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Actualité du Musée imaginaire (Malraux): Les métamorphoses du 

Musée imaginaire 

Ségolène Le Men 

segolene.lemen@gmail.com 

 

Federica Martini 

Researcher, Head of Master Program 

Ecole Cantonale d'Art du Valais/Sierre 

federica.martini@gmail.com 

Re-eŶaĐtiŶg Papeƌ ColleĐtioŶs iŶ OƌaŶ Paŵuk͛s WƌitiŶg aŶd Museuŵ Gestuƌes 

This paper brings into question ways in which, through re-enactement, reproduction and 

multipliĐatioŶàofàsuppoƌtsàaŶdàŶaƌƌatiǀeàǀoiĐes,àOŵaƌàPaŵuk͛sàŶoǀelàaŶdàiŶstallatioŶàfoƌàtheàMuseuŵà
of Innocence continuously re-create and draft imaginary though material collections of pictures, 

objects and narratives.  

The collecting act is a constant motif in the novels of Orhan Pamuk. In Istanbul: Memories of a City, a 

memoir based on a collection of family photographs, the sitting rooms of his family apartment are 

desĐƌiďedàlikeàŵuseuŵs:à͞“ittiŶgàƌooŵsàǁeƌeàŶotàŵeaŶtàtoàďeàplaĐesàǁheƌeàǇouàĐouldàhopeàtoàsit 

comfortably; they were little museums designed to demonstrate to a hypothetical visitor that the 

householdeƌsàǁeƌeàWesteƌŶised͟.à 

‹heà͚sittiŶgàƌooŵàŵuseuŵs͛àofàPaŵuk͛sàŵeŵoƌǇàaƌeàkitsĐhàthoughàŵodeƌŶàǁuŶdeƌkaŵŵeƌàthatàaĐtà
as a comprehensive domestic microcosm. They encompass the subjective dimension of sentimental 

museums to metonymically point at universal histories. In this respect, the sitting room museums are 

ĐleaƌlǇàďothàiŶspiƌatioŶàaŶdàĐaǀeatàfoƌàtheàauthoƌ͛sàoǁŶàŵuseuŵàpƌojeĐt,àtheàMuseuŵàofàIŶŶoĐence, 

which emerged as a physical space in conversation with the characters and objects taking form in his 

novel. They have in common the accumulation of objects of daily aesthetic value and relate, in a 

complementary fashion, to the reversible translation process from physical museums to paper-, 

photo- and video-based collections that Pamuk creates and evokes.  

CoŶsideƌiŶgàĐoŶŶeĐtioŶsàďetǁeeŶàPaŵuk͛sàƌefeƌeŶĐes,àtheàŶoǀelàtheàMuseuŵàofàIŶŶoĐeŶĐeàaŶdàtheà
physical museum in Istanbul, we will discuss textual, para-textual and visual strategies adopted in the 

building of paper and material collections.
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Le Musée imaginaire de Bourdelle : la collection de reproductions photographiques documentaires 

de Bourdelle et son impact sur sa création 

Le musée Bourdelle, à Paris, conserve un fonds de 15.000 photographies dont une grande part a été 

pƌiseàpaƌàl͛aƌtisteàlui-ŵġŵeà;photogƌaphiesàdeàsesàœuǀƌesàetàtĠŵoigŶagesàsuƌàsaàǀieàpƌiǀĠeͿ,àŵaisà
aussiàϱ.ϬϬϬàƌepƌoduĐtioŶsàphotogƌaphiƋuesàdoĐuŵeŶtaiƌesàƋu͛ilàaàƌasseŵďlĠesàauàfilàdesàaŶs,àsoitàpaƌà
le biais de journaux et magazines, soit lors de voyages. Cette collection documentaire comporte 

ĠgaleŵeŶtàuŶàgƌaŶdàŶoŵďƌeàd͛alďuŵsàdeàĐaƌtesàpostales,àdoŶtàl͛oƌdoŶŶaŶĐeŵeŶtà;aƌtàƌoŵaŶ,àaƌtà
gothiƋue,àaƌĐhiteĐtuƌe,…ͿàtƌahitàlaàǀoloŶtĠàdeàĐlasseŵeŶtàdeàBouƌdelle.àCetteàĐoŶtƌiďutioŶàseàpƌoposeà
alors de présenteƌàĐeàfoŶdsàdeàƌepƌoduĐtioŶs,àjusƋu͛ăàpƌĠseŶtààpeuàĠtudiĠ,àsiŶoŶàdaŶsàl͛ouǀƌageà
foŶdateuƌàdeàVĠƌoŶiƋueàGautheƌiŶ,àL͛œilàetàlaàŵaiŶà;ϮϬϬϭͿ,àăàtƌaǀeƌsàtƌoisàaǆesàd͛aŶalǇseà:àdeàƋuellesà
œuǀƌesàBouƌdelleàa-t-il voulu garder la mémoire en constituant cette collection ? Quels échos et 

impacts directs se donnent-ilsàăàliƌeàdaŶsàlaàĐƌĠatioŶàdeàBouƌdelleà?àEŶfiŶ,àoŶàpouƌƌaàdĠĐeŶtƌeƌàl͛aǆeà
d͛aŶalǇseàeŶàessaǇaŶtàdeàƌegaƌdeƌàlesàƌepƌoduĐtioŶsàĐoŶseƌǀĠesàŵaisàŶoŶàutilisĠesàpaƌàBouƌdelleà
dans sa création. Cette contributioŶàpƌoposeƌaàaiŶsiàuŶeàĠtudeàlaƌgeàetàsǇstĠŵatiƋueàdeàl͛eŶseŵďleà
deàĐetteàĐolleĐtioŶàdeàƌepƌoduĐtioŶsàafiŶàd͛aŶalǇseƌàsoŶàƌƀleàdaŶsàleàpƌoĐessusàĐƌĠatifàduàsĐulpteuƌ.
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Musée imaginaire 

 

Ségolène Le Men 

 

Ivanne Rialland 

maîtresse de conférences 

Université de Versailles Saint-Quentin-en-Yvelines 

ivanne.rialland@free.fr 

Le musée imaginaire des enfants 

Nous examinerons les ouvrages promettant une initiation à l'art, dans sa généralité, à destination des 

0-6 ans pour comprendre comment ces petits musées (titre d'un imagier publié par L'École des 

loisirs) sélectionnent et agencent les reproductions pour offrir à la fois « une école du regard » et une 

« histoire mondiale de l'art » (4e de couverture, Du coq à l'âne. Les Animaux racontent l'art). On y 

constatera une confrontation des aires géographiques, des époques, des styles, qui correspond tout 

à fait à une réflexion muséographique contemporaine, dont l'accrochage de la Tate Modern est un 

eǆeŵple.àLesàœuvres sont souvent réunies thématiquement, avec une volonté de variété et même 

de contraste. On pourra ainsi s'interroger sérieusement, face à ces livres pour enfants, sur leur 

articulation avec les modèles de l'album malrucien ou de l'atlas warburgien définis à partir des écrits 

de Didi-Huberman. Mais l'agencement de ces livres correspond aussi à la rencontre du livre d'art 

avec les genres que sont l'imagier, l'album, le livre-jeu. Ce croisement a une conséquence essentielle 

sur les illustrations, qui préseŶteŶtàgĠŶĠƌaleŵeŶtàdesàdĠtailsàdesàœuǀƌesà– illustrant un inventaire du 

monde, s'intégrant à un récit ou à une recherche ludique. Ces musées imaginaires accompagnent 

ainsi l'enfant dans l'apprentissage d'un type particulier de regard : le regard rapproché analysé par 

Arasse – qui domine largement ce secteur du livre jeunesse.
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La matière et les gestes de la photographie numérique 

Depuis son invention, la photographie a renouvelé le rapport visuel entretenu avec le réel et sa 

reproduction. Depuis plusieurs années, la photographie numérique par sa nature informatique 

ƌeŶouǀelleàsesàĐoŶditioŶsàŵatĠƌiellesàdeàpƌoduĐtioŶ.à‘ĠĐeŵŵeŶt,àlesàusagesàǀaƌiĠsàd͛outilsà
ŶuŵĠƌiƋuesàdotĠsàd͛appaƌeilsàphotoàetàƌeliĠsàăàiŶteƌŶetàiŶsĐƌiǀeŶtàlaàphotogƌaphieàŶuŵĠƌiƋueàdaŶsà
une dynamique qui amplifie le partage ou encore le commentaire.  

âàpaƌtiƌàd͛uŶeàƌeĐheƌĐheàiŶteƌdisĐipliŶaiƌeàeŶtƌeàsĐieŶĐesàdeàl'iŶfoƌŵatioŶàetàdeàlaàĐoŵŵuŶiĐatioŶàetà
iŶfoƌŵatiƋue,àŶousàaǀoŶsàĠtudiĠàetàaŶalǇsĠàlaàfaçoŶàdoŶtàlesàǀisiteuƌsàd͛uŶàŵusĠeàs͛appƌopƌieŶtàuŶeà
expositioŶ,àsoŶàseŶs,àlesàaƌtefaĐtsàetàlesàteǆtesàƋuiàlaàĐoŵposeŶtàăàl͛aideàdeàleuƌsàpƌopƌesàoutilsà
ŶuŵĠƌiƋues.àIlàs͛agitàd͛uŶeàĠtudeàdeàteƌƌaiŶàƋuiàƌeposeàsuƌàuŶeàaŶalǇseàĐƌoisĠeàdesàƌĠsultatsàissusà
d͛oďseƌǀatioŶsàdiƌeĐtesàetàd͛eŶtƌetieŶsàseŵi-directifs menés avec les visiteurs.  

Pour introduire cette communication, nous souhaitons discuter, à partir des travaux de Benjamin 

(1936), de la transformation des conditions matérielles de la photographie numérique et de son 

ƌappoƌtàăàl͛ĠĐƌit.àPouƌàǇàpaƌǀeŶiƌ,àŶousàdĠfiŶiƌoŶsàlesàŶotioŶsàd͛ĠĐƌitsàĐoŶteǆtuelsàetàĠditoƌialisĠsà
associés à ces images. Ce cadre nous permettra de présenter nos analyses des processus 

d͛appƌopƌiatioŶàŶuŵĠƌiƋueàƋueàŵetteŶtàeŶàœuǀƌeàlesàǀisiteuƌsàdaŶsàleàĐadƌeàdeàleuƌàiŶteƌpƌĠtatioŶà
deàl͛eǆpositioŶàetàdesàĠlĠŵeŶtsàƋuiàlaàĐoŵposeŶt.àCesàƌĠsultatsàƌeposeŶt,àd͛uŶeàpaƌt,àsuƌàl͛aŶalǇseà
desàƌappoƌtsàdesàǀisiteuƌsàăàl͛eǆpositioŶ,àpaƌàleàgesteàphotogƌaphiƋue,àiŶĐoŶsĠƋueŶtsàouàǀifsà;Baƌthes,à
ϭϵϴϬͿà;àd͛autƌeàpaƌt,àsuƌàlesàŶouǀellesàfoƌŵesàŶuŵĠƌiƋuesàduàŵusĠeàiŵaginaire que se construisent 

tƌğsàŵatĠƌielleŵeŶtàlesàǀisiteuƌsàăàl͛aideàdeàleuƌàteĐhŶologieàŶuŵĠƌiƋue.
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English teacher and doctoral student 
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Recycled Images as Layers of Meaning in Picturebooks 

The growing use of images and the development of visual media in the twentieth century prompted 

scholars to question the status of images as mere illustrations of texts. Kress and van Leeuwen 

showed that the visual could be considered as a semiotic mode, and elaborated a systemic-functional 

ŵodelàofàǀisualàŵeaŶiŶgàďasedàoŶàHallidaǇ͛sàtheoƌǇàofàlaŶguage. 

Like any semiotic mode, the visual mode makes it possible to cite or to refer to multifarious types of 

works, whether visual or not. Benjamin pointed out that reproduction could never account for the 

uŶiƋueàpƌeseŶĐeàofàaàǁoƌkàofàaƌt.àDƌaǁiŶgàoŶàhisàŶotioŶàofà͞auƌa͟àofàaàǁoƌkàofàaƌt,àthis presentation 

contends that picturebooks provide a new narrative context in which illustrations borrowed from 

literary works or other media function as layers of meaning, integrated in the composition of a new 

image. 

‹heàfiƌstàpaƌtàǁillàpƌeseŶtàBeŶjaŵiŶ͛sàŶotioŶàofà͞auƌa͟àaŶdàitsàƌe-interpretations in the age of digital 

image processing, and will discuss the difference between the reproduction and the recycling of an 

image. 

The two following parts will show that the type of visual meaning developed by the recycled images 

contribute to creating a mindscape shared by the author, the illustrator and the implied reader in 

The Day I Swapped My Dad for Two Goldfish and The Wolves in the Walls by Neil Gaiman and Dave 

McKean, and The Lost Thing by Shaun Tan.
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Not Reproductions Sensu Stricto: Creative Debt and Marketing Strategies in the Illustration of 

Manon Lescaut 

While preparing the ϭϵϱϴàfiŶeàpƌessàeditioŶàofàMaŶoŶàLesĐautàpƌiŶtedàďǇàFƌaŶkàáltsĐhul͛sàOǀeƌďƌookà
PƌessàiŶà“taŶfoƌdà;C‹Ϳ,àtheàáŵeƌiĐaŶàillustƌatoƌà‹hoŵasàMaitlaŶdàClelaŶdàƌeŵaƌked:à͞átàtheàoutsetàità
should be understood that the pictures in this book are not reproductions in the generally 

understood meaning of that term. There were no colored originals which could be reproduced; and 

each of the two hundred copies of the thirty-odd pictures and decorations is an original in the sense 

that an autographic print by an artist in aŶǇàŵediuŵàisàsuĐh.͟àClelaŶd͛sàstateŵeŶtàoffeƌsàaŶà
iŶteƌestiŶgàtakeàoŶàtheàgeŶeƌalàtheŵeàofàtheàĐoŶfeƌeŶĐeàďeĐauseàitàpƌoǀidesàaŶàaƌtist͛sàuŶusualà
response to mechanical reproduction in the art and craft of the illustrated book. For this paper, I will 

select examples from an extensive visual corpus consisting of over 91 illustrated editions, of which at 

least 63 contain original images, to examine how artists reacted through time to previous illustrated 

editioŶsàofàáďďĠàPƌĠǀost͛sàĐaŶoŶiĐalàŶoǀel.àIŶàaddition to frontispieces, illustrative series, and 

ornamental features, the iconographic corpus of Manon Lescaut also contains an impressive number 

ofàstaŶdaloŶeàpieĐesàoƌ,àtoàuseàaàteƌŵàĐoiŶedàďǇàLeighàG.àDillaƌd,à͞paƌallelàillustƌatioŶs͟:àpƌiŶts,à
paintings, and sculptures inspired by, but designed to be displayed independently of, the text, which 

mark its foray into visual culture. I will focus on the recycling of iconographic topoi and the search for 

originality, the marketing strategies designed to highlight the uniqueness of a copy (such as 

ŶuŵďeƌiŶgͿ,àaŶdàtheàiŶflueŶĐeàofàtheàĐultuƌalàĐoŶteǆtàupoŶàaŶàaƌtist͛sàĐƌeatiǀeàƌealŵ.
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L͛illustƌatioŶ à l'ĠpoƋue de sa ƌepƌoduĐtiďilitĠ teĐhŶiƋue. Allogƌaphie et autogƌaphie Đhez Alfƌed 
Jarry et Josef Váchal 

álfƌedàJaƌƌǇàetàJosefàVĄĐhalàoŶtàĠtĠàƌappƌoĐhĠsàpouƌàleuƌàgƌotesƋueàiƌƌĠduĐtiďle,àŵaisàŵĠƌiteŶtàd͛être 

ĐoŵpaƌĠsàeŶàtaŶtàƋu͛auteuƌs-illustrateurs car ils ont tous deux accordé une attention toute 

particulière à la xylographie, en tant que graveurs, imprimeurs et amateurs de bibliophilie populaire - 

Đoŵŵeàl͛iŶdiƋueŶtàleuƌsàalŵaŶaĐhsàpaƌodiƋues.àLeuƌsàœuǀres illustrées jouent sur la cohabitation 

entre illustration auctoriale et remploi de gravures générant des télescopages (poly)graphiques, 

d͛autaŶtàplusàƋueàĐetteàƌepƌiseàestàsouǀeŶtàăàlaàfoisàeǆogğŶeàetàeŶdogğŶe.àLesàMiŶutesàdeàsaďleà
mémorial et César-Antéchrist de Jarry remploient des gravures populaires qui illustrent aussi ses 

ƌeǀuesàl͛YŵagieƌàouàPeƌhiŶdĠƌioŶ.àVĄĐhalàƌeĐǇĐleàdesàiŵagesàaŶoŶǇŵesàpaƌŵiàlesàillustƌatioŶsàdeàsoŶà
Roman sanglant mais puise aussi dans celles de son Jardinet du diable ou histoire naturelle des 

fantômes. Ces pratiques invitent à réfléchir sur le statut intermédiaire de la gravure, entre matrice 

autogƌaphiƋueàetàestaŵpeàallogƌaphiƋueà;d͛apƌğsàlaàdistiŶĐtioŶàdeàGoodŵaŶ,àŶuaŶĐĠeàăàpaƌtiƌàdesà
ƌĠfleǆioŶsàd͛EĐoàsuƌàlaàƌĠpliƋueͿ,àǀeŶaŶt rejouer au sein de la technique la dialectique propre à leurs 

illustrations – réflexion qui engage aussi le statut du texte, homogène sur le plan de la technique. 

MaisàlaàŶotioŶàĐoŶtƌoǀeƌsĠeàd͛estaŵpeàoƌigiŶaleàaàeuàteŶdaŶĐeàăàfaiƌeàpasseƌàleàƌeŵploiàpouƌ une 

copie et non une exécution «originale». Or si la xylographie ne relève pas du «paradigme 

autogƌaphiƋue»àdĠfiŶiàpaƌàKaeŶel,àelleàappaƌaŠtàiĐiàĐoŵŵeàl͛appƌopƌiatioŶàauĐtoƌialeàd͛uŶeàĐultuƌeà
graphique anonyme.



 
 

unil.ch/reproduction2017 
 

Approches théoriques de l'illustration 

 

Maxime Leroy 

 

Sonya Petersson 

Doctor 

Stockholm University 

sonya.petersson@arthistory.su.se 

Un-Fixing the Concept of Illustration: Reproduction and Other Analytical Units in Nineteenth 

Century Print Media 

The traditional concept of illustration denotes a pictorial representation reproducing something 

alƌeadǇà͞said͟àiŶàaàteǆtualàsouƌĐe.àIŶàthisàpapeƌ,àŵǇàoďjeĐtiǀeàisàtoàdisĐussàthisàdefiŶitioŶàaŶdàitsà
underlying analytical strategies. To the extent that it relies on the transfer of meaning from the one 

medium to the other, there is a corresponding need of accounting for exactly which textual and 

pictorial elements that are transferred or involved in the transferring process, and also of discussing 

by which logic(s) the order from textual source to pictorial target may be interrupted or reversed. 

Other distinctions to pursue are those between production and reception and between the idea of 

ǀeƌďalàŵedia͛sàseƋueŶtialitǇàaŶdàǀisualàŵedia͛sàiŶstaŶtaŶeitǇ.àFoƌàiŶstaŶĐe,àǁhatàhappeŶsàǁithàtheà
interpretation of textual elements when the illustration precedes the text, by being placed as a 

ǀigŶette?à‹ogetheƌ,àtheseàissuesàaiŵàatàtheoƌetiĐallǇà͞uŶ-fiǆiŶg͟àǁhatàĐouldàďeàĐalledàtheàleǆiĐalà
concept of illustration. At the same time, it is a way of accounting for media historical factors such as 

theàĐultuƌalàstatusàofàtheàillustƌatioŶ͛sàgƌaphiĐàsuƌfaĐeàaŶdàhoǁàitàiŶteƌfeƌesàǁithàǁhatàtƌaditioŶallǇà
hasàďeeŶàƌegaƌdedàasàtheàillustƌatioŶ͛sà͞ĐoŶteŶt͟,àfoƌŵedàďǇàŵotifàaŶdàstoƌǇ.àBǇàŵakiŶgàtheàgƌaphiĐà
surface and its evocation of questions and techniques of reproducibility an analytical category, my 

paper explores the margins of illustration traditionally conceived. Examples are drawn from Swedish 

later nineteenth century print-media, including both illustrated novels and pictorial press.
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Transferts, réappropriations et authenticité. Simon Starling et la reproduction des images. 

Fasciné par des anecdotes et autres expériences échappant aux canaux habituels du récit historique 

ouàsĐieŶtifiƋue,àl͛aƌtisteàaŶglaisàSimon Starling entreprend pour chacun de ses projets des recherches 

etàtƌaǀauǆàd͛iŶǀestigatioŶsàaŵďitieuǆ,àafiŶàdeàƌaŵeŶeƌàauàpƌeŵieƌàplaŶàdesàŵiĐƌoàĠǀĠŶeŵeŶts.à
OsĐillaŶtàeŶtƌeàpeƌfoƌŵaŶĐeàetàiŶstallatioŶ,àl͛aƌtisteàƌeĐoŶfiguƌe,àăàtƌaǀeƌsàlesàpƌoĐessusàĐoŵplexes 

Ƌu͛ilàŵetàeŶàplaĐe,àăàlaàfoisàl͛appƌĠheŶsioŶàduàƋuotidieŶàetàl͛eǆpĠƌieŶĐeàdeàl͛histoiƌe.à 

Pour Three White desks – ƋuiàtƌouǀeàsoŶàpƌiŶĐipeàaĐtifàdaŶsàlaàƌepƌoduĐtioŶàd͛uŶàďuƌeauàĐoŶçuàpaƌà
l͛aƌtisteàpeiŶtƌeàFƌaŶĐisàBaĐoŶàeŶàϭϵϮϴà– Starling fait fabriquer trois bureaux en suivant un protocole 

stƌiĐtàƋuiàpƌeŶdàĐoŵŵeàpoiŶtàdeàdĠpaƌtàlaàƌepƌoduĐtioŶàphotogƌaphiƋueàduàďuƌeau.àL͛aƌtisteàeǆpoƌteà
ici ses préoccupations de circulation et de transformation des images basées sur un principe de 

transfert des médiums en présentant trois bureaux aux contours très différents, confrontant 

teĐhŶologieàŵodeƌŶeàetàaƌtisaŶat.àL͛idĠeàiĐiàseƌaitàƋue,àeŶàƌaisoŶàdeàlaàpeƌteàdeàƋualitĠàdeàl͛iŵage,à
l͛iŶteƌpƌĠtatioŶàdesàdoŶŶĠesàpeutàeŶgeŶdƌeƌàdeàŶouǀellesàiŵagesàetàĐ'estàdoŶĐàdans les failles de la 

teĐhŶologieàƋueàl'œuǀƌeàpƌeŶdàtoutàsoŶàseŶs.à 

âàpaƌtiƌàdeàl͛œuǀƌeàdeà“iŵoŶà“taƌliŶg,àilàs͛agiƌaàdeàǀoiƌàĐoŵŵeŶtàl͛aƌtisteàƌeposeàlaàƋuestioŶàdeà
l͛uŶiƋueàetàdeàlaàdiffĠƌeŶĐeàeŶàŵatiğƌeàd͛aƌt.àáussi,àăàĐetteàaffiŶitĠàpaƌtiĐuliğƌeàdesàœuǀƌesàd͛aƌtàaǀeĐà
laàƋuestioŶàdeàl͛autheŶtiĐitĠ,àŶousàǀeƌƌoŶsàĐoŵŵeŶtà‹hƌeeàWhiteàdesksàpƌoǀoƋueàl͛eǆpĠƌieŶĐeà
iŶĠditeàd͛uŶàƌetouƌŶeŵeŶtàpositifàdeàl͛iŶautheŶtiĐitĠàeŶàĐƌitğƌeàdeàƋualitĠ.
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Legal challenges posed by the art of appropriation 

Appropriation art has been subject to several lawsuits artists initiated for copyright infringement. A 

legal analysis of appropriation art shows the uneasiness of copyright law to come to grips with this 

artistic phenomenon. Because the appropriation artist copies without the permission of the 

copyright holder, copyright law tends to ĐoŶsideƌàitàasàiŶàďƌeaĐhàofàaŶàaƌtist͛sàƌights.àIŶàtheàUŶitedà
States, the doctrine of fair use has brought some relief to appropriation artists, as it recognized the 

legitimacy of this artistic practice under certain conditions. This paper assesses how the art of 

appropriation challenges the law and the ways courts have found to authorise such art. It argues that 

apart from the US principle of fair use, no solution is available under copyright law which recognizes 

appropriation art as legitimate.
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Tracing the Transactional Conditions of Conceptual Art: The Artists' Contract in Art and Law 

In the late 1960s artists began employing the legal instrument of contract in attempts to gain control 

over the circulation and exhibition of their work. This private-law strategy emerged in part from a 

climate of anti-government and anti-institutional protest in the USA, coupled with an interest in 

͞deŵoĐƌatiĐ͟àƌepƌoduĐiďilitǇàaŶdàeǆĐhaŶge.àágaiŶstàthisàďaĐkdƌop,à“olàLeǁitt,àLaǁƌeŶĐeàWeiŶeƌ,àIaŶà
WilsoŶ,àaŶdàotheƌsàestaďlishedàaàdialeĐtiĐalàƌelatioŶshipàďetǁeeŶà͞de-ŵateƌialized͟àaƌtà͞oďjeĐts͟àaŶdà
theàŵateƌialàsitesàofàtheiƌàtƌaŶsaĐtioŶalàeǆĐhaŶge:àdoĐuŵeŶts.àKeǇàaŵoŶgàtheseàaĐtioŶsàisàtheàáƌtist͛sà
Reserved Rights Transfer and Sale Agreement (1971), by curator/dealer Seth Siegelaub and lawyer 

‘oďeƌtàPƌojaŶskǇ.à‹heà͞áƌtist͛sàCoŶtƌaĐt͟àĐoŶtƌoǀeƌsiallǇàiŶĐludedàpƌoǀisioŶsàfoƌàŵoƌalàƌightsàaŶdà
resale royalties, and has been criticized by Alexander Alberro, Benjamin Buchloh, and others for 

pƌiǀilegiŶgàaŶàeŶlighteŶŵeŶtàideologǇàofàauthoƌship,àaŶdàƌeifǇiŶgàaŶàaƌtǁoƌk͛sàĐoŵŵoditǇàstatus.àIà
coŶteŶdàthatà“iegelauď͛sàappƌopƌiatioŶàofàtheàfoƌĐeàofàlaǁàeŶaďledàŶeǁàŵodesàofàaƌtistiĐàageŶĐǇàďǇà
eŵploǇiŶgàlaǁ͛sàƌuďƌiĐàaŶdàeŶfoƌĐeaďilitǇàasàaƌtistiĐàŵedia.à‹heàCoŶtƌaĐt'sàstatusàaŶdàĐapaĐitǇàasàaà
legal document has not been considered within art history; Simultaneously, legal literature 

concerning the Contract inadequately addresses its theoretical and economic provocations within 

aƌt.àBǇàŵeƌgiŶgàtheàlegaĐiesàaŶdàiŶflueŶĐesàofàtheàáƌtist͛sàCoŶtƌaĐtàaŶdàCoŶĐeptualàaƌt͛sàdoĐuŵeŶtsàiŶà
art and law, this paper will problematize the limitations of the historical and archival lens through 

which they have previously been considered, and will furthermore attempt an optimistic narrative of 

political change brought about by the Contract and its originating activist moment.



 
 

unil.ch/reproduction2017 
 

Appropriation art: The fine line between a copy and an original 

work 

 

Anne Laure Bandle 

 

Côme Martin 

Teaching and research fellow 

Université Paris Est - Créteil 

come.martin@gmail.com 

Reproduction interdite : quand la censure réinvente Tintin 

Les ÉditioŶsàMouliŶsaƌt,àƋuiàdĠtieŶŶeŶtàlesàdƌoitsàdesàáǀeŶtuƌesàdeà‹iŶtiŶàd͛HeƌgĠàdepuisàsoŶàdĠĐğs,à
sont réputées pour leur ligne particulièrement dure quant à la reproduction du personnage mythique 

du dessinateur. Impossible de reproduire le moindre personnage, voire le moindre phylactère 

provenant des Aventures sans risque de procès : en conséquence, alors que les effets citationnels 

et/ouàpaƌodiƋuesàsoŶtàtƌğsàŶoŵďƌeuǆàdaŶsàlaàďaŶdeàdessiŶĠe,àetàaloƌsàƋueàd͛autƌesàpeƌsoŶŶagesàtoutà
aussi célèbres, comme Spirou, connaissent de multiples incarnations, Tintin et ses comparses se 

voient dénié toute possibilité de reproduction ou de reprise. 

Pourtant, cette censure peut également être considérée comme contrainte positive, quasi-

OuBaPienne, et a menés plusieurs dessinateurs à chercher de nouvelles solutions pour faire figurer le 

peƌsoŶŶageàd͛HeƌgĠàsaŶsàƌisƋueƌàlesàpouƌsuitesàjuƌidiƋuesà:àaiŶsiàOliǀieƌàJosso-Hamel se voit-il obligé 

deàƌedessiŶeƌàdesàĐasesàduàtoŵeàϮàd͛áuàtƌaǀail,àpoussaŶtàsoŶàstǇleàgƌaphiƋueàăàsoŶàeǆtƌĠŵité ; dans 

d͛autƌesàdoŵaiŶes,àPieƌƌeàFƌesŶault-Deruelle (dans Hergéologie), Jean-Marie Floch (dans Une lecture 

de Tintin au Tibet) ou encore Albert Algoud (dans Le Dupondt sans peine), malgré leur projet 

d͛aŶalǇseàdeàl͛uŶiǀeƌsàheƌgĠeŶ,àdoiǀeŶtàaǀoiƌàƌeĐouƌsàăàd͛autƌesàstƌatĠgiesàeŶĐoƌeàpouƌàillustƌeƌàleuƌsà
travaux. 

Ce sont par ces exemples que je souhaite interroger la notion de censure comme contrainte positive 

et créatrice en bande dessinée, prenant volontairement le contrepied des critiques habituellement 

dirigées vers les Éditions Moulinsart.
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The Aƌtist͛s Book: The PƌoĐess aŶd PƌoduĐts of CollaďoƌatioŶ fƌoŵ the UŶiƋue OďjeĐt to EditioŶed 
Works 

ThisàpƌeseŶtatioŶàeǆploƌesàtheàpƌoĐessesàďehiŶdàtheàĐƌeatioŶàofàtheàaƌtist͛sàďookàfƌoŵàthƌeeàǀaŶtageà
points: a collaborative approach blending artistic and scientific disciplines, an enterprise that uses 

words and ideas as inspiration for the creation of imagery, and a curatorial view of the reception and 

distribution of artistic production. From the earliest illuminated manuscripts to cutting edge on-

demand publications the book has been an essential mode of communication, dissemination and 

expression in the aƌts.à‹heàďookàfoƌŵatàisàuŶiƋuelǇàpoǁeƌfulàiŶàitsàaďilitǇàtoàholdàtheàǀieǁeƌ͛sà
attention and create an arena for thoughtful digestion of complex ideas in form and content. Despite 

ouƌàĐuƌƌeŶtàfasĐiŶatioŶàǁithàtheàdigitalàǁoƌldàtheàaŶalogàaƌtist͛sàďookàǁith its amazing versatility and 

breadth of historical and contemporary modes continues to be a vehicle of expression that is favored 

ďǇàŵaŶǇàaƌtists.àWhileàouƌàĐoŶteŵpoƌaƌǇàǁoƌldàĐƌeatesàŵaŶǇàĐhalleŶgesàfoƌàtheàtƌaditioŶalàaƌtist͛sà
book it has also vastly expanded the possible audience. I will discuss my collaborative book projects 

completed with Dr. Pamela Morgan at the University of New England. I will also present viewpoints 

gleaned by interviewing book artist and curator Rebecca Goodale, program coordinator Kate Cheney, 

Chappell '83 Center for Book Arts, University of Southern Maine, and Cathleen Miller, curator, Maine 

Women Writers Collection, University of New England. These professional educators will illuminate 

theàpuƌposesàaŶdàƌeĐeptioŶàofàaƌtist͛sàďooks and current and possible future practices as well as how 

institutions can increase their support of this mode of communication.
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From Multimedia Handc-rafted Images to Mechanical Reproductions: The Interplay Between 

Production and Re-interpretation in Marie-Claire Blais Hand-crafted Notebooks and 

Photographically Illustrated Political Essays 

 

The focus of this study is to explore the relationships that exist between Marie-ClaiƌeàBlais͛sà
unpublished illustrated manuscripts (1960) and her recently published essay (Passages américains 

2012) in the development of a literature of crisis where war, violence, American politics and the 

Vietnam War are dominant figures interpreted and re-interpreted for almost five decades. The 

transition from her hand painted, drawn, multi-media collages which punctuate her unpublished self-

referential manuscripts, to the visual representation of award winning photographic images of the 

Vietnam War introduced within her more recently published essays, marks a complex evolution 

within this writers artistic and literary production. The genesis of the hand-crafted multimedia artistic 

productions embedded within her self-referential and hybrid illustrated manuscripts, and the use of 

mechanical reproductions (photographic images) which dominate her political essays present us with 

aàuŶiƋueàoppoƌtuŶitǇàtoàeǆploƌeàǁithiŶàtheàĐoŶteǆtàofàoŶeàǁƌiteƌ͛sàeǆpaŶsiǀeàaƌtistiĐàaŶdàliteƌaƌǇà
oeuvre the interplay between textual and visual re/production and re/interpretation. Intertextuality, 

self-referentiality and political satire are fundamental strategies used in her illustrated Notebooks 

and her photographically enhanced essays to communicate strong political convictions. The 50 year 

span between Blais personal multimedia productions and her use of mechanically reproduced images 

in her non-fictional writing give rise to a re-interpretation of the initial images (painted, drawn and 

collages) originally conceived in her hand-crafted beautifully illustrated Notebooks.
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‘epƌoduĐtioŶ as GeŶealogǇ iŶ AŶŶa Toƌŵa͛s Teǆtile Aƌt 

Despite the fact that hand embroidered art poses a fundamental challenge to making copies, 

ƌepƌoduĐtioŶàisàĐeŶtƌalàtoàCaŶadiaŶàaƌtistàáŶŶaà‹oƌŵa͛sàlaƌge-scale embroideries. Torma presents 

multiple transparent fabrics, embroidered with drawings and words, and places one over the other 

such that the bottom layers show through the top. Each work displays varied methodologies: 

appliqué, collage, drawing, dye-work, thousands of hand-embroidered stitches. Plants, animals, 

sculptures, words, human figures, and fantastic creatures animate the panels.  

‹oƌŵa͛sàǁoƌkàalso explores creative practice itself, particularly how her craft can assimilate or 

reproduce work by other artists. For example, to what extent does her embroidery mimic the 

needlework she learned from her grandmother? When Torma uses found linens as collages to 

ĐoŵŵeŶtàoŶàǁoŵeŶ͛sàdoŵestiĐàǁoƌk,àhoǁàisàheƌàƌeŵediatioŶàofàthisàfaďƌiĐàaàfoƌŵàofàƌepƌoduĐtioŶ?à
What does it mean when she imitates words and pictures drawn by her grandchildren? Or when she 

ƌeŶdeƌsàheƌàhusďaŶd͛sàsĐulptuƌesàiŶàthƌead? 

These practices involve a very literal reproduction: she produces again words, images, and found 

textiles, placing them in a different context and reorienting their meaning. Furthermore, all of these 

examples play on the dual notions of artistic and biological reproduction. By emulating or copying the 

ǁoƌkàofàheƌàfaŵilǇàaŶdàďǇàĐoŵŵeŶtiŶgàeǆpliĐitlǇàoŶàǁoŵeŶ͛sàǁoƌk,à‹oƌŵaàĐƌeatesàaàliŶeage,àaà
genealogy. In various ways, her art also echoes the sexual act that she identifies as one of the forces 

of life, further consolidating the link between artistic and biological reproduction. By examining these 

ƋuestioŶs,àthisàpapeƌàǁillàeǆaŵiŶeàhoǁà‹oƌŵa͛sàǁoƌkàisàaŶàiŶteƌaƌtistiĐàeǆĐhaŶgeàďetǁeeŶà
explorations of reproduction and techniques that by their very nature make exact reproduction 

nearly impossible.



 
 

unil.ch/reproduction2017 
 

Art religieux, reproduction et rituel 

 

Pierre-Yves Brandt 

pierre-yves.brandt@unil.ch 

 

Ângelo Cardita 

Professeur 

Faculté de théologie et de sciences religieuses - Université Laval, Québec, Canada 

angelo.cardita.1@ulaval.ca 

La lituƌgie ĐhƌĠtieŶŶe sous l͛aŶgle de la ƌepƌoduĐtioŶ et de l͛agiƌ sǇŵďoliƋue 

Dans cette communication, la liturgie chrétienne sera considérée comme le système sémiotique du 

champ religieux chrétien et elle sera observée sousàl͛aŶgleàdeàlaàƌepƌoduĐtioŶàetàdeàl͛agiƌàsǇŵďoliƋue.à
Fondée sur une « révélation », la liturgie semble destinée à la reproduction, au « faire image » de son 

ŵodğleàaƌĐhĠtǇpal.à‹outefois,àĐoŵŵeàl͛ĠǀĠŶeŵeŶtàfoŶdateuƌ,àlaàlituƌgieàestàdeǀeŶueàteǆte,àĐ͛est-à-

dire récit et écriture produits et reproduits comme la condition de possibilité du faire image 

lituƌgiƋue.àLeàteǆteàlituƌgiƋueàŶ͛estàƋueàlaàĐodifiĐatioŶàd͛uŶàagiƌàƌituelàsǇŵďoliƋueàƋu͛ilàseàpƌoposeàdeà
reproduire, mais une telle reproduction à partir de l͛iŶteƌpƌĠtatioŶàteǆtuelleàaàpƌoǀoƋuĠàuŶeà
ŵutatioŶàdaŶsàl͛agiƌàsǇŵďoliƋueàƋu͛ilàfautàeŶĐoƌeàĐeƌŶeƌàetàiŶteƌƌogeƌ.àEŶàƋuelleàŵesuƌeàlaà
codification textuelle liturgique suscite-t-elle une communauté symbolique de lecture, 

d͛iŶteƌpƌĠtatioŶàetàdeàŵiseàeŶàsĐğŶe? Comment discerner la différence entre la liturgie-code et la 

liturgie-art ? Comment le code devient-ilàaƌtà?àCoŵŵeŶtàleàĐaƌaĐtğƌeàiŶteƌŵĠdialeàdeàl͛agiƌàƌituelà
implique-t-ilàlaàƌĠdupliĐatioŶà?àEŶàƋuelleàŵesuƌeàs͛ǇàaŶĐƌeàuŶeàeǆpĠƌieŶĐeàsǇŵďoliƋueà
communautaire ?  

