wider research interests include artistic responses to 
the HIV/AIDS crisis, queer modes of art history and criticism, the relationship between artists’ writings 
and visual artwork, and psychoanalytic methodologies.  
 
Writing New Narrative(s): Literature, Identity, and the Performative Turn of art in the 1990s 
  
Using literature to open up visual sign systems, Felix Gonzalez-Torres, Tom Burr, Glenn Ligon, and 
Renee Green transform text into scores for physical experience to explore narratives in space. In these 
practices, the artwork acts as a staging device to display text as a means of direct engagement with the 
viewer through an embodied narrative. Juxtaposing highly personal literary sources with the objective 
logic of minimalism, these artists highlight the tension between fiction, the imaginary, and reality. 
Taking texts from Black and/or Queer literary traditions, they open the dominant narratives to new 



identity aesthetics. Furthermore, these artists take the boundary-crossing tendencies of feminism and 
appropriation to bring together experiences usually kept separate, a reading and an art exhibition. 
Exemplary is a work by Tom Burr, The Railings (May 1970), 2017, on which the entire text written by 
Jean Genet for May Day 1970, in support of the Black Panthers, is engraved into the 104-foot long 
handrail inside his exhibition “BODY/BUILDING: Pre-Existing Conditions” at a Marcel Breuer 
building in New Haven, the artist’s hometown. The Black Panthers were on trial in the city, which 
became a convergence point for Burr’s personal interest and personal biography. As the text wraps 
around the building, the act of reading creates movement and the formal installation reveals itself as an 
act of transgression against the body in space. 
  
Justin Polera is the founder of the Berlin-based non-profit contemporary art space PS120 gUG, as well 
as an independent exhibition organizer, a researcher at Hua International, and a graduate student at the 
John F. Kennedy Institute for North American Studies (JFKI) at Freie Universität Berlin. His 
undergraduate studies included visual critical studies at The School of the Art Institute of Chicago, 
cognitive neuroscience at The University of Illinois, and Interdisciplinary Science at The New School 
for Social Research in New York City. Starting in 2007 he began organizing and curating thematic 
exhibitions, the first titled Queer Fest Midwest in Chicago while studying under two renowned Artist-
as-curators Michelle Grabner and Gaylen Gerber. His current research focuses on the intersection of 
postminimalism and performance art in the 1990s and his thesis is on “The Performing Object in the 
work of Felix Gonzalez-Torres”. 
 

Panel Two | Between the Lines 
 

Illegible Histories: Art and Erasure in Contemporary China   
  
In 1987 Huang Yongping placed A Short History of Modern Painting by Herbert Read and Wang 
Bomin’s History of Chinese Painting in a washing machine for two minutes. The illegible pulp which 
emerged from this process was presented as a re-materialized artwork, one which commented not only 
on the manipulation of language but also the deconstructive ‘washing away’ of printed histories of 
Chinese and Western art. Nearly three decades later Wang Yuyang converted Karl Marx’s Das Kapital 
into a binary code that he then re-materialized as a six-metre-tall sculpture using 3D modelling and 
rendering software. Wang claimed that he had enabled the code to entirely determine the material, 
colour, and structure of the sculptural outcome. While both works have invariably been ‘read’ as intense 
negotiations with the politics and processes of literary canonisation in 20th century China, this paper 
explores the extent to which these acts of textual erasure serve as visual arguments about the 
simultaneous impossibility of a self-contained ‘Chinese art history’ and a self-obsessed modernity that 
excluded it. In exposing the fraught relationship between legibility and legitimacy, I argue that both 
works provide a foundation from which to rethink the representational contours of artistic and literary 
interactions, both within China and beyond its borders.   
  
Ros Holmes is lecturer in Chinese Studies at the University of St Andrews. Her research focuses on the 
art and visual culture of twentieth century and contemporary China. Prior to joining St Andrews, she 
was Presidential Academic Fellow in Chinese Art at the University of Manchester and Junior Research 
Fellow in Art History at Christ Church, University of Oxford. Her articles and reviews have appeared 
in ArtMargins, Oxford Art Journal, The China Journal, British Journal of Chinese Studies and Art 
History. 



 
Translating Ghérasim Luca’s Ontophony 
  

“Opening a word opens matter, and the word is no more than the material support of a quest ending in 
the transmutation of the real.” 

—Ghérasim Luca 

The experimental practice of Romanian artist Ghérasim Luca (1913-1994) spanned the fields of poetry, 
prose writing, book art, sculpture, drawing, and collage. In Luca’s small book Je m’oralise (1968), he 
provides an account of his efforts to aesthetically “unmask a resonance of being,” a process he calls 
ontophony. Meticulous ink drawings of swarming dots accompany each line of text, providing 
counterpoints that lend themselves to a reading through the paradigm of translation. I have translated 
this book from French into English and believe it offers a model for grasping the fluctuating relationship 
between word and image, literature and art. We may consider Ghérasim Luca’s work as exemplary of 
reciprocal ekphrasis, a mimetic comportment that draws out and polarizes the visual-linguistic 
artwork’s non-identity with itself. Translation and citation actualize latent potentials in the anterior (or 
contemporary) works they take as their objects through a process of critical interpretation. My paper 
would offer Luca’s book (itself, an instance of self-translation) and my experience of bringing it into 
English as a possible guide for coming to terms with the tangle of methodology that too often clouds 
interdisciplinary approaches to literature and art’s confluence. 

‘My Funny Verlainetine’: Queer Citations Across (Post)Modernisms in Ray Johnson’s Mail Art  
  
In 1973, US-American artist Ray Johnson distributed a curious exhibition announcement juxtaposing 
two distinct personae: Jackson Pollock, named in neat sans-serif letters, and Arthur Rimbaud, depicted 
with an unruly head of hair in an 1871 studio portrait centralized on the postcard. This was one of 
numerous pictorial and textual citations throughout the 1960s and 1970s by which Johnson invoked 
Rimbaud's life or poetry. Indeed, Johnson's wider practice trafficked in seemingly endless citations, 
allusions, and innuendos, drawing equally from histories of visual modernisms and avant-garde 
literature. Yet scholarship on Johnson often overemphasizes his references to visual artists at the 
expense of understanding the integral role of literary history in his works. In this talk, I briefly sketch 
the stakes of Rimbaud's wider reception among US visual artists during these decades. More 
significantly, I open up Rimbaud's presence in Johnson’s announcement as a vehicle for tracing the 
operations of citationality in Johnson's notoriously evasive collages and mail art practices. Building on 
existing analytic approaches from queer theory, sociology, and literary studies, I nonetheless contend 
that Johnson's practice, situated at the transitional cusp between modernism and postmodernism, offers 
unique tools for approaching the intertwining of art and literature in 20th century US art. 
  
Brian T. Leahy is a PhD candidate in the Department of Art History at Northwestern University. His 
dissertation, "For Immediate Release: Contemporary Art and Exhibition Media in the United States," 
investigates the effects of printed media, such as exhibition announcements, press kits, and installation 
images, on artistic forms in the United States from the late 1960s through the early 1980s. His research 
has been supported by a Dedalus Foundation Dissertation Fellowship, a Luce/ACLS Dissertation 
Fellowship in American Art, and a Mellon/COSI Fellowship at the Art Institute of Chicago, among 



others. His writing appears in Artforum, Art in Print, The Art Newspaper, The Brooklyn Rail, and 
exhibition catalogues from the Block Museum and the Art Institute of Chicago, including the 
forthcoming volume Ray Johnson C/O (Art Institute of Chicago, Yale University Press: 2021). 
 

Marcel Broodthaers’s Citations of the Mallarmean ‘Diagram’. 

The work of Belgian artist Marcel Broodthaers is well known for its references to literature. Indeed, 
before moving his practice into the field of visual arts, Broodthaers had worked as a published poet. In 
his artistic production Stéphane Mallarmé and, in particular, his poem ‘A Throw of the Dice’ is an 
important and frequent reference. It appears not only in the guise of Broodthaers’s famous reproduction 
of the poem in which he replaced Mallarmé’s text with black bars as well as in other direct 
appropriations, but the interaction of the visual placement of text and its linguistic readying in the poem 
is the reason that the artist declared Mallarmé “the founder of contemporary art”. This folding of 
physical space into textual reading in Mallarmé’s poem has been described as ‘diagrammatic’ by 
Johanna Drucker (2011). While, on the one hand, Broodthaers often alluded to the apparent socio-
economic differences between literature and visual art, an identifiable Mallarmean interrelation of the 
read and the seen was also the subject of a series of other collages, prints, films and plaques. These 
works, as I will seek to show, can productively be understood as citations of Mallarmé’s poem. In 
exploring them, I will consider how adequate a post-structuralist approach to the relation of reading and 
seeing, as found in the late Roland Barthes and early Jean-François Lyotard, may be as a methodology 
for comprehending the effect of Broodthaers’s citation of Mallarmé. 

Dr Andrew Chesher’s research focuses on Neo-avantgarde and post-conceptual practices with a 
special emphasis on phenomenology. His essays include: ‘Phenomenology After Conceptual Art’ 
published in Analecta Husserliana: The Yearbook of Phenomenological Research (2018), 
‘Reconfiguring the Lifeworld: Spatial Experience in the Universe of Technical Images’ in Time, Space 
and Mobility (2018), and ‘Desublimating the Gestalt: Towards an Archaeology of Robert Morris’s Anti 
Form’ in Zeitschrift für Ästhetik und allgemeine Kunstwissenschaft (forthcoming 2021). He has also 
directed documentaries on modern music including Knots and Fields: Darmstadt and the Legacies of 
Modernism (made with David Ryan) (2010) and Changing the System (on Christian Wolf) (2007). He 
gained his PhD from Chelsea College of Arts in 2007, where he is a senior lecturer on the Fine Art BA 
course. 