OƌieŶtĠàpaƌàĐeàƋuestioŶŶeŵeŶt,àoŶàĠtudieƌaàlaàlituƌgieàĐhƌĠtieŶŶeàeŶàtaŶtàƋu͛agiƌàsǇŵďoliƋueàdestiŶĠà
à activer une mémoire collective. Notre analyse prendra en considération le plan sémiologique et le 

plaŶàduàdisĐouƌsàpoiŶtaŶtàǀeƌsàl͛eŶjeuàduàpassageàduàteǆteàăàl͛aĐtioŶ,àduàĐodeàăàlaàpeƌfoƌŵaŶĐe,àdeà
façoŶàăàeŶgageƌàuŶeàƌĠfleǆioŶàsuƌàlesàpƌoĐessusàdeàsǇŵďolisatioŶàŵisàeŶàœuǀƌeàpaƌàlesàdiffĠƌeŶtsà
acteurs liturgiques.
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Leonardo and Michelangelo: From the Copy to the Mashup 

LeoŶaƌdo͛sàLastà“uppeƌàaŶdàMiĐhelaŶgelo'sàfƌesĐoesàiŶàtheà“istiŶeàChapelàaƌeàtǁoàeŵďleŵatiĐà
examples of a long run fortune in art history. They are the climax of a plurisecular iconography. The 

activities of copyists and engravers began early in the sixteenth century and went on with 

photographers and filmmakers from the nineteenth century until today. They provided many 

examples of "visual translation" and interpretation of these two famous works, by marking the 

beginning of an increasing phenomenon that culminated in their transformation into mediatic and 

popular icons, as in the case of the Mona Lisa of the Louvre Museum. The ways and reasons why this 

happened, and the social use of these images, have been studied by H. Focillon, A. Chastel, E. Battisti, 

L. Steinberg. In the digital age the process of re-mediation and re-location through mashups, remix 

and meme even by on the internet, led to a further acceleration of this old and multifarious 

phenomenon, by giving new meanings to the images themselves, from advertising to comics. The 

relationship between original, reproduction, creative translation, falsification and reworking raises 

critical, theoretical and methodological questions. This paper intends to propose, through a range of 

examples and comparisons, a critical insight on the whole topic, from the role of the artistic 

techniques, mediatic electronic devices, concerning the reasons and the meanings of re-

semantization of two universally famous works of art.
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Du musée d'art au lieu de culte ou comment exposer des vitraux. Le cas des douze vitraux de 

Chagall pour Jérusalem. 

Cette communication porte sur les douze vitraux de Marc Chagall exposés à Paris (16 juin-15 octobre, 

musée des Arts Décoratifs, Paris), puis à New York (The Museum of Modern Art, 19 nov. 1961-3 janv. 

ϭϵϲϮͿàaǀaŶtàd͛ġtƌeàdĠfiŶitiǀeŵeŶtàsĐellĠsàsuƌàlesàƋuatƌeàŵuƌsàdeàlaàsǇŶagogueàduàCeŶtƌeàŵĠdiĐalà
Hadassah à Jérusalem (inaugurés le 6 fév. 1962). 

NousàƌĠflĠĐhiƌoŶsàd͛uŶeàpaƌtàsuƌàlesàpƌatiƋuesàsĐĠŶogƌaphiƋuesàdesàdeuǆàtǇpesàdeàlieuǆàd͛eǆposition 

deàĐesàǀitƌauǆàƋueàsoŶtàlesàŵusĠesàd͛aƌtàetàlaàsǇŶagogueàdeàJĠƌusaleŵ,àetàd͛autƌeàpaƌtàsuƌàlesàdisĐouƌsà
juifsà;ƌeǀueàl͛áƌĐhe,àaoût-sept.àϭϵϲϭͿàetàĐatholiƋuesà;ƌeǀueàL͛áƌtà“aĐƌĠ,àjuillet-août 1961 ; catalogue 

d͛eǆpositioŶàChagallà– Vitraux pour Jérusaleŵ,àϭϵϲϭͿàpuďliĠsàăàl͛oĐĐasioŶàdeàl'eǆpositioŶàpaƌisieŶŶe. 

EŶàeffet,àlaàsiŶgulaƌitĠàĐhezàMaƌĐàChagallàd͛eǆposeƌàdesàǀitƌauǆàdaŶsàdesàŵusĠesàd͛aƌtàestà
douďleŵeŶtàŶotaďleà:àpaƌàleuƌàŶatuƌeàŵoŶuŵeŶtale,àlesàǀitƌauǆàŶeàsoŶtàpasàdesàoďjetsàd͛eǆpositioŶsà
temporaires, à plus forte raison itinérantes ; par leur vocation première à décorer un lieu de culte, 

uŶeàŵodifiĐatioŶàsĠŵaŶtiƋueàs͛opğƌeàsuƌàl͛oďjet,àăàpaƌtiƌàduàŵoŵeŶtàoùàilàestàpƌĠseŶtĠàdaŶsàdesà
musées. 

Ainsi, une étude scénographique et historiographique de ce triple événement autour des douze 

ǀitƌauǆàpouƌàlaàsǇŶagogueàdeàJĠƌusaleŵàpeƌŵettƌaàd͛oďseƌǀeƌàleuƌàsigŶifiĐatioŶàdesàpoiŶtsàdeàǀueà
muséographique et cultuel.
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Figuƌes of ‘epliĐatioŶ. OŶ MaƌĐel Bƌoodthaeƌs͛ ;‘e-)Publishing 

 

In 1971, in the midstàofàhisàĐaƌeeƌàasàaŶàaƌtist,àMaƌĐelàBƌoodthaeƌsàpƌeseŶtsàǁithà͞MaàColleĐtioŶ͟à
some kind of a retrospective. He gathered photocopied and downsized reproductions of invitation 

cards, catalogue pages and front covers, mostly published by the artist, on a panel. 25 paper-

thumbnails are glued onto it, with handwritten captions, arranged in a grid. Right below, this 

seleĐtioŶàisàdouďledàasàaàflatàphotoĐopǇ.àNeǆtàtoàit,àaŶàeŶtiƌeàissueàofàtheàGeƌŵaŶàŶeǁspapeƌà͞Deƌà
“piegel͟à– the only not-copied publication on the panel – is mounted, showing a page with a photo of 

the artist. Dressed in a high-priced plaid shirt, Marcel Broodthaers poses for the renowned German 

shiƌtàĐoŵpaŶǇà͞VaŶàLaaĐk͟:àaàŵass-distributed promotional photo, produced as a contract-based 

service for the company. 

Not only assembling different types of printed matter, but at the same time staging their 

ƌepƌoduĐtioŶ,à͞MaàColleĐtioŶ͟àfiguƌesàasàaàstaƌtiŶgàpoiŶtàfoƌàŵǇàpapeƌ.àWhiĐhàƌelatioŶsàofà
reproduction, copied image and objet trouvé are at work here? My paper aims to explore 

Bƌoodthaeƌs͛àǀaƌiousàfeatuƌesàofàpuďlishiŶgàthatàƌaŶgeàfƌoŵàaƌtistiĐàappƌopƌiatioŶàtoàtheàaƌtist͛sàoǁŶà
employments in media. How does his artistic production replicate, undermine or even play on 

strategies of publication? KeepingàtƌaĐkàofàBƌoodthaeƌs͛sàuseàofàtheàŵethodsàaŶdàfuŶĐtioŶsàofà
publication opens up his artistic strategies in the realm of medial configurations, which require a 

precise reconsideration in the age of the post-medium condition.
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PhotogƌaphǇ Poised BetǁeeŶ FaĐt aŶd FiĐtioŶ: FeƌdiŶaŶd Kƌiǁet͛s Coŵ. Miǆ.: die Welt deƌ Bild- und 

Zeichensprache (1972) 

Launching his intermedia practice in 1961 with the publication of his experimental text Rotor, West 

German artist Ferdinand Kriwet went on to explore language as an all-encompassing signs system 

extending across media, including photography. In this papeƌàIàfoĐusàoŶàKƌiǁet͛sàCoŵ.àMiǆ.:àdieàWeltà
der Bild- und Zeichensprache (1972). A work of encyclopedic ambitions, COM. MIX. is a 256-pages 

long book surveying the world of image and sign language, and more broadly the operations of 

human communication. It encompasses a vast array of visual sources, from early cuneiform scripts 

and alchemical symbols to industrial trademarks and photographs often taken by Kriwet or retrieved 

from the press.  

Analyzing this work within the context of contemporaneous photo-conceptual practices and against 

the backdrop of the Cold War, I will examine the ideological and theoretical underpinnings that 

iŶfoƌŵàKƌiǁet͛sàeŵploǇŵeŶtàofàphotogƌaphǇ.àásàIàǁillàaƌgue,àhisàuŶdeƌstaŶdiŶgàofàtheàŵediuŵàisà
conditioned by the recuperation ofàWalteƌàBeŶjaŵiŶ͛sàǁoƌkàiŶàtheàpostǁaƌàǇeaƌs,àspeĐifiĐallǇàhisà
theorization of the revolutionary capacities of the photographic apparatus. Nevertheless, the careful 

juxtaposition of texts, signs and photographs in Com. Mix. suggests his engagement with the 

contemporaneous discourses of information theory and behavioral psychology, and importantly a 

deeper anxiety over the proliferation and manipulation of photographic images in the Cold War 

years. Examining the intermedial connections between language and image in this work, I claim that 

Com. Mix. exposes an underlying tension that has accompanied photography since its inception, i.e. 

its oscillation between facticity and semantic instability.
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Photographie et métaphore chez Eugenio Dittborn. Des corps exposés pour évoquer les disparus 

EŶàϭϵϳϳ,àƋuatƌeàaŶsàapƌğsàleàĐoupàd͛Étatàd͛áugusto PiŶoĐhet,àl͛aƌtisteàĐhilieŶàEugeŶioàDittďoƌŶàŵoŶteà
l'eǆpositioŶà«àFiŶalàdeàpistaà»à;«àFiŶàdeàpisteà»Ϳ,àuŶàtƌaǀailàďasĠàsuƌàl͛appƌopƌiatioŶàetàlaàƌesigŶifiĐatioŶà
d͛uŶàeŶseŵďleàdeàphotogƌaphiesàtiƌĠesàdeàlaàpƌesse,àphotogƌaphiesàŵoŶtƌaŶtàdesàĐoƌpsàhuŵaiŶsà
souŵisàăàdesàeffoƌtsàphǇsiƋuesàeǆtƌġŵes,àăàdesàpostuƌesàstĠƌĠotǇpĠesàetàăàl͛iŶtƌoŵissioŶàduàƌegaƌdà
seŶsatioŶŶaliste.àIlàs͛agissaitàd͛iŵagesàdeàĐoƌpsàhuŵaiŶsàeŶàsouffƌaŶĐe,àeǆposĠsàpuďliƋueŵeŶtàsuƌà
desàƌiŶgs,àdesàpisĐiŶesàetàdesàpistesàd͛athlĠtisŵeà;àdesàĐoƌps arrachés à leur anonymat pour nourrir la 

morbidité de la presse, mais aussi des visages de délinquants reproduits originellement à des fins 

poliĐiğƌes.àLesàtƌaŶsfoƌŵatioŶsàlittĠƌalesàetàŵĠtaphoƌiƋuesàpƌoduitesàpaƌàl͛utilisatioŶàdeàĐesà
photographies dans uŶàĐoŶteǆteàd͛aƌtàopĠƌaieŶtàuŶeàƌadiĐaleàŵodifiĐatioŶàdeàleuƌsàsigŶifiĐatioŶsà
oƌigiŶelles.àEŶàeffet,àleàdĠplaĐeŵeŶtàfoƌŵelàƌĠalisĠàpaƌàDittďoƌŶà;duàŵagaziŶeàǀeƌsàlaàgaleƌieàd͛aƌt,àdeà
laàphotogƌaphieàĐoŵŵeàoďjetàeŶàsoiàăàlaàphotogƌaphieàĐoŵŵeàpaƌtieàd͛uŶeàœuǀƌeàd͛aƌtͿàǀisaitàăà
l͛aƌtiĐulatioŶàd͛uŶàdisĐouƌsàĐƌitiƋueàfaĐeàăàlaàƌĠalitĠàpolitiƋueàƋueàǀiǀaitàleàpaǇs.àCesàĐoƌpsàeǆtĠŶuĠs,à
ƌĠĐupĠƌĠsàdeàl͛ouďliàetàeǆposĠsàauàƌegaƌdàĠǀoƋuaieŶtàd͛autƌesàĐoƌpsà:àdesàĐoƌpsàeǆsaŶgues,àiŶeƌtes,à
torturés, disparus. Après la récupération, le recadrage et la resémantisation de ces images, que 

reste-il de leur sens originel ? Cette nouvelle visibilité entraîne-t-elle une perte de lisibilité ? Si 

l͛iŵageàphotogƌaphiƋueàaàjouĠàuŶàƌƀleàfoŶdaŵeŶtalàdaŶsàlaàpƌĠseƌǀatioŶàdeàlaàŵĠŵoiƌe historique, 

Ƌu͛eŶàest-ilàdeàĐetteàiŵageà«àdĠfiguƌĠeà»àetàsouŵiseàăàl͛oƌdƌeàĐoŶĐeptuelà?
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Réincarner la vision. La Fotoübermalung en Allemagne et en Autriche dans les années 1960-1970. 

EŶàálleŵagŶeàdeàl͛ouestàetàeŶàáutƌiĐheàseàdĠǀeloppeŶtàdaŶsàlesàaŶŶĠesàϭϵϲϬàdesàpƌatiƋuesàdeà«à
surpeinture » de photographies, de Fotoübermalung selon le terme consacré par Arnulf Rainer en 

ϭϵϳϬ.à“iàl͛oŶàpeutàƌetƌouǀeƌàdesàpƌoĐĠdĠsàpƌoĐhesàauǆàEtats-Unis (Rauschenberg) ou encore en 

Espagne (Saura), la surpeinture de photographies a pris une dimension particulière dans le monde 

germanique. 

Horst Janssen, Wolf Vostell, Christian Ludwig Attersee, Arnulf Rainer, Dieter Roth, Anselm Kiefer ou 

encore Sigmar Polke et Gerhard Richter, tous sont intervenus directement sur des photographies, les 

taĐhaŶtàetàlesàƌeĐouǀƌaŶtàaǀeĐàdeàlaàpeiŶtuƌeàetàd͛autƌesàoutilsàgƌaphiƋues,àparfois avec des matières 

non-artistiques, huile, béton, etc., et même de petits objets.  

Nous voudrions montrer comment malgré leurs divergences, tous ces artistes ont au tournant des 

années 1970, tout en étant fascinés par la photographie, remis en cause sa puissance et sa 

domination esthétique. Ils cherchaient à faire apparaître sur la photographie, dans la photographie, 

ĐeàƋu͛elleàŶeàpouǀaitàƌeŶdƌeà:àlaàtaĐtilitĠàduàŵoŶdeàetàdesàĐoƌps,àleuƌàiŶoƌgaŶisatioŶ,àl͛iŵpossiďilitĠàdeà
les saisir dans une structure cadrée, mais aussi la capacité à imaginer des mondes, à le transformer 

ou à la déformer plutôt que de le saisir mécaniquement. Ainsi, à la surface des images émergent des 

traces corporelles, une matière tactile, ou bien des taches surgissent comme des visions qui 

transforment la photographie en surface sensible, non plus à la lumière, mais à des signaux non-

optiƋues,àăàdesàƌĠseauǆàĐoŵpleǆesàd͛iŵagesàŵeŶtalesàetàdeàseŶsatioŶsàphǇsiƋues.
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Carving with the Mouse: Digital Poetry and Viewers as Poetic Agents 

While seminal literature on the subject of new media poetry (Funkhouser, 2012) and its potentially 

ekphrastic properties (Lindhé, 2013) has been published in recent years, the relationship between 

digital poetry and textual ekphrasis remains unexplored. This paper thus proposes to focus on new 

media poetry and the digital strategies it utilizes in the ekphrastic remediation of the art image. The 

ability to create multi-modal environments capable of activating a holistically embodied experience 

for the reader in the re-presenting of the art image differentiates digital ekphrasis from its more 

traditional print form. In this context, it is necessary to critically reflect on the nature of the 

dematerialised digital image and its relation to material ontology. This paper will thus look at three 

digital poems and their individual encoding procedures for engaging the reader as active poetic 

agents. These poems are not only of important aesthetic consequence, they crucially demonstrate 

the extent which these procedures triangulate the relationship between the reader, the image and 

the poet, and therewith produce a new type of ontological poetics.
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Thƌough Google͛s EǇes: EkphƌastiĐ PoetƌǇ aŶd Digital CaƌtogƌaphǇ 

‹hisàpapeƌàpƌoposesàtoàdisĐussàƌeĐeŶtàpoeŵsàaďoutàGoogle͛sàŵap-related services (Earth, Maps and 

Street View), such asàPaulàFaƌleǇ͛sàGoogleàEaƌthà;ϮϬϭϮͿàoƌàKaƌeŶà“olie͛sàLifeàisàaàCaƌŶiǀalà;ϮϬϭϱͿ.à
Following up on recent propositions to extend the domain of ekphrasis to the realm of the digital 

(Lindhé 2013) as well as that of map descriptions (Thoss 2016), it first argues for the benefits of 

approaching these poems as ekphrases against the backdrop of an evolving media landscape. 

Evidently, web- and software-based mapping—aŶdàGoogle͛sàpƌoduĐtsàiŶàpaƌtiĐulaƌ—have had a 

conspicuous impact on the geographical imaginary in the past two decades. The ability to zoom into 

high details views of a particular place and virtually navigate its street network has radically 

transformed the way people interact with images of the world they live in. Poetry has taken up these 

issues and, as I would like to suggest, displays a fundamental ambivalence towards these new objects 

of ekphrastic description. On the one hand, one can detect a sense of exhilaration in these poems as 

they celebrate the ease as well as the sheer dynamism with which Google Earth & co. allow one to 

explore a highly mimetic and immersive representation of the world. On the other hand, there are 

the inevitable questions of surveillance and privacy related to the panoptic vision these technologies 

provide, and there is also a clear feeling of disconnection from, and nostalgia for, the analogue world.
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Ekphrasis in the Paradox of Absence and Presence 

By drawing attention to the complexity of mimesis, my paper aims at unsettling the by now 

ĐoŶǀeŶtioŶalisedàdefiŶitioŶàofàiŶteƌaƌtsàaŶdàiŶteƌŵedialàekphƌasisàasà͞ǀeƌďalàƌepƌeseŶtatioŶàofàaà
ǀeƌďalàƌepƌeseŶtatioŶ͟à;HeffeƌŶaŶͿàoƌàasàtranslating a source medium into a target medium. By 

touching upon the fact that neither the verbal target medium is transparent nor is it clear what 

aĐtuallǇàĐouŶtsàasàaƌtàoƌà͚Ƌualified͛àŵediuŵà;EllestƌöŵàϮϬϭϯ;àHofŵaŶàϮϬϭϰͿ,àIàdisĐussàtheàaŶĐieŶtà
concept of ekphrases, enargeia and mimesis as an activity, rather than as a product: when ekphrasis 

is the dynamic communicative force that enables to make absent things as if present (Koelb 2006, p. 

19ff; Halliwell 2008, p. 185, it is akin to the process of mimesis and semiosis, whereby the  intensified 

mode qualifies ekphrasis as a relative entity. While ekphrasis does not champion a perfect 

communication, neither in the sense of information transfer nor of shared minds, it refashions and 

problematizes, I will argue, the separation between the space, given to a mimetic representation, 

and the sensual and emotional experience of spectatorship within a larger framework of historical 

ĐoŶĐepts.à‹akiŶgàá.“.àBǇatt͛sà‹heàMatisseàstoƌiesàasàeǆaŵple,àIàpƌoposeàtoàpaǇàatteŶtion to the 

emotional perception including apperception, memory and judgement of the intradiegetic viewing 

subject and receiver that takes the position of idealised receiver. As such, ekphrasis has no genuine 

status and is thus neither localisable with any certainty at a fixed position nor at a fixed function 

other than to evoke participation. While it is recognisable by its salient and intensified use of 

sensitive memory topoi, it depends on a historical context and the mediated discourse.
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L͛œuǀƌe d͛aƌt à l͛ğƌe de soŶ eǆisteŶĐe fiĐtiǀe : ƌepƌoduĐtiďilitĠ et eǆpĠƌience littéraire 

Que se passe-t-ilàloƌsƋueàleàleĐteuƌàeŶtƌeàeŶàĐoŶtaĐt,àauàseiŶàd͛uŶeàœuǀƌeàƌoŵaŶesƋue,àaǀeĐàuŶeà
desĐƌiptioŶàekphƌastiƋueàdesàplusàpƌĠĐisesàƋu͛ilàpeutàaloƌsàfaiƌeàl͛eǆpĠƌieŶĐeàŵeŶtaleàetàiŵagiŶaiƌeà
d͛uŶeàœuǀƌeàd͛aƌtàǀisuelleà? 

Ilàs͛agiƌaàiĐiàde penser la littérature comme technique de reproduction, comme non-lieu idéal du « 

ǀoǇageuƌàeŶàfauteuilà»,àpƌofitaŶtàdeàl͛aĐĐessiďilitĠàduàliǀƌeàĐoŵŵeàsuppoƌt.àL͛œuǀƌeàd͛aƌtàfiĐtiǀeàestà
iŶteƌaĐtiǀe,àelleàdeŵaŶdeàl͛iŶǀestisseŵeŶtàetàl͛effoƌtàdeàl͛aĐteàdeàlecture. Elle est purement 

conceptuelle, à la fois réelle et immatérielle. 

LaàlittĠƌatuƌeàĐoŶteŵpoƌaiŶeàs͛iŶtĠƌesseàauǆàdiffĠƌeŶtesàfoƌŵesàdeàsaǀoiƌàtoutàeŶàpƌoposaŶtàuŶeà
expérience alternative et critique. Son aspect fictionnel lui permet une distance nécessaire pour 

sortir de la dimension conflictuelle entre les différents arts pour questionner le rôle de la médiation 

Ƌu͛offƌeàlesàŵusĠesàeŶàeǆaŵiŶaŶtàleàƌappoƌtàăàl͛iŶteƌpƌĠtatioŶàetàăàlaàtƌaŶsŵissioŶàdeàl͛œuǀƌeàd͛aƌt.àà 

Les romans qui investissent suffisamŵeŶtàleàŵilieuàdeàl͛aƌtàĐoŶteŵpoƌaiŶàpouƌàpƌoposeƌàdesàœuǀƌesà
d͛aƌtàfiĐtiǀesàĐoŵplğtesàfouƌŶisseŶtàăàleuƌàleĐteuƌàuŶàappaƌeilàĐƌitiƋue,àŵaisàutiliseàaussiàleuƌsà
spĠĐifiĐitĠsàŵĠdiales,àĐoŵŵeàlaàteŵpoƌalitĠàduàƌĠĐit,àpouƌàdĠǀoileƌàl͛eŶǀeƌsàduàdĠĐoƌ,àĐeàƋueàle 

ŵusĠeàŶeàpeutàpƌĠseŶteƌ,àdĠfaiƌeàleàŵǇtheàdeàl͛aƌtisteàgĠŶieàouàiŶǀestigueƌàplusàpƌofoŶdĠŵeŶtàlaà
démarche créative.  

CetteàĐoŵŵuŶiĐatioŶàpƌoposeƌaàdeàĐoŶĐeptualiseƌàuŶeàeǆpĠƌieŶĐeàdeàl͛eǆpositioŶàăàtƌaǀeƌsàlaàleĐtuƌeà
d͛œuǀƌesàd͛aƌtàfiĐtiǀesàetàdeàĐoŶsidĠrer la reproduction comme acte imaginaire, appropriatif, 

ŵultipleàetàƌeŶouǀelaďle,àƌeŶdaŶtàaiŶsiàiŵpossiďleàl͛hĠgĠŵoŶieàd͛uŶeàhistoiƌeàdeàl͛aƌtàuŶiƋue.
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Source Code as Image: a Conceptual Perspective from Joseph Kosuth to Digital Art 

The digital medium is a post-duchampian tool. In the 60s and 70s, conceptual artists established that 

the language was the new matter of art and also that the information regarding the image was more 

important than the image itself. WheŶàJosephàKosuthàiŶàϭϵϲϱàshoǁedàtheàfiƌstàǀeƌsioŶàofà͞OŶeàaŶdà
‹hƌeeàChaiƌs,͟àheàuŶĐoŶsĐiouslǇàeŶaĐtedàtheàpƌiŶĐipleàofàsouƌĐeàĐode:àtheƌeàisàaàŵateƌialàĐhaiƌ,àaà
liŶguistiĐàĐhaiƌàaŶdàaàphotogƌaphàofàtheàĐhaiƌ,àaŶdàtheǇàaƌeàeƋuiǀaleŶtàiŶàŶatuƌe.à‹heàǁoƌdà͞Đhaiƌ͟à
ǁasàeǀeŶàpƌedoŵiŶaŶt;àiŶàtheàfolloǁiŶgàǁoƌks,àŶaŵedà͞IŶǀestigatioŶ:àáƌtàasàIdeaà;asàIdeaͿ,͟àKosuthà
eliminated the material and figurative parts, keeping only the conceptual definition of the dictionary. 

Language becomes a matrix that produces a mental image through information. There is not an 

͞oƌigiŶalàiŵage͟àaŶdàĐopies:àallàiŵagesàaƌeàƌepƌoduĐtioŶsàofàaŶàoƌigiŶalàsetàofàdata. 

Conceptual Art was not only an artistic tendency, but also a method to rethink the object and its 

portrayal. Conceptualizing the art means starting to treat it like an information process: in this sense, 

theàsouƌĐeàĐodeàofàaŶǇàtǇpeàofàdigitalàiŵageàĐaŶàďeĐoŵeàtheàiŵageàitself,àǁithàitsà͞auƌa͟à;iŶàtheàseŶseà
Benjamin gave this word), its specific iconography and a dignity that should no more be concealed. 

Challenging photography, digital artists like Warren Neidich, Andreas Müller-Pohle and others have 

begun to treat codes like an alternative, revolutionary way to represent reality.  
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Photogƌaphs + MoǀeŵeŶt: Bƌeeƌ͛s aŶd VaŶDeƌBeek͛s Collage AŶiŵatioŶs 

In the 1950s and early 1960s artists Robert Breer and Stan VanDerBeek created animations based on 

the aesthetic principles of collage. Manifesting the first avant-gaƌde͛sàfoŶdŶessàfoƌàfƌagŵeŶtatioŶà
and disjunction, collage, by incorporating everyday objects into art, had radically challenged the idea 

of the work of art as an organic whole. Artists creating photomontages in the interwar period took 

adǀaŶtageàofàphotogƌaphǇ͛sàƌepƌoduĐtiǀeàŶatuƌeàtoàĐoŵŵeŶtàoŶàtheiƌàsoĐial-historical context and to 

problematize the notion of representation.  

álthoughàBƌeeƌ͛sàaŶdàVaŶDeƌBeeĐk͛sàaŶiŵatioŶsàiŶĐludeàaŶàaƌƌaǇàofàǀisualàŵateƌial,àphotogƌaphsàaŶdà
photographic reproductions are predominant in them. Elevating collage strategies to the level of a 

cinematic style (Mendelson), these artists created moving photographic collages. Some of these 

animations consist of disparate individual images strung together in succession. In others, each frame 

is a photo-collage—more or less related to the images in the adjoining frames. These in-the-frame 

collages sometimes serve as backgrounds for cut-out figures whose staggered devolutions structure 

short segments of the film.  

‹hisàpapeƌàaƌguesàthatàiŶàBƌeeƌ͛sàaŶdàVaŶDeƌBeek͛sàĐollageàaŶiŵatioŶsàtheàiŶteƌfusioŶàofà
photography and film creates an inexhaustibly dynamic dialectical dissonance that unveils some of 

theseàŵedia͛sàkeǇ,àuŶdeƌlǇiŶgàfeatuƌes.àMoǀeŵeŶtàhighlightsàphotogƌaphsàasàoďduƌatelǇàŶot-moving, 

that is, as still images-that-move, while the barrage of disjointed visual information proffered by the 

myriad photographs denies spectators the imaginative transportation provided by narrative in time-

based media, and foregrounds the primacy of motion in cinema.   
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From Intermediality to Medium Specificity: The Collaborative Work of Aleksandar Hemon and 

Veliďoƌ Božoǀić 

This paper will examine the collaboration between the Bosnian American writer Aleksandar Hemon 

and the BosŶiaŶàCaŶadiaŶàphotogƌapheƌàaŶdàfilŵŵakeƌàVeliďoƌàBožoǀić.à‹heiƌàǁoƌkàtogetheƌ,àǁhiĐhà
ďegaŶàǁithàHeŵoŶ'sàϮϬϬϴàŶoǀelà‹heàLazaƌusàPƌojeĐt,àĐoŶtiŶuedàǁithàBožoǀić'sà"MǇàPƌisoŶeƌ"à;ϮϬϭϯͿà
video installation and Hemon's essay on this work. My reading of their collaborative work will be 

fƌaŵedàďǇàBožoǀić'sàstateŵeŶtàthatàhisàďlaĐkàaŶdàǁhiteàphotogƌaphsàfeatuƌedàiŶà‹heàLazaƌusàPƌojeĐtà
are "intimately and deeply connected with the book," but also "speak of something beyond its 

limits." I will make a case for viewing the "My Prisoner" project-- Božoǀić'sàǀideoàaƌtàaŶdàHeŵoŶ'sà
essay--as one that builds on the image-text interdependency central to The Lazarus Project  while 

reaching for that which is "beyond [the novel's] limits." In this recent collaboration, it is interesting 

that the writer and the visual artist appear to favor medium specificity as they continue to reflect on 

the Bosnian Civil War. My reading of this later project will thus seek to explicate why, in trying to 

reconcile with the haunting memories of a traumatic event, this formal shift takes place, and how 

HeŵoŶàaŶdàBožoǀićàĐoŶtƌiďuteàiŶàaàuŶiƋueàǁaǇàtoàtheàĐoŶteŵpoƌaƌǇàdisĐouƌseàoŶàhoǁàǁƌiteƌsàaŶdà
visual artists depend on the other to complete their understanding of the past, how they transmit 

one another's work, and extend one another's reach.
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La photographie, rituel de la post-mémoire 

Les écrivains de la seconde génération qui ont grandi entourés des récits de survivants de la 

DeuǆiğŵeàGueƌƌeàŵoŶdialeàs͛appuieŶtàsouǀeŶtàsuƌàlaàphotogƌaphie,à«àtheàŵediuŵàĐoŶŶeĐtiŶgà
memory and postmemory » (Marianne Hirsch). Nous examinerons la fonction post-mémorielle de la 

photographieàdaŶsàC͛estàŵaiŶteŶaŶtàduàpassĠà;ϮϬϬϵͿàdeàMaƌiaŶŶeà‘uďiŶsteiŶàetàLeàsaŶgàdesàƌuiŶesà
(2009) de Chantal Ringuet. Pour Rubinstein cherchant « quelque chose auquel les mots seuls ne 

doŶŶeŶtàpasàaĐĐğs,àdeàplusàeŶfouiàƋueàleàlaŶgage,àd͛iŶaĐĐessiďleàăàlaàpeŶsée », les  portraits de 

faŵilleàd͛aǀaŶt-gueƌƌe,àlesàĐliĐhĠsàduàpğƌeàeŶfaŶtàĐaĐhĠàetàd͛autƌesàphotogƌaphiesàsoŶtàdesàà«à
lambeaux de vie » assemblés dans un « patchwork mêlant ensemble présent et passé ». Sur le 

modèle du haïku de Sei Shônagon, les fragments photographiques insérés dans le texte font écho à la 

photographie du jardin zen de cailloux sur la couverture du livre. En se fondant sur la comparaison de 

Barthes entre la photographie et le haïku, genres brefs et violents, Rubinstein traite les 

photographiesàeŶàƌetoŵďĠesàǀisiďlesàdeàl͛«ààHiƌoshiŵaàduàŵoŶdeàjuifàeuƌopĠeŶà».àLesàpoğŵes-

kaddish de Ringuet font face aux « images éclairs », pierres disjointes et lieux détruits, « larmes 

d͛oŶǇǆà»àetà«àstğlesàdĠsoƌdoŶŶĠesà»àĠŵisesàpaƌàlesàǇeuǆàd͛aŵďƌeàduàpoğteàyiddish. Récusant 

l͛affiƌŵatioŶàd͛HeleŶàEpsteiŶ,à«à‹heƌeàǁasàŶoàstoŶeàthatàŵaƌkedàtheiƌàpƌeseŶĐeà»,àlesàphotogƌaphies,à
ăàl͛iŶteƌseĐtioŶàdeàdeuǆàĐultuƌes,àfiguƌeŶtàlesàĐaillouǆàdĠposĠsàsuƌàlesàtoŵďesàseloŶàlaàĐoutuŵeàjuiǀeà
pérennisant la vie.
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Law and canon. The law's influence on the photographic reproduction of artworks in the Uffizi, 

1876-1904 

The canon of art is supposed to be an ensemble of artworks of supreme value deserving to be 

studied and, in the 19th century, to be photographed. Photographic companies, deciding what to 

photograph, followed that canon, thus answering the market's demands. Nevertheless, in the 

process of selecting the subjects, photographic companies had to do a cost-benefit analysis. This 

paper argues that legal issues concerning the permission to take the photograph, inflected 

consistently this analysis.  

In 1893, the Italian Ministry of Public Instruction issued a decree regulating the photographic 

reproduction of artworks owned by the State. It established that every photographer had to ask for a 

concession, that the artworks could not be removed and that every photographer had to provide 

four positives and one negative of each photograph taken. This was just one of the decrees 

controlling the photographic reproduction. Vittorio Alinari, manager of the Florence based Alinari, 

leading the market of photographs of artworks, wrote that these decrees were absurd and 

unconstitutional. The vehement words used by Vittorio were driven by business concerns since the 

restricted access to museums prevented them from taking photographs of what they wanted. 

This paper focuses on the legal aspects of photographing artworks through a micro-historical 

appƌoaĐhàtoàtheàáliŶaƌiàĐoŵpaŶǇ͛sàǁoƌkàiŶàtheàUffizi.àDiseŶtaŶgliŶgàtheàĐoŵpleǆàŶetǁoƌksàofà
photogƌaphs,àpƌaĐtiĐesàaŶdàagƌeeŵeŶtsàiŶàáliŶaƌi͛sàpƌoduĐtioŶàiŶàtheàUffizi,àthisàpapeƌàǁillàshoǁàthatà
the study of the influence of the law on the photographic reproductive process of artworks, reveals 

an art world very differently structured than that imagined by art history.
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Les Đopistes faĐe à l͛iŵŵeŶsitĠ de l͛œuǀƌe : le JugeŵeŶt deƌŶieƌ de MiĐhel-Ange 

Le Jugement dernier de Michel-Ange cristallise particulièrement bien les tourments auxquels 

devaient faire face les copistes tant en Italie que là où aboutissait leur reprodution. Outre les 

difficultés posées par les dimensions monumentales de la fresque, les copistes éprouvaient de 

ŶoŵďƌeuǆàeŵďaƌƌasàdaŶsàl͛eǆĠĐutioŶàdeàleuƌàœuǀƌe,àallaŶtàdes cérémonies religieuses qui 

interrompaient sans cesse le travail et obligeaient à débarasser le matériel, à la fumée des cierges qui 

avait noirci une bonne partie de la fresque. Enfin, leur copie achevée, ils devaient affronter le 

jugement de leurs conteŵpoƌaiŶsàetàsuďiƌàl͛ĠĐƌasaŶteàĐoŵpaƌaisoŶàaǀeĐàleàgƌaŶdàMiĐhel-Ange. 

CetteàĐoŵŵuŶiĐatioŶàaŶalǇseƌaàdeuǆàĐopiesàĐoŵŵaŶdĠesàpaƌàádolpheà‹hieƌs,àaloƌsàƋu͛ilàĠtaità
ŵiŶistƌeàdesà‹ƌaǀauǆàpuďliĐsàeŶtƌeàϭϴϯϮàetàϭϴϯϰ.àLaàpƌeŵiğƌeàĐopie,àpeiŶteàăàl͛huile,àdaŶsàdesà
diŵeŶsioŶsàpƌoĐhesàdeàĐellesàdeàl͛oƌigiŶal,àfutàeǆĠĐutĠeàpouƌàlaàChapelleàdeàl͛EĐoleàdesàBeauǆ-Arts de 

PaƌisàpaƌàXaǀieƌà“igaloŶ.àLaàseĐoŶde,àăàl͛aƋuaƌelle,àfutàƌĠalisĠeàpaƌàNuŵaàBouĐoiƌaŶàƋuiàaǀaitàĠtĠà
l͛assistaŶtàdeà“igaloŶàăà‘oŵe,àpouƌàoƌŶeƌàleàĐaďiŶetàpƌivé du ministre. 

áàpaƌtiƌàdeàĐesàdeuǆàƌepƌoduĐtioŶsàpeiŶtesàăàdesàĠĐhellesàetàdaŶsàdesàteĐhŶiƋuesàdiffĠƌeŶtes,àilàs͛agiƌaà
d͛iŶteƌƌogeƌàlesàpƌatiƋuesàdesàĐopistesàaiŶsiàƋueàlesàĐƌitiƋuesàƋuiàlesàaĐĐoŵpagŶeŶt.àEŶàpƌĠseŶtaŶtà
aussi bien les compliments du pape GƌĠgoiƌeàXVIàƋueàlesàƌepƌoĐhesàd͛áleǆaŶdƌeàLeŶoiƌ,àŶousà
ƌĠflĠĐhiƌoŶsàauǆàƋuestioŶsàduàƌeĐouƌsàauǆàĐalƋuesàetàdeàl͛aĐĐƌoĐhageàdesàĐopiesàdeàfaçoŶàăàŵettƌeàeŶà
lumière les principales contradictions entre la pratique et les usages de la copie au début du XIXe 

siècle.
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Reasoning back from a printed edition. Edmé Bouchardon´s copies after the antique according to 

Preisler´s Statuae antiquae (1732) 

The current contribution raises a number of questions about instruments and goals of sculptors who 

set outàtoàŵakeàaà͚ĐopǇ͛àafteƌàtheàaŶtiƋue,àtakiŶgàaàƌeŶeǁedàiŶteƌestàiŶàtheàstatusàofàtheàĐopǇà
dƌaǁiŶg.àItàǁillàďeàaƌguedàthatàdƌaǁiŶgsàǁeƌeàiŵpoƌtaŶtàasàpaƌtàofàtheàsĐulptoƌ͛sàeǆpeƌiŵeŶtatioŶà
ǁithàǁaǇsàofàsteeƌiŶgàaŶdàŵasteƌiŶgàaàďeholdeƌ͛sàǀisualàhaďits.àJohaŶàJustiŶàPƌeisleƌ͛sà;ϭϲϵϴ-1771) 

pƌiŶtàĐolleĐtioŶàfƌoŵàϭϳϯϮàafteƌàaàseƌiesàofàEdŵĠàBouĐhaƌdoŶ͛sàƌoŵaŶàĐopǇàdƌaǁiŶgsàoffeƌsàsoŵeà
fasĐiŶatiŶgàĐluesàiŶàthisàƌespeĐt.àCoŵpaƌaďleàtoàaàlateƌàsetàofàƌepƌoduĐtioŶs,àGillesàDeŵaƌteau͛sà
crayon-manner engravings after sheets by Bouchardon and Michel Ange Slodtz, the Nuremberg 

eŶgƌaǀeƌàPƌeisleƌàtookàadǀaŶtageàofàBouĐhaƌdoŶ͛sàeǀolǀiŶgàstǇleàiŶàƌedàĐhalk,àpƌefeƌƌiŶgàǁaǀǇàƌoĐailleà
effusions and rhythmic line and shade, including some representation-undermining visual slips. 

Moreover, Preisler's commercial use of the copy forces of to think further than 'necessary' copy 

practices confined to the domain of training and professional pursuits. Reasoning back from Preisler's 

print edition, this contribution explores affinities in the Preisler/Bouchardon adaptations from 

classical statuary and the systematic aesthetic of schematization, distance and outline carried by a 

neo-classical generation that includes sculptors John Flaxman and John Deare, whose drawings have 

been similarly well preserved.  Adapting a variety of new insights on outline aesthetics and print 

visual culture, the contribution suggests that in these drawings, as in the later outline aesthetic, we 

must take into account specific visual habits that go beyond the need to register a model.
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Visible Things On Paper 

Though conceptual artists turned in part to photographic reproduction as a means of fulfilling a 

desire in the late 1960s for direct information via neutral recording, such aspirations inevitably failed. 

The utopian promise of ͚deŵediatized͛àĐoŵŵuŶiĐatioŶàǁasàŶotàfulfilledàďǇàphotogƌaphǇ.àIŶdeed,àďǇà
contrast, the role of media was made increasingly complex if inconspicuous, and thus more difficult 

to assess. Nevertheless, the implications of this demediatized desire and its correlative 

disappointment have significant relevance to the ways photography impacted conceptual practice. 

This paper will discuss the exhibition "Working Drawings and Other Visible Things on Paper Not 

Necessarily Meant to Be Viewed as Art," organized by Mel Bochner at the School of the Visual Arts, 

New York, in December 1966, as a paradigm for the shift from Minimalism into Conceptual Art, as 

well as the lingering place of phenomenological considerations in reproducible media. By analyzing 

the role of reproducibility, display, and mediatization within this particular installation, I argue for the 

crucial and inescapable lack of immediacy generated by conceptual approaches and suggest ways in 

which such strategies continue to influence the field of media studies and contemporary art.
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Media and Mediation: The Case Study of the Untitled Exhibition Organized by Seth Siegelaub in 

May 1969 at Simon Fraser University 

In 1969 Seth Siegelaub was invited by the artist James Warren Felter to organize an exhibition at the 

Faculty of Communication, Art and Technology of the Simon Fraser University, Burnaby (British 

ColuŵďiaͿ.àáĐĐoƌdiŶgàtoàFelteƌ,àtheàuŶiǀeƌsitǇ͛sàVisualàáƌtsàássoĐiate,à͞CoŶĐeptualàáƌtà[ǁas]àuŶiƋuelǇà
suited to Simon Fraser University because it has an art center as yet without a gallery and an art 

center one of whose aims is the exploƌatioŶàofàtheàfƌoŶtieƌsàofàĐoŵŵuŶiĐatioŶ.͟ààààààààààààààààààààààààààààààààààààààààààààààààààààààààààààààààààààààààààààààààààà
HeldàfƌoŵàMaǇàϭϵàtoàJuŶeàϭϵ,àϭϵϲϵ,à“iegelauď͛sàeǆhiďitioŶàǁasàŵadeàupàofàteŶàaƌtǁoƌks—mainly in 

the shape of flyers distributed around the campus—a conference linking up panelists in New York, 

Vancouver, and Burnaby thanks to an advanced teleconference system, and a catalogue 

documenting all the works, made available at the end of the exhibition. This set-up brought together 

in a unique way the presentation, dissemination, and discussion of artworks. Based on unpublished 

aƌĐhiǀalàsouƌĐesàaŶdàfolloǁiŶgà“iegelauď͛sàuŶdeƌstaŶdiŶgàofàpƌiŵaƌǇàǀeƌsusàseĐoŶdaƌǇàiŶfoƌŵatioŶ,àIà
will be outlining the possibilities—and contradictions—of editorial mediation.                                                                             

More generally, in the context of the Faculty, the questions raised by conceptual artistic practices 

found a fertile ground in the realm of media theory, from Marshall McLuhan to Dallas Smith. 

IŶǀestigatiŶgàthisàteƌƌaiŶàǁillàalloǁàŵeàtoàhighlightàtheàĐoŶtiŶuitǇàďetǁeeŶà“iegelauď͛sàĐuƌatoƌialà
practice and his bibliographic project on mass media, which he began in 1972, after his premature 

withdrawal from the art world.
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Art as Philosophy, Philosophy as Art: Kosuth's Re-Production(s) of Wittgenstein 

‹heàeŵploǇŵeŶtàofàlaŶguageàiŶàǀisualàaƌtsàǁasàŶotàaàŶoǀeltǇàofàtheàtǁeŶtiethàĐeŶtuƌǇ͛sàĐoŶĐeptualà
art, as even from classical times instances of linguistic insertions, collages, assemblages or engraves 

haǀeàŶotàďeeŶàaďseŶtàfƌoŵàaƌtists͛àpƌaĐtiĐe.àHoǁeǀeƌ,àtheàusageàofàǁoƌds,àseŶteŶĐesàoƌàphƌasesàďǇà
the conceptual artists of the '60s asserted its innovation by means of molding its function and aim. 

Language, from additional and auxiliary, become primal and fundamentally constitutive not only in 

narrating the object of art, being reproduced both as artistic medium and as a manifest towards the 

"deŵateƌializatioŶàofàtheàoďjeĐt"à;LuĐǇà‘.àLippaƌdͿ.àJosephàKosuth,àeĐhoiŶgàWittgeŶsteiŶ͛sà"‹ƌactatus 

Logico-Philosophicus", defined in "Art after philosophy" the linguistic sign both as use and meaning, 

stating that meaning is use on the basis of the functions and roles that words or expressions play in 

language itself. From this perspective, the linguistic sign, by being re-contextualized and re-mediated, 

is semiotically displaced. In his view, works of art function as analytical propositions, as tautologies, 

eŶĐoŵpassiŶgàďothàtheàǁoƌkàofàaƌtà;oƌàtheà͞aƌtàidea͟ͿàaŶdàtheàdefiŶitioŶàofàaƌt.àChalleŶging the limits 

of language and art with the purpose of re-defining art by re-producing  and displacing a set of 

wittgensteinian philosophical arguments , Kosuth explored the relation between the object of art and 

its representation or, in Tractatus's terminology, between name and object not only in theoretical 

texts but also in a series of artistic investigations/installations which he initiated in the mid '60. All 

thiŶgsàĐoŶsideƌed,àthisàpapeƌàaiŵsàtoàtƌaĐeàWittgeŶsteiŶ͛sàphilosophiĐalàaŶdàaƌtistiĐàƌepƌoductions in 

ďothàKosuth͛sàtheoƌetiĐalàappƌeheŶsioŶàofàaƌtàaŶdàiŶàhisàǁoƌksàofàaƌt. 

Key words: Kosuth, Wittgenstein, re-production, language, conceptual art
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Neither Text nor Image: the signed reproduction and the reproduced signature in Marcel 

Broodthaers 

This paper explores how, for the artistic Neo-avantgarde of the 1960s, photography was connected 

to a shift in the phenomenological difference between the perceptible and the legible. Photography, 

like Xerox machines and tape recorders, allows for a kind of bracketing of the 'natural attitude', and 

was used as part of a kind of practical phenomenology by Neo-avantgarde artists to abstract signs 

and images from their everyday sense. More broadly, Neo-avantgarde practices are explored here in 

light of the way in which technical means of reproduction set the discrete differences of language, 

broadly construed, on a collision course with the continuum of sensory experience. So, for John Cage 

the tape recorder had transformed the conception of music so that its basis became duration, just as 

the Xerox machine used in key conceptual art publications and exhibitions had the potential of 

levelling text and image. Specifically, this paper focuses on two works by Belgian conceptual artist 

Marcel Broodthaers, each of which explores photographic reproduction as a hinge between text and 

image. Une seconde d'eternité (d'après une idée de Charles Baudelaire) 1970 consists of a strip of 

35mm cine film whose 24 frames reproduce in 24 stop-frame steps the signing of the artist's initials. 

Whereas this piece is in effect a photographic reproduction of a signature's inscription, the second, 

Signatures 1971, a slide projection piece consisting of hand-signed slides, is conversely the signing of 

the means of reproduction itself. The indifference of the photographic automaton, which was a 

transformative influence on both literature (Realism) and art (Impressionism) from its early days, is in 

Broodthaers summoned simultaneously to articulate and erase the differences between these 

traditionally discrete disciplines, and consequently to create an experience that is neither text nor 

image.
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Le ŵaŶusĐƌit ou l͛iŵage du teǆte :  foŶĐtioŶs du ŵaŶusĐƌit ƌepƌoduit daŶs les doĐuŵeŶtaiƌes 
patrimoniaux 

Qu͛ilàsoitàliŵpideàouàhiĠƌoglǇphiƋue,àleàŵaŶusĐƌitàtieŶtàuŶeàplaĐeàdeàplusàeŶàplusàiŵportante dans la 

représentation du travail littéraire. Les documentaires patrimoniaux font régulièrement appel à cette 

piğĐeàƋuiàpeƌŵetàdeàfiguƌeƌàleàpƌoĐessusàd͛ĠĐƌituƌeàetàdeàdoŶŶeƌàaiŶsiàl͛iŵpƌessioŶàd͛eŶtƌeƌàdaŶsà
l͛iŶtiŵitĠàdeàl͛ĠĐƌiǀaiŶ.àCetteàpƌatiƋue de reproduction se développe à la faveur de deux phénomènes 

:àl͛iŶtĠƌġtàĐƌoissaŶtàdeàlaàĐƌitiƋueàpouƌàlesàďƌouilloŶsàd͛ĠĐƌiǀaiŶs,àdğsàlaàfiŶàduàXIXeàsiğĐle,àďieŶàaǀaŶtà
l͛iŶǀeŶtioŶàdeàlaàĐƌitiƋueàditeàgĠŶĠtiƋue,àetàl͛ĠǀolutioŶàdesàŵoǇeŶsàdeàƌepƌoduĐtioŶ. 

CepeŶdaŶt,àloiŶàdeàl͛usageàsĐieŶtifiƋueàƋuiàpeutàġtƌeàfaitàduàŵaŶusĐƌit,àlesàdoĐuŵeŶtaiƌesà
patƌiŵoŶiauǆàl͛iŶtğgƌeŶtàsouǀeŶtàouàďieŶàăàtitƌeàillustƌatifà-- ce qui était texte se voit alors transformé 

en image --, ou bien comme un texte à part entière – son statutàd͛ĠtatàiŶteƌŵĠdiaiƌeàdeàl͛œuǀƌeàestà
alors passé sous silence. 

Cette communication explorera le statut du manuscrit dans les documentaires patrimoniaux, et en 

particulier dans les collections de monographies illustrées de poche qui se multiplient en France à 

paƌtiƌàdeàlaàfiŶàdesàaŶŶĠesàϭϵϰϬ.àIlàs͛agiƌaàd͛ĠĐlaiƌeƌàl͛ĠĐoŶoŵieàdesàdeuǆàfoŶĐtioŶsàpƌiŶĐipalesà
assigŶĠesàauàŵaŶusĐƌità:àl͛effetàdoĐuŵeŶtaiƌeàetàl͛effetàaƌtiste.àLeàpƌeŵieƌàfaitàduàďƌouilloŶàuŶeàpiğĐeà
ŵaŠtƌesseàdaŶsàlaàĐoŶstƌuĐtioŶàd͛uŶeàiŵageàdeàl͛ĠĐƌiǀaiŶàsouŵiseàăàuŶàiŵpĠƌatifàd͛iŶtiŵitĠ.àLeàseĐoŶdà
aàpouƌàĐoŶsĠƋueŶĐeàuŶeàƋuasiàsuďstitutioŶàdeàl͛ĠĐƌituƌeàŵaŶusĐƌiteàauàpoƌtƌaitàdaŶsàlaà
ƌepƌĠseŶtatioŶàdeàl͛auteuƌ.
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Mythe et gloire de Claude Cahun : médiation et mĠdiatisatioŶ d͛uŶe auteuƌe-photographe au 

seƌǀiĐe d͛uŶe iŶstitutioŶŶalisatioŶ iĐoŶiƋue 

ÉtoŶŶaŶtàpaƌadoǆeàƋueàĐeluiàd͛uŶeàauteuƌe-aƌtisteàƋui,àapƌğsàuŶeàƋuaƌaŶtaiŶeàd͛aŶŶĠesàd͛ĠǀiĐtioŶàdeà
la mémoire culturelle – littéraire et artistique –,às͛estàǀueàĐatapultĠeàsuƌàl͛aǀaŶt-scène de plusieurs 

grandes expositions internationales et nationales consacrées à la photographie surréaliste tout court, 

plusàpƌĠĐisĠŵeŶtàauǆàfeŵŵesàaƌtistesàauàseiŶàduà“uƌƌĠalisŵe,àouàdaŶsàl͛histoiƌeàdeàl͛aƌt,àsaŶsàouďlieƌà
les diverses expositioŶsàiŶdiǀiduellesàŵettaŶtàeŶàluŵiğƌeàleàĐƀtĠàspeĐtaĐulaiƌeàdeàsoŶàœuǀƌeà
photogƌaphiƋue.àLeàpaƌadoǆeàdeàĐetteàƌĠĐeptioŶàeǆĐlusiǀeàestàd͛autaŶtàplusàgƌaŶdàƋueàCahuŶàǀoǇaità
saàǀoĐatioŶàpƌeŵiğƌeàdaǀaŶtageàdaŶsàl͛ĠĐƌituƌe,àĐoŶĐeǀaŶtàlaàphotogƌaphieàĐoŵŵeàune pratique 

d͛aŵateuƌ.àà 

Si, dans le cas de Claude Cahun (et de Marcel Moore, sa fidèle collaboratrice), la question du 

ƌefaçoŶŶeŵeŶtàdeàl͛histoiƌeàlittĠƌaiƌeàŶeàseàposeàpasà– CahuŶàŶ͛Ǉàfiguƌeàpas…à–,àƋu͛eŶàest-il de la 

ƌeŵĠdia;tisatͿtioŶàd͛uŶàpaƌĐouƌsàĠĐleĐtiƋueàetàd͛uŶeàœuǀƌeàiŶteƌŵĠdialeàdaŶsàlesàdeuǆàfilŵsà
documentaires tournés respectivement en 2004, Playing a Part. The Story of Claude Cahun (Lizzie 

Thynne), et en 2015, Claude Cahun (Fabrice Maze), qui fait partie de la collection patrimoniale « 

Pharesà»à?àCoŵŵeŶtàs͛ǇàpƌĠseŶteàleàpƌoďlğŵeàdeàlaàƌepƌoduĐtioŶàd͛iŵagesàetàdeàteǆtesàăàtƌaǀeƌsàlaà
scénographisation mi-documentaire mi-fiĐtioŶŶelleàd͛uŶàpaƌĐouƌsàeŶtƌeàlesàaƌtsàetàlesàŵĠdiasà?àQuelà
regard nouveau ces deux films nous permettent-ils de porter sur uŶeàœuǀƌeàdoŶtàoŶàseàĐoŶteŶtaità
vite de propager toujours les mêmes stupéfiants (auto)portraits photographiques et de passer sous 

silence les écrits ?
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Des objets patrimoniaux : les Albums de la Pléiade 

Les Albums de la Pléiade sont une collection promotionnelle destinée à fidéliser le lectorat de la 

ĐĠlğďƌeàBiďliothğƋueàdeàlaàPlĠiadeàdeàGalliŵaƌd.àCesàǀoluŵesàpƌĠseŶteŶtàdesàďiogƌaphiesàd͛auteuƌsà
pƌĠĐĠdeŵŵeŶtàpuďliĠsàdaŶsàlaàPlĠiade,àĐoŵposĠesàpƌiŶĐipaleŵeŶtàd͛iŵagesàdeàŶatures diverses, qui 

ĐoŶtƌiďueŶtàăàlaàŵiseàsuƌàpiedàdeàliǀƌesàhǇďƌidesàd͛uŶàpoiŶtàdeàǀueàgĠŶĠƌiƋue. 

Parallèlement à la réputation « classique » de leur collection-mère, les Albums de la Pléiade visent, 

au moyen de leur complexe média-texte hétérogène, à moderniser leur approche des écrivains 

canonisés par le capital patrimonial de la Pléiade. Contrairement à la Bibliothèque de la Pléiade, qui a 

à ce jour introduit dans son panthéon littéraire plusieurs de leur vivant, les Albums de la Pléiade se 

concentrent uniƋueŵeŶtàsuƌàlesàǀiesàd͛auteuƌsàdĠfuŶtsàetàillustƌeŶtàaiŶsiàuŶeàhistoiƌeàlittĠƌaiƌeà
établie. 

LaàpatƌiŵoŶialisatioŶàdesàauteuƌsàauàŵoǇeŶàdeàl͛oďjet-livre, aisément identifiable par le lectorat en 

vertu de sa ressemblance aux volumes de la Bibliothèque de la Pléiade, se voit ainsi conjuguée à une 

appƌoĐheàŵodeƌŶeàdeàl͛histoiƌeàlittĠƌaiƌeàpaƌàleàďiaisàd͛uŶàdĠfileŵeŶtàd͛iŵagesàƋuiàdĠǀoileŶtàlesà
Đoulissesàdeàl͛œuǀƌe.àCoŵŵeŶt,àdğsàloƌs,àlesàálďuŵsàdeàlaàPlĠiadeàĐoŵďiŶeŶt-ilsàleàdǇŶaŵisŵeàd͛uŶà
support principalemeŶtàiĐoŶogƌaphiƋueàăàl͛aŵďitioŶàpatƌiŵoŶialisaŶteàdeàlaàPlĠiadeàeŶàtaŶtà
Ƌu͛iŶstitutioŶàĠditoƌialeà?àCoŵŵeŶtàlaàlittĠƌatuƌeàest-elle représentée dans une collection 

foŶĐiğƌeŵeŶtàiĐoŶogƌaphiƋueà?àCoŵŵeŶtàl͛ĠƋuiliďƌeàeŶtƌeàl͛iŶdiǀidualitĠàdeàl͛ĠĐƌiǀaiŶàetàsaàplace 

dans le patrimoine littéraire se négocie-t-il au sein de cette collection ?
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L͛histoiƌe littĠƌaiƌe à la tĠlĠǀisioŶ. UŶ siğĐle d͛ĠĐƌiǀaiŶs 

Entre 1995 et 2001, les deuxièmes parties de soirées de France 3 sont dévolues à une émission 

hebdomadaire qui entreprend de présenter au grand public un panorama des écrivains (français et 

étrangers) du XXe siècle. À travers les 257 livraisons de cette série dirigée et présentée par Bernard 

‘app,àĐ͛estàuŶàfaçoŶŶeŵeŶtàtĠlĠǀisuelàduàpatƌiŵoiŶeàlittĠƌaiƌeàƋuiàestàĐoŶstituĠ. 

L͛uŶeàdesàspĠĐifiĐitĠsàdeàl͛ĠŵissioŶàƌĠsideàdaŶsàlaàŶatuƌeàdeàĐesàdoĐuŵeŶtaiƌes,àƌĠguliğƌeŵeŶtà
confiés à des documentaristes renommés. En dépit de la variété des auteurs de ces films, certaines 

constantes ne laissent pas de se dégager de cette série, nécessairement formatée, ne fût-ĐeàƋu͛eŶà
raison des contraintes horaires propres au média télévisuel, qui imposent un format de 52 minutes. 

En vertu de leur dimension patrimonialisante, ces films font la part belle aux documents. Parmi ceux-

ĐiàfiguƌeŶtàeŶàďoŶŶeàplaĐeàŶoŶàseuleŵeŶtàdesàeǆtƌaitsàd͛œuǀƌesàetàdeàteǆtesàpƌiǀĠsà;jouƌŶauǆ,à
correspondances) des écrivains présentés, mais aussi de nombreuses photographies les 

représentant, ainsi que leurs relations, lieux de vie et de création, ainsi que manuscrits. 

âàtƌaǀeƌsàl͛eǆaŵeŶàduàtƌaiteŵeŶtàƌĠseƌǀĠàăàĐesàteǆtesàetàiŵages,àilàs͛agiƌaàdeàs͛iŶteƌƌogeƌàsuƌàleuƌsà
fonctions au sein de cette entreprise de patrimonialisation télévisuelle du littéraire. Quelles sont les 

foƌŵesàdeàŵĠditatioŶàdeàlaàlittĠƌatuƌeàŵisesàeŶàœuǀƌeà?àQuellesàsigŶifiĐatioŶsàdoŶŶeŶt-elles à la 

littĠƌatuƌeàdaŶsàl͛espaĐeàpuďliĐàetàƋueàdiseŶt-elles de la relation que noue la télévision avec la 

littérature ?

mailto:david.martens@arts.kuleuven.be
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Les westerns dessinés de Joseph Gillain, ou comment Jerry Spring a chevauché à travers les formats 

Après avoir situé la série Jerry Spring de Joseph Gillain (Jijé) dans le paysage de la bande dessinée 

franco-belge des années 1950-1960 appartenant au genre du western (dont la référence au cinéma 

est récurrente), nous commenterons les implications matérielles, stylistiques et narratives de la 

reprise des pages du Journal de Spirou dans des albums, notamment en ce qui concerne le rôle joué 

par les pages de couverture et les particularités feuilletonnantes de la série. Une comparaison sera 

ensuite effectuée entre les albums classiques et les quatre volumes de la « Collection spéciale grand 

format » éditée en 1974-1975, qui proposaient dans des pages noir/blanc des « inédits » (terme à 

discuter) de la série qui seront ensuite repris en couleurs dans les années 1980, ainsi que la manière 

dont ces albums grand format sont présentés dans des encarts publicitaires. Enfin, nous nous 

intéresserons au format, à la genèse etàauǆàpƌĠfaĐesàdesàiŶtĠgƌalesàpƌoposĠesàpaƌàl͛ĠditeuƌàDupuisà
(Tout Jijé dans les années 1990, puis Jerry Spring – L͛iŶtĠgƌaleàăàpaƌtiƌàdeàϮϬϭϬͿ,àtoutàeŶàeǆaŵiŶaŶtàeŶà
ƋuoiàlaàsĠƌieàestàsiŶgulaƌisĠeàdaŶsàlesàdisĐouƌsàdeàl͛Ġditeuƌàpaƌàƌappoƌtàauǆàautƌesàpƌoductions de Jijé. 

Laà«àColleĐtioŶàJijĠà»àiŶitiĠeàeŶàϮϬϭϯàpaƌàleàMusĠeàJijĠ,àƋuiàs͛iŶsĐƌitàdaŶsàlaàlogiƋueàĠditoƌialeàduà«à
tiƌageàdeàluǆeà»àetàseàĐoŵposeŶtàd͛ouǀƌagesàŶuŵĠƌotĠsàdestiŶĠsàauǆàĐolleĐtioŶŶeuƌs,àŶousàpeƌŵettƌaà
de clore cette étude de cas par une réflexion sur les formes et le statut de la valorisation du 

patrimoine de la bande dessinée « classique ».
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Les aǀeŶtuƌes de Guz, l͛âŶe Haluz d͛EŵaŶuele Luzzati ;eŶ « Isƌaël liladiŵ », «Les eŶfaŶts d'Isƌaël»Ϳ. 
Histoire et perspectives culturelles dans le contexte d'un renouveau de la jeuŶesse juiǀe d͛apƌğs-

guerre en Italie 

Entre 1949-1952 Emanuele Luzzati (1921-2007 ; qui il a fait ses études à l'Ecole des Beaux-Arts de 

LausaŶŶeͿàĐollaďoƌeàauàŵagaziŶeàďiŵeŶsuelàpouƌàlesàeŶfaŶtsàLiladiŵàIsƌaëlà;à«àLesàeŶfaŶtsàd͛Isƌaëlà»,à
Milan) soutenu par le mouvement de « He-Haluz » italien. Il crée la bande dessinée Les aventures de 

Guz,àl͛ąŶeàHaluzà;l͛ąŶeà«àpioŶŶieƌà»Ϳ,àƋuiàpeŶdaŶtàϮϮàĠpisodesàtieŶtàeŶàhaleiŶeàlesàeŶfaŶtsàdeàtouteà
l͛Italie.àLaàďaŶdeàdessiŶĠeàƌaĐoŶteàl͛odǇssĠeàdeàl͛ąŶeàGuzàăàlaàpoursuite de ses petits propriétaires 

Leo et Lalla, qui ont quitté leur maison pour vivre dans un kibboutz en Palestine. Les scénarios sont 

extrêmement variés et pittoresques : du port de Gênes (la ville de Luzzati) à Milan, de la 

ĐoŵŵuŶautĠàetàl͛ĠĐoleàjuiǀe,àoùàl͛auteuƌàfaitàĠĐhoàiƌoŶiƋueŵeŶtàauǆàhistoiƌesàdeàlaàtƌaditioŶà
rabbinique, à la forêt exotique, à l'Opéra où Guz veux être embauché comme un ténor. Chaque 

bande est commentée par un couplet de vers octosyllabes rimés dans le style du « Monsieur 

BonaveŶtuƌaà»àĐoŵŵeàiŶdiƋuĠàpaƌàl͛auteuƌàlui-même. Après une analyse iconographique initiale, 

linguistique et métrique on prendra en compte les perspectives historiques, sociolinguistiques et 

culturelles dans le paysage plus large de la renaissance culturelle juive à la fin des années quarante et 

au début des années cinquante en Italie.
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Allers-ƌetouƌs du jouƌŶalisŵe à l͛ĠditioŶ de ďaŶde dessiŶĠe daŶs les aŶŶĠes ϭ9ϯϬ-1950 (le cas Jean 

Doisy) 

Le Belge Jean Doisy (1900-ϭϵϱϱͿàfitàoffiĐeàdeàƌĠdaĐteuƌàeŶàĐhefàduàJouƌŶalàdeà“piƌouàjusƋu͛ăàla fin de 

laàgueƌƌe,àĐeàƋuiàl͛aŵeŶaàŶotaŵŵeŶtàăàassuŵeƌàl͛uŶàdesàtoutàpƌeŵieƌsàƌƀlesàdeàsĐĠŶaƌisteàdeàlaàBDà
franco-belge. Polygraphe prolifique dès les années 1930, Doisy fut avant tout chroniqueur pour les 

divers hebdomadaires des éditions Dupuis, rédacteur de livres pratiques, mais aussi auteur, 

traducteur et novellisateur de romans policiers ou sentimentaux. Il avait tendance à recycler ses 

tƌouǀaillesàd͛uŶàgeŶƌeàouàd͛uŶàŵĠdiaàăàl͛autƌe.àáiŶsi,àleàĐoŶteŶuàetàlaàfoƌŵeàdeàsesàďaŶdesàdessiŶĠes,à
et de leurs déclinaisons éditoriales, se nourrissaient à des sources journalistiques. Avec les 

dessiŶateuƌsàJijĠàetàEddǇàPaape,àilàoƌgaŶisaàlaàdissĠŵiŶatioŶàdeàl͛uŶiǀeƌsàfiĐtioŶŶelàdeàsoŶàhĠƌos,àJeaŶà
Valhardi, qui passa insensiblement de la bande dessinée, à la chronique didactique et au roman 

illustƌĠ.àIlàĐoŶçutàaiŶsiàuŶàƌĠseauàd͛œuǀƌesàtƌaŶsŵĠdiatiƋue,àdestiŶĠàăàuŶeàĐoŵŵuŶautĠàoƌgaŶisĠeàdeà
leĐteuƌsà:àlesà"«àáŵisàdeà“piƌouà».à“esàstƌatĠgiesàĠditoƌiales,àtellesàƋueàl͛eǆploitatioŶàdeàŶoǀellisatioŶsà
ou de fictions transfugesàetàleàdĠǀeloppeŵeŶtàd͛uŶàfaŶ-club autour des magazines illustrés des 

Dupuis,às͛iŶspiƌaieŶtàd͛uŶàŵodğleàdeàpƌesseàaŶglo-saxon. La présente communication reconsidère ce 

tƌaǀailàĠditoƌialàăàpaƌtiƌàdeàl͛œuǀƌeàplĠthoƌiƋueàetàtƌaŶsŵĠdiatiƋueàdeàJeaŶàDoisǇ,àsans se limiter à sa 

brève collaboration avec Jijé.
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Texte et photographie dans le "livre de dialogue": de l'immédiateté et de la médiation 

Le rapport dialectique entre l'écriture et l'image, traduit par des mouvements d'approximation et 

d'écart, d'immédiateté et de médiation, découle de hétérogénéité  même de ces médias et de leur 

principe de reproductibilité.  Si l'écriture ne reproduit pas la parole, elle la rend du moins visible.  

L'image, de son côté, en tant qu' "évidence obscure",  frappe par sa présence immédiate et, en 

même temps, suscite une médiation par le mots, soit une transposition ou une ekprasis. Juxtaposées 

dans un livre de dialogue, écriture et image produisent une temporalité complexe, faite de mémoires 

et d'anacronismes, d'où le constant processus de montage et de démontage du savoir qui y est 

impliqué. 

A partir de ces considérations, il s'agit d'interroger l'interaction texte-image dans certains albuns 

photolittéraires contemporains, comme ceux de Michel Butor réalisés avec des photographes. Dans 

ces productions, il y a un intense chassé-croisé de regards donnant lieu à un rapport spéculaire 

dynamique entre les médias, qui met en cause les catégories d'illustration ou de transposition. 

Quoique génératrice du texte, l'image n'instaure aucune hiérarchie; au contraire, le texte poétique 

peut devenir illustration et la photographie, légende. C'est dans l'intervalle entre le voir et le lire que 

le sens se construit et se démonte. Écrire à partir de ou à côté de la photographie ne suppose pas 

uniquement reproduire une image visible ou décrire ce qu'on a devant les yeux. Présente et visible à 

côté du texte, ce que l'image semble donner à voir c'est l'absence et le travail de la mémoire.
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HistoƌǇ iŶ MiŶd: ͞MusĠes IŵagiŶaiƌes͟ iŶ Litteƌatuƌe AŶd Filŵs d͛Aƌt 

This work explores unsystematic yet radically innovative changes provoked by literary texts and films 

d͛aƌtàiŶàtheàtƌaditioŶalàaƌtàhistoƌǇàdisĐouƌse.àIŶàtheàshoƌtàstoƌǇà͞“olidàOďjeĐts͟àďǇàViƌgiŶiaàWoolfà
(1920);àtheàtƌilogǇàoŶàstoŶesàďǇà‘ogeƌàCaillois:àPieƌƌesà;ϭϵϲϲͿ,àL͛ÉĐƌituƌeàdesàpieƌƌesà;ϭϵϳϬͿ,àPieƌƌesà
réfléchis (1975); and most recent Masumiyet Müzesi [The Museum of Innocence, 2008] by Turkish 

novelist Orhan Pamuk; The Hare with Amber Eyes (2010) and The White Road (2015) by English artist 

and writer Edmund de Waal, literary (ekphrastic) representations of objects —in the absence or 

presence of visual reproductions— eŵďodǇàgeŶuiŶeà͞ŵusĠesàiŵagiŶaiƌes͟àiŶàǁhiĐhàotheƌŶessàisàfaƌà
more allusive to 17th century cabinets of curiosities than to modern art museums. Accordingly, this 

work intends to consider how literary texts challenge the distinction between culture and nature 

since they become the source of a natural art history. Literature as part of the history and practice of 

art historical writing poses the question of literature-as-essay, which underlies one of the most 

poetiĐàfilŵàfoƌŵs,àtheàfilŵàessai.àDefiŶedàiŶàouƌàpƌeǀiousàǁoƌksàasàaà͞ĐoŶjeĐtuƌalàdoĐuŵeŶtàoŶà
Đultuƌe͟,àtheàessaǇàfilŵàƌeseŵďlesàaàKuŶstkaŵŵeƌ where the elements stored constitute a highly 

subjective imago mundi. Its depiction, from Historia Naturae (Dir. J. Svankmajer, 1967) to Imágenes 

de ningún lugar (Dir. R. Guzmán, 2016), aims at doing justice to the diversity and singularity of the 

world. This brings us to the fact that things and beings assembled in imaginary museums by means of 

literary and audiovisual aesthetic reproductions unsettle established conceptions dominating the 

traditional understanding of art history.
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Ekphƌasis as utopia : “iŵoŶ MoƌleǇ͛s ͞Lost HoƌizoŶ͟ ;ϮϬϭϰͿ 

IŶà͞Messageƌie͟à;ϮϬϭϬͿ,à“iŵoŶàMoƌleǇ,àaàBƌitishàartist based in South Korea, was inspired by 

͚phǇlaĐtğƌes͛àoƌàďaŶdeƌolsàiŶàŵedieǀalàpaiŶtiŶgsàtoàiŶǀestigateàtheàƋuestioŶàofàaďseŶĐeàasàtheàeĐlipseà
of meaning in religious messages that have become illegible for contemporary viewers due to their 

obsolete gothiĐàletteƌiŶg.àEkphƌasisàiŶà͞LostàHoƌizoŶ͟à;ϮϬϭϰͿàoffeƌsàMoƌleǇàaŶàoĐĐasioŶàtoàeŵďƌaĐeà
and challenge the question of absence again. It is not one single artwork that he summons up here 

but several: a fifteenth century traditional Korean handscroll painting, a French surrealist novel, an 

English blockbuster novel and its Hollywood adaptation, not to mention philosophical texts 

(Proudhon, Thomas More). Splicing together references to high and popular culture, Western and 

Eastern traditions; mixing visual, textual and audio effects, Morley duplicates and disseminates 

ǁoƌdsàiŶàiŵages;àƌepliĐates,àtƌaŶsfoƌŵsàaŶdàtƌaŶslatesàpiĐtuƌesà;stillsàfƌoŵàCapƌa͛sàfilŵ,àpostĐaƌds,à
satellite photos of the moon); reproduces techniques of graphic production; foregrounds his 

transformative action and appropriative consumption of his sources; sets into relief the materiality of 

his creations to enhance the fundamental presence-absence of his source art-objects. The question 

ramifies as these art-objects are themselves all about aďseŶĐeàaŶdàaiŵàtoàƌepƌeseŶtà͞utopia͟à– 

liteƌallǇàtheà͞plaĐeàthatàdoesàŶotàeǆist͟.à‹hisàpapeƌàiŶteŶdsàtoàshoǁàhoǁàMoƌleǇàaddƌessesàaŶdà
problematizes the conundrum of utopia and how his creation brings thought-provoking light on the 

ekphrastic practice: as an ekphrastic re-pƌoduĐtioŶ,àMoƌleǇ͛sà͞LostàHoƌizoŶ͟àiŶdeedàlaĐksà– 

felicitously with regard to its utopian object – theà͞pƌeseŶĐeàiŶàtiŵeàaŶdàspaĐe͟,àtheà͞eǆisteŶĐeàatàtheà
plaĐeàǁheƌeàitàhappeŶsàtoàďe͟àofàtheàoƌigiŶalàǁoƌksàitàeǀokesà;W.àBeŶjaŵiŶͿ.
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Media unfolding Judith and Holofernes 

For Walter Benjamin, the reproduction of artworks is linked up with production, dissemination, and 

consumption, all dominated by a cultural industry. Technical devices available nowadays enable 

reproductions to unfold absent visual representations. But how can the conception of ekphrasis be 

integrated into the contemporary media discourse? This paper aims at discussing how an oil painting 

– áƌteŵisiaàGeŶtilesĐhi͛sà"JudithàBeheadiŶgàHolofeƌŶes"à;ϭϲϮϬͿà– is made present by different 

processes of medial transformation: the photo sequence "Artemisia" by Duane Michals (1979), the 

exhibition "Lady Killers!" curated by Mieke Bal (1998), and the video installation "Artemisia 

GeŶtilesĐhi͛sàJudithàBeheadiŶgàHolofeƌŶes,àJeffàKooŶs͛àUŶtitled,àaŶdà‹haiàǀillageƌs"à;ϮϬϭϮͿàďǇàáƌaǇaà
Rasdjarmrearnsook. I argue that the painting reproductions rescue the work of the caravaggisti and 

also enable the spectator to build background knowledge on the myth of Judith, whose cultural 

imagery is composed by documented fragments reproduced by the Bible, art history volumes, 

paintings, sculptures, even new media cultural products. Hence, every new representation of how a 

woman saved her people by beheading the enemy general becomes a supplement that will add 

something not only to the myth of Judith but also to the oeuvre of the Italian painter. The concept of 

ekphrasis and the notion of remediation proposed by Bolter and Grusin will be used as theoretical 

support. As for grounding the questioning on contemporary media discussion, I will rely on Mieke Bal 

and Peter Wagner.
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FoƌgettiŶg LIFE: ‘epƌoduĐtioŶ aŶd AŵŶesia iŶ Vik MuŶiz͛s MeŵoƌǇ ‘eŶdeƌiŶgs 

My research is particularly concerned with issues of amnesia and media reproduction. I am 

interested in the ways in which artists from Latin America use the staging of selective forgetting to 

challenge North American collective memory, specifically during the mid-nineteen eighties  and early 

nineteen nineties—a time in U.S. history dominated by the discourse of preserving and celebrating 

theàŶatioŶ͛sàŵeŵoƌies,àspeĐifiĐallǇàthƌoughàitsàŵediaàĐultuƌe.à 

FoƌàthisàsǇŵposiuŵ,àIàǁillàfoĐusàoŶàBƌaziliaŶàaƌtistàVikàMuŶiz͛sàseƌies The Best of LIFE (1989-1991), 

which consists of nine renderings made entirely from the artist own memory of very iconic 

photographs originally reproduced by the well-known North American magazine LIFE. As these 

photographs were re-purposed and rendered by Muniz, many details were forgotten. I will examine 

hoǁàtheàiŵpliĐatioŶsàofàŵeŵoƌǇàlossàiŶàMuŶiz͛sàƌeŶdeƌiŶgsàofàLIFEàMagaziŶe͛sàpiĐtuƌesàĐhalleŶgeàtheà
type of collective memory produced by the media industry in the United States during the Cold War. 