Panel Three | Communing with the Dead 
 
Return of the Repressed (Abstract TBC) 

 
Laurie Rojas is an independent art critic and public intellectual based in Berlin (b. Panama). She is the 
Founder and Senior Editor of the new art and criticism publishing project Caesura; formerly she was a 
Senior Editor at Spike Art Magazine and Berlin Correspondent for The Art Newspaper and host of the 
podcast Sh*t Platypus Says. Her research often focuses on the intersection of art, criticism and politics, 
with an emphasis on ambivalence in artworks. Her writing has been featured in Artsy, Artforum, Artnet, 
The Art Newspaper, Arts of the Working Class, Chicago Art Criticism, Time Out Chicago, The Nation, 
The New Yorker, and Sotheby’s Magazine, among others. 
 
 



 
“Was there anything so real as words?”: Allen Ruppersberg’s The Picture of Dorian Gray 
  
In 1974, the American Conceptual artist Allen Ruppersberg (b. 1944) copied the full text of Oscar 
Wilde’s 1890 novel The Picture of Dorian Gray onto a series of twenty square canvases. Wilde’s tale 
of decadence and decay is rendered in Ruppersberg’s looping handwriting, with the piece serving as the 
product of a prolonged, performance-like act of transcription. If Ruppersberg misspelled a word during 
the process of copying, he would cross it out with a thick line, leaving the canvases speckled with dark 
blotches which interrupt the neatly handwritten rows of text. Due to space constraints at the Claire 
Copley Gallery in Los Angeles, the work was first exhibited in 1975 with several canvases in a row and 
the others stacked; this arrangement, which has become standard in subsequent showings, emphasizes 
the tension between the absorptive narrative of the story and the canvases’ immutable status as objects. 
Drawn from my dissertation, the first scholarly monograph about Ruppersberg’s work, this paper 
explores how The Picture of Dorian Gray’s simple composition plays on the intertwined nature of 
reading and viewing, as well as the novel’s own preoccupation with time and doubling. 
  
Jennie Waldow is a PhD candidate in the Department of Art and Art History at Stanford University. 
She studies contemporary art, with a focus on 1960s and 1970s Conceptualism, Fluxus, and ephemera. 
She holds a BA from Scripps College and an MA from the Courtauld Institute of Art, and has previously 
worked at the Museum of Modern Art and the Los Angeles Nomadic Division. She is currently at work 
on a dissertation about the American Conceptual artist Allen Ruppersberg. 
 
That Monster Over There 
  

All through the summers and into January I’ve been visiting morgues and monasteries Looking for the 
necessary body parts Limbs and livers and brains and hearts … 

I want to bring someone to life - someone I’ve never seen You know what I mean - you know exactly 
what I mean 

─ Bob Dylan, from My Own Version of You 

This paper is about the other words we might choose to describe things and why, sometimes, we should. 
It is also about narcissism, the death drive and the ways in which present circumstances have 
concentrated on the unbinding of things. Beginning with a call to acknowledge, and then make use of, 
the resonance of Freud’s vocabulary of dream-work with memes, I argue for a set of descriptions which 
might activate in the conceptual imagination an idea of the work these digital items perform at the level 
of subjectivity. The analogy with dreams affords the possibility of thinking the characteristic relation 
between word and image in memes in psychical terms. Dreams are dreamt in images but described in 
words and the words, in interpreting the dream, do something to the dream. In this sense the textual 
register of dreams is always somehow extra-textural, beyond transcription. In the second part of the 
paper, I take Silvia Kolbowski’s That Monster, a 2018 video which addresses the psychic appeal of 
Trump to his supporters through Andre Green’s work on negative narcissism and the fantasy of 
immortality. Shelley’s text is a different type of dream book to Freud’s, the source it provides generates 
as alternative animating force. Like the novel, Kolbowski’s video is full of doublings and splittings, 
cleavages by which the present and the past interpenetrate. As with Green’s mortal and immortal ego, 



past and present are coeval in That Monster, a literary figure who imposes through the various texts, 
including her own video, that Kolbowski summons. 
  
Ivan Knapp has recently been awarded his PhD in the History of Art at University College London. 
His thesis was entitled Meme-work: Psychoanalysis and the alt-right and his research focuses on 
questions of psychoanalysis and masculinity in digital cultures. 
 
 