As Muniz is unable to recall specific signs that are encoded in North American history, he permits 

important political and historical emblems to fade away, producing resistance against the United 

States cultural dominance. By forgetting certain details of important media images by which 

American memories are constructed, Muniz subverts important visual evidence that has anchored 

ŶoƌthàáŵeƌiĐaŶàĐapitalist͛sàhegeŵoŶǇàaŶdàphotojouƌŶalisŵàsupƌeŵaĐǇ.
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A Coincidental Plot: Refiguring the Absent 

This paper will retrace the absent, ephemeral, and marginal phenomena of an exhibition held at the 

ICA London, in 1953, called Parallel of Life and Art. Edited by the Independent Group (which included 

photographer Nigel Henderson), the exhibition was composed entirely of 'as found' photographic 

images sourced from scientific and artistic publications, reproductions initially captured within André 

Malraux-inspired 'imaginary museums', scrapbooks of ekphrastic echoes. These fragments were each 

a doubling, each removed from its former location, and all were suspended at various scales and 

angles within the gallery space. 

While palpably present, the photographs of the exhibition reveal absence. They are haunted by the 

traces of their origins, and by the shadows of former narratives. Their ghosts remain searching for 

their sources: the paratextual captions within the exhibition catalogue are thereby illuminated as 

references to the no longer present. These images, scavenged from the debris and detritus of the 

post-WWII world, thus, open a portal to the context beyond: to a life littered with craters of its own. 

They are citational fragments which, in their reference to anonymous inheritances, make the missing 

tangible once more. 

This paper will explore the Parallel of Life and Art exhibition in relation to these contextual 

repetitions both immediate and peripheral: in relation to the absent sources which exist beyond or 

alongside the boundaries of the photographs within the exhibition. It is a reconsideration of the 

traces left behind, the lacunae of reproductive narratives, and a prescient refiguring of the absent.
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« Deƌƌiğƌe uŶ gƌillage » d͛OĐtaǀe Miƌďeau et l͛Hoŵŵage des aƌtistes à PiĐƋuaƌt 

En 1899, la Société libre d'édition des gens de lettres publie un album de douze lithographies en 

l͛hoŶŶeuƌàduàlieuteŶaŶt-colonel Georges Picquart alors emprisonné en raison de ses révélations en 

faveur du capitaine Alfred Dreyfus. Hommage des artistes à Picquart contient deux autres 

ĐoŶtƌiďutioŶsà:àd͛uŶeàpaƌt,àuŶeàpƌĠfaĐeàdeàl͛ĠĐƌiǀaiŶàetàĐƌitiƋueàOĐtaǀeàMiƌďeau,àetàd͛autƌeàpaƌt,àuŶeà
importante liste de protestataires qui affirment eux aussi leur soutien au colonel. Dans cette préface 

intitulée « Derrière un gƌillageà»àMiƌďeauàĐheƌĐheàăàƌeŶdƌeàĠǀideŶteàlaàsituatioŶàd͛isoleŵeŶtàetà
d͛iŶjustiĐeàƋuiàfƌappeàPiĐƋuaƌt.àLesàdouzeàaƌtistes,àdoŶtàMaǆiŵilieŶàLuĐeàetàFĠliǆàVallottoŶ,à
s͛attaĐheŶtàĠgaleŵeŶtàdaŶsàleuƌàœuǀƌeàăàdĠfeŶdƌeàl͛iŶŶoĐeŶĐeàduàĐoloŶel.àLeàstatutàsiŶgulier de 

cette préface peut-ilàdğsàloƌsàġtƌeàiŶteƌƌogĠàpaƌàleàďiaisàdeàl͛ekphƌasisà?àáiŶsiàposĠ,àĐeà
ƋuestioŶŶeŵeŶtàoffƌeàuŶàĐadƌeàpƌiǀilĠgiĠàpouƌàaŶalǇseƌàlaàfoƌŵeàoƌigiŶaleàd͛eŶgageŵeŶtàpaƌàl͛aƌtàetà
laàlittĠƌatuƌeàƋueàĐoŶstitueàl͛HoŵŵageàdesàaƌtistesàăàPiĐƋuart. Cet engagement s'effectue hors de la 

tƌaditioŶŶelleàtƌiďuŶeàdaŶsàuŶàjouƌŶal,àetàĐe,àpƌĠĐisĠŵeŶt,àauàŵoŵeŶtàoùàeŶàFƌaŶĐeàs͛affiƌŵeàlaà
figuƌeàdeàl͛iŶtelleĐtuel.
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Theorizing the Ubiquitous, Immaterial, Post-Digital Photograph via Benjamin, Baudelaire 

Walter Benjamin mused about the revolutionary impact that the ubiquity of photographic circulation 

had upon the senses, and upon previously stable conceptions of time and space. He defined the 

͞auƌa͟–aàƋualitǇàpossessedàďǇàaŶà͞oƌigiŶal͟àiŵage–asàaà͞stƌaŶgeàǁeaǀeàofàspaĐeàaŶdàtiŵe͟àthatàisà
essentially and necessarily related to that object͛sàuŶiƋueàƌelatioŶshipàtoàaàpaƌtiĐulaƌ,àoƌigiŶalà
teŵpoƌalàaŶdàspatialàĐoŶteǆt.àButàheàalsoàǁƌoteàofàtheà͞shoĐk͟àthatàthisàtiŵe-and-space-

reconfiguration brought to the sensorium, and problematized its effects. 

Hoǁeǀeƌ,àChaƌlesàBaudelaiƌe͛sàŵaŶdateàthatàaƌtists express the fleeting, ephemeral sensations of 

everyday life presents a counter-ŵodelàtoàBeŶjaŵiŶ͛sàĐoŶĐeptioŶàofàŵeĐhaŶiĐalàƌepƌoduĐtioŶàasà
͞tƌauŵa.͟àCoŵďiŶed,àtheseàtǁoàĐoŵŵeŶtatoƌsàsuggestàaàpathàtoàhistoƌiĐiziŶgàaŶdàƌelatiŶgàĐuƌƌeŶtà
digital practices to their photographic roots.  

ásàdigitalàtoolsàhaǀeàďeĐoŵeàaàƌegulaƌizedàpaƌtàofàeǀeƌǇdaǇàlifeàiŶàtodaǇ͛sà͞Post-Digital͟àage,à
smartphones allow photographers to share digital photographs with a global audience almost as 

quickly as they are made. PhotogƌaphsàaƌeàƌootedàiŶàŶothiŶgàŵateƌialàatàall.à‹heǇà͞liǀe͟àŵostàofteŶà
for easy recirculation on the ephemeral walls of social-media sites–unstable, semi-public archives. 

͞OƌigiŶal͟àpƌiŶtedàǀeƌsioŶsàofàphotogƌaphsàeŶjoǇàŶoàpƌiǀilegedàplaĐeàiŶàthisàdigital,àtƌansient image-

sharing economy. Instead, they inhabit an ephemeral nexus as digital facsimiles.  

This talk examines these aspects of digital photography, and explores the new conundrums that its 

near-instantaneous sharing pose for the human senses, using Benjamin and Baudelaire as points of 

reference.
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Écrire avec la photographie : dissolution des frontières et recherche expressive chez Sophie Calle 

La matérialité photographique est marquée par la reproductibilité, dans tous les sens du terme : elle 

ƌepƌoduitàĐeàƋuiàestàdeǀaŶtàl͛oďjeĐtifà;BaudelaiƌeàǇàǀoitàsoŶàpĠĐhĠàoƌigiŶelͿ,àBeŶjaŵiŶàfaitàdeàlaàpeƌteà
deàl͛auƌaàdesàœuǀƌesàƌepƌoduitesàl͛iŶstƌuŵeŶtàd͛uŶeàpuissaŶteàaŶalǇseàpolitiƋue,àetàlesàĐƌĠateuƌsàouà
les penseurs de la postmodernité explorent sa capacité à la sérialité visuelle et à la production de 

simulacres. 

La photographie est néanmoins travaillée par des pratiques visant à lui restituer son « ici et 

ŵaiŶteŶaŶtà»à:àlaàŶotioŶàd͛«àiŶstaŶtàdĠĐisifà»à;HeŶƌiàCaƌtieƌ-Bresson), ou sa déconstruction par la 

photographie plasticienne et mise en scène (voir les réflexions de Dominique Baqué). Par ailleurs, la 

capacité de la photogƌaphieàăàs͛hǇďƌideƌ,àeŶàpaƌtiĐulieƌàaǀeĐàleàteǆte,àpƌoduitàdesàœuǀƌesàtƌğsà
singulières (ré-auƌatisĠesà?Ϳ,àauàseiŶàdesƋuellesàlaàdiŵeŶsioŶàseŶsiďleàetàiŵagĠeàdeàl͛ĠĐƌituƌeàestà
ƌĠiŶǀestieà;ǀoiƌàl͛utilisatioŶàdeàl͛ĠĐƌituƌeàŵaŶusĐƌiteàpaƌàDuaŶeàMiĐhalsͿ. 

La présentation décrirait les fonctions des documents écrits reproduits et utilisés en contexte 

artistique, plus particulièrement chez la plasticienne Sophie Calle. Dans les récents Douleur exquise, 

PƌeŶezàsoiŶàdeàǀousàetà‘aĐhel,àMoŶiƋue…,àĐesàoďjetsà;lettres, mails, journaux intimes...) incarnent 

l͛aďseŶĐeàeŶàuŶeàtƌaĐeàiŵďƌiƋuĠeàdaŶsàĐelleàdeàlaàphoto.àLeàjeuàspatialàetàŵatĠƌielàaǀeĐàlesàdiffĠƌeŶtsà
supports (livre, catalogue, exposition, tissu, voire porcelaine ou lecture performée à voix haute par 

l͛aƌtisteͿàfoŶtàdeàĐesàusagesàdeàl͛«àĠĐƌitàŵoŶtƌĠà»àuŶàteƌƌaiŶàd͛eǆploƌatioŶàǀaƌiĠàdeàsesàeŶjeuǆà
expressifs et de réception.
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Masks, Multitudes, aŶd ModeƌŶitǇ iŶ BeŶjaŵiŶ͛s CoŵpaƌisoŶ of Baudelaiƌe aŶd Hugo: The Case of 
MaŶet͛s Philosopheƌs 

‹oàĐouŶteƌàBeŶjaŵiŶ͛sàiŶsisteŶtàďliŶdŶessàtoàtheàpƌoduĐtiǀeàiƌoŶǇàofàŵodeƌŶitǇ,àIàǁillàaŶalǇzeàaŶdà
discredit his distiŶĐtioŶàďetǁeeŶàBaudelaiƌe'sàaŶdàHugo͛sàaesthetiĐsàaƌtiĐulatedàiŶà͞‹heàPaƌisàofàtheà
“eĐoŶdàEŵpiƌeàiŶàBaudelaiƌe͟àessaǇ.àIŶàpaƌtiĐulaƌ,àIàǁillàƌestoƌeàtoàĐoŵedǇàaàpositiǀeàǀaleŶĐeàiŶà
modern art by threading together metaphors of theatrical disguise and social multitude. I will use 

EdouaƌdàMaŶet͛sàpaiŶtiŶgsàofàďeggaƌ-philosophers to substantiate a figuration of modernity existing 

outsideàofàBeŶjaŵiŶ͛sàteĐhŶologiĐalàƌepƌoduĐiďilitǇàofàaƌt.à 

The Manet scholarship slights his canvases of Parisian street types for emulating masters or the 

populaƌàpƌiŶtàďeĐauseàofàBeŶjaŵiŶ͛sàdistoƌtedàǀieǁsàofàBaudelaiƌe.àIàǁillàƌeasseƌtàtheàsigŶifiĐaŶĐeàofà
lowly vagabonds by way of the Hugolian Romantic elevation of the grotesque and Baudelairean 

modern mediation of the fugitive and the eternal. The continuity between Romanticism and 

ModeƌŶisŵàƌeǀealsàtheàoǀeƌĐoŵiŶgàofàoďsoleteàŵethodsàaŶdàidealsàofàaƌtàiŶàMaŶet͛sàǁoƌkàŶotàatàtheà
expense of a shocking destruction but rather through the principle of comic dissolution that forges 

an inseparable link of modern art and social life by effacing inauthenticity. 

Baudelaiƌe͛sàpoeŵsàdediĐatedàtoàHugoàaŶdàaddedàtoàtheàseĐoŶdàeditioŶàofàtheàFloǁeƌsàofàEǀilà
foreground ironic images of social decrepitude at the heart of Parisian modernity. I will promote 

theseàpoeŵsàasàiĐoŶogƌaphiĐàsouƌĐesàofàMaŶet͛sàďeggaƌ-philosophers. Ultimately, the histrionic, 

ĐoŵiĐàpaƌadigŵàofàŵodeƌŶitǇàiŵpleŵeŶtedàiŶàBaudelaiƌe͛sà͞LaughteƌàaŶdàCaƌiĐatuƌe͞àessaǇs,àaŶdà
͞‹heàPaiŶteƌàofàModeƌŶàLife͞àŵaŶifesto,àǁillàďeàdeteƌŵiŶed crucial for construing the unreproducible 

experience of modernity.
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Le Chaŵp d͛Asile et l͛iŵagiŶaiƌe ŶatioŶal daŶs la Đultuƌe de l͛iŵpƌiŵĠ 

“ousàlaà‘estauƌatioŶ,àdesàƌĠfugiĠsàfƌaŶçaisàteŶtğƌeŶtàd͛iŵplaŶteƌàdesàĐoloŶiesàăàǀoĐatioŶàagƌiĐoleàetà
militaire en Amérique. Ces colonies furent soutenues par la presse libérale, en France et aux États-

Unis, qui en brossait un tableau utopiste, mais furent aussi fustigées par la presse conservatrice qui 

en faisait un repaire séditieux de bonapartistes. Ces distorsions, véhiculées par la culture de 

l͛iŵpƌiŵĠ,àfaçoŶŶğƌeŶtàleàŵǇtheàduàChaŵpàd͛ásileàplusàƋu͛ellesàŶ͛iŶfoƌŵğƌeŶtàdeàsaàƌĠalitĠà
historique. Les relations intermédiales, intervisuelles et intertextuelles des estampes et autres 

iŵpƌiŵĠsàĐoŶstƌuiseŶtàuŶeàƌhĠtoƌiƋueàăàpaƌtiƌàd͛uŶàƌĠpeƌtoiƌeàdeàŵotifs emblématiques : la 

figuƌatioŶàdeàl͛ĠgalitĠ,àlaàfƌateƌŶitĠàetàlaàĐhaƌitĠàpaƌàeǆeŵple,àouàpaƌàuŶàjeuàdeàtƌaŶsfeƌtsàĐultuƌels,à
l͛ĠǀoĐatioŶàduàŵǇtheàagƌaiƌeàdeàCiŶĐiŶŶatus/WashiŶgtoŶàaǀeĐàlaàfiguƌeàduàsoldat-laboureur inspirée 

du républicanisme antique et aŵĠƌiĐaiŶ.àL͛iŵagiŶaiƌeàduàChaŵpàd͛ásileàĐoŵŵeàutopisŵeà
gĠogƌaphiƋueàtƌaduitàleàdĠsiƌàd͛uŶeàteƌƌeàd͛aĐĐueilàpouƌàlesàpƌosĐƌitsàďoŶapaƌtistesàdoŶtàlaà
ĐoŵŵuŶautĠ,àďasĠeàsuƌàl͛ĠgalitaƌisŵeàetàlaàsuďoƌdiŶatioŶàŵilitaiƌe,àestàpƌoposĠeàĐoŵŵeàŵodğleàdeà
la France ƌeŶouǀelĠe.àáuàleŶdeŵaiŶàdeàl͛Eŵpiƌe,àlaàpƌopagaŶdeàliďĠƌaleàautouƌàdesàĐoloŶiesàd͛eǆilĠsà
français en Amérique apparait comme la tentative de faire vibrer la corde patriotique et de 

ĐoŶstitueƌàuŶàiŵagiŶaiƌeàŶatioŶalàsuƌàlesàƌestesàdeàl͛iŵagiŶaiƌeàŶapolĠoŶien.
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Appropriation, rejet, transfert : la fabricatioŶ d͛uŶe iŵageƌie ŶatioŶale daŶs la FƌaŶĐe de la 
Restauration 

L͛iŵageàiŵpƌiŵĠeàjoueàuŶàƌƀleàĐƌuĐialàdaŶsàlaàĐultuƌeàǀisuelleàfƌaŶçaiseàdesàpƌeŵiğƌesàdĠĐeŶŶiesàduà
XIXeàsiğĐle.àD͛uŶàĐƀtĠ,àelleàtĠŵoigŶeàduàdĠǀeloppeŵeŶtàdeàlaàsoĐiĠtĠà- par exemple par les gravures 

sur la mode - etàdeàl͛autƌe,àelleàpeƌŵetàdeàstigŵatiseƌàlesàĠǀĠŶeŵeŶtsàpolitiƋues,àŶotaŵŵeŶtàăà
travers les images satiriques. Avec la chute du régime napoléonien, ce rôle de témoin évolue et 

l͛iŵageàiŵpƌiŵĠeàdeǀieŶtàdeàplusàeŶàplusàuŶàiŶstƌuŵeŶtàpouƌàeǆpƌiŵeƌàlaàpeƌĐeptioŶàdeàl͛ideŶtitĠà
fƌaŶçaise.àDğsàϭϴϭϰ,àoŶàassisteàăàuŶàloŶgàetàĐoŵpleǆeàpƌoĐessusàdeàfaďƌiĐatioŶàd͛uŶeàiŵageƌieà
nationale qui se construit à travers dénonciations, stéréotypes, contradictions et satires.  

Mon intervention vise notamment laàdisĐussioŶàdeàĐeàpƌoĐessusàƋuiàĐoŵŵeŶĐeàăàs͛estoŵpeƌàapƌğsà
lesàĠǀĠŶeŵeŶtsàdeàϭϴϯϬ.àLeàďutàdeàŵaàĐoŶtƌiďutioŶàestàd͛aŶalǇseƌàlesàĐaƌaĐtĠƌistiƋuesàdeàĐeà
ŵĠĐaŶisŵeàdeàĐoŶstƌuĐtioŶàd͛iŵageƌieàŶatioŶaleàetàdeàĐoŵpƌeŶdƌeàĐoŵŵeŶtàlesàǀaleuƌsàideŶtitaiƌesà
sont ĐƌĠĠes,àƌefusĠes,àĠlaďoƌĠesàouàŵĠlaŶgĠesàeŶtƌeàelles.àL͛estaŵpeàjoueàuŶàƌƀleàĐapitalàdaŶsàĐeà
ĐoŶteǆteàpuisƋu͛elleàpeƌŵetàdeàdiffuseƌàŶoŶàseuleŵeŶtàuŶàŵodğle,àŵaisàaussiàd͛eǆpƌiŵeƌàĐƌaiŶtes,à
pƌĠoĐĐupatioŶsàetàatteŶtesàăàl͛ĠgaƌdàdeàlaàsituatioŶàpolitiƋue.àElle fonctionne comme état de lieux 

d͛uŶeàideŶtitĠàŶatioŶaleàƋuiàestàeŶĐoƌeàfƌagileàetàeŶàĐoŶstƌuĐtioŶ.àMoŶàoďjeĐtifàestàŶotaŵŵeŶtàdeà
disĐuteƌàlesàeŶjeuǆàetàl͛iŵpaĐtàdeàĐeàpƌoĐessus.
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Ulenspiegel en images, entre paneuropéanisme et appropriation nationale 

Après la Révolution belge de 1830, il faudra toutefois attendre 1867 pour que paraisse un roman 

histoƌiƋueàfĠdĠƌateuƌà:àLaàLĠgeŶdeàd͛UleŶspiegelàdeàChaƌlesàDeàCosteƌ.àCetteàǀasteàfƌesƋueàseà
déroulant dans les anciens Pays-Bas espagnols exploite la veine épique mais aussi le genre farcesque 

à travers « un héros populaiƌeà[…]àiŶspiƌĠàdeàƌĠĐitsàfaĐĠtieuǆàgeƌŵaŶiƋues,àƋuiàďeƌŶeàpaƌàsesàďoŶsà
touƌsàlesàpuissaŶtsàdeàtoutesàsoƌtes,à[et]àdeǀieŶtàl͛iŶĐaƌŶatioŶàdeàlaàŶatioŶàĐoŶtƌeàlesàtǇƌaŶsà»à;áŶŶe-

Marie Thiesse). 

EŶàs͛appƌopƌiaŶtàleàpeƌsoŶŶageàlĠgeŶdaiƌeàd͛UleŶspiegel,àDeàCoster se mesure de facto à une 

tradition iconographique séculaire singulière, faite de détournements et indissociable des progrès de 

l͛iŵpƌiŵeƌie.àáiŶsiàleàVolksďuĐhàďas-alleŵaŶdàdeàl͛UleŶspiegelàpƌiŵitif,àdoŶtàlesàďoisàƌĠiŶǀestisseŶtà
sur un mode ludique le répertoire visuel standardisé des Bibliæ pauperum, manifeste-t-il au XVIe 

siğĐleàl͛essoƌàd͛uŶeàlittĠƌatuƌeàdeàĐolpoƌtageàƋuiàallaitàpopulaƌiseƌàdaŶsàtouteàl͛EuƌopeàleàtƌuďlioŶà
farceur. 

‘efoŶteàaŵďitieuseàd͛uŶàpatƌiŵoiŶeàpaŶeuƌopĠeŶ,àiŶspiƌĠeàd͛uŶàiŵpƌiŵĠàgaŶtois des tribulations 

espiğglesàĠditĠàǀeƌsàϭϴϰϴ,àLaàLĠgeŶdeàs͛ĠlaďoƌeàsuƌàuŶeàdĠĐeŶŶie,àpaƌallğleŵeŶtàauǆàĐoŶtƌiďutioŶsàdeà
l͛auteuƌàăàl͛UǇleŶspiegel,àuŶàjouƌŶalàsatiƌiƋueàaŶtiĐlĠƌiĐal.àDeàCosteƌàs͛adjoiŶtàpaƌàailleuƌsàlaàfiŶeàfleuƌà
des artistes belges (dont Félicien Rops) pour percer dans la niche florissante du livre luxueux. De 

factures variées, les gravures mettent en lumière une entreprise complexe de positionnement dans 

le concert des littératures nationales et font apparaître des décalages surprenants, révélant des 

ajustements continus face aux puissances voisines (germanique, française, néerlandaise et anglaise).
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The Text-Image Disparities in Literary National Self-Portraits around 1840 

Around 1840 collections of literary sketches appeared throughout Europe, which aimed to capture 

the essence of a nation through a detailed description of its constituent types. The concept started in 

England with the series Heads of the People or Portraits of the English (1838), which consisted of 

sketches of about eight pages, each accompanied by a full-page illustration. Soon after the start of 

Heads of the People, the French editor Léon Curmer decided to translate this series into French 

under the title Les Anglais peints par eux-mêmes (1839) and in the same year he started a similar 

project for France called Les Français peints par eux-mêmes. After the French publications the 

concept of the national self-portraits was quickly taken up in other European countries. 

In many of these national self-portraits the illustrations convey a different message from the 

accompanying text. The dressmaker in Heads of the People, for instance, is depicted as a pretty, 

nicely dressed young woman. This rosy representation, however, contrasts with the accompanying 

essay, which describes her as exhausted from abuse and wearing 'scanty clothes'. In the French 

translation of this essay, the English illustration is adapted in an even more delightful direction. In my 

talk, I will discuss the possible reasons for these discrepancies as well as the divergences among the 

various European collections, for in some countries text and image are more closely related than in 

others.
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A Book of Hours of the Great War 

In 2010 I acquired a unique relic of The Great War. The Journal des Tranchées, recounts the war 

recollections of a soldier who served on the Oise and the Somme for eighteen months (1914-1916). 

In every particular, it is a deliberate pastiche of a medieval book of hours. Bound in illustrated, 

incised calf, the work contains 46 pages of text in calligraphy, with rubricated letters; 38 facing page 

ϱ͟ǆϳ͟ǁateƌĐoloƌs,àaŶdàasàŵaŶǇàĐaƌtouĐheàdƌaǁiŶgsàiŶàgƌeǇàǁash.à‹heàĐoloƌàillustƌatioŶsàaƌeàďoƌdeƌedà
in gold leaf; all pages have an elaborate barbed wire border.  

The manuscript gives little personal information about its author, one L. Maréchal. The colophon, 

however, informs us that its design, calligraphy, layout and binding were completed on December 31, 

ϭϵϮϲ.àMoƌeàthaŶàteŶàǇeaƌsàelapsedàďetǁeeŶàtheàeŶdàofàMaƌĠĐhal͛sàǁaƌàaŶdàĐoŵpletioŶàofàhisàƌeĐoƌdà
of it. When and why did he decide to collect the writings and drawings he had made in the trenches 

in book form? What prompted him to imitate the format and allure of a bygone art and in this return 

to a hand-crafted book?  

A facsimile edition with my annotations will appear this fall. I propose for his session close study of 

the choice of an illuminated book of hours for a War journal. Drawing on my research for the 

faĐsiŵile,àIàeǆaŵiŶeàtheàďook͛sàteǆtàaŶdàillustƌatioŶs,àaŶdàtheàĐiƌĐuŵstaŶĐesàofàitsàgeŶesisàiŶàtheà
context of French illustrated books during the Great War.
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Viewing vs. Reading: Word-Image Intermediality in Russian Modernist Art Periodical The World of 

Art (Mir Iskusstva, 1899-1904) 

Before Sergei Diaghilev (1872-1929) stirred Europe with his famous Ballets Russes (1909-1929), he 

published an art periodical which became a new type of art journal that established new standards 

for art publishing, art reproduction and graphic design. The editorial team conceived The World of 

Art (Mir Iskusstva, 1899-1904) as an art object. Determining the paratextual qualities of the journal 

over its textual dimensions, the World of Art was designed not only for reading, but also for viewing 

and established the idea that a correspondence between the textual message and its pictorial 

component is not necessary for the new art-periodical aesthetic. The paper will examine the World 

ofàáƌt͛sàfiƌstàissuesàaŶdàitsàĐoŶĐeptioŶàofàǁoƌd-and-iŵageàiŶteƌŵedialitǇ.àItàǁillàfoĐusàoŶàDiaghileǀ͛sà
daring use of the text about Erik Werenskiold (1855-1938), a Norwegian painter and draughtsman, 

written by the Danish art historian Karl Madsen, translated and published in the first, inaugural issue. 

‹heàpapeƌàǁillàeǆaŵiŶeàhoǁàtheàƌepƌoduĐtioŶsàofàWeƌeŶskiold͛sàǁoƌks,àĐhoseŶàďǇàDiaghileǀ,à
confliĐtedàǁithàtheàteǆt.àItàǁillàalsoàaddƌessàDiaghileǀ͛sàǀieǁsàoŶàtheàaƌtàofàillustƌatioŶàaŶdàhisà
conception of text-image interrelations, published in the same journal several months later. The 

papeƌàǁillàshedàlightàoŶàtheàWoƌldàofàáƌt͛sàuŶĐoŶǀeŶtioŶalàaǀaŶt-garde approach to texts and images 

aŶdàǁillàaŶalǇzeàhoǁàDiaghileǀ͛sàstateŵeŶtsàeĐhoedàtheàFƌeŶĐhà“ǇŵďolistàtheoƌiesàofàillustƌatioŶ.
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Writing with Pictures about Pictures with Writing about Writing with Pictures 

In his drawings, Raymond Pettibon appropriates literary fragments not in order to reproduce a 

narrative impulse, rather, he appears interested in structural elements, choice of words, ekphrasis, a 

teǆt͛sàpoteŶtialàtoàsuďǀeƌsioŶàaŶdàƌespoŶse.àWhatàisàŵoƌe,àtheàƌelatioŶshipàďetǁeeŶàhisàdƌaǁiŶgsà
and adjacent literary writing cannot usually be subsumed under the category of illustration. 

IfàpaƌtàofàtheàsĐholaƌlǇàdisseĐtioŶàofàPettiďoŶ͛sàǁoƌkàthusàiŶǀolǀesàĐoŶtiŶgeŶĐiesàofàǁƌitiŶgàasàaà
material practice and/or the notational iconicity of script (Sybille Krämer), how is one to write about 

such work without also engaging—and perhaps necessarily betraying—the selfsame aspects of 

writing. If art history is here another rewriting of an artistic text, a text made proper(ty) for art 

histoƌǇ,àǁhatàisàthisàteǆt͛sàƌelatioŶshipàtoàtheà'piĐtuƌal'àƋualitiesàofàǁƌitiŶgàaƌtiĐulatedàiŶàitself about 

another text? 

This paper offers a methodological approach that considers the possibility of art-historical writing 

about artistic practice that also already writes, thus as a practice bound up in the liabilities of its 

subjects. Following Boris GƌoǇs͛àsuggestioŶàthatàtheàǁƌitiŶgàofàaƌtàhistoƌǇàoĐĐuƌsàiŶàaàliteƌaƌǇàspaĐe,à
which implies that the historian, too, is involved in artistic production and thus cannot approach the 

work (formally) under scrutiny from an external position, this paper reflects on the possibilities of 

'writing about writing' in Pettibon. Art history's recursive self-reflexivity—producing image-texts in 

order to trace the words and pictures of artists (who may have traced them through literature)— is 

therefore used to reflect on the creative practice of art-history writing, as well as the assumed 

division between writing's own form, material and content.
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Transcription as an Approach for Modeling Digitization 

Reproduction of images (and texts) is not a new phenomenon, but digitization—especially mass 

digitization—hasàspaƌkedàƌeŶeǁedàiŶteƌestàiŶàtheàƌelatioŶàďetǁeeŶà͞oƌigiŶal͟àaŶdà͞ĐopǇ͟àaŶdàiŶà
ƌelatedàtopiĐsàlikeà͞autheŶtiĐitǇ͟.à‹hisàŵaǇàďeàdueàtoàaàŶuŵďeƌàofàfaĐtoƌs,àǁhiĐhàpƌoďaďlǇàiŶclude the 

(relative) novelty of digitization, the unprecedented scale and ease of reproduction, and the fact that 

the digital medium allows for an unlimited number of truely identical copies—but also for 

undetectable forgeries—as well as for new, automatic ways of processing the material. These and 

otheƌàfaĐtoƌsàalsoàĐoŶtƌiďuteàtoàŵaŶǇàpeopleàtƌeatiŶgàtheàdigitalàŵediuŵàasà͞ŵagiĐal͟,àasàsoŵethiŶgà
mysterious and completely different from anything that has come before. It does indeed have some 

unique properties, but in order to understand the effects of digitization one should abstract from the 

specifics of particular media and rather focus on commonalities in reproduction processes. In the 

ĐoŶteǆtàofàhistoƌiĐalàteǆtsà;PiotƌoǁskiàϮϬϭϮͿ,àIàhaǀeàusedàtheàteƌŵà͞tƌaŶsĐƌiptioŶ͟àtoàdesĐƌiďeàďothà
manual and automatic processes that transfer texts from one medium to another. In order to 

transcribe material, it must be interpreted; furthermore, not all features of the original can be 

transcribed into a different medium. This means that all transcriptions introduce necessary, 

intended, and unintended modifications. It is not a problem that a transcription is not identical to the 

original, as long as the relevant (for a particular purpose) properties are transcribed reliably, and as 

long as one is aware that the transcription can only serve as a substitute for the original for those 

features.                                                                                                      

Digital texts and images are particularly interesting because they can be automatically processed. 

Unfortunately, the requirement outlined above is often neglected, especially for large-scale 

processing. Machine-processable descriptions of transcription processes may help to document the 

relationship between the original and the transcription and thus help to process digitized information 

more reliably and produce more meaningful results.

mailto:gregory.dessart@unil.ch
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Annotating Images within a Virtual Research Environment for Humanities (Knora/Salsah): Example 

of a Composite Digital Artefact Curation. 

Visual representations of artifacts (2D-images, 3D-representations, moving images etc.) have been 

since a long time an important source in some parts of humanities research and recent advances in 

digital imaging make visual representations of artifacts an increasingly important source in all fields 

of humanities research. However, in order to realize their full potential, viewing portals are not 

sufficient and new tools are developed in order to work in a scientific way with digital visual 

representations. They have to be enriched with and embedded into additional information. Virtual 

Research Environments (VRE) for the humanities provide such tools to integrate visual 

representations with other— most often text-based—information. One of the most important tool is 

the annotation of images. In contrast to a formal image description, which covers the whole image, 

an annotation of an image usually consists of: 

1. one or several regions defined by geometrical shapes and/or, in case of time-based media, of start 

and end timestamps, viewing parameters in the case of 3D models, etc. 

Ϯ.àaàǀeƌďalàdesĐƌiptioŶàofàtheàpeĐuliaƌitiesàofàthisà͞ƌegioŶàofàiŶteƌest͟à;‘OIͿ 

3. linking to other sources of information (other ROI's or text-only information) as well as embedding 

the visual representation within an information structure (data model). 

But a VRE for the humanities should also provide with functionalities beyond these tools. Intrinsically 

related to other research results or sources, research in humanities needs a VRE to be able to 

interconnect with other tools and knowledge sources. In the case of Knora/Salsah, a VRE developed 

by the Universities of Basel and Lausanne, several standards are used in order to allow for the 

required interoperability (standardized APIs, International Image Interoperability Framework; RDF 

and web semantic-based technologies). The visual representation of artifacts from many different 

knowledge repositories may thus be assembled, compared and combined by researchers, using tools 

that rely on rather simple standards, while providing citability with a full history of changes.

mailto:Marion.Rivoal@unil.ch
mailto:lukas.rosenthaler@unibas.ch
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TakiŶg a step ďaĐk fƌoŵ ƌaǁ data: Iŵage aŶŶotatioŶ oŶ ĐhildƌeŶ͛s dƌaǁiŶgs of gods, ďǇ Dessaƌt 
Grégory, Cocco Christelle, Zhargalma Dandarova Robert, Olga Serbaeva, Pierre-Yves Brandt 

A gƌeatàpaƌtàofàƌeseaƌĐhàoŶàĐhildƌeŶ͛sàdƌaǁiŶgsàhasàgeŶeƌallǇàdƌaǁŶàfoĐusàoŶàfiŶeàfeatuƌeàaŶalǇsisà
and privileged qualitative approaches over quantitative ones. Our current project is trying to bring 

both perspectives together. 

The material that we are studying consists of scans of drawings of gods composed by children in 

several countries (e.g. Russia, Japan, Switzerland). In order to process the great amount of images we 

used an online annotation tool that provides positional information about labeled features that were 

identified. One main objective of our exploration was to find big trends in our corpus, which is made 

upàofàoǀeƌàϲ͛ϱϬϬàdƌaǁiŶgs,àďǇàusiŶgàaà͞distaŶt-ƌeadiŶg͟,àďigàdataàappƌoaĐh. 

In this talk, we will present the results from the curation of a subset of images. While broad 

tendencies and patterns could be found and allowed us to differentiate data on the basis of certain 

properties (e.g., center of mass, occupancy) by account of metadata such as country, age and sex of 

participant we will also addƌessàaŶotheƌàissue,àǁhiĐhàisà͞Đlose-ƌeadiŶg͟àofàiŵagesàďeloŶgiŶgàtoàtheà
same dataset. This second, more qualitative view opens up a window into subjectivities and cultural 

borrowings. 

Therefore, we propose a mixed approach allowing us to measure the epistemic distance between a 

read of the data close to the raw material and one that is standing very far away from it, in an 

attempt to catch the big picture. However, only such an integrative view would allow us to construct 

rich knowledge on the matter. 

Link to our online database: http://ddd.unil.ch/ 

Link to the online annotation tool that was used to curate the images: http://d2d.vital-it.ch/#/ 

mailto:gregory.dessart@unil.ch
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Graphic afterlives and oblique efficacy: rethinking reproduction in the context of migration 

between literary illustration and political satire 

This paper aims to address issues raised by the reproduction of literary illustration in political 

cartoons as well as the migration of a caricature-inspired style in comic book adaptations and graphic 

novels. Recycling elements from literary illustration in political satire is part of a longstanding visual 

practice in Britain — more so than on the continent — rooted in the free circulation of admittedly 

separate pictorial genres. The prominent place still occupied by Millais' s Ophelia in contemporary 

political cartoons is but one such example. Positing that, at one end, literary illustration is based on 

the principle of supplementing, accompanying or adorning a text (prose, poetry, drama), at the other 

end of the spectrum, political caricature is primarily a genre and medium concerned with efficacy. Its 

aesthetics is underpinned, and even conditioned, by its main function which is to provide a rapid 

graphic response. Political cartooning induces a performative mode (Bredekamp 2015) in a way 

literary illustration does not. But when literary illustration and political cartoons interact these 

images become the locus of overlapping visual discourses in which the notion of reproduction is 

central. I will propose a few case studies (Rowlandson, Cruikshank, Tenniel, Steadman, Rowson) and I 

will argue that, although efficacy may, at first sight, be a concept restricted to the province of 

caricature, the migration patterns between literary illustration (and adaptation) and graphic satire 

are not just about revivifying old ghosts.
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Extra-IllustƌatiŶg ‘ousseau͛s Julie, ou la Nouǀelle HĠloïse 

‘ousseau͛sàďestselliŶgàŶoǀelàJulie,àouàlaàNouǀelleàHĠloïseà;ϭϳϲϭͿàpƌoǀidesàusàǁithàaàfasĐiŶatiŶgàĐaseà
study for the question of text/image relations.  Rousseau himself commissioned and directed the 

initial series of illustrations by Gravelot (a degree of authorial involvement that critics have seen as a 

turning point in the practice of French novel illustration ).  Gƌaǀelot͛sàseƌiesàhasàƌightlǇàďeeŶà
ĐoŶsideƌedàďǇàĐƌitiĐsàasàiŶtegƌalàtoàtheàauthoƌialà͚ǁoƌk͛,àaŶdàasàsuĐhàhasàďeeŶàtheàfoĐusàofàŶuŵeƌousà
important critical interventions within the growing field of study on eighteenth-century illustration in 

France.   Butà‘ousseau͛sàŶoǀelàalsoàgaǀeàƌiseàtoàaàsigŶifiĐaŶtàŶuŵďeƌàofàfuƌtheƌàseƌiesàofàillustƌatioŶs,à
designed by different artists throughout the eighteenth and nineteenth centuries.   These series, 

outsideà‘ousseau͛sàĐoŶtƌol,àpƌoǀideàusàǁithàhighlǇàĐoŵpleǆàƌeadings of the text, in their selective 

actualization of different narrative strands through the graphic transposition of differing sequences 

of images, often evoked as spectacles within the text, and then viewed alongside it.  In this paper, 

however, I intend to consider the illustrations for Julie, ou la Nouvelle Héloïse from a different 

perspective – that of extra-illustration.  I will focus on two copies of the Defer de Maisonneuve 

editioŶàofàtheàŒuǀƌesàdeàJeaŶ-Jacques Rousseau (1793-1800), one held in the British Library, and one 

in Munich, each of which includes a large number of engravings in different formats, taken from 

different series of illustrations of the novel through time, bound opposite the relevant textual 

passages.àà“eǀeƌalàofàtheàŵostà͚faŵous͛àsĐeŶesàofàtheàŶoǀelàthusàappeaƌàaloŶgsideàfiǀeàoƌàsiǆàdiffeƌeŶtà
visual transpositions of the same textual moment.  This practice of collecting and displaying multiple 

illustrations within the same volume opens out a number of questions with which to explore the 

ŶotioŶàofà͚ƌepƌoduĐiŶgàteǆtsàaŶdàiŵages͛.
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Motifs mobiles: de gravures en regravures 

Cette présentation partira des traités des naturalistes et des voyageurs des XVIIe et XVIIIe siècles au 

seiŶàdesƋuelsàlesàillustƌatioŶsàjouaieŶtàuŶàƌƀleàĐeŶtƌalàeŶàtaŶtàƋu͛ellesàs͛offƌaieŶtàăàlaàfoisàĐoŵŵeàleà
ƌelaiàd͛uŶeàƌĠalitĠàtaŶgiďleàetàăàlaàfoisàĐoŵŵeàlaàpƌeuǀeàduàdisĐouƌs.àOƌ,àlesàŵotifsàgƌaǀĠsàŶ͛ĠtaieŶtà
pas toujours réalisés sur le vif. Au contraire, la pratique de remploi de matrices déjà gravées ou de 

Đopieàfidğle,àd͛uŶàliǀƌeàăàl͛autƌe,àĠtaitàtƌğsàĐouƌaŶte.à 

‹outàd͛aďoƌd,àilàseƌaàƋuestioŶàdeàs͛aƌƌġteƌàsuƌàƋuelƋuesàĐasàpouƌàlesƋuels les motifs furent 

dĠĐoŶteǆtualisĠsàetàƌesĠŵaŶtisĠs.àPaƌŵiàd͛autƌes,àoŶàeǆposeƌaàl͛affaiƌeàdesàpoissoŶs-moine et 

poisson-ĠǀġƋue.àD͛aďoƌdàĐoŶçusàĐoŵŵeàdesàiŵagesàsatiƌiƋuesàaŶtiĐlĠƌiĐales,àĐesàŵotifsàfuƌeŶtà
ƌepƌoduitsàdaŶsàlesàliǀƌesàillustƌĠs,àd͛aďoƌdàĐhez Guillaume Rondelet puis chez les naturalistes du 

XVIIeàsiğĐle,àĐoŵŵeàFoƌtuŶioàLiĐeti.àEŶàl͛espaĐeàd͛uŶàsiğĐleàeŶǀiƌoŶ,àlaàpƌatiƋueàdeàƌepƌoduĐtioŶà
interne aux livres illustrés permit à un même motif, le poisson-évêque/moine, de passer du portrait 

caricatuƌalàăàlaàƌepƌoduĐtioŶàd͛uŶàspĠĐiŵeŶàaŶiŵal.àLesàĐolleĐtioŶsàduàXVIIeàsiğĐle,àĐoŵŵeàlesàGƌaŶdsà
ǀoǇagesàdeà‹hĠodoƌeàdeàBƌǇ,àseƌoŶtàuŶàteƌƌaiŶàd͛eŶƋuġteàpƌiǀilĠgiĠ. 

CeàfaisaŶt,àoŶàpƌoďlĠŵatiseƌaàlesàpƌoĐessusàdeàŵigƌatioŶsàd͛iŵagesàeŶàfoŶĐtioŶàdeàlaàŶotioŶàĐentrale 

d͛«àautheŶtiĐitĠà».àPuis,àoŶàiŶteƌƌogeƌaàleàstatutàdeàlaàgƌaǀuƌeàd͛illustƌatioŶàauàseiŶàdesàsĐieŶĐesà
modernes, son impact sur la forme matérielle et symbolique du livre moderne et sur son rôle dans la 

ĐoŶstƌuĐtioŶàdesàsĐieŶĐesàduƌaŶtàl͛áŶĐieŶà‘Ġgiŵe. 
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‘epƌoduĐtioŶ, ǀulgaƌisatioŶ et ƌĠĐeptioŶ : les ĐolleĐtioŶs de l͛eŶtƌe-deux-guerres illustrées de bois 

gravés éditées par Fayard et par Ferenczi 

La possibilité de reproduire économiquement à grand tirage, par « cliché-galvano », des gravures sur 

ďoisàeŶàŶoiƌàetàďlaŶĐàfutàl͛uŶàdesàdĠteƌŵiŶaŶtsàduàlaŶĐeŵeŶt,àeŶàϭϵϮϯ,àdeàdeuǆàĐolleĐtioŶsàăàďasàpƌiǆà
de vulgarisation littéraire imitant l'édition de demi-luxe : Le Livre de Demain chez Fayard et Le Livre 

ModeƌŶeàIllustƌĠàĐhezàFeƌeŶĐzi.àLesàdeuǆàsĠƌiesàfoŶtàŵoŶtƌeàd͛uŶeàiŵageƌieàƌeŶouǀelĠe,àaǀeĐàdesà
illustrations interprétatives et des bois au graphisme épuré. Par ces illustrations, elles attirèrent à la 

littérature un nouveau lectorat et leur succès auprès du public, français et francophone, ne se 

démentit pas pendant 25 ans. Leur réception par les critiques fut en revanche mitigée. Claude Roger-

MaƌǆàlesàsaluaàĐoŵŵeàlaàŵiseàeŶàœuǀƌe,àeŶfiŶ,àdesàpƌĠĐeptesàd͛ÉdouaƌdàPelletaŶàet de Félix 

BƌaĐƋueŵoŶdàƋuaŶtàăàuŶeàlaƌgeàdiffusioŶàd͛uŶeàillustƌatioŶàtǇpogƌaphiƋue.àMaisàlaàplupaƌtàdesà
ĐƌitiƋuesàdeàďiďliophilieàlesàdĠĐƌiğƌeŶtàauàŵotif,àŶotaŵŵeŶt,àd͛uŶeàŵauǀaiseàƋualitĠàdeàƌepƌoduĐtioŶà
des bois. Un procès pour « tromperie » fut même iŶteŶtĠàăàl͛eŶĐoŶtƌeàdeàFeƌeŶĐziàpouƌàdeà«àsiŵplesà
reproductions sur zinc » alors que ses ouvrages arboraient la mention de « bois originaux ». Le milieu 

deàl͛ĠditioŶàdeàluǆeàĠtaitàeŶàfaitàƌĠtiĐeŶtàǀis-à-vis de ces collections « grand public » qui dévalorisaient 

son activité. Reproduction, vulgarisation et réception sont donc étroitement liées pour ces 

collections illustrées de l'entre-deux-guerres.
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L'illustration des « sentiers de la création » : des cheminements singuliers. 

"Le texte ne "commente" pas les images ; les images n'"illustrent" pas le texte" écrivait Roland 

Barthes en ouverture de "L'Empire des signes", publié en 1970 aux éditions Albert Skira dans "Les 

sentiers de la création", soulignant ainsi que l'image n'y est pas soumise au texte. Les auteurs de 

cette collection (romanciers, poètes, critiques et artistes du 20e siècle) s'engageaient à retracer leur 

parcours créateur et à illustrer eux-mêmes leur ouvrage. Qu'ils aient réalisé leurs propres 

illustrations ou qu'ils se soient servis d'images déjà existantes, c'est avec une grande liberté qu'ils se 

sont emparés de ce principe éditorial. 

Qu'apporte ici l'illustration à la réflexion de l'auteur sur la création ? 

Qu'elle s'impose à l'écrivain "à bout d'arguments verbaux", en même temps que les mots dont elle 

"élargit le sens" comme chez Elsa Triolet, qu'elle soit le lieu d'étranges "coïncidences" et de 

surprenants "carrefours" entre mots et images comme chez Pierre Alechinsky ou Claude Simon, 

qu'elle prolonge, nuance ou amorce la réflexion développée dans le texte comme chez Octavio Paz 

ou Jean Tardieu, l'illustration fait partie intégrante du questionnement et de la représentation du 

processus créateur.  

Cette communication étudiera donc la manière dont l'image, moyen d'expression complémentaire, 

s'associe aux mots pour penser la création. Elle laissera de côté les livres de la collection dans 

lesquels l'image répond, sans s'en écarter, au texte (carnets, critique d'art...), pour se concentrer sur 

ceux où l'illustration semble inventer "ses sentiers à elle".
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Baudelaire's "Le Jet d'eau":  Verbal-Visual Inquiry and the Illustrated Book 

A single text illustrated by several artists presents a unique opportunity for image-text inquiry.  This is 

iŶdeedàtheàĐaseàǁithàtheàillustƌatioŶsàfoƌàBaudelaiƌe͛sà͞LeàJetàd͛eau͟à;‹heàFouŶtaiŶͿàpuďlishedàiŶà
1866, nine years after "Les Fleurs du mal."  As each illustrator renders the text into images that 

ƌepƌeseŶtàaàuŶiƋueà͞ƌeadiŶg͟àofàit,àouƌàuŶdeƌstaŶdiŶgàofàtheàpoetiĐàgestuƌeàisàfƌeƋueŶtlǇàeŶƌiĐhedàďǇà
the graphic gesture.   Novel critical points of view, which may generate a substantial rethinking of the 

aesthetic contours of the textual entity, thus come into focus.  The traditional function of illustration 

as shedding light onto the word, or of actually extending its meaning to transcend habitual mimetic 

approaches, evolves with the advent of Modernity as modes of representation espouse fresh 

contours. 

 ͞LeàJetàd͛eau͟àhasàhadàaàpƌolifiĐàĐaƌeeƌàiŶàtheàtǁeŶtieth-ĐeŶtuƌǇàliǀƌeàd͛aƌtiste.ààOffeƌiŶgàaàƌiĐhàteƌƌaiŶà
of interpretative possibilities, this poem has enticed an array of illustrators to picture it in often 

unexpected ways.  Over a period of seven decades, such artists as Émile Bernard, Roger Bezombes, 

André Domin, Jacob Epstein, Édouard Goerg, Maggy Monier have illustrated this iconic poem.  Our 

point of departure will consider both poetic and graphic universes as écritures whose intersections 

propose uncommon thresholds beyond which are poised new ideas.  This notion is central to our 

concerns.  Similarly, the dynamics of IMAGinING ideas, the interfacing of verbal and visual planes, 

and the move from representation to abstraction are germane to this investigation.  Thus, this 

discussion of how twentieth-century artists have represented this nineteenth-century text will at 

once re-frame and re-figure the intrinsic value of illustration as interpretation.    
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Rôle de l'entreprise photographique dans la circulation d'images-modèles au tournant du siècle en 

France 

Sur le modèle éditorial du Portfolio importé d'Amérique, Le Panorama Merveilles de France, 

hebdomadaire commercialisé quelques mois en 1895 propose aux lecteurs de journaux et de romans 

populaires, des vues photographiques imprimées en grand format de villes et sites réputés pour leur 

attractivité touristique. Chacun des fascicules comporte en pages centrales la reproduction d'un 

panorama photographique, tour de force technologique qui a fait la réputation des frères Neurdein 

depuis l'exposition universelle de 1889. Mais la nouveauté tient surtout à son coût particulièrement 

bon marché, soixante centimes par numéro, et son important tirage 50 000 exemplaires par numéro, 

conjonction rendue possible pour une revue entièrement illustrée grâce notamment aux progrès 

techniques d'impression en similigravure. Le Panorama doit aussi son existence à la disponibilité des 

images photographiques et donc à la collaboration d'une entreprise spécialisée de l'image 

photographique, Neurdein frères, avec un éditeur engagé dans l'illustration, René Baschet. L'activité 

de l'entreprise Neurdein repose principalement sur l'exploitation d'une collection de photographies 

de vues de France, mise à jour et enrichie régulièrement depuis 1870, qu'elle tient à disposition des 

éditeurs et de la presse, mais qu'elle utilise également pour la production de ces nouveaux formats 

illustrés que sont les cartes postales, dont le succès se fait sentir en France depuis 1892. Créées pour 

circuler, les images commercialisées par l'entreprise Neurdein obéissent à certains critères de 

représentation et deviennent presque des normes : omniprésentes et standardisées, elles participent 

à la formation d'une identité touristique des sites.
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L͛iŵage de l͛Italie à l͛ĠĐole : les Đouǀeƌtuƌes des Đahieƌs sĐolaiƌes au ϮϬğŵe siğĐle 

áàlaàfiŶàduàXIXeàsiğĐle,àl͛UŶitĠàd͛ItalieàǀeŶaitàjusteàd͛ġtƌeàƌĠalisĠe.àLaàĐoŶŶaissaŶce du patrimoine 

aƌtistiƋueàpouǀaitàĐoŶtƌiďueƌàăàĐƌĠeƌàlaàĐoŶsĐieŶĐeàŶatioŶaleàdesàitalieŶs.àLeàMiŶistğƌeàdeàl͛ÉduĐatioŶà
eŶĐouƌageaàdesàeǆpĠƌiŵeŶtatioŶsàd͛histoiƌeàdeàl͛aƌtà;àpeŶdaŶtàleàfasĐisŵe,àl͛histoiƌeàdeàl͛aƌtàfitàsoŶà
entrée officielle – avec ses propres horaires, programmes et professeurs – dans les écoles 

supérieures italiennes.  

LesàĠĐolesàaĐhetaieŶtàdesàphotos,àdesàdiapositiǀesàetàdesàƌepƌoduĐtioŶsàdesàœuǀƌesàd͛aƌtàpouƌà
décorer les salles de classe, tandis que les étudiants découpaient les illustrations des revues et 

eŵpoƌtaieŶtàăàl͛ĠĐoleàdesàĐaƌtesàpostalesàillustƌĠes. 

En Italie on utilisait un autre important véhicule pour la diffusion de la connaissance du patrimoine 

artistique et du territoire : les couvertures des cahiers. Ils favorisaient une communication directe, 

simple et compréhensible. A la fin du XIXe siècle les cahiers étaient en train de devenir un produit 

industriel et commercial. Ils jouaient un important rôle éducatif supplémentaire : leurs couvertures 

pouvaient éduquer indirectement les élèves, mais aussi bien leurs familles, surtout parmi les milieux 

lesàplusàŵodestes.àL͛aƌt,àl͛aƌĐhiteĐtuƌeàetàlesàpaǇsagesàitalieŶsàĠtaieŶtàdesàsujetsàƌĠĐuƌƌeŶtsà;àdesàďƌefsà
teǆtesàĐoŵŵeŶtaieŶtàlesàiŵages.àOŶàƌĠaliseàŵġŵeàdesàsĠƌiesàƋu͛ilàfautàaĐheǀer, par exemple : «Les 

MoŶuŵeŶtsàd͛Italie»àpeŶdaŶtàleàfasĐisŵe,àouà«‘ĠgioŶsàd͛Italie»àapƌğsàlaàgueƌƌe. 

LesàĐouǀeƌtuƌesàdesàĐahieƌsàĐoŶtƌiďuğƌeŶtààăàdiffuseƌàl͛iŵageàdeàl͛ItalieàƋuiàiƌaàĐoŶstitueƌàlaàpeƌĐeptioŶà
visuelle nationale de générations entières des etudiants.
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De l͛alďuŵ photogƌaphiƋue pouƌ adultes au doĐu-fiction pour la jeunesse, la reprise et la 

circulation des images dans les années 50 

ápƌğsàlaàseĐoŶdeàgueƌƌeàŵoŶdiale,àlesàĠditeuƌsàŵultiplieŶtàlaàpƌoduĐtioŶàd͛ouǀƌagesàphotogƌaphiƋuesà
destiŶĠsàăàfaiƌeàdĠĐouǀƌiƌàleàŵoŶdeàetàdĠŵoŶtƌeƌàl͛uŶitĠàduàgeŶƌeàhuŵaiŶ.àLesàŵaisoŶsàd͛ĠditioŶà
françaises créent simultanément des collections destinées à la jeunesse, dans lesquelles la 

photographie, langage compréhensible par tous, est destinée à convaincre le jeune lecteur, citoyen 

deàdeŵaiŶ,àƋueàl͛áutƌeàetàluiàsoŶtàseŵďlaďles.à 

En nous appuyant sur deux ouvrages, Parana le petit Indien, de Dominique Darbois et Francis 

Maziğƌe,àpuďliĠàeŶàϭϵϱϯàĐhezàNathaŶ,àetàHoƌoldaŵďaàleàpetitàMoŶgol,àd͛EƌgǇàLaŶdau,àpuďliĠàĐhezà
Calmann-Lévy, en 1957, nous verrons dans un premier temps, que, bien souvent, les créateurs 

ƌĠutiliseŶtàdesàiŵagesàd͛aďoƌdàeŵploǇĠesàdaŶsàdesàouǀƌagesàpouƌàadultes.àD͛uŶeàpuďliĐatioŶàăà
l͛autƌe,àilsàopğƌeŶtàdesàŵodifiĐatioŶsàsuƌàlesàiŵagesàetàleàteǆte,àafiŶàdeàsĠduiƌeàetàĐoŶǀaiŶĐƌeàleàjeuŶeà
lecteur.  

Dans un deuxième temps, nous observerons comment ces livres qui réutilisent les mêmes images, 

aŶĐƌeŶtàl͛áutƌeàdaŶsàdesàstĠƌĠotǇpesàetàuŶàfolkloƌeàsatisfaisaŶtsàpouƌàleàleĐteuƌ,àleàfigeŶtàdaŶsàuŶà
dĠĐoƌ,àƌesteŶtàăàlaàlisiğƌeàdeàsaàǀĠƌitĠ,àpouƌàĠĐhoueƌàfiŶaleŵeŶtàdaŶsàleuƌàƋuġteàd͛universalité. Ces 

œuǀƌes,àŵġŵeàsiàellesàpeƌŵetteŶtàdeàǀoǇageƌàpaƌ-dessus les frontières, dans une période où les 

Français ne peuvent le faire, ne les abolissent pas.
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Nouvelles visibilités : le Faust de Delacroix / New visibilities: Delacroix's Faust 

Faust I, translated into French by Albert Stapfer and published by Sautelet and Motte in 1828 with 

lithographs by Eugène Delacroix, must figure in any canonical analysis of the iconography of Goethe's 

play. Considered today as the first "artist's book", it was until 1955 "forgotten" (Armingeat 1955); 

supposedly making a deep impression on Goethe, it also embarrassed the ageing poet (Birus 2000; 

Villain 2012). Attention has been called to several influences on Delacroix: the literary image; theatre 

shows in London (Lochnan ϭϵϴϲͿ;à‘etzsĐh͛sàplatesà;DoǇàϭϵϳϱͿ.à‘egulaƌlǇàĐoŵpaƌedàtoàPeteƌàǀoŶà
CoƌŶelius͛sàalďuŵàofàϭϮàeŶgƌaǀiŶgs,àDelaĐƌoiǆ'sàFaustàalsoàhelpsàdistiŶguishàďetǁeeŶàdesĐƌiptiǀeàaŶdà
interpretative illustration, though scholars diverge (Salter 1988; Stuffman 2003).  

In this rich checklist, however, the role of imagination has been little probed. 

The paper would investigate synthetically the workings of the imagination left in various forms by 

DelaĐƌoiǆ͛sàiŶteƌŵedialàpƌaĐtiĐes:àhisàhaŶdǁƌitteŶàŶotesà;hisàƌeadiŶgàofàFaustàand related documents, 

INHA, Ms. 250); his lithographs (collating some dozen copies of the Motte edition from various public 

repositories: France, Germany, Switzerland, USA); his marginal sketches, and preparatory drawings.  

Particular attention will be paidàtoàtheàplateàofàGƌetĐheŶàappeaƌiŶgàatàtheàǁitĐhes͛àsaďďath,à
exceptional in every way, due to the Medusa motif.
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A. W. Schlegel's dematerialized illustrations 

August Wilhelm Schlegel, writing in 1799 in the programmatic early Romantic journal Athenäum, in 

aŶàessaǇàeŶtitledà͞Üďeƌà)eiĐhŶuŶgeŶàzuàGediĐhteŶàuŶdàJohŶàFlaǆŵaŶsàUŵƌisse͟à;"OŶàDƌaǁiŶgsà
Accompanying Poetry and John Flaxman's Contour Drawings") stated that words and images should 

have equal poetic weight in publications, in seeming accord with Romantic notions of syncretism of 

the arts.  However, this position began ex negativo as a critique of what he saw as the childish 

miniature format of the publishing sensation du jour, the Taschenbuch, and he decried what he saw 

as a subservient kind of illustration, such as the narrative or genre vignettes of the prolific Prussian 

engraver Daniel Chodowiecki.  The illustrations currently flooding the German market especially via 

theà‹asĐheŶďuĐh,à“ĐhlegelàsŶiffilǇàoďseƌǀes,àaƌeà͞eŵďƌǇoŶiĐàďiƌths,͟àeǆaŵplesàofà͞theàdǁaƌfishàaŶdà
tƌiǀial,͟àaŶdàaƌeàtoàƌealàǁoƌksàofàaƌtàasàsugaƌǇàĐhildƌeŶ͛sàtƌeatsàtoàƌeligiousàaƌt,à͞ŵarzipan saints' 

iŵages.͟ààBelieǀiŶgàthatàtheàĐuƌƌeŶtàsoƌƌǇàstateàofàaffaiƌsàǁasàďasedàiŶdeedàoŶàaesthetiĐà
incommensurability between word and image, Schlegel instead championed the poetic and dialogic 

possibilities opened up by contour drawings such as those of the British artist John Flaxman that had 

served as illustrations to Homer and Dante.  My paper will explore the process by which Schlegel 

simultaneously denigrates illustration because of its very marketability in reproduction, and conjures 

up, indeed textually reproduces, Flaxman's illustration via extended ekphrases, in the explicit 

absence of the material images themselves.



 
 

unil.ch/reproduction2017 
 

Imagination et visibilité romantiques 

 

Dominique Kunz Westerhoff 

 

Johanne Mohs 

PhD, SNSF (Swiss National Science Fondation) senior researcher 

Bern University of the Arts 

johanne.mohs@hkb.bfh.ch 

Photographic meaning before photography – a revision of pictorial and poetical practices of 

perspective around 1800 

In his study "Before Photography: Painting and the invention of photography" Peter Gallasi observes 

a conceptual change of pictorial perspective traditions in landscape-sketches around 1800. Since the 

end of the 18th century the normative visual scheme was to compose pieces to a closed overview. 

This synthetic option of using the central perspective was replaced by an artistic practice based on 

the analytic function of perspective. WithàthisàfuŶdaŵeŶtalàĐhaŶgeàGalassiàaƌgues,àthatà͞photogƌaphǇà
was not a bastard left by science on the doorstep of art, but a legitimate child of the Western 

piĐtoƌialàtƌaditioŶ͟.à 

Contrary to Galassi`s results concerning a photographic moment in pre-photographic painting 

Philippe Ortel notices a tendency to synthesise the vision in pre-photographic poetry. The poets of 

French Romanticism as Lamartine or Victor Hugo were enthusiastic about the new media because it 

corresponds with their subjective adjustment of the relation between persona and the visible world. 

So it was the use of the camera they identified with and not the results of photography. Starting from 

the diverging observations by Galassi and Ortel about painting and poetry, the present paper 

proposes to review French poetry in the first decades of the 19th century. With regard to the place of 

the ocular in the poems themselves a comparable role of the fragmentary in romantic poetry and in 

pre-photographic painting will be analysed.
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Visualizing Paradise in Early Nineteenth Century Printed Landscapes 

When Romanticism transformed the natural world into the Garden of Eden at the turn of the 

nineteenth century, landscape became identified with the Christian idea of the divine. This paper will 

examine the printed landscape imagery in both Britain and America that gave visual form to the 

transformation. Popular illustrated literature on both sides of the Atlantic will be explored, from 

early travel books on the Middle East and landscape illustrations of the Bible, to travelogues of the 

American frontier, with a critical focus on the sources of these illustrations and how and why artists 

chose to alter them (or not). Among the artists whose works will be discussed are John Martin and 

David Roberts in Britain, and Thomas Cole and Thomas Moran in America.
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Baudelaiƌe͛s Pƌodigal CoŶstaŶtiŶ: GuǇs, IllustƌatioŶ aŶd the UƌďaŶ ͚“piƌituel͛ 

This paper re-eǆaŵiŶesàBaudelaiƌe͛sàĐƌitiĐalàpoƌtƌaitàofàtheàillustƌatoƌàCoŶstaŶtiŶàGuǇs,àLeàPeiŶtƌeàdeà
la vie moderne to shed new light on its under-explored relationships with Romantic art and 

Baudelaiƌe͛sàpaƌallelàĐoŶĐeƌŶsàǁithàaŶàuŶĐaŶŶǇàGothiĐisŵ,àtoàdeǀelopàaàǀisioŶàofàaƌt,àďothàuƌďaŶàaŶdà
spiritual. Arguably the best-kŶoǁŶàofàBaudelaiƌe͛sàǁƌitiŶgsàoŶàǀisualàaƌt,àtheàeŵďleŵatiĐàŵodeƌŶ-life 

hero, theàfląŶeuƌàpaƌàeǆĐelleŶĐe,àBaudelaiƌe͛sàGuǇsàhasàďeĐoŵeàfoƌàŵaŶǇàsĐholaƌsàofàFƌeŶĐhà
liteƌatuƌeàaŶdàaƌt,àaàtƌailďlazeƌàofàŶiŶeteeŶthàĐeŶtuƌǇà͚ŵodeƌŶisŵ͛àfƌeightedàǁithàideasàofàaƌtistiĐà
alienation and its legacies. This paper challenges such perceptions, in particular, Benjaminian 

peƌspeĐtiǀesàǁhiĐhàƌepƌoduĐeàaŶdàƌeifǇàGuǇsàasàaŶà͚outsideƌ͛àfiguƌe,àsǇŶoŶǇŵousàŶotàoŶlǇàǁithàtheà
peƌĐeiǀedàŵaƌgiŶalitǇàofàillustƌatioŶàtoà͚high͛àaƌt,àďutàasàtheàeŵďleŵatiĐàďeaƌeƌàofàaàŵodeƌŶistàaƌtàofà
rupture and fragmentation. Taking instead as its starting-point, overlooked connections between 

Baudelaiƌe͛sàeŵeƌgiŶgàiŶteƌestàiŶàGuǇsàiŶàtheàϭϴϱϬsàaŶdàitsàeŶtǁiŶiŶgàǁithàhisà‘oŵaŶtiĐàaŶdàŶeǁeƌà
concerns, notably the writings of Thomas de Quincey, Edgar-Allan Poe and danses macabres, the 

papeƌàposesàfƌeshàƋuestioŶsàaďoutàtheàǀisioŶàofàuƌďaŶà͚ŵodeƌŶitǇ͛àofàtheàaƌtistàaŶdàhisàpƌeseŶtatioŶà
in the essay which, for many, has become canonical. The paper reconsiders hitherto unexplored 

writing contexts, illuminating pivotal, yet neglected artistic connections for the genesis of 

Baudelaiƌe͛sàLeàPeiŶtƌeàdeàlaàǀieàŵodeƌŶe.à“eĐoŶd,àitàeǆaŵiŶesàtheiƌàƌelatioŶsàǁithàBaudelaiƌe͛sà
newer preoccupations with ideas of synthesis, alterity and reproduction to shape an urban uncanny, 

with its transformativeàeǆeŵplaƌàiŶàGuǇs͛sàuƌďaŶà'spiƌituel'àaƌt.
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Restoring the Graphic Image: A Reassessment of BeŶjaŵiŶ͛s ModelliŶg of Baudelaiƌe aŶd MeƌǇoŶ͛s 
͞EleĐtiǀe AffiŶitǇ͟ 

BeŶjaŵiŶàisàtheàŵostàiŶflueŶtialàhistoƌiaŶàtoàaŶalǇzeàChaƌlesàBaudelaiƌe͛sàtƌiďuteàtoàChaƌlesàMeƌǇoŶ,à
etcher of Eaux-fortes sur Paris (1850-54). In his Salon of 1859, Baudelaire extolled MeƌǇoŶ͛sà͞poetiĐà
poǁeƌ͟àiŶàdepiĐtiŶgàtheàPaƌisiaŶàlaŶdsĐape,àhisàďizaƌƌeàiŶteƌŵiŶgliŶgàofàoldàaŶdàŶeǁ,àaŶdàhisà
ƌeŶdeƌiŶgàofàhuŵaŶà͞dƌaŵas͟àsetàagaiŶstàPaƌisàaŶĐieŶ.àBasedàoŶàBaudelaiƌe͛sàtƌiďute,àBeŶjaŵiŶà
ƌeǀealedàBaudelaiƌe͛sà͞eleĐtiǀeàaffiŶitǇ͟àǁithàMeƌǇoŶ in The Paris of the Second Empire in Baudelaire. 

‹hisàphƌaseàhighlightedàtheàpoet͛sàaŶdàtheàetĐheƌ͛sàpaƌallelàlifeàeǆpeƌieŶĐesàofàŵadŶess,àŵuteŶess,à
aŶdàdestitutioŶ.àBeŶjaŵiŶ͛sàdesĐƌiptioŶàeŵphasizedàtheàŶegatiǀeàsideàofàBaudelaiƌe͛sàŵodeƌŶitǇàaŶdà
his poetƌǇàthatàŵiƌƌoƌedàtheà͞deĐƌepitude͟àofà“eĐoŶdàEŵpiƌeàPaƌis. 

IàuseàBeŶjaŵiŶ͛sàiŶteƌpƌetatioŶàofàBaudelaiƌe͛sàeǆĐeƌptàoŶàMeƌǇoŶàtoàdelǀeàŵoƌeàdeeplǇàiŶtoàtheà
poetàaŶdàeŶgƌaǀeƌ͛sàeleĐtiǀeàaffiŶitǇ.àIàfoĐusàoŶàtheiƌàshaƌedàŶostalgiaàfoƌàPaƌisàaŶĐieŶàasàŵaŶifested 

iŶàtheiƌà;failedͿàeffoƌtsàtoàpuďlishàaàsiŶgleàǀoluŵeàofàMeƌǇoŶ͛sàetĐhiŶgsàaŶdàBaudelaiƌe͛sàphilosophiĐalà
ƌeǀeƌiesàofàaàPaƌisiaŶàfląŶeuƌ.àBǇàƌefƌaŵiŶgàthisàalliaŶĐe,àIàƌeǀeƌseàtheàŶegatiǀeàlegaĐǇàofàBeŶjaŵiŶ͛sà
analysis. This reversal entails reviewing Baudelaiƌe͛sàletteƌsàƌegaƌdiŶgàtheàpuďlishiŶgàpƌojeĐt,à
ƌegisteƌiŶgàtheàiŵpaĐtàofàMeƌǇoŶ͛sàetĐhiŶgsàofàPaƌisàoŶàBaudelaiƌe͛sàpoetƌǇ,àaŶdàƌeĐogŶiziŶgà
Baudelaiƌe͛sàiƌoŶiĐàŵediatioŶàofàMeƌǇoŶ͛sàŵaĐaďƌeàǀisioŶs.àMeƌǇoŶ͛sàetĐhiŶgsàpƌoǀidedàtheàpoetà
with both a memory bank and an imaginary that shaped the new poems he added to the second 

edition of Les Fleurs du mal, titled Tableaux parisiens.
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The Role of Play in Benjamin's Media Theory and Baudelaire's Media Aesthetics 

This paper discusses the concept of play in Benjamin's media theory and the practice of play in 

Baudelaire's media aesthetics, exploring convergences and differences between them. 

In Benjamin's essay, The Work of Art in the Age of its Technological Reproducibility (second version), 

he claims that the withering of the aura in the work of art is matched by a huge gain in the scope for 

play (Spielraum). He relates this mainly to film and acknowledges that the age of technological 

reproducibility allows for mobility, montage, and reconfiguration of forms. It could be argued, 

however, that concept of play was important in Benjamin's aesthetic thought generally, even if it 

remained underdeveloped in his writings and was not put to use in his essays on Baudelaire.  

Yet, in Baudelaire's writings, we find a comprehension of modernity that in many respects appears to 

anticipate Benjamin's insights regarding the increased scope for play in the age of technological 

reproducibility. Certainly, Baudelaire was critical towards new technology, but he was fascinated by 

its aesthetical potential. His prose poems and essays often paraphrase the formal conventions of 

nineteenth century media, such as the commercial newspapers, photography and various pre-

cinematic devices. In this manner, Baudelaire played with the new media, exploring them as sources 

for new experiences and as means for experiencing the world. In this manner, he was able to come 

to terms with the media technology of his day and develop his very own media aesthetics.
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Carlo Emilio Gadda et le Siglo de Oro : la traduction comme "oeuvre ouverte" 

Cette intervention portera sur le travail de traduction que Carlo Emilio Gadda entame en 1941 à 

partir des écrivains espagnols du Siglo de Oro (Quevedo, Salas Barbadillo et de Alarcón). Nous 

étudierons les visées et les traits caractéristiques de ces traductions, exceptionnelles à maints 

égards, qui doublent à peu près la longueur du texte de départ, laissent libre cours à la veine 

ŵultiliŶguistiƋueàdeàl͛ĠĐƌiǀaiŶàloŵďaƌdàetàăàsoŶàgoûtàpouƌàleàpastiĐhe,àdeǀeŶaŶtàăàpaƌtàeŶtiğƌeàdesà
réécritures. Le travail de Gadda gagne de la visibilité en particulier une décennie plus tard, à la fin des 

années 1950, au milieu du renouǀeauàd͛iŶtĠƌġtàpouƌàleàďaƌoƋueàlittĠƌaiƌe.àLesàeŶjeuǆàdeàĐetteà
catégorie littéraire, promue, entre autres, par le critique Luciano Anceschi, se nouent alors 

étroitement aux enjeux poétiques de la neoavanguardia, comme en témoignent les numéros de la 

revue "il Verri", dont le jeune Umberto Eco était un collaborateur assidu. En tant que travail 

d͛appƌopƌiatioŶàetàd͛adaptatioŶ,àl͛eŶtƌepƌiseàdeàGaddaàpaƌtiĐipeàdeàĐetàiŶtĠƌġtàĐolleĐtifàautouƌàdeà
l͛hĠƌitageàdeàlaàlittĠƌatuƌeàespagŶoleàduàXVIIàsiğĐle,àeŶàĐoŶtƌiďuant à en orienter la mémoire et 

l͛iŶteƌpƌĠtatioŶ.àPaƌàsaàdiŵeŶsioŶàeǆpĠƌiŵeŶtale,àelleàpaƌtiĐipeàĠgaleŵeŶtàdesàdĠďatsàthĠoƌiƋuesà
ĐaƌaĐtĠƌisaŶtàl͛aǀaŶt-gaƌde,àetàeŶtƌeàeŶàdialogue,àplusàpƌĠĐisĠŵeŶt,àaǀeĐàlaàƌĠfleǆioŶàd͛EĐo,àtelleà
Ƌu͛elleàseƌaàfoƌŵulĠeàdaŶs l͛essaiàOpeƌaàápeƌta,àpuďliĠàeŶàϭϵϲϮ.àIlàs͛agiƌaàdoŶĐàd͛iŶteƌƌogeƌàleàgesteà
gaddien de réécriture à la fois dans le cadre de sa poétique et suivant sa place dans le contexte plus 

large du champ littéraire des années 1950-60.
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Redundant Ec(h)os? Émile Zola, Umberto Eco, and Seriality 

When Émile Zola published the final instalment of his "Rougon-Macquart," Le Docteur Pascal, 

reviewers deemed the work not just scandalous but clumsy, redundant, and full of unnecessary 

repetitions. Recent criticism has often been equally unfavourable. "The strict guidance of the 

reader," Chantal Pierre-Gnassounou claims, "place[s] [Zola] very far from the modern (or 

postmodern) narrative, always so ready to confuse and puzzle the reader." However, critics like Henri 

MitteƌaŶdàhaǀeàalsoàeŵphasizedàthatà)ola͛sàŶoǀelàŵaǇàďeàƌeadàas a "métaroman" that takes as its 

suďjeĐtà)ola͛sàeŶtiƌeàseƌiesàofàŶoǀels—which allows for a reflexion of seriality and intertextuality far 

ďeǇoŶdàitsàtiŵe.àUŵďeƌtoàEĐo͛sàtheoƌǇàofàseƌialitǇàasàaàƌepetitiǀe/ƌepƌoduĐtiǀeàaƌtàisàtodaǇàfaĐedàǁithà
a similar charge of redundancy. His 1985 essay Innovation & Repetition, arguably one of the earliest 

redemptive readings of seriality and repetition of words and images in postmodern aesthetics, is 

frequently seen as outdated, with its ignorance of modern Quality Television and its preference of 

BalzaĐ͛sàoǀeƌàDallas͛sàfaŵilǇàsagas.à‘eadiŶgà)olaàǁithàEĐo,àhoǁeǀeƌ,àŶotàoŶlǇàpƌoǀesàtheàĐoŶtiŶuiŶgà
ĐƌitiĐalàƌesoŶaŶĐeàofàEĐo͛sàtheoƌǇ,àďutàalsoàopeŶsàupàaàŶeǁàpeƌspeĐtiǀeàoŶà)ola͛sàĐoŵpleǆàseƌialà
construction in his 20-volume opus magnum. The repetitions throughout Docteur Pascal and other 

novels of the series are far from redundant but prime ("post-postmodern") readers to revel in how 

the text "echoes previous texts," how it reflects its own serial form, and how, through repetition, it 

serves as a (self-ͿtƌaŶslatioŶàofà)ola͛sàpƌojeĐt.
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Glenn Gould traducteur. Les Variations Goldberg au prisme de Dire quasi la stessa cosa 

Le but de cette intervention est de rapprocher la figure du pianiste canadien Glenn Gould et celle du 

sémioticien italien Umberto Eco. Nous souhaitons démontrer, en nous appuyant sur les théories de 

ce dernier en matière de transferts cultuƌels,àl͛iŵpossiďilitĠàd͛effaĐeƌàl͛eŵpƌeiŶteàdeàl͛iŶteƌpƌğte/duà
tƌaduĐteuƌàăàl͛œuǀƌeàdaŶsàl͛œuǀƌeà;ƌeͿpƌoduite.àGouldàetàEĐoàpaƌtageŶtàuŶeàŵġŵeàseŶsiďilitĠà
ŵusiĐale,àĐeàƋuiàleuƌàpeƌŵetàdeàƌeĐueilliƌ,àpuisàdeàƌestitueƌàlaà"ŵatiğƌeàsoŶoƌe"àd͛uŶeàĐoŵpositioŶà
préexistante – Đoŵŵeàs͛effoƌĐeàdeàleàfaiƌeàEĐoàdaŶsàsaàtƌaduĐtioŶàdeà“ǇlǀieàdeàNeƌǀal.àFaĐeàăà
l͛iŵpossiďilitĠàd͛uŶeàƌepƌoduĐtioŶàpaƌfaite,àleàtƌaduĐteuƌàĐoŵŵeàl͛iŶteƌpƌğteàdoitàƌeĐouƌiƌàăàuŶeà
"ŶĠgoĐiatioŶ"àƋuiàdĠpeŶd,àeŶtƌeàautƌes,àd͛uŶàĐoŶteǆteàhistoƌiĐo-culturel défini. En retraduisant en 

langue-souƌĐeàdesàĠĐhaŶtilloŶsàd͛uŶàŵġŵeàteǆteàtƌaduitàpaƌàplusieuƌsàtƌaduĐteuƌs,àEĐoàŵetàeŶà
ĠǀideŶĐeàĠgaleŵeŶtàlaàŵaŶiğƌeàdoŶtàĐhaĐuŶàd͛euǆàeŵploieàdesàstƌatĠgiesàƋuiàƌelğǀeŶtàdeàsoŶàǀĠĐuàetà
de ses connaissances encyclopédiques. De la même manière, une étude approfondie de la 

ƌepƌoduĐtioŶàdesàVaƌiatioŶsàGoldďeƌdàdeàGouldàŶeàpeƌŵettƌaitàpasàdeàƌeŵoŶteƌàăàl͛oƌigiŶalàdeàBaĐhà
en tant que tel ; elle se donnerait à voir probablement comme une création à part entière.  

Si Gould etàEĐoàŶousàdĠŵoŶtƌeŶtàƋu͛ilàestàiŵpossiďleàdeàplaideƌàpouƌàl͛effaĐeŵeŶtàduàtƌaduĐteuƌàouà
deàl'iŶteƌpƌğteàloƌsƋueàl͛aĐteàŵġŵeàdeàtƌaduiƌeàouàiŶteƌpƌĠteƌàeŶtƌaŠŶeàdesàpƌoĐessusàpsǇĐhologiƋuesà
ƋuiàsoŶtàăàlaàfoisàsuďjeĐtifsàetàdĠpeŶdaŶtsàd͛uŶàĐoŶteǆteàpƌĠĐis,àĐ͛estàsuƌtoutàpouƌàiŶsisteƌàsuƌàlaà
fasĐiŶatioŶàeǆeƌĐĠeàpaƌàl͛œuǀƌeàŶouǀelle,àpaƌàdĠfiŶitioŶà"ĐalƋuĠe"àsuƌàuŶàoƌigiŶal,àiŵageàd͛uŶeàiŵage.
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Maximal Thoughts in Minimal Diaries 

Eco's reputation has grown primarily for his important novels and his ingenious works in semiotics 

and literary theory, while his work in the field of his primary literary essays is often overlooked. Both 

volumes of Eco's Diario minimo (1963 and 1992, Il secondo diario minimo) thereby represent an 

important contribution to the development of the genre in 20th century literature. Eco himself 

would indeed never speak of his "scritti occasionali" as literary essays. Nevertheless, the stylistic 

elements used by him refer to a large extent on developments of the reflexive prose écriture of 

twentieth century, thus also evoking the large tradition up to the French moralists. The pastiche of 

the pseudo analytical ductus, the abductive processes that lead to consistent 'misreadings', the 

thereby resulting critical humor, but especially the constant drifting movement triggered by creative 

associations progressing with an amazingly high speed, are giving the short, partly aphoristic (and 

imagés) texts a high form of literariness. The aim of this paper is the elaboration of a poetic of Eco's 

literary essayistic writing in distinction to a general literary history of the essay on the background of 

the connection between his literary and his theoretical work.
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Faire art, faire vendre : spécificités et rôles de l'affiche dans la légitimation de la publicité. 

Les transformations de la publicité dans l'entre-deux-guerres, et de l'affiche en particulier, sont 

souvent étudiées sous l'angle de leurs rapports avec les beaux-arts. Pourtant cette période voit 

encore la publicité, et l'illustration au sein de cette dernière, remises en cause dans leur existence. 

Parcourir les revues spécialisées, dont Vendre, La Publicité, ainsi qu'Arts et métiers graphiques, c'est 

considérer les affiches dans leur contexte de création, au milieu d'annonces contemporaines, dont le 

but premier est de vendre. C'est voir ces affiches soumises à l'analyse, non pas de critiques d'art, 

mais de publicitaires, jugeant sur des critères d'efficacité. On remarque que les discours prêtent 

généralement à l'affiche un statut particulier, où son auteur protéiforme, affichiste, dessinateur, se 

voit reconnaître une gloire et une liberté de faire art inconnues dans le reste des pratiques 

publicitaires. Une telle magnanimité dans ces textes qui participent à l'élaboration d'une histoire de 

l'affiche, et qui soulignent la spécificité de cette dernière, n'est pas gratuite. Ces analyses, qui se 

basent sur des critères économiques, esthétiques et pratiques, véhiculent non seulement une 

réaffirmation de l'autonomie et de l'importance de l'affiche au sein du champ publicitaire, mais 

portent également l'affirmation nouvelle de l'autonomie de la publicité et de ses auteurs face aux 

beaux-arts. L'utilisation de la photographie, en particulier dans le domaine de l'affiche, conjointe à de 

nouvelles conceptions de la page imprimée, de la typographie et de la mise en page, apparaît alors 

pour de nombreux auteurs et professionnels comme des modalités possibles de légitimation du 

champ publicitaire.
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L͛affiĐhe illustƌĠe eŶ FƌaŶĐe et eŶ AŶgleteƌƌe au XVIIIe siğĐle. 

CetteàĐoŵŵuŶiĐatioŶàseàpƌoposeàd͛ĠtudieƌàuŶàsujetàŵĠĐoŶŶuàdeàl͛histoiƌeàdeàl͛iŵpƌiŵĠàpuďliĐitaiƌe,à
ĐeluiàdesàaffiĐhesàillustƌĠesàauàXVIIIeàsiğĐle.àLoiŶàd͛ġtƌeàliŵitĠàăàl͛ĠpoƋueàĐoŶteŵpoƌaiŶe,àl͛essoƌà
fulguƌaŶtàdeàl͛affiĐheàauàsiğĐleàdesàLuŵiğƌesàpaƌaŠtàġtƌeàsǇŵptoŵatiƋueàd͛uŶàpassageàd͛uŶeà«à
civilisatioŶàdeàlaàƌaƌetĠàetàdeàl͛ĠĐoŶoŵieàstatioŶŶaiƌeàăàĐelleàduàdĠǀeloppeŵeŶtàetàdeàl͛aďoŶdaŶĐeà».à
CetteàpƌolifĠƌatioŶàestàd͛uŶeàtelleàaŵpleuƌàăàPaƌisàƋu͛eŶàϭϳϲϭàleuƌàposeàestàƌĠseƌǀĠeàăàuŶàĐoƌpsàdeàϰϬà
affiĐheuƌsàsousàl͛autoƌitĠàduàlieuteŶaŶtàgĠŶĠƌalàdeàpoliĐe.àCetteàĐoŵŵuŶiĐatioŶàpeƌŵettƌaàd͛aŶalǇseƌà
les conditions sociales et les compétences techniques de ces illustrateurs au XVIIIe siècle. Avant 

l͛iŶǀeŶtioŶàdeàlaàlithogƌaphieàpaƌàáloǇsà“eŶefeldeƌàǀeƌsàϭϳϵϴ,àl͛affiĐheàestàpƌiŶĐipaleŵeŶtàillustƌĠeàpaƌà
le biais deàlaàteĐhŶiƋueàdeàlaàgƌaǀuƌeàsuƌàďois.àCetàeǆposĠàseƌaàaussiàl͛oĐĐasioŶàd͛Ġtudieƌàlesà
commanditaires des affiches, la législation entourant leurs poses et leurs usages, ainsi que le statut 

etàl͛esthĠtiƋueàdeàĐesàoďjets.àIlàseƌaàeŶfiŶàƋuestioŶàduàƌappoƌtàeŶtre texte, illustration et ornement 

tǇpogƌaphiƋue,àŵaisàĠgaleŵeŶtàduàƌƀleàdeàl͛iŵpƌessioŶàetàdesàtiƌages.à 
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Les peintres de salon et l'affiche 

Albert Maignan, Georges Rochegrosse, Georges Clairin, François Flameng, Jean-PaulàLauƌeŶs…àĐesà
quelques peintres qui autour de 1900 furent des vedettes du Salon se sont tous essayés 

poŶĐtuelleŵeŶtàăàlaàĐƌĠatioŶàd͛affiĐhesàillustƌĠes.à“iàauĐuŶeàŶ͛aàŵaƌƋuĠàl͛histoiƌeàduàgeŶƌe,àleuƌà
eǆisteŶĐeàiŶĐiteàŶĠaŶŵoiŶsàăàs͛iŶteƌƌogeƌàsuƌàlesàƌaisoŶsàƋuiàoŶtàaŵeŶĠàĐesàaƌtistesàăàœuǀƌeƌàdaŶsàuŶà
registre a priori si éloigné de leurs préoccupations et de leur condition. Quel type de produit ou 

d͛ĠǀĠŶeŵeŶtàdĠĐideŶt-ils de promouvoir ? Comment ces peintres pétris de tradition appréhendent-

ils le problème de la lisibilité à distance, le rapport entre texte et image et la nécessité publicitaire du 

médiuŵ,àautaŶtàd͛iŵpĠƌatifsàƋuiàĐoŶfğƌeŶtàăàl͛affiĐheàsaàƌaisoŶàd͛ġtƌeà?àCoŵŵeŶtàseàpositioŶŶeŶt-ils 

paƌàƌappoƌtàăàĐeuǆàƋueàl͛oŶàĐoŶsidğƌeàaloƌsàĐoŵŵeàlesàŵaŠtƌesàdeàl͛affiĐheà;JulesàChĠƌet,àHeŶƌiàdeà
Toulouse-Lautrec, Eugène Grasset, Théophile-Alexandre SteiŶleŶ…Ϳà?  

BieŶàƋu͛ellesàfasseŶtàĠĐhoàăàĐeàƋuiàƌelğǀeàd͛uŶàŵiĐƌophĠŶoŵğŶeàeŶàsoi,àtoutesàĐesàƋuestioŶsàd͛oƌdƌeà
ăàlaàfoisàesthĠtiƋueàetàsoĐialàpaƌtiĐipeŶtàeŶàfaitàd͛uŶeàƌĠfleǆioŶàplusàlaƌgeàŵeŶĠeàsuƌàuŶeàƌĠalitĠà
complexe qui concerne le décloisonnement des pratiques artistiques au tournant du siècle et dont 

l͛affiĐheàillustƌĠeàestàuŶàdesàǀeĐteuƌsàpƌiǀilĠgiĠs.àâàpaƌtiƌàd͛eǆeŵplesàpƌĠĐis,àĐetteàĐoŵŵuŶiĐatioŶà
pƌoposeàdoŶĐàd͛aŶalǇseƌàlesàpaƌtiĐulaƌitĠsàdeàĐesà«àaffiĐhesàdeàpeiŶtƌesà»àseloŶàuŶeàappƌoĐheà
comparativeàǀisaŶtàăàlesàŵettƌeàeŶàpeƌspeĐtiǀeàpaƌàƌappoƌtàauǆàautƌesàŵodesàd͛eǆpƌessioŶàpƌiǀilĠgiĠsà
par leurs créateurs à commencer par la peinture et la gravure.
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Producing and Consuming Landscape Prints in the Context of Eighteenth and Nineteenth Century 

Travel 

Until recently art historians overlooked travellers as consumers of art. However, this group of 

consumers existed and moved works of art from one place to another. The aim of this contribution is 

twofold: firstly, we would like to question the production and consumption of landscape prints in the 

context of travel; secondly, we would like to present a new art historical approach which overlaps 

methodologically with other disciplines as archaeology and geography. 

In order to limit the topic, we take as starting point the artists, which are embraced by the term 

"Schweizer Kleinmeister". These artists produced Swiss landscape prints between 1750 and 1850. As 

prints are an ideal media to reach a wide public and are easy to transport, the hypothesis persists 

that Schweizer Kleinmeister artists might have produced landscape prints for Grand Tour travelers. 

Although the Grand Tour is a pan-European phenomenon, it is the British aristocratic travelers who 

were the first to discover the Alps. This is the reason why we focus on British collections when 

discussing Schweizer Kleinmeister landscape prints in context of travel. 

Our research allows us to prove or to disprove the before-mentioned hypothesis. Bearing in mind 

that British Grand Tourists bought large paintings and fragile antiquities in Italy, we question the 

opinion that the easy transport was a decisive factor for purchasing the landscape prints. A 

comparison between the landscape print and other Grand Tour objects in the same collection gives 

usàĐluesàaďoutàtheàpƌiŶts͛àsigŶifiĐaŶĐeàiŶàtheàĐoŶteǆtàofàeighteeŶth- and nineteenth-century travel.
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Le paysage national dans les gravures de la Shakespeare Gallery (1789-1805) 

«à[…]àIŶàaàĐouŶtƌǇàǁheƌeàHistoƌiĐalàPaiŶtiŶgàisàstillàďutàiŶàitsàiŶfaŶĐǇà– to advance that Art towards 

maturity, and establish an English School of Historical Painting, was the great object of the present 

desigŶà[…]à»à;BoǇdell,àϭϳϴϵͿ.àPaƌàĐesàŵots,àl͛eŶtƌepƌeŶeuƌàetàŵaƌĐhaŶdàd͛estaŵpesàJohŶàBoǇdellà
pƌĠĐiseàl͛oďjeĐtifàdeàsoŶàplusàƌĠĐeŶtàpƌojet,àlaà“hakespeaƌeàGalleƌǇ,àsoitàlaàĐoŶstitutioŶàd͛uŶeàĠĐoleà
ŶatioŶaleàdeàpeiŶtuƌeàd͛histoiƌeàfoŶdĠeàsuƌàleàthĠątƌeàduàpoğteàĐaŶoŶisĠ,àiŶĐaƌŶatioŶàdeà
l͛EŶglishŶess.àCetteàǀasteàĐolleĐtioŶàdeàtaďleauǆàetàdeàgƌaǀuƌesàŶeàƌesteàtoutefoisàpasàĐaŶtoŶŶĠeàau 

seulàgeŶƌeàdeàl͛histoiƌe.àL͛eŶseŵďleàďigaƌƌĠàfaitàlaàpaƌtàďelleàauàpaǇsageàƋuiàs͛iŶsiŶue,àauàtouƌŶaŶtàdeà
ϭϴϬϬ,àĐoŵŵeàuŶàgeŶƌeàfoŶdateuƌàdeàl͛ĠĐoleàaŶglaise. 

Qu͛ilàsoitàuŶàŵoǇeŶàdeàplaŶteƌàleàdĠĐoƌàd͛uŶeàiŶtƌigueàseàjouaŶtàsuƌàfoŶdàŶatuƌel,àƋu͛ilàsoitàleàreflet 

desàĠtatsàd͛ąŵeàdesàpƌotagoŶistesà– laàŶatuƌeàĐoŵŵeàĐƌeusetàd͛uŶàsǇŵďolisŵeàpsǇĐhologiƋueàetà
émotionnel – Ƌu͛ilàillustƌeàlesàthĠoƌiesàesthĠtiƋuesàduàteŵpsà–  sublime, pittoresque, poétique des 

ruines – ou les nouvelles idéologies paysagistes de la fin du XVIIIe siècle – suƌàl͛agƌiĐultuƌe,àlaà
propriété, la forêt, etc. – le paysage foisonne dans les gravures de la Shakespeare Gallery, objets de 

cette communication. Sa prépondérance témoigne non seulement de la vitalité du paysage anglais 

au tournant de ϭϴϬϬ,àŵaisàĠgaleŵeŶtàduàphĠŶoŵğŶeàdeàĐƌĠatioŶàideŶtitaiƌeàs͛iŶsiŶuaŶtàdeàĐoŶĐeƌtà
avec la naissance des nationalismes modernes. Les planches gravées de ce projet renouvellent 

l͛iĐoŶogƌaphieàshakespeaƌieŶŶeàpaƌàuŶàpaǇsageàƋuiàƌeŶfoƌĐeàl͛ideŶtitĠàidĠelleàetàfictive de la nation 

anglaise.
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MakiŶg ‘ussiaŶ PƌiŶts, oƌ MakiŶg PƌiŶts ‘ussiaŶ: IǀaŶ “hishkiŶ͛s EtĐhiŶgs' 

In 1894, Adolf Marks, owner of the most subscribed Russian journal at the time, published a 

ƌetƌospeĐtiǀeàpoƌtfolioàofàIǀaŶà“hishkiŶ͛sàetĐhiŶgs.à‹heàalďuŵ,à"ϲϬàEtĐhiŶgsàďǇàPƌof.àI.àI.à“hishkiŶ,à
1870-1892", was a resounding critical and commercial success–a rare feat for Shishkin, who had 

previously issued three albums, which were financial losses. The 1894 album comprised numerous 

ƌeǁoƌkedàaŶdàŶeǁàetĐhiŶgs,àeaĐhàhighlightiŶgà“hishkiŶ͛sàĐoŶfideŶtàhaŶdliŶgàofàtheàteĐhŶiƋueàaŶdàhisà
chosen subject: the Russian landscape. As a critic noted, the beautiful images affirmed Shishkin as 

"the poet of nature".  

This paper will analyse "60 Etchings by Shishkin" as a turning point in the market for Russian prints. 

While the album was catered to connoisseurs of Old Master prints, the choices Marks and Shishkin 

made in producing the portfolio suggest a calculated cultivation of a new audience; and the paper 

will explore the strategies–from a reliance on the Russian landscape as a subject, to the layout and 

presentation of the album–taken by the publisher and artist to ensure a triumphant realisation of the 

publication. Using "60 Etchings by Shishkin" as a case study, the paper will delve into the unique 

complexities of printmaking in Russia, from production and censorship, to marketing and 

distribution. Celebrated as the leading Russian printmaker and a renowned landscape painter, 

Shishkin and his album shed light on the transformation in the public regard of Russian printmaking 

from a reproductive medium to one with creative possibilities in the late nineteenth century.
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Picturing an Exhibition, Producing a Public:  illustrated Salon catalogues in the Belle Epoque 

In the final decades of the nineteenth century, traditional print techniques, such as etching and 

engraving which had long been used to reproduce paintings, began to be displaced by new 

photomechanical technologies—woodburytypes and photogravures.  These new reproductive 

methods not only made possible printed images that more closely replicated original paintings, but 

also permitted illustrated publications in much larger editions. 

  

This paper will examine three illustrated catalogues for the annual French Salon that emerged in 

Paris in 1879 and 1880 and will explore how publishers mobilized the new reproductive technologies 

toàƌefƌaŵeàtheàaŶŶualàeǆhiďitioŶàfoƌàpaƌtiĐulaƌàaudieŶĐes.ààLeàLiǀƌeàd͛oƌàduà“aloŶàdeàpeiŶtuƌeàetàdeà
sculpture, published by Georges La Fenestre from 1879 to 1891, used etchings to reassert official and 

traditional hierarchies.  In contrast, Le Catalogue illustré du Salon, published by L. Baschet under the 

direction of François Guillaume Dumas from 1879 to 1914, was directed to a broad and democratic 

public, while Le Salon, introduced in 1880, produced by Goupil and also initially published by Baschet, 

incorporated photogravures in a luxury publication.   

This paper argues that these catalogues constituted a new genre, introduced at a watershed moment 

in the evolution of the Parisian field of artistic production. Their variations in text and image give 

insight into the transition from the academic system in which the Salon originated to the dealer-critic 

system, which would prevail in the following century, and illuminate the place of the Salon within the 

developing leisure and entertainment industry of Belle Epoque Paris.



 
 

unil.ch/reproduction2017 
 

L'exposition reproductible. Du musée à la foire commerciale (XIXe-

XXe siècles) 

 

Claire-Lise Debluë et Anne Develey 

 

C.C. Marsh 

PhD Candidate, Art History 

The University of Texas at Austin 

cmarshc@gmail.com 

Promoting Universalism: UNESCO, Mass Media, and the Reproducible Exhibition 

In 1950 UNESCO adapted its Human Rights Exhibition into the most extensive reproducible exhibition 

iŶàtheàoƌgaŶizatioŶ͛sàhistoƌǇ.àUNE“COàdisseŵiŶatedàsoŵeàϭϮ,ϬϬϬàĐopiesàofàtheàHuŵaŶà‘ightsà
Exhibition Album—a loose-leaf exhibition portfolio of photographic reproductions. While UNESCO 

mounted the original exhibition in modified form in Haiti, Allied-occupied Germany, and the Socialist 

Federal Republic of Yugoslavia, the reproducible exhibition circulated globally through the mid-

ϭϵϱϬs.àPƌopagaŶdaàfoƌàtheàUŶitedàNatioŶs͛àϭϵϰϴàUŶiǀeƌsalàDeĐlaƌatioŶàofàHuŵaŶà‘ights,àtheà
pedagogical album utilized the latest technologies of photographic reproduction and portable 

exhibition design in an attempt to unify a global community through mass media and catalyze a 

transnational commitment to universal human rights.  

UNE“CO͛sàHuŵaŶà‘ightsàEǆhiďitioŶàálďuŵàǁasàpaƌadoǆiĐallǇàƌepƌoduĐiďleàaŶdàiŶfiŶitelǇàǀaƌiaďle.à
UNESCO curators, utilizing the modular architectural display system that Le Corbusier designed for 

theàCoŶgƌğsàIŶteƌŶatioŶauǆàd͛áƌĐhiteĐtuƌeàModeƌŶeà;CIáMͿ,àsuggestedàuseƌsàdisŵaŶtleàtheàalďuŵ,à
and display image sequences that could include art reproductions, ethnographic photographs, and 

stock reportage. Furthermore, users were encouraged to add local and national documents to the 

eǆhiďitioŶ.à‹heƌefoƌe,àUNE“CO͛sàƌepƌoduĐiďleàalďuŵàiŶteŶdedàtoàĐultiǀateàaŶàiŶteƌŶatioŶalà
community while allowing discrete publics to create individualized visual histories. Recent 

scholarship hasàaddƌessedàtheàeǆhiďitioŶàasàaà͞ŵoďileàŵassàŵedia,͟àfoĐusiŶgàoŶàtheàiŶitiatiǀesàofàtheà
MuseuŵàofàModeƌŶàáƌtàaŶdàLifeàŵagaziŶe.à‹hisàpapeƌàǁouldàsituateàUNE“CO͛sàoǀeƌlookedàalďuŵà
within these histories and consider how and why UNESCO mobilized the reproducible exhibition for 

its universalist cause.
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„Foƌ the PƌoŵotioŶ of Aƌt aŶd the BeŶefit of Museuŵs of All CouŶtƌies͞ – Circulating Collections in 

the Second Half of the Nineteenth Century 

In my paper, I focus on the so-called circulating collections and on their initiators, the nineteenth-

century museums of applied arts, from a transnational point of view. These museums, inaugurated 

with the founding of the South Kensington Museum in London in 1852, set out to encourage both the 

traditional crafts and the budding industrial design, and-–reaching even beyond this clientèle–to 

improve taste among the public. In their formative years, the museums of applied arts sought to 

acquire–often encyclopedic–collections of objects which could serve as models both for the study of 

techniques and of formal solutions. Strongly connected to the industrialisation and mechanisation of 

everyday life, the museums consequently adapted and transferred industrial technology to their 

purposes: next to historical and contemporary artworks, an enormous amount of reproductions (in 

paƌtiĐulaƌàphotogƌaphs,àĐastsàaŶdàeleĐtƌotǇpesͿàďeĐaŵeàpaƌtàofàtheàŵuseuŵs͛àĐolleĐtioŶs. 

IŶàtheàŵuseuŵs͛àpeƌŵaŶeŶtàeǆhiďitioŶs,àtheàƌepƌoduĐtioŶsàŵaiŶlǇàƌepƌeseŶtedàoƌigiŶalàǁoƌksàofàaƌtà
which were hardly available at the time. Simultaneously, the reproductions provided new means of 

aĐĐessiďilitǇàaŶdàtheàpƌoŵotioŶàofàaƌtàoutsideàofàtheàŵuseuŵs͛àoǁŶàďuildiŶgsà– they inspired the so-

called circulating collections. In times of limited mobility and burgeoning nationalism, interregional 

and international presentations of art apparently constituted antonyms to the early national 

exhibitions.   

My paper aims at highlighting the huge potential for the democratisation of art inherent in this new 

concept; I propose to analyse the historical conditions that allowed the creation of circulating 

exhibitions, to take a closer look at the wide range of reproductions and their impact on the use of 

the collections and of individual objects within the museums, and to discuss the role of the 

circulating collections as "reproducible exhibitions".  
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L'exposition mobile par train : une variante de l'exposition reproductible? 

L͛eǆpositioŶàŵoďile,àƋuiàdğsàlaàpƌeŵiğƌeàŵoitiĠàduàXXeàsiğĐleàs͛iŵposeàĐoŵŵeàuŶàiŵpoƌtaŶtàĐaŶalàdeà
communication des objets, des idées et des connaissances, tient une place de premier ordre pour 

l͛histoiƌeàetàl͛Ġtudeàdesàfoƌŵesàdeàl͛eǆpositioŶ.àPƌoĐhesàdesàeǆpositioŶsàitiŶĠƌaŶtesàouàƌepƌoduĐtiďles,à
ĐesàeǆpositioŶsàd͛uŶàŶouǀeauàgeŶƌeàsoŶtàĐoŶçuesàdaŶsàdiffĠƌeŶtsàtǇpesàdeàǀĠhiĐules,àetàsilloŶŶeŶtàleà
monde à la rencontre de leur public, qui en découvre le contenu au sein même des trains, camions et 

bateaux qui les transportent. Si elles ne sont pas produites en plusieurs exemplaires, les expositions 

ŵoďilesàeǆigeŶtàtoutefoisàsouǀeŶtàlaàƌĠalisatioŶàdeàdiffĠƌeŶtesàǀeƌsioŶsàd͛uŶeàŵġŵeàprésentation, et 

s͛appuieŶtàsuƌàdiǀeƌsàtǇpesàdeàsuppoƌtsàŵĠdiatiƋuesàƌepƌoduĐtiďles,àƋu͛ellesàiŶtğgƌeŶtà
systématiquement.  

áàtƌaǀeƌsàl͛Ġtudeàd͛uŶeàsĠƌieàd͛eǆpositioŶsàŵoďilesàƌĠalisĠesàeŶàEuƌopeàdaŶsàlesàaŶŶĠesàƋuiàoŶtà
précédé et suivi la Seconde Guerre moŶdiale,àĐetteàĐoŶtƌiďutioŶàseàpƌoposeàd͛aŶalǇseƌàuŶeàfoƌŵeà
spĠĐifiƋueàd͛eǆpositioŶàŵoďileà– l͛eǆpositioŶàŵoďileàpaƌàtƌaiŶà–,àeŶàpaƌtaŶtàd͛eǆeŵplesàeŵpƌuŶtĠsàăà
la fois à des campagnes politiques, commerciales, pédagogiques et culturelles. Quels liens les 

expositions reproductibles entretiennent-elles avec les expositions mobiles par train ? Comment ces 

réalisations exploitent-elles les éléments de construction modulables et standardisés, dont le 

développement est alors très récent ? Et quel comportement les tƌaiŶsàd͛eǆpositioŶàadopteŶt-ils face 

aux médias reproductibles, dans un contexte de plein essor ? À la croisée de différentes disciplines, 

ces questions nous paraissent soulever des enjeux importants, intimement liés aux réflexions portant 

sur la reproductiďilitĠàetàlaàŵiseàeŶàĐiƌĐulatioŶàdeàl͛eǆpositioŶ.
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Borrowing Identities: The Maungwudaus Troupe Performances of 1845 and Representations of 

British and French Politics in London and Paris Satiric Journals 

This paper starts with the historiographical alightings of a series of satirical representations, 

published in London and Paris in 1845, that were based on performances given in the same year by 

the ensemble of dancers led by the Ojibwa/Mississaugua leader Maungwudaus (George Henry, c. 

1805-c. 1877) at the Egyptian Hall, London and at the court of the French King Louis-Philippe. The 

peƌfoƌŵaŶĐesàhaǀeàeŶjoǇedàaà͚seĐoŶdàlife͛àsiŶĐeàϮϬϬϲàasàpaƌtàofàƌeassessŵeŶtsàofàtheàǁoƌksàaŶdà
travels of nineteenth-century American artist George Catlin and as a touchstone for the Paris/Ojibwa 

project developed by Canadian artist Robert Houle (Saulteaux), partly in response to findings elicited 

theàQuaiàBƌaŶlǇàŵuseuŵ͛sàpƌeseŶtatioŶàofàtheà͚MusĠeàIŶdieŶàdeàGeoƌgeàCatliŶ͛àiŶàϮϬϬϲ.àEǆhiďitedàatà
the Canadian Cultural Centre in Paris in 2010 and at The Art Gallery of Peterborough in 2011, 

Paris/Ojibwa has been swiftly taken up by recent scholarship and exhibitions (Sakahan, National 

Gallery of Canada, 2013). I want to recover, through these veils of historiographic and artistic 

pƌaĐtiĐes,àtheàsatiƌiĐàƌeadiŶgsàaŶdàǀisualizatioŶsàofàtheàMauŶgǁudausàgƌoup͛sàpeƌfoƌŵaŶĐesàasàďi-
directional, cross-Channel process throughout the months of publication, whether in the pages of 

LoŶdoŶ͛sàPuŶĐhàoƌàasàlithogƌaphiĐàiŶseƌtsàin Paris. Tracing the circulation of compositional framings 

across the Paris and London images, I address the ambiguity attendant on sourcing and repurposing 

this imagery. The recasting of British and French political identities in terms of North American 

iŶdigeŶeitǇàseeŵsàtoàalsoàĐiƌĐulateàtheàhauŶtiŶgsàofàeaĐhàteƌƌitoƌǇ͛sàoŶĐeàaŶdàfutuƌeàĐoloŶialà
endeavours.
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Queen Louise of Prussia in French Caricature: High Art and English Pictorial Satire 

This paper is devoted to French caricature from the first decade of the nineteenth-century. It will 

demonstrate that pictorial satire under Napoleon is inscribed into existing traditions within 

caricature and high art and was trying to manipulate this visual discourse in order to discredit the 

British government and its allies.  

The paper focuses on printed images, which satirize the Prussian queen Louise as a nymphomaniac 

warmonger meddling in political and military affairs in a most unwomanly fashion. These caricatures 

are examined from two points of view: They will be set against contemporary army bulletins in order 

to determine their function within Napoleonic propaganda, and they will be studied in relation to 

traditions of caricature.  

One print will receive closer attention. The etching entitled Une scène survenu dans le Nord en 1806 

ďǇàaŶàaƌtistàǁhoàgoesàuŶdeƌàtheàtelliŶgàaliasà͞Fuƌioso͟àisàĐleaƌlǇàaàpaƌodǇ,àŶaŵelǇàofàáŶŶe-Louis 

Girodet-‹ƌiosoŶ͛sàpaiŶtiŶgà“ĐğŶeàdeàdelugeàǁhiĐhàĐausedàaàstiƌàatàtheàPaƌisà“aloŶàofàtheàsaŵeàǇeaƌ.à
This caricature will be discussed as part of the art critiĐisŵàdiƌeĐtedàagaiŶstàGiƌodet͛sàĐoŶtƌoǀeƌsialà
painting. It will also be analysed as political criticism drawing on traditions of English pictorial satire.
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The Comedy of Reproduction and the Pastiche of Graphic Media in Early Salon Caricature 

Salon caricature—the caricature of Salon painting and sculpture—emerged in the popular press 

around 1840 and proliferated in the eighteen sixties. In these years, Salon caricature generated a 

new model of graphic reproduction: Rather than opposing original and copy, or following the 

academic ideal of the copy as translation, this model collapsed the hand of painter and caricaturist 

into a comic hybrid. I argue that Salon caricature developed this comic hybrid not as generalized art-

paƌodǇà;i.e.àŵeƌeà͞desaĐƌalizatioŶ͟Ϳàďutàthƌoughàtheàtaƌgetedàpastiche of medium. (Precisely this 

comic pastiche of medium did not occur in British caricature of Royal Academy paintings, which 

primarily made social and political allegory of paintings' narrative content.)  For example, in a 

caricature by Cham [Amédée de NoĠ]àofàEugğŶeàDelaĐƌoiǆ͛àChƌistoŶàtheàCƌoss,àpuďlishedàiŶàLeà
Charivari in 1847, jagged hashes pastiche both the agitated style of Delacroix' brushstrokes and the 

copperplate engraver's technique of fine parallel incisions. The caption underscores this double 

ŵeaŶiŶg,àideŶtifǇiŶgàtheàiŵageàasàĐƌuĐifiǆioŶàaŶdàĐollaďoƌatioŶ,àiŶàǁhiĐhà͞oŶàƌetƌouǀeàtoutesàlesà
ƋualitĠsàdeàDelaĐƌoiǆàĐoŵďiŶĠesàaǀeĐàĐellesàdeàChaŵ.͟àChaŵ͛sàĐaƌiĐatuƌeàseƌǀesàasàaàfulĐƌuŵàiŶàthisà
story: By the dawn of the Second Empire (1852), captions no longer coached readers into seeing such 

aàĐoŵďiŶatioŶàofàƋualities.àásà“aloŶàĐaƌiĐatuƌe͛sàpastiĐheàaĐƌossàŵediaàďeĐaŵeàitsàĐeŶtƌalàĐoŵiĐà
conceit, readers knew to see brushstroke in hash mark, collaboration in crucifixion.
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La Đouǀeƌtuƌe de ďaŶde dessiŶĠe. EŶtƌe ĠditioŶ et ĐƌĠatioŶ : les Đas d͛AďiƌaĐhed aǀeĐ Le piaŶo 
oriental et de ChaboutĠ aǀeĐ UŶ peu de ďois et d͛aĐieƌ 

LesàpagesàdeàĐouǀeƌtuƌeàdesàďaŶdesàdessiŶĠesàtouĐheŶtàăàdesàƋuestioŶsàd͛oƌdƌeàăàlaàfoisàĠditoƌialà;auà
seŶsàlaƌgeͿàetàĐƌĠatif.àIlàs͛agitàŶoŶàseuleŵeŶtàdeàsĠduiƌeàdesàleĐteuƌsàaĐheteuƌsàpoteŶtielsàŵaisàaussi,à
assez souvent, deàlaisseƌàlaàplaĐeàăàl͛eǆpƌessioŶàaƌtistiƋueàdeàl͛auteuƌ.àCesàpagesàoďĠisseŶtàăàdesà
ƌğglesàdeàĐoŵpositioŶàpƌopƌesàăàlaàligŶeàĠditoƌialeàdeàlaàŵaisoŶàd͛ĠditioŶ,àetàellesàoffƌeŶtàĠgaleŵeŶtà
desàiŶdiĐesàdeàl͛histoiƌeàƋuiàseƌaàƌaĐoŶtĠeàaiŶsiàƋueàlaàŵaƌƋueàstǇlistiƋueàdeàl͛auteuƌ.àFƌuitàd͛uŶeà
collaboration, parfois délicate, entre plusieurs acteurs, elles ont un effet plus ou moins attractif sur le 

leĐteuƌ.àDaŶsàĐetteàĐoŵŵuŶiĐatioŶ,àĐ͛estàĐetteàdouďleàpolaƌitĠàĠditioŶ-ĐƌĠatioŶàƌeleǀaŶtàd͛uŶàtƌaǀailà
ĐolleĐtifàƋu͛on mettra en évidence pour les couvertures des bandes dessinées Le piano oriental 

;áďiƌaĐhedͿàetàUŶàpeuàdeàďoisàetàd͛aĐieƌà;ChaďoutĠͿ.
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Du dessin au design. Seth comme auteur rééditeur 

DepuisàĐesàdeƌŶiğƌesàaŶŶĠes,àl͛ĠditioŶàdeàďaŶdeàdessiŶĠeàĐoŶŶaŠtàuŶàǀĠƌitaďleàďooŵàdeàƌĠĠditioŶsà
patrimoniales. Dans le contexte nord-américain, ce sont justement les auteurs associés au « roman 

graphique » – ceux-lăàŵġŵeàƋuiàoŶtàeǆploƌĠàleàliǀƌeàeŶàtaŶtàƋu͛oďjetàeŶàƌĠalisaŶtàeuǆ-mêmes le 

desigŶàdeàleuƌsàœuǀƌesà– qui sont aussi invités à prendre en charge la conception graphique de ces 

ƌĠĠditioŶsàd͛œuǀƌesàduàpassĠàƋu͛ilsàaideŶtàăàfaiƌeà;ƌeͿdĠĐouǀƌiƌ.àCetteàĐoŵŵuŶiĐatioŶàaàpouƌàďutà
d͛ĠtudieƌàlesàdesigŶsàƌĠalisĠsàpaƌàl͛auteuƌàĐaŶadieŶà“ethàpouƌàplusieuƌsàœuǀƌesàĐoŵplğtesà:à‹heà
Complete Peanuts, The John Stanley Library et The Collected Doug Wright. Les designs de Seth se 

caractérisent par leur mise-en-aǀaŶtàd͛uŶeàesthĠtiƋueàidiosǇŶĐƌatiƋue,àĐoŵŵeàilàl͛aàlui-même 

eǆpƌiŵĠà:à͞ǁheŶàIàdesigŶàsoŵethiŶgàitàƌeallǇàisàtooàŵuĐhàaďoutàŵe͟à;“puƌgeoŶ,àϭϰϯͿ.àEllesàseàlieŶtà
doŶĐàiŶtiŵeŵeŶtàăàlaàpƌoduĐtioŶà«àpƌopƌeà»àdeàl͛auteuƌ.àDaŶsàle cas de Stanley et Doug Wright, ces 

ƌĠĠditioŶsàsoŶtàd͛ailleuƌsàliĠesàăàdesàessaisàĠĐƌitsàpaƌà“eth,àƌeleǀaŶtàd͛uŶàtƌaǀailàautaŶtàesthĠtiƋueà
Ƌu͛histoƌiogƌaphiƋue.àIlàs͛agiƌaàd͛aďoƌdàdeàĐoŵpƌeŶdƌeàlaàspĠĐifiĐitĠàĐultuƌelleàdeàĐetteàpƌatiƋueàdeà
réédition dans l͛ĠditioŶà«àalteƌŶatiǀeà»àaŵĠƌiĐaiŶe,àƋuiàdiffğƌeàduàĐoŶteǆteàĠditoƌialàeuƌopĠeŶà;àplusà
eŶàaǀaŶt,àleàĐasàdeà“ethàpeƌŵettƌaàdeàĐoŵpƌeŶdƌeàĐoŵŵeŶtàĐetteàpƌatiƋueàƌessoƌtàd͛uŶàŵĠĐaŶisŵeà
de canonisation particulier (Heer), mais aussi de montrer à quel point ceàtǇpeàd͛oďjetsàŵetàeŶàaǀaŶtà
une « fonction-auteur » (Foucault) inextricablement liée à une activité historiographique, éditoriale 

et patrimoniale.
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Les éditeurs alternatifs de bande dessinée et l'objet-livre : un investissement spécifique 

MaàpƌopositioŶàdeàĐoŵŵuŶiĐatioŶàǀiseàăàiŶteƌƌogeƌàlesàƌappoƌtsàƋu͛eŶtƌetieŶŶeŶtàlesàĠditeuƌsà
alternatifs deàďaŶdeàdessiŶĠeàfƌaŶĐophoŶeàaǀeĐàlaàŵatĠƌialitĠàdesàouǀƌagesàƋu͛ilsàĠditeŶt.àCesà
structures éditoriales sont réunies depuis 2015 au sein du Syndicat des Editeurs Alternatifs (SEA) et 

eŶteŶdeŶtàs͛opposeƌàauǆàĠditeuƌsàdoŵiŶaŶtsàĠĐoŶoŵiƋueŵeŶtàleàseĐteuƌ.àLa structuration de cette 

opposition reprend les caractéristiques des champs de production culturelle (Bourdieu, 1992) et qui 

estàăàlaàďaseàdeàŶotƌeàtƌaǀailàd͛eŶƋuġte.àáiŶsi,àdaŶsàuŶeàĠĐoŶoŵieàduàliǀƌeàaujouƌd͛huiàďouleǀeƌsĠeà
par des phénomènes de concentration et de surproduction, comment les éditeurs alternatifs rendent 

ǀisiďleàleuƌsàpƌoduĐtioŶsà?àCeàƋuiàŵ͛iŶtĠƌesseàplusàpaƌtiĐuliğƌeŵeŶtàiĐiàestàlaàŵaŶiğƌeàdoŶtàĐesàpetitesà
structures éditoriales mettent en avant des compétences professionnelles et symboliques à travers 

l͛iŵpoƌtaŶteàǀaloƌisatioŶàdesàĠlĠŵeŶtsàŵatĠƌielsàĐoŶstitutifsàdesàouǀƌagesàƋu͛ilsàĠditeŶt.àCeàtƌaǀailà
suƌàl͛oďjet-livre doit se comprendre comme une stratégie de distinction vis-à-vis des éditeurs 

dominants en promouvant une vision plus « artisaŶaleà»àduàŵĠtieƌàd͛Ġditeuƌà;Noël,àϮϬϭϮͿ.àC͛estàaussià
uŶeàŵaŶiğƌeàdeàpƌoloŶgeƌàl͛eǆpĠƌieŶĐeàduàfaŶziŶat,àdoŶtàďeauĐoupàdeàŵaisoŶsàd͛ĠditioŶàsoŶtàissuesà
etàƋuiàestàuŶeàŵodalitĠàd͛aĐĐğsàăàĐeàsous-ĐhaŵpàĠditoƌial.àEŶfiŶ,àĐ͛estàpouƌàĐesàpetitsàĠditeuƌsàuŶà
moyeŶàdeàĐoŶtƌƀleƌàlesàĐoûtsàdeàfaďƌiĐatioŶ,àŶotaŵŵeŶtàduƌaŶtàlesàpƌeŵiğƌesàaŶŶĠesàd͛eǆisteŶĐeàdeà
laàstƌuĐtuƌeàĠditoƌiale.àáàpaƌtiƌàd͛eŶtƌetieŶsàƌĠalisĠsàaǀeĐàdesàŵeŵďƌesàduà“Eá,àŵaàĐoŵŵuŶiĐatioŶà
eŶteŶdàiŶteƌƌogeƌàl͛iŶteƌpĠŶĠtƌatioŶàdeàĐesàdiffĠƌeŶtsàĠlĠŵeŶts économiques et symboliques, qui 

soŶtàauàĐœuƌàdeàlaàpƌatiƋueàetàdeàl͛ĠthiƋueàdeàĐesàĠditeuƌsàalteƌŶatifsàdeàďaŶdeàdessiŶĠe.
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Before and Beyond Intertextuality: The Interdiscursive Switch 

As hypothesised by Jürgen Link, literary works depend more on interdiscursivity than on intertextual 

relations. Interdiscourses (re)integrate and combine specialised discourses from different social 

spheres such as economic, scientific and religious ones into a generative or, indeed, a reproductive 

system. Literature (here used in its broadest sense) largely draws on such generative systems.  In this 

paper, I willàpuƌsueàLiŶk͛sàliŶeàofàthiŶkiŶgàďǇàeǆploƌiŶgàtheàƌelatioŶshipàďetǁeeŶàiŶteƌdisĐuƌsiǀitǇàaŶdà
intertextuality. Intertextuality essentially comprises a system of circulating discourses, which form 

chains of literary texts and other media. Yet this closed system needs discursive input from other 

social spheres in order to facilitate discursive circulation in the first place. The process of discursive 

(re)integration, typical of interdiscursivity, is therefore pivotal in feeding the intertextual system. The 

intertextual system can, in its turn, generate new discursive formations that are fed back into society. 

Iàǁillàtakeàtheàǁƌiteƌ͛sàspeeĐhàiŶàGeƌŵaŶàŵodeƌŶisŵàasàaàstaƌtiŶgàpoiŶtàfoƌàŵǇàeŶƋuiƌǇàiŶtoàtheà
interdiscursive roots of intertextuality. In doing so, I will show how intertextual references in 

speeches such as those held by Thomas Mann or Kurt Hiller can be traced back to other fields of 

society and to other historical periods. This will explain the interdiscursive character of these 

references. As a result, particular attention can be paid to the different genres and media that are 

interlinked in this process of discursive circulation. One example of this reproduction cycle is 

pƌoǀidedàďǇàtheàƌhetoƌiĐallǇàeŵploǇedàiŵageƌǇàofàspaĐeàflightàiŶàKuƌtàHilleƌ͛sàspeech Demokratie? 

(1926), which presents an interdiscursive appropriation of this imagery by coupling it with the field of 

political theory. 
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Reproduire la préhistoire : une invitation à l'écrire? 

Les découvertes préhistoriques au XXe siècle ont fasciné les peintres (Pierre Tal Coat, François 

Rouan) et les poètes (René Char, André du Bouchet, Lorand Gaspar).  

Leur lecture des images préhistoriques doit cependant beaucoup aux reproductions photographiques 

grâce auxquelles ils les ont découvertes : celles de Fernand Windels pour les grottes de Lascaux ou 

Đellesàduàliǀƌeàd͛HeŶƌiàLhoteàsuƌàlesàfƌesƋuesàduà‹assiliàpaƌàeǆeŵple.à 

Je voudrais montrer dans cette contribution comment ces reproductions, en noir et blanc ou en 

couleurs, ont orienté les lectures des poètes par le choix des sujets, leur cadrage et leur format.
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L͛eǆpĠƌieŶĐe de la flâŶeƌie daŶs Les ŵaiŶs négatives (1979), de Marguerite Duras. 

Dans le court-métrage Les mains négatives  (1979), de Marguerite Duras, par le moyen du travelling, 

la bande-image se consacre à une déambulation dans les rues du centre-ville de Paris, mouvement 

Ƌuiàs͛iŶsĐƌitàdaŶsàune véritable flânerie. Notion esthétique empruntée à Walter Benjamin, la flânerie 

est fondée sur le « décentrement, la discontinuité, la sérialité en accord avec la marche, la ville et 

l͛aŶoŶǇŵatàƋuiàeŶàdĠĐouleà».ààCeĐiàseàƌappƌoĐheàdeàl͛aĐteàfilŵiƋueàƋuiàdécoupe, cadre, multiplie et 

redistribue par le moyen du montage, comme nous le rappelle Suzanne L. Guiges. Ainsi, la flânerie 

Đouǀƌeàl͛eǆpĠƌieŶĐeàŵodeƌŶeàd͛uŶeàpeƌĐeptioŶàappaƌeillĠeàetàeŶàŵouǀeŵeŶt.àLeàfilŵàdeàDuƌasàseƌaà
abordé selon cette notion, une façoŶàdeàǀoiƌàautƌeŵeŶtàsoŶàĐiŶĠŵa,àdoŶtàl͛ĠĐaƌtàeŶtƌeàlaàďaŶdeà
iŵageàetàlaàďaŶdeàsoŶàestàpƌopƌeàăàsoŶàœuǀƌeàĐiŶĠŵatogƌaphiƋue.àPaƌàailleuƌs,àleàgesteàfoŶdateuƌàdeà
l͛iŵage,àl͛eŵpƌeiŶteàdesàŵaiŶsàŶĠgatiǀesàĠǀoƋuĠeàpaƌàlaàďaŶdeàsoŶàetàƋuiàdoŶŶeàoƌigiŶeàauàtitƌe, 

soulğǀeàdesàƋuestioŶsàphilosophiƋuesàƌeliĠesàăàlaàĐopieàdeàl͛œuǀƌeàd͛aƌt,àsujetàauƋuelàWalteƌà
BeŶjaŵiŶàs͛estàĐoŶsaĐƌĠ.
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La réédition comme sélection et discours. Pratique anthologique et comic books aux États-Unis (XXe 

et XXIe siècles) 

JusƋu͛auǆàaŶŶĠesàϭϵϵϬ,àleàŵaƌĐhĠàaŵĠƌiĐaiŶàduàĐoŵiĐàďook [Gabilliet, 2010] est marqué par le 

caractère périssable de sa production, en raison de ses modes de commercialisation comme de ses 

supports. Les années 1970 représentent un moment clé de transformation de ce marché, lorsque les 

producteurs tentent de sortir des kiosques pour entrer dans les boutiques spécialisées mais aussi les 

librairies généralistes. À côté des premiers graphic novels, les anthologies représentent une des 

formes de pénétration de ces lieux.  

Dans ce cadre particulier, la réédition est uŶeàpƌatiƋueàdeàsĠleĐtioŶàetàdeàŵiseàeŶàfoƌŵe.àLesàœuǀƌesà
sont présentées en elles-ŵġŵesàouàeŶĐhąssĠesàdaŶsàdesàdisĐouƌsàd͛aĐĐoŵpagŶeŵeŶtàĐoŶfĠƌaŶtàăà
l͛aŶthologieàuŶàpƌoposàpƌopƌe.àáppuǇĠàsuƌàuŶàƌepĠƌageàhistoƌiƋue,àŶotƌeàpƌoposàseƌaàiĐi,àăàpaƌtiƌà
d͛eǆeŵplesàpƌĠĐisàd͛aŶthologiesàpuďliĠesàdepuisàlesàaŶŶĠesàϭϵϲϬ,àdeàƌeŶdƌeàĐoŵpteàdesàǀaƌiatioŶsà
disĐuƌsiǀesàetàŵatĠƌiellesàd͛uŶeàŵġŵeàpƌatiƋueàĠditoƌiale,àl͛aŶthologieàdeàĐoŵiĐàďooks.àà 

Plusieurs modalités discursives idéales-typiques seront ainsi détaillées : évocation nostalgique 

(Feiffer, 1965), (re)découverte patrimoniale (Uslan, 1979-1980 ; Smithsonian Institution 1977 et 

1981), discours historique (Daniels, 1971) et/ou théorique (Nadel 2006 et 2010), exploitation 

ĐoŵŵeƌĐialeàd͛uŶàĐatalogue.à 

Ces différentes modalités renvoient à des considérations matérielles dont les anthologies témoignent 

dans la diversité de leur énonciation éditoriale [Souchier, 1998] : extraits ou intégralités, couleurs 

d͛oƌigiŶe,àƌeĐoloƌisatioŶàouàsĐaŶsàdesàpƌeŵiğƌesàĠditioŶs,àaďseŶĐeàou pƌĠseŶĐeàd͛appaƌeilàĐƌitiƋue.à 

Ces variations sont inséparables des conditions de production de ces anthologies et notamment de 

l͛ĠtatàduàŵaƌĐhĠàetàdeàl͛ĠtatàduàĐhaŵp.
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Collection et patrimoine : la réédition dans la bande dessinée comme processus de légitimation 

artistique. 

LaàlĠgitiŵitĠàaƌtistiƋueàdeàlaàďaŶdeàdessiŶĠeàŶ͛estàpasàĐlaiƌeŵent assurée et elle varie en fonction des 

œuǀƌes,àdeàleuƌàpuďliĐàetàdeàleuƌsàsuppoƌts.àáiŶsiàleàfaitàƋueàdesàhistoiƌesàillustƌĠesàsoieŶtàdestiŶĠesà
aux enfants réduit leur portée artistique et leur reconnaissance. De même, journaux et petits-

formats disposentàd͛uŶeàŵoiŶdƌeàƌeĐoŶŶaissaŶĐeàƋueàlesàalďuŵs.àIlàfautàajouteƌàăàĐelaàƋueàlaàlogiƋueà
sĠƌielle,àsouǀeŶtàpƌĠseŶteàdaŶsàlesàjouƌŶauǆàetàlesàpuďliĐatioŶsà«àăàsuiǀƌeà»àtƌaditioŶŶelles,às͛opposeàăà
uŶeàĐeƌtaiŶeàĐoŶĐeptioŶàdeàl͛œuǀƌeàaƌtistiƋue.àOƌ,àlaàďaŶdeàdessiŶĠeàaàd͛aďoƌdàĠtĠàpuďliĠeàdaŶsàdesà
journaux et des fascicules et une grande partie de sa production était tournée vers les jeunes. 

áuàdĠtouƌàduàXXIeàsiğĐle,àelleàdisposeàd͛uŶeàplusàgƌaŶdeàƌeĐoŶŶaissaŶĐeàetàd͛uŶàǀƌaiàpuďliĐ.àLaà
réédition, dans ce cadre, est une technique particulière de légitimation de travaux oubliés ou rejetés 

ăàl͛ĠpoƋueàdeàleuƌàpuďliĐatioŶ.à 

L͛ĠditioŶàfƌaŶçaiseàdeàďaŶdeàdessiŶĠeàs͛estàsaisieàdeàĐeàĐƌĠŶeau.àD͛uŶàĐƀtĠ,àdesàĠditeuƌsàassezà
anciens (Dargaud, Casterman, Dupuis, Le Lombard, etc.ͿàdisposeŶtàd͛uŶàstoĐkàiŵpoƌtaŶtàdeàďaŶdesà
dessiŶĠesàƋu͛ilsàpeuǀeŶtàƌaŵeŶeƌàsuƌàleàŵaƌĐhĠ.àDeàl͛autƌe,àdesàĠditeuƌsàplusàƌĠĐeŶtsà;GlĠŶat,à“oleil,à
etĐ.ͿàetàĠditeuƌsàiŶdĠpeŶdaŶtsà;Futuƌopolis,àL͛ássoĐiatioŶ,àCoƌŶelius,àetĐ.ͿàĐoŶstƌuiseŶtàleuƌàlĠgitiŵitĠà
aussi par le choix de republications correspondant à leurs lignes éditoriales. Enfin des maisons 

d͛ĠditioŶàseàspĠĐialiseŶtàdaŶsàlaàƌĠĠditioŶàd͛œuǀƌesàdĠlaissĠesà;LeàHiďou,àáŶaŶkĠ,àPaŶ-PaŶ,àl͛ągeàd͛oƌ,à
etĐ.Ϳ.àLesàstƌatĠgiesàdeàlĠgitiŵatioŶàpaƌtiĐipeŶtàaloƌsàd͛uŶeàĐoŶstƌuĐtioŶàd͛ideŶtitĠàĠditoƌiale.
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« Copyright, bande bleue » de Futuropolis : tentative de ĐoŶstitutioŶ d͛uŶ Đoƌpus ĐlassiƋue de 
ďaŶdes dessiŶĠes fƌaŶçaises ;Les PioŶŶieƌs de l͛espĠƌaŶĐe, MoustaĐhe et TƌottiŶette, )ig et puĐeͿ 

Notre réflexion prendra comme point de départ la collection « Copyright, bande bleue », éditée par 

les éditions Futuropolis de 1986 à 1994. À la suite du succès de la collection « Copyright, bande jaune 

»,àĐoŶstituĠeàd͛ouǀƌagesàƌegƌoupaŶtàlesàĐoŵiĐàstƌipsàaŵĠƌiĐaiŶsàdesàaŶŶĠesàϭϵϯϬ-ϰϬ,àaǀeĐàl͛aŵďitioŶà
de créer une « Pléiade de la bande dessinée », la collection bleue entendait faire de même avec le 

patrimoine français. Son catalogue se développera autour de trois séries : Les Pionniers de 

l͛espĠƌaŶĐeàdeàLeĐuƌeuǆàetàPoïǀet,àMoustaĐheàetà‹ƌottiŶetteàdeàCalǀoàetà)igàetàPuĐeàdeà“aiŶt-Ogan. 

Les parti-pris éditoriaux sont radicaux. Désirant mettre en valeur la qualité du dessin, ces ouvrages 

cartonnés sont imprimés en noir et blanc, sur un élégant papier, et à partir des planches originales 

lorsque cela est possible. Si cette présentation en fait des objets remarquables, et rend leur lecture 

agréable, elle ne correspond à aucune des présentations antérieures de ces séries. La comparaison 

eŶtƌeàleuƌsàdiffĠƌeŶtesàĠditioŶsàestàƌiĐheàd͛eŶseigŶeŵeŶt,àpaƌtiĐuliğƌeŵeŶtàpouƌàlesàsĠƌiesàdeàCalǀoàetà
du duo Poïvet/Lecureux. Éditées dans la presse,àellesàŶ͛aǀaieŶtàeŶàeffetàpouƌàaiŶsiàdiƌeàjaŵaisàĐoŶŶuà
deàdiffusioŶàeŶàliďƌaiƌie.àCelaàŶousàpeƌŵettƌaàdeàƋuestioŶŶeƌàlesàpƌatiƋuesàdeàƌĠĠditioŶsàeŶàl͛aďseŶĐeà
d͛ĠditioŶàoƌigiŶale,àaiŶsiàƋueàleàstatutàĐultuƌelàdeàlaàďaŶdeàdessiŶĠe,àĐetteàĐolleĐtioŶà«àauteurisant » 

des séries fortement liées à la culture populaire.
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Charlie Hebdo and Comics in Carnival: About censorship during performative reproduction 

processes 

The present paper deals with performative reproduction and transformation processes. In the 

aftermath of the murders of journalists and artists working for the satirical French weekly magazine 

Charlie Hebdo in 2015, several organisers of carnivals thought about different ways of exploring this 

subject on carnival floats. Before the production of the float, various drawings circulated amongst 

the broader carnival community and in the media. Before the reproduction or transformation 

process of the chosen drawing into a float could start, the official committee of Cologne censored 

itself by cancelling the whole procedure. As the reaction in social media to the non-reproduction of 

the drawing was very violent, two new floats were created: a self-ironic one on self-censorship and 

another one which put the reaction to the non-reproduction - a "shit-storm" - in the centre. 

Interestingly, the committee of the city of Düsseldorf has included the controversial subject of 

Charlie Hebdo in an obvious and provocative manner in the procession. Hence, Censorship and Self-

Censorship of artistic practices and artworks can occur in any society under precarious political 

and/or economic conditions.
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Ernest Pignon-Ernest : "occuper" la ville 

Ernest Pignon-Ernest a fait le choix de l'éphémère beauté du papier collé sur les murs des villes, 

Naples, Paris, Lyon, Rome afin de surprendre le passant et de l'amener, par une esthétique de la 

surprise à discerner, à critiquer, l'indifférence, le refus de voir, l'oubli, qui éloignent les passants de 

sujets douloureux : l'avortement, la solitude, les fédérés de la Commune de Paris, les poètes"maudits 

comme Jean Genet ou Rimbaud ou encore Pasolini. Par son travail de reprise et de recyclage 

d'images des techniques du baroque du Caravage, des Carrache, par un dessin qui échappe alors au 

rôle secondaire qui lui est dévolu d'ordinaire, Ernest Pignon-Ernest fait d'un art mineur l'outil d'une 

contestation sur les murs des villes. 

Il s'agira donc de voir comment le travail de l'artiste met en jeu le dispositif de reproduction des 

images, comment le choix du procédé (papier de journal, encre typographique, collage de nuit) 

permet de reproduire mais aussi de faire revivre et de recycler des tableaux, des images et de leur 

redonner une autre fonction, une nouvelle dimension poétique et militante qui font du travail de 

Pignon Ernest un paradoxal exemple d'art académique revivifié par un véritable propos "politique".
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VoiĐiŶg politiĐal staŶĐes ďǇ ŵeaŶs of ƌepƌoduĐtioŶ. Hoǁ the ƌepƌoduĐtioŶ of a dead peƌsoŶ͛s 
portrait may become an icon of resistance. 

 

Historical narratives can be performatively captured in, reproduced and contested through peculiar 

images and words, by different means – such as paper messages, murals, comics, paintings, theatre 

performances and songs. They may be remembered through yearly events and demonstrations, 

explored in books and documentaries, and undergo censorship. 

This paper aims toàeǆploƌeàhoǁàtheàƌepƌoduĐtioŶàofàaàdeadàpeƌsoŶ͛sàpoƌtƌaitàŵaǇàďeĐoŵeàaŶàiĐoŶàofà
resistance, and if this reproduction reinforces rather than reduces the aura of the portrayed person. 

As a case in point, it takes the death of Carlo Giuliani, a young Italian of 23 years, who was killed in 

the manifestations of the G8 summit in Genova, the 20th July 2001. The circumstances of his violent 

death were never clarified and after some years, investigations were dispensed. However, the image 

of his dead, covered-in-blood body in the middle of the Alimonda square were at the centre of 

national and international broadcasting news. He was reported to be a Spaniard, an anti-global 

protester, a black-ďloĐk,àaàƌeǀolutioŶaƌǇ.àUltiŵatelǇ,àheàǁasàƌefeƌƌedàtoàasàtheà͞ďoǇ͟,àafter the Piazza 

áliŵoŶdaàǁasàƌeŶaŵedàďǇàpolitiĐalàaĐtiǀistsàasà͞PiazzaàCaƌloàGiuliaŶi,àƌagazzo͟;ďoǇͿ. 

The context, time and dynamics of the incident made the death of Carlo Giuliani a highly disruptive 

event for an already fragile Italian society. His death, indeed, put into question the ideals of 

democracy, of development and of the state as a guarantor of the social order, and its monopoly of 

executive power. 

Today, after sixteen years, this event and its reproductions still trigger powerful emotions, showing – 

to recall the well-known Italian cartoonist Zerocalcare–,àthatà͞GeŶoǀaàisàŶotàoǀeƌ͟. 
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CoopĠƌatioŶ et aŶtagoŶisŵe eŶtƌe pƌofessioŶŶels et aŵateuƌs daŶs le ŵoŶde de l͛ĠditioŶ du 
manga en France 

LaàdĠliŵitatioŶàeŶtƌeàpƌofessioŶŶelsàetàaŵateuƌsàseŵďleàd͛autaŶtàplusàiŶfƌaŶĐhissaďleàƋueàlaà
ĐoŶstƌuĐtioŶàdeàl͛ideŶtitĠàsoĐialeàdesàpƌeŵieƌsàƌeposeàeŶàpaƌtieàsuƌàl͛aŶtagoŶisŵeàaǀeĐàlesàfaŶs.àLesà
pratiques professionnelles seraient légales tandis que celles des amateurs sont souvent liées à une 

ĠĐoŶoŵieàiŶfoƌŵelleàaǀeĐàdesàpƌatiƋuesàillĠgales.àNousàaiŵeƌioŶsàŵoŶtƌeƌàƋu͛eŶàƌĠalité les frontières 

soŶtàplusàpoƌeusesàdaŶsàleàŵoŶdeàdeàl͛ĠditioŶàduàŵaŶga.àLesàpositioŶsàĠǀolueŶtàƌapideŵeŶtàăà
ŵesuƌeàƋueàĐetteàĐoŵŵuŶautĠàd͛iŶtĠƌġtsàĐoŵŵuŶsàseàstƌuĐtuƌeàetàlesàiŶdiǀidusàpasseŶtà
régulièrement du secteur amateur à celui des professionnels.àLeàŵaŶgaàtelàƋu͛ilàestàĠditĠàeŶàFƌaŶĐeà
résulte dans sa matérialité des coopérations entre différentes personnes évoluant dans les deux 

sphğƌes.àEŶàaŶalǇsaŶtàlesàpaƌĐouƌsàiŶdiǀiduelsàauàŵoŵeŶtàdeàlaàĐƌĠatioŶàduàŵoŶdeàdeàl͛ĠditioŶàduà
manga (1978-2009), il s͛agitàdeàƌetƌaĐeƌàl͛ĠtaďlisseŵeŶtàdeàĐoŶǀeŶtioŶsàetàdeàdiffĠƌeŶtesàfoƌŵesàdeà
relations permettant au pôle professionnel de tirer partie des activités amateurs. Après avoir montré 

pourquoi et comment les éditeurs de manga ont recruté les amateurs pour différentes pratiques de 

pƌoduĐtioŶà;tƌaduĐtioŶ,àŵiseàeŶàpage,àĐhoiǆàĠditoƌiauǆͿ,àŶousàŵoŶtƌeƌoŶsàl͛iŵpaĐtàdeàĐeàƌeĐƌuteŵeŶtà
sur la forme du livre produit (format, type de reliure, sens de lecture) et son contenu (choix de 

traduction et contenu éditorial). EnfiŶ,àŶousàteŶteƌoŶsàdeàŵoŶtƌeƌàĐoŵŵeŶtàl͛ĠǀolutioŶà
technologique (passage du livre papier au livre numérique) tend à exacerber les antagonismes entre 

les communautés de fans et les professionnels à mesure que les métiers se précarisent.
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Pratiques de la réédition de comics aux éditions Lug (1969 – 1989) 

Lug, maison lyonnaise, a été le principal éditeur des comics Marvel entre 1969 et 1989 en France. 

DuƌaŶtàdeuǆàdĠĐeŶŶies,àl'ĠditeuƌàaàpƌatiƋuĠàsousàdiǀeƌsesàfoƌŵesàlaàƌĠĠditioŶàd͛œuǀƌesàƋuiàĠtaieŶtà
déjà des adaptations, produits d'un transfert culturel. Nous voudrions, ici, présenter et expliquer les 

différentes formes que prennent ces pratiques de la réédition afin de mieux comprendre leur 

existence. Si le cas de Lug peut sembler restreint par la taille modeste de cet éditeur spécialisé, il 

nous apparaît comme riche pour l'analyse par la diversité des formes que prennent les pratiques qui 

nous intéressent. Limité au marché de la presse, l'éditeur fait pourtant varier formats et prix de ses 

rééditions afin d'étendre et renouveler son lectorat. Toutefois, dans le contexte particulier qui 

accompagne l'édition des comics en France suite à la loi du 16 juillet 1949, encourageant l'auto-

censure éditoriale, la réédition peut avoir des buts nouveaux. Lug lance notamment plusieurs séries 

d'albums au format proche du très franco-belge 48 CC, mêlant premières éditions et rééditions 

d'épisodes publiés dans ses revues, d'une part pour compenser le fait de ne pouvoir accéder au 

marché de la librairie, d'autre part pour échapper au regard de la Commission de surveillance et de 

contrôle des publications destinées à la jeunesse. Dans le même temps, d'autres rééditions se font 

d'une revue à l'autre, avec un écart de plusieurs années, et parfois là-aussi avec un changement de 

format. Par la comparaison entre les différentes éditions et rééditions, nous voudrions mettre en 

avant l'adéquation de ces pratiques avec leurs objectifs et leur contexte.
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Réinventer les comic books en contexte québécois : le cas de Matrix Graphic Series 

Les comic books en provenance des États-Unis circulent au Québec depuis les années 1940, 

notamment par le biais de traductions françaises réalisées par des éditeurs québécois comme Fides, 

au milieu du XXe siècle, ou Héritage, de 1968 à 1987. À partir du milieu des années 1980, toutefois, 

les entreprises de traductions de comics américains cèdent le pas à des éditeurs québécois 

émergents désireux de proposer du contenu créé localement, tout en conservant le support, le 

ƌǇthŵeàdeàpuďliĐatioŶàetàlesàiŶĐliŶatioŶsàgĠŶĠƌiƋuesàdesàŵodğlesàdoŶtàilsàs͛iŶspiƌeŶt.àC͛estàleàĐasàdeà
MatƌiǆàGƌaphiĐà“eƌies,àŵaisoŶàd͛ĠditioŶàŵoŶtƌĠalaiseàƋuiàŵġleàlaàƌeǀeŶdiĐatioŶàd͛iŶflueŶĐesà
aŵĠƌiĐaiŶesàăàl͛ĠŵulatioŶàfoŶdĠeàsuƌàuŶàŶatioŶalisŵeàĐaŶadieŶàetàƋuĠďĠĐois,àsouhaitaŶtàaiŶsià
pƌoposeƌàuŶàpƌojetàĠditoƌialàsiŶgulieƌ.àEŶàteŶaŶtàĐoŵpteàdeàĐeàseŶtiŵeŶtàd͛attiƌaŶĐeàetà
d͛ĠloigŶeŵeŶtàsiŵultaŶĠsàƋueàMatrix affiche envers les comics américains, il importe de se 

deŵaŶdeƌàĐoŵŵeŶtàs͛oƌgaŶiseàĐetteàdĠŵaƌĐheàǀisaŶtàăàƌepƌoduiƌeàuŶeàtƌaditioŶàďĠdĠesƋueàissueà
des États-Unis dans un contexte culturel autre.  

Mon intervention révélera les points de contact entre les cultures bédéesques américaines et 

québécoises (anglophones et francophones) qui apparaissent dans les publications de Matrix Graphic 

“eƌiesàetàƌeposeƌaàsuƌàl͛aŶalǇseàdeàl͛eŶseŵďleàduàĐatalogueàdeàĐetàĠditeuƌ,àleƋuelàĐoŵpƌeŶdàϭϲà
fascicules répartis eŶàϳàsĠƌies.àElleàseàdĠploieƌaàeŶàtƌoisàteŵpsà:àuŶàďƌefàhistoƌiƋueàdeàl͛ĠditioŶàdeà
ĐoŵiĐàďooksàauàQuĠďeĐàseƌaàsuiǀiàpaƌàl͛aŶalǇseàduàpaƌateǆteàĠditoƌialàdesàœuǀƌes,àpuisàpaƌàl͛Ġtudeàdeà
leur contenu narratif et graphique.
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Les taďleauǆ ǀiǀaŶts ǀiĐtoƌieŶs à l͛Ġpƌeuǀe de la ƌepƌoduĐtiďilitĠ teĐhŶiƋue ? PiĐtoƌialisŵe 
domestique et art de la photographie composite 

DğsàsoŶàiŶǀeŶtioŶ,àlaàphotogƌaphieàaàpeƌŵisàuŶeàƌepƌoduĐtiďilitĠàteĐhŶiƋueàdesàœuǀƌesàd͛aƌt.àLeuƌà
authenticité semble affeĐtĠeàpaƌàleàŶoŵďƌeàiŶĐalĐulaďleàd͛eǆeŵplaiƌesàdeàleuƌsàphotogƌaphies,à
eǆposĠesàăàuŶàpuďliĐàplusàlaƌge.àáiŶsiàĐetteàƌepƌoduĐtiďilitĠàdesàœuǀƌesàd͛aƌtàseŵďleàseàdoteƌàdeà
valeurs sociales et démocratiques. Pourtant, le phénomène des tableaux vivants pourrait contredire 

ces mêmes valeurs.  

Les précurseurs des tableaux vivants en Angleterre, à savoir Oscar Rejlander et Henry Robinson, 

dĠŵoŶtƌeŶtàuŶeàesthĠtiƋueàissueàdeàl͛aƌtàaĐadĠŵiƋueàetàƌeǀeŶdiƋueŶtàuŶàgĠŶieàaƌtistiƋueàƋueàl͛oŶà
retrouverait dans la peintuƌe.àBieŶàƋueàlaàphotogƌaphieàƌesteàuŶeàaĐtiǀitĠàĠlitisteàjusƋu͛auǆàaŶŶĠesà
ϭϴϴϬ,àelleàaàpeƌŵisàauǆàaƌistoĐƌatesàǀiĐtoƌieŶŶesàdeàs͛appƌopƌieƌàellesàaussiàl͛esthĠtiƋueàdesàtaďleauǆà
vivants. Consignées au foyer, certaines femmes, dont Julia Margaret Cameron, ont créé des tableaux 

ǀiǀaŶtsàĐoŶŶusàdeàpeuàĐaƌàl͛iŶtiŵitĠàdeàleuƌsàpoƌtƌaitsàphotogƌaphiƋuesàĐoŶseƌǀĠsàdaŶsàdeàpƌĠĐieuǆà
alďuŵsàseàdistiŶguaitàd͛uŶàsouĐiàdeàĐoŵŵeƌĐialisatioŶàdeàŵasse.àIlàeŶàǀaàdeàŵġŵeàpouƌàl͛esthĠtiƋueà
du photomontage voire du photocollage daŶsàl͛aƌtàdesàtaďleauǆàǀiǀaŶtsàǀiĐtoƌieŶsàdoŶtàLadǇàJoĐelǇŶ,à
Lady Filmer, Lady Milles et Lady Berkeley en sont les auteures et dont le caractère unique a précédé 

le mouvement dadaïste. Les tableaux vivants victoriens seraient-ilsàaloƌsàl͛eǆeŵpleàd͛uŶeàpƌatique de 

l'aƌtàpouƌàl͛aƌtàƋuiàĠĐhappeƌaitàăàlaàƌepƌoduĐtiďilitĠàteĐhŶiƋueàdeàlaàphotogƌaphieà?
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Fantaisie et évasion : les tableaux vivants dans les fééries cinématographiques 

L͛uŶàdesàlieuǆàdeàdĠǀeloppeŵeŶtàdesàtaďleauǆàǀiǀaŶtsàĐoŶĐeƌŶeàlesàfĠĠƌies,àuŶàgeŶƌeàthĠątral puis 

ĐiŶĠŵatogƌaphiƋue,àdĠsigŶaŶtàl͛adaptatioŶàdesàfaďlesàpopulaiƌesàetàdesàĐoŶtesàpouƌàeŶfaŶts.àUŶàdesà
réalisateurs les plus prolifiques en est Georges Méliès, qui puise son inspiration dans toute une 

gaŵŵeàdeàgƌaǀuƌesàpopulaiƌesàƋuiàseŵďleŶtà«às͛aŶiŵeƌà»àăàl͛ĠĐƌaŶ,àouàduàŵoiŶsàiŶflueŶĐeƌàlaàŵiseàeŶà
scène de ces films des premiers temps. Mais les fééries sont travaillées par plusieurs metteurs en 

sĐğŶe,àetàfoƌŵeŶtàl͛uŶeàdesàfoƌŵulesàĐiŶĠŵatogƌaphiƋuesàlesàplusàeŵďlĠŵatiƋuesàduàĐiŶĠŵaàdesà
origines. Or, ces films sont un lieu de reproduction et de réappropriation des gravures et d'images 

d͛EpiŶal.àDaŶsàĐetteàĐoŶtƌiďutioŶ,àŶousàaŶalǇseƌoŶsàeŶàdĠtailàĐesàtƌaŶsfeƌtsàeŶtƌeàlaàplaŶĐheàetàleàfilŵ,à
notamment en termes de composition, de sérialité, de couleur, de narration. La richesse 

intermédiale sera prise en compte et le relais théâtral ne sera pas oublié. En effet, si selon Sadoul, les 

fĠĠƌiesàƋuiàpouǀaieŶtàseàǀoiƌàauàthĠątƌeàpouǀaieŶtàġtƌeàĐoŶsidĠƌĠesàĐoŵŵeàdeàl͛aƌtàplastiƋueàeŶà
mouvement, les films des premiers temps coïncident directement avec ce type de spectacle. Mais ces 

tableaux vivants cinématographiques brouillent les pistes, et dans ce vertige de fantaisie et 

d͛ĠǀasioŶ,àlaàĐiƌĐulatioŶàdesàiŵagesàŶeàpeƌŵetàplusàd͛ideŶtifieƌàuŶeàiŵageàoƌigiŶaleà– il faut alors 

parler de culture visuelle.
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La reproduction par contact : des corps et des objets dans les dioramas à New York, 1900 

Dans les foires et dans les musées, les dioramas anthropologiques mettent en scène des objets. Ils 

sont aussi des représentations : ils donnent à voir une image en trois dimensions, comme le font à 

l͛ĠpoƋueàlesàtaďleauǆàǀiǀaŶts.à‘egaƌdeƌàatteŶtiǀeŵeŶtàleuƌàŵatĠƌialitĠàpeƌŵetàd͛ideŶtifieƌàdiffĠƌeŶtesà
foƌŵesàdeàƌepƌoduĐtioŶàauàĐœuƌàŵġŵeàdeàleuƌàfaďƌiĐatioŶ.à 

Premièrement, les mannequins qui les composent sont réalisés à partir de moulages sur nature. De 

plus, ces moulages sont multipliés et diffusés dans différentes institutions. Deuxièmement, les 

spécimens exposés dans les dioramas anthropologiques, en particulier les vêtements, ne sont eux-

mêmes pas toujours des « originaux ». Ils sont reproduits, re-fabriqués selon des modalités qui ne 

soŶtàpasàsaŶsàaŶtiĐipeƌàĐeƌtaiŶesàpƌatiƋuesàaƌtistiƋuesàŵodeƌŶesàtellesàƋueàl͛ĠtudeàetàlaàƌeĐƌĠatioŶ,à
dans les Etats-Unis des années 1920-1940, des vêtements amérindiens pour créer un nouveau style 

typiquement "américain". Troisièmement, certains dioramas sont construits en série, pour satisfaire 

aux exigences en matière de divertissement.  

En étudiant les dioramas anthropologiques créés à New York autour de 1900, cette communication 

montrera que la notion de zone de contact permet de penser la singularité du diorama comme 

installations multi-média, au carrefour des domaines artistique et scientifique.
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Picturing History, the Diorama Effect, and the Work of Hank Willis Thomas 

Artists today find inspiration in older and oft-neglected forms of representation, such as the diorama, 

the panorama, and the tableau-vivant. Such contemporary works, often going by the name of 

installation, in fact draw upon centuries-old techniques and mine the sentimental affect produced by 

these prior forms in order to place an event within a historical register, thereby transcending 

modern/postmodern discourse and returning to history and landscape as sources of inspiration. This 

paper examines diorama-inspired works by American photographer Hank Willis Thomas. It argues 

that Thomas employs dioramic elements—namely, lighting effects, narrative association, and a self-

conscious use of the stage—in order to present historical events along with the narratives that 

inform their reading, including the narrative of reproducibility. The paper will focus on his 2016 The 

Evidence of Things Not Seen, an exhibition in which Thomas stages documentary photographs from 

the U.S. Civil Rights Era in such a way that the events pictured are presented as unique while also 

infleĐtedàďǇàtheàǀieǁeƌ͛sàpeƌĐeptioŶàaŶdàtheàiŵage-production process.



 
 

unil.ch/reproduction2017 
 

Materiality-Immateriality in Reproduction 

 

Estelle Blaschke 

estelle.blaschke@unil.ch 

 

Sarah Dellmann 

Postdoctoral researcher 

Utrecht University (NL) 

s.dellmann@uu.nl 

The Materiality of Analog Objects in Digital Environments: The Case of Digital Reproductions of 

Photographic Lantern Slides 

Already in their analogue form, lantern slides oscillate between the materiality of the slide as carrier 

of image-information (the slide as object) and the immaterial projected image on a screen (the 

experience of the object through its intended use). In this presentation, I propose to take two 

perspectives on lantern slides and their digital reproductions: Firstly, I will present different 

processes to digitize lantern slides with respect to their implicit understanding of the analogue object 

and its digital copy. 

“eĐoŶdlǇ,àIàǁillàaƌgueàǁhǇàtheàaŶalogueàoďjeĐt͛sàŵateƌialitǇà;aŶdàitsàaffoƌdaŶĐesͿàaŶdàtheàdigitalà
reproduction technology (and its affordances) should matter to researchers. Such knowledge, I state, 

is necessary background information for source critique; it becomes all the more relevant in times in 

which access to archival material increasingly comes digitally. On websites and in digital research 

environments, reproductions of historical media are displayed in rather uniform ways, namely as flat 

photographic images on computer screens. Considering the materiality of the object and technology, 

I argue, will help us to better understand historical media practices connected to lantern slides (and 

thus assess the historical meaning of the object) and also question how specific representations of 

digital copies of historical media objects influence possible future research (and thus the 

contemporary and potential future meaning of the object). 

By combining hands-on experience from digitization with epistemological questions, I will 

problematize various aspects of materiality and immateriality in the production and online 

publication of digital reproductions of photographic lantern slides.
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͞UŶstoppaďle DeǀelopŵeŶt͟: The “Ǉŵďiosis BetǁeeŶ PhotogƌaphǇ aŶd AŶiŵated Film 

Photography and animated film have long spoken a common language. Their respective imagery has 

connoted traces, erasures, shadows, and flashes of light, movement, or color. The photographic or 

animated still is often described as standing between temporal realities, absences, and presences. 

Developed in the dark room, drawn on a light box, photography and animation are entrenched in a 

philosophical oratory of life and death. Through a close visual analysis of contemporary animated 

documentaries that incorporate photography into their aesthetic conceits–including Michael 

Fukushiŵa͛sàMiŶoƌu:àMeŵoƌǇàofàEǆileà;ϭϵϵϮͿàaŶdàáŶŶàMaƌieàFleŵiŶg͛sàIàWasàáàChildàofàHoloĐaustà
Survivors (2010)–this paper examines how animation can reconsider the potentialities of 

photogƌaphiĐàŵateƌialitǇàaŶdàpƌoĐess,àǁhatàfilŵàtheoƌistàKajaà“ilǀeƌŵaŶàdesĐƌiďesàasàtheàŵediuŵ͛sà
͞uŶstoppaďleàdeǀelopŵeŶt.͟à‹houghàtheàphotogƌaphàisàseeŵiŶglǇàiŵŵoďile,à“ilǀeƌŵaŶàasseƌtsàthatàità
is in fact always developing. If not through an evolution by light, or through the fluctuations in its 

chemical stabilization, the photograph continuously reconstitutes itself through interpretive 

renewals. This perspective complicates traditional valuations that relate photography to the death of 

the image. The photograph is envisioned not as a decaying representational mode, but as a dynamic 

form in the midst of its ongoing evolution. The relationship established between photography and 

animation within the cinematic examples I will explore operates as an acknowledgment of this 

process of becoming. Within these films, animation creates an additional lens through which to view 

the photographic image: not only is the past ever-present, it is ever-changing.
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La ƌepƌoduĐtioŶ des ĐolleĐtioŶs d͛uŶ ŵusĠe de photogƌaphie, eŶtƌe ĐoŶseƌǀatioŶ et ǀaloƌisatioŶ. 
Quels eŶjeuǆ pouƌ les pƌojets du MusĠe de l͛ElǇsĠe ? 

Cette présentation entend proposer une réflexion autour de la question de la reproduction dans les 

ŵusĠes,àĐeluiàdeàl͛ElǇsĠeàeŶàpaƌtiĐulieƌ,àƋuiàaàl͛aŵďiguïtĠàdeàƌepƌoduiƌeàdesàœuǀƌesàdoŶtàl͛esseŶĐeà
ŵġŵeàestàlaàƌepƌoduĐtiďilitĠ.àLeàpƌoposàs͛ouǀƌiƌaàĠgaleŵeŶtàauǆàŶouǀellesàteĐhŶologiesàdĠǀeloppées 

pouƌàleàƌeŶduàdesàœuǀƌesàd͛aƌt.àL͛aĐteàetàleàpƌoĐessusàdeàƌepƌoduĐtioŶàsoŶtàloiŶàd͛ġtƌeàaŶodiŶsàpouƌà
une institution culturelle, tant pour le présent que pour le futur. Selon quels critères sélectionne-t-on 

lesàœuǀƌesàăàƌepƌoduiƌeàetàdaŶsàƋuelsàďuts? 

MusĠeàeǆĐlusiǀeŵeŶtàĐoŶsaĐƌĠàăàlaàphotogƌaphie,àl͛ElǇsĠeàpossğdeàuŶeàĐolleĐtioŶàdeàplusàd͛uŶà
million de phototypes et une bibliothèque de plus de vingt mille livres de photographie. Un premier 

chantier de numérisation des collections a eu lieu à la fin des années 1990. Plus de dix ans plus tard, 

quelle politique de numérisation le musée défend-il? Plusieurs projets sont actuellement menés dont 

la renumérisation des collections qui soulève divers enjeux et problématiques. En effet, si la 

reproduction nivelle toutàd͛aďoƌdàl͛oďjet,àelleàl͛effaĐeàĠgaleŵeŶt.àCoŵŵeŶt,àdğsàloƌs,àƌepƌoduiƌeàlesà
différents phototypes du musée ? Le numérique peut-ilàappƌĠheŶdeƌàlesàœuǀƌesàfƌagilesà?àNousàŶousà
interrogerons sur la matérialité et le rendu des objets photographiques en nous arrêtant tout 

particulièrement sur la numérisation complexe des plaques Lippmann et sur le programme de 

recherche qui y est lié. Pour finir, nous aborderons le projet novateur de numérisation en 3D de 

ĐeƌtaiŶesàœuǀƌesàdesàĐolleĐtioŶs.àLaàteĐhŶologieàeŵployée pour ce projet peut-elle être une solution 

satisfaisante à cette recherche de retransĐƌiptioŶàdeàl͛œuǀƌeàoƌigiŶale.
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Between Ink and Paper: On the Aura of Print Comics 

CoŵiĐs͛àdeepàaffinity with print media are well-established; indeed, comics as an art form has proven 

itself to be highly adaptive to very different publication contexts, including both periodicals 

(newspapers and magazines) and book formats, that vary greatly in dimension, price, quality, and 

pƌessàƌuŶ.àDoesàthisàƌelatioŶshipàďetǁeeŶàĐoŵiĐsàaŶdàpƌiŶtàsuggestàthatàtheàfoƌŵeƌ͛sàauƌaà– in the 

sense Walter Benjamin assigns the concept – isàiŶtƌiŶsiĐallǇàďouŶdàupàǁithàtheàlatteƌ͛sàteĐhŶologiĐalà
and material disposition? My paper proposes to investigate this question less in terms of the notion 

ofàŵeĐhaŶiĐalàƌepƌoduĐiďilitǇàthatàBeŶjaŵiŶàhighlightsàiŶàhisà͞Woƌkàofàáƌt͟àessaǇ,àaŶdàŵoƌeàiŶàteƌŵsà
ofàtheàasǇŵŵetƌiĐalàƌelatioŶsàthatàaƌeàpƌoduĐtiǀeàofàauƌa,àasàdefiŶedàiŶàBeŶjaŵiŶ͛s other writings: 

ƌelatioŶsàďetǁeeŶàtheàtaĐtileàaŶdàtheàoptiĐal;àďetǁeeŶà͞Ŷeaƌ-Ŷess͟àaŶdà͞faƌ-Ŷess͟;àaŶd,àpaƌtiĐulaƌlǇà
relevant in the case of comics, between categories of stasis and movement with their multiple spatial 

and temporal modalities (Hansen 2008Ϳ.àDƌaǁiŶgàpƌiŵaƌilǇàupoŶàChƌisàWaƌe͛sàŵulti-format work 

Building Stories (2012), among other examples, I will argue that the comics-print relation that 

emerges along these material, artistic-medial, and spatio-temporal axes is more apparent at this 

historical moment than ever before, due to the widespread notion that the production and 

circulation of print is directly threatened by networked computing and ubiquitous screen 

teĐhŶologies.àBeaƌiŶgàoutà“aŵuelàWeďeƌ͛sàasseƌtioŶàthatà͞auƌaàthƌiǀesàiŶàitsàdeĐliŶe͟à;Weďeƌàϭϵϵϲ,à
101), the multimodal status of comics vis-à-vis print brings into focus the largely unexplored 

possibilities for artistic expression – including manifold planar architecture and spatial rhythm – of a 

medium that has always been defined between two distinct and irreconcilable poles of legibility: 

sequential art and graphic literature.
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You are here: moving away from the book or entering it? A reflection on Marc-Antoine Mathieu's 

SENS. 

In this presentation I intend to reflect on Marc-áŶtoiŶeàMathieu͛sàiŶstallatioŶàofà“EN“à;LiFE,àϮϬϭϱͿ.à
This kind of work poses not only questions about the relation between its materiality and the 

readers/audience, but also about the role of the use of different spaces for presenting/reading 

ĐoŵiĐs.àMathieu͛sàƌeĐoŶfiguƌatioŶàofàtheàďookàďƌiŶgsàoutàissuesàƌegaƌdiŶgàŵultiŵodalitǇàaŶdàtheà
production of presence and meaning. As it happens with the reading of a book, the proper 

materiality of an installation of this sort will allow particular ways of relating with the work. As the 

handling of the book confers meaning to its reading, the movement through an installation can also 

be a vehicle of meaning. In the particular case of SENS, the installation works somewhat as an 

extension of the page since it reflects on its own story and its connection with the reader (what will 

once again happen with SENS VR). In this sense, one could ask if the change of perspective from the 

ďookàtoàtheàiŶstallatioŶàisàŵoƌeàappealiŶgàtoàtheàƌeadeƌ.àálso,àǁhat͛sàtheàeffeĐtàofàtheàsĐeŶogƌaphǇà
work: does it distract the reader from the story or is it a means of immersion?
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From Hogarth to Hécatombe: The Legacies of Limited Reproduction 

In recent decades, the materiality of print and the limits of reproduction have remerged as central 

creative questions in the world of art comics. To take two Swiss examples, B.ü.L.b comix issues 

publishes single, limited print runs of their tactile and object-oriented books, while cartoonist and 

Hécatombe publisher Yannis La Macchia produces comics that must be physically assembled and 

reassembled during the reading process. 

This emphasis on the limitations and affordances of print can be seen as a reaction against the 

seeming immateriality of modern digital media. However, it should not be regarded as a new 

phenomenon in comics, but rather as a re-emergence of creative practices that date to the earliest 

days of the medium, and the proto-comics of artists including Hogarth and Topffer. 

‹hisàpƌeseŶtatioŶàǁillàĐoŵpaƌeàHogaƌth͛s novels in prints to modern art comics published by B.ü.L.b 

and Hécatombe to argue that these kinds of art comix should be understood as a continuation of 

print practices that have their origins in the early modern era, specifically in regards to three areas: 

1. An emphasis on the materiality and tactile affordances of print; 

2. Limited print runs as a central element of the meaning of the work; 

3. The physical participation of readers in the construction or display of a printed object is used to 

personalise its meaning, render it unreproducible.  

Exploring these similarities within their cultural and historical contexts can help illuminate how the 

recent crop of art comix relates to the ongoing legacy of reproducible images and texts, as well as the 

limits of that reproducibility. 
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Intericonicity: Iconographic Repetition in Comics 

My talk will address a growing trend in comics: the integration of pre-existing images into the comics 

cartoon universe. These borrowed images exist not only in a relation of hybridity, but of intrusion 

and layering that multiplies voices, but also perspectives. Through a close examination of a number 

ofàĐoŵiĐs,àiŶĐludiŶgàáŶŶàMaƌieàFleŵiŶg͛sà‹heàMagiĐalàLifeàofàLoŶgà‹aĐkà“aŵàaŶdàáƌtà“piegelŵaŶ͛sàIŶà
the Shadow of No Towers, I will address the storytelling function of the use of other types of images 

in comics. The placement, frequency, and repetition of these images will be considered alongside the 

degƌeeàofàĐaƌtooŶiŶg͛sàeŶgageŵeŶtàǁithàtheŵàtoàdeteƌŵiŶeàhoǁàtheǇàĐoŶtƌiďuteàtoàtheàŵeaŶiŶgàofà
the storyworld.
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La ƌeǀue illustƌĠe Đoŵŵe lieu d'eǆpositioŶ ǀiƌtuelle : les eǆpositioŶs de la “eĐtioŶ d͛or dans De Stijl 

et Sélection 

LaàpƌĠseŶteàƌĠfleǆioŶàĠŵaŶeàd͛uŶeàƌeĐheƌĐheàeŶàĐouƌs,àsuďǀeŶtioŶŶĠeàpaƌàleàCoŶseilàdeàƌeĐheƌĐhesà
eŶà“ĐieŶĐesàhuŵaiŶesàduàCaŶada,àsuƌàlesàeǆpositioŶsàtaƌdiǀesàdeàlaà“eĐtioŶàd͛oƌ.àPƌĠseŶtĠesàeŶtƌeà
mars 1920 et mai 1922 dans huit ǀillesàeuƌopĠeŶŶesàsousàlaàďaŶŶiğƌeàd͛uŶeàassoĐiatioŶàhoŵoŶǇŵe,à
ces expositions itinérantes à géométrie variable réunirent des figures associées à diverses formes 

d͛eǆpƌessioŶàdeàl͛aƌtàŵodeƌŶeà:àleàĐuďisŵeàd͛aǀaŶt-guerre (Braque, Gleizes, Marcoussis, Villon), le 

néo-plasticisme hollandais (Mondrian, Van Doesburg, Huszar), le futurisme italien (Balla, Russolo, 

PƌaŵpoliŶiͿ,àl͛aǀaŶt-garde russe (Archipenko, Gontcharova, Larionov), etc. La communication tentera 

d͛ĠĐlaiƌeƌàsousàuŶàjouƌàŶeufàĐeƌtaiŶsàusagesàetàfoŶĐtioŶsàdeàlaàƌeǀueàillustƌĠeàăàl͛auďeàdesàaŶŶĠesà
ϭϵϮϬ.àL͛Ġtude,àƋuiàs͛attaĐheƌaàăàlaàĐouǀeƌtuƌeàdesàeǆpositioŶsàdeàlaà“eĐtioŶàd'oƌàdaŶsàlesàƌeǀuesàDeà
“tijlàetà“ĠleĐtioŶ,àŵoŶtƌeƌaàĐoŵŵeŶtàl͛iŶteƌpĠŶĠtƌatioŶàdesàĐaŶauǆàaƌtistiƋuesà;ƌeǀues,àassoĐiatioŶs,à
galeƌiesͿàaàĐoŶtƌiďuĠàăàƌĠgĠŶĠƌeƌàleàŵilieuàdeàl͛aƌtàeuƌopĠeŶàapƌğsàleàtƌauŵatisŵeàdeàlaàGƌaŶdeà
Gueƌƌe.àL͛aŶalǇseàƌĠǀğleƌaàdesàĠlĠŵeŶtsàsuƌàl͛oƌgaŶisatioŶàdesàeǆpositioŶsà– les animateurs des 

périodiques sélectionnés jouèrent en effet un rôle dans la réalisation et la diffusion de celles-ci. Nous 

verrons que de manière différente, mais concomitante, chaque revue fut même utilisée comme un 

espaĐeàd͛eǆpositioŶàǀiƌtuelle.àLaàĐoŵpaƌaisoŶàeŶtƌeàlaàĐĠlğďƌeàƌeǀueàŶĠeƌlaŶdaiseàetàleàďulletiŶàdeàlaà
galerie bruxelloise Sélection permettra aussi de comprendre comment, via de telles pratiques, ont pu 

seàŵettƌeàeŶàplaĐe,àĠǀolueƌàetàs͛eŶtƌeĐƌoiseƌàplusieuƌsàgƌoupesàd͛aƌtistesàdaŶsàleàĐoŶteǆteàstiŵulaŶtà
d͛uŶàǀasteàƌĠseauàtƌaŶsŶatioŶal.
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Esthétique de la reproductibilité : le synthétisme dans les revues de la Belle-Époque 

La fin du XIXe siğĐleàpeutàġtƌeàĐoŶsidĠƌĠeàĐoŵŵeàl͛aĐhğǀeŵeŶtàd͛uŶàeŶseŵďleàdeàpƌoĐessusàdeà
sǇstĠŵatisatioŶàetàdeàƌatioŶalisatioŶàdesàteĐhŶiƋuesàdeàpƌoduĐtioŶàetàdeàdiffusioŶàdeàl͛iŵpƌiŵĠà:àauà
niveau technique, la mise au point des procédés de reproduction photomécanique rendant possible 

laàƌepƌoduĐtioŶàăàfaiďleàĐoûtàetàsaŶsàpeƌteàd͛iŶfoƌŵatioŶàdesàiŵagesàetàdesàteǆtesà;àauàŶiǀeauà
ƌhĠtoƌiƋue,àlaàǀaloƌisatioŶàdesàfoƌŵesàsiŵples,àdiƌeĐtes,àaugŵeŶtaŶtàl͛effiĐaĐitĠàĐoŵŵuŶiĐatioŶŶelleà;à
auàŶiǀeauàdeàlaàdiffusioŶ,àl͛appaƌitioŶàd͛uŶeàĐultuƌeàdeàlaàƌĠappƌopƌiatioŶ,àdeàlaàĐoupuƌeàdeàpƌesse,à
deàl͛eǆtƌait,àduàplagiat,àfoŶĐtioŶŶaŶtàdeàŵaŶiğƌeàǀiƌaleàpaƌàlaàƌepƌoduĐtioŶàdeàfƌagŵeŶtsàteǆtuelsàetà
ǀisuelsàăàtƌaǀeƌsàlaàpƌesse.àCesàpƌoĐessusàdoŶŶeŶtàŶaissaŶĐeàăàĐeàƋu͛oŶàpouƌƌaitàŶoŵŵeƌàuŶàstyle 

sǇŶthĠtiste,àƋuiàs͛iŶĐaƌŶeàpaƌtiĐuliğƌeŵeŶtàdaŶsàleàtƌaitàsiŵplifiĠàdesàĐaƌiĐatuƌistes.àLesàĠĐƌiǀaiŶsàetà
aƌtistesàd͛aǀaŶt-gaƌde,às͛ilsàĐƌitiƋueŶtàsouǀeŶtàlaàĐultuƌeàŵĠdiatiƋueà;l͛aďoŵiŶatioŶàduàJouƌŶalàseloŶà
MallaƌŵĠͿ,às͛appƌopƌieŶtàpouƌtaŶtàĐesàoutils pour les mettre au centre de leur esthétique. Que ce 

soit par leur quête intense de la « bombe » textuelle (provocations anarchistes de Tailhade, « Merdre 

»àƌeteŶtissaŶtàdeàJaƌƌǇ,àpƌotestatioŶsàetàduelsàeŶàsĠƌieͿ,àleuƌsàpƌatiƋuesàd͛ĠĐƌituƌeàetàdeàĐƌĠation 

fondées sur le collage et la vitesse (Apollinaire, les prémisses du futurisme) ou le perfectionnement 

deàl͛oďsĐuƌitĠ,àilsàƌepƌeŶŶeŶtàetàpeƌfeĐtioŶŶeŶtàlesàŵĠĐaŶisŵesàdeàlaàĐoŵŵuŶiĐatioŶàƌĠĐlaŵiste.à
Fragmentation, simplicité, provocation, autant de caractĠƌistiƋuesàdestiŶĠesàăàfaiƌeàpaƌleƌàd͛euǆàetàăà
aĐĐĠlĠƌeƌàlaàĐiƌĐulatioŶàdeàleuƌàpƌoduĐtioŶ.àLeàdĠǀeloppeŵeŶtàd͛outilsàiŶfoƌŵatiƋuesàdeàƌepĠƌageàdesà
ƌepƌoduĐtioŶsàteǆtuellesàetàǀisuellesàpeƌŵetàd͛aŶalǇseƌàleàfoŶĐtioŶŶeŵeŶtàdeàĐetteàpƌesseà:àoŶà
cherchera à observer les circuits de diffusion des textes et des images synthétistes et à dégager les 

critères définitoires de cette esthétique afin de comprendre ce qui rend certains objets plus 

ƌepƌoduĐtiďlesàƋueàd͛autƌes.
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Le haut-de-forme à l'ombre d'âne : reproduction, humour et (auto-)ironie 

Le Hanneton, journal des toqués, ne donne pas à voir les événements ou les visages de manière 

ƌĠaliste,àŵaisàaďoŶdeàeŶàƌepƌĠseŶtatioŶsàdeàl͛iŶseĐteàĠpoŶǇŵe,àtoutàĐoŵŵeàilàestàpƌodigueàeŶàjeuǆà
de mots liés à ce fétiche (rubriques « Bourdonnements », « Les théâtres à vol de hanneton », etc.). 

Nombreuses et diverses, les vignettes représentant le coléoptère sont pourtant réutilisées à 

plusieuƌsàƌepƌises.àDiĐtĠàpaƌàl͛ĠĐoŶoŵie,àĐeàgesteàestàĠgaleŵeŶtàiŶtiŵeŵeŶtàliĠàăàlaàŶatuƌeàŵġŵeàdeà
l͛huŵouƌà:àlaàƌĠpĠtitioŶ,àlaàƌeĐoŶŶaissaŶĐeàet la subversion. Ainsi, trois hannetons escaladent des 

ĠĐhellesàpouƌàŵoŶteƌàjusƋu͛eŶàhautàd͛uŶeàŵuƌailleà– suggérée par le blanc de la page – un cadre, qui 

recevra tantôt un simple titre de rubrique (« petite correspondance »), tantôt un avis humoristique 

plusàĠlaďoƌĠà;eŶàpaƌtiĐulieƌ,à«aǀisàdeàƌeĐheƌĐheàd͛uŶàĐoŶtƌiďuteuƌàĠgaƌĠ»Ϳ.àLaàĐhaƌgeàludiƋueàdeàĐeà
dispositif scripto-visuel est fondée autant sur la régularité de la reproduction du motif (qui va de pair 

avec la régularité de consultation de la part du leĐteuƌͿàƋueàsuƌàlaàǀaƌiatioŶ.àL͛auto-ironie du journal 

se conjugue avec la représentation caricaturale des personnalités du monde médiatique ou culturel. 

Parfois entourés des périodiques et de leurs lecteurs (ex. : Émile de Girardin, Hippolyte de 

Villemessant), ces portraits-ĐhaƌgesàsoŶtàsouǀeŶtàaĐĐoŵpagŶĠsàd͛uŶàfaĐ-siŵilĠàd͛uŶeàlettƌeà
autoƌisaŶtàleuƌàƌepƌoduĐtioŶ.à‘ĠuŶissaŶtàsuƌàuŶeàpageàlaàphǇsioŶoŵieàĐaƌiĐatuƌĠeàetàl͛ĠĐƌituƌeà
pƌĠteŶduŵeŶtàŵaŶusĐƌiteàduàpeƌsoŶŶage,àĐeàŵĠdiaàs͛iŵpƌoǀiseàeŶàiŶteƌŵĠdiaiƌeàet stimule la 

réflexion méta-médiatique de ses lecteurs. Mais qui est ce personnage de dos dont le haut-de-forme 

jetteàuŶeàoŵďƌeàauǆàoƌeillesàd͛ąŶeà?
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Les dessins en mouvement : le cas de la revue Espiral à Bogotà (1944-1976) 

OŶàs͛iŶtĠƌesseàauǆàƌappoƌtsàeŶtƌeàteǆte et image dans la revue la plus importante de Colombie, 

Espiral, créée par un espagnol, expatrié à la suite de la guerre civile. Cette communication analyse les 

liens entre image (dessin, photographie, gravure, peinture) et texte (conte, critique, poésie) dans la 

seconde moitié du siècle en Colombie, afin de réfléchir aux dialogues entre des écrivains et des 

dessinateurs, tels que Garcia Márquez et Alejandro Obregon. Les rapports entre rédacteurs et 

dessinateurs nous intéressent particulièrement étant donné que Clemente Airó (le fondateur) était 

lui-ŵġŵeàĠĐƌiǀaiŶ,àĠditeuƌ,àdessiŶateuƌàetàƋu͛ilàaàĠgaleŵeŶtàĐƌĠĠàuŶeàgaleƌieàd͛aƌt.àCoŵŵeŶtàseà
dĠƌoulaieŶtàlesàdialoguesàeŶtƌeàluiàetàlaàjeuŶeàgĠŶĠƌatioŶàĠŵeƌgeŶteàeŶàColoŵďieàaǀaŶtàl͛aƌƌiǀĠeàdeà
Marta Traba ? 
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La tentation de saint Antoine de Jérôme Bosch : un grimoire à ré-interpréter 

Le triptyque de BosĐhàestàuŶeàdesàœuǀƌesàlesàplusàĠŶigŵatiƋuesàdeàl͛histoiƌeàdeàl͛aƌtàƋuiàŶ͛aàƌeĐueillià
auĐuŶàĐoŶseŶsusàaupƌğsàdesàeǆĠgğtesàlesàplusàƌeŶoŵŵĠs.ààOŶàǇàlutàlesàƌĠĐƌiŵiŶatioŶsàd͛uŶàŵoƌalisteà
chrétien envers le vice, une polémique proto-protestante contre la coƌƌuptioŶàdeàl͛Église,àuŶeà
apologie de la magie hermétique, un manifeste hérétique (des Cathares ou des Adamites), voire 

l͛illustƌatioŶàd͛uŶàƌeŵğdeàĐoŶtƌeàleà«àfeuàdeàsaiŶtàáŶtoiŶeà»,à«àfeuàaƌdeŶtà»àouà«àeƌgotisŵeà»àƋuià
pouvait causer des convulsions et desàhalluĐiŶatioŶs.àL͛œuǀƌeàaàĠtĠàdĠĐhiffƌĠeàĐoŵŵeàuŶàgƌiŵoiƌeàouà
comme un hiéroglyphe. Chaque élément fut lu comme un symbole, dont les sources remontent au 

folkloƌe,àauǆàtaƌots,àăàlaàŶĠĐƌoŵaŶĐie,àăàl͛alĐhiŵie,àăàlaàĐaďale,àăàlaàBiďle,àauàMalleusàMalefiĐaƌum. 

ChaƋueàfiguƌe,àloiŶàd͛ġtƌeàleàfƌuitàduàdĠliƌeàouàdeàl͛iŶĐoŶsĐieŶtàtouƌŵeŶtĠàduàpeiŶtƌe,àtƌaduiƌaitàdeà
façoŶàǀisuelleàlesàŵalĠdiĐtioŶsàatƌoĐesàduàDeutĠƌoŶoŵe,àdesàPƌophĠtiesàetàdeàl͛ápoĐalǇpse,àlesà
coutumes grotesques du Carnaval ou les croyances que Bosch partageait avec ses contemporains. 

L͛iŶfiŶitĠàdeàdĠtailsà–  lettƌesàd͛uŶeàlaŶgueàdoŶtàŶousàigŶoƌoŶsàl͛alphaďetà– font de cette Tentation de 

Lisbonne un grimoire dont le code doit être sans cesse réinventé.
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Paper Gods. Tradition and Innovation in the Representation of the Sacred among the Otomies of 

the Eastern Highlands (Mexico) 

The Eastern Highlands Otomies are among those few ethnic groups who still use paper-cut figures to 

represent the extra-human entities they worship. These figurines—as well as all the paraphernalia 

involved in the ritual practice—testify a peculiar aesthetic ideology constantly developing on the 

basis of a dialectical tense between tradition and innovation. In fact, if on the one side the 

indigenous exegesis states the invariable character of these kind of representation, on the other an 

historical analysis (Sandstorm 1981; Sandstorm – Sandstorm 1986; Galinier 1990) attests a 

considerable variability through space and time depending on the tastes, bents and aesthetic ideals 

ofàtheàĐoŵŵuŶitǇàasàǁellàasàofàtheàsiŶgleàƌitualàspeĐialistàiŶàĐhaƌgeàofàtheàƌitualàpeƌfoƌŵaŶĐe͛sàŵise-

en-scène. According to this matter of fact, the aim of this paper will be to show how the 

representation and reproduction of the sacred might be interpreted as a way to (re-)produce cultural 

identity, underling how reproduction might serve as a mnemonic device and highlighting the 

aesthetic horizon implied in symbolic action. More specifically, variations and resemblances  will be 

analysed in order to point out how repetition might be innovative and innovation repetitive (Eco 

ϭϵϴϱͿ,àďothàdealiŶgàǁithàaàseƌiesàofà͟ŶatuƌalàsǇŵďols͞à;DouglasàϭϵϳϬͿàthat,àatàtheiƌàŵiŶiŵalà
components, serve as matrices for further  elaborations and representations.
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Identity Matters: 'Originals' and 'Copies' in Literary Works Focusing on the Theme of the Double 

This paper offers to address the theme of originality and authenticity from the perspective of literary 

works focusing on the theme of the double (Doppelgänger). Works focusing on this theme present a 

protagonist who encounters his/her double. This encounter often casts the protagonist(s) into a 

thorough investigation of one's authenticity in view of the identical other. One tends to see oneself 

asàeitheƌàtheàoƌigiŶàoƌàtheàĐopǇ,àǁhiĐhàhasàseǀeƌeàiŵpaĐtàoŶàoŶe͛sàselfàiŵageàaŶdàideŶtitǇ.àIŶàfiĐtioŶ,à
this inner conflict often has an external manifestation in terms of an open struggle between the two. 

In addition, the identity between the two frequently tempts at least one of the latter to pass 

him/herself off as the other. The motives behind doing so range from exploring different life 

conditions to discovering better opportunities. The act of impersonation has a significant impact on 

both the figures involved in it and their surroundings. 

The paper will analyze stances of such literary (and psychological) reproduction which occur in 

literary works focusing on theme of the double—as exemplified, e.g., in Dostoyevsky (1846), Twain 

(1881), Millas (1990), Saramago (2002) – in order to reveal the means protagonists use to verify their 

originality and the emotional impact of such a reflective investigation on their self-image, as well as 

theàpossiďleàďeŶefitsàtheǇàŵaǇàdeƌiǀeàfƌoŵàpossessiŶgàaà͟selfàƌepƌoduĐtioŶ͞.
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Capturing gesture: illustrations to dance narratives for the Beaumont Press 

The aim of this paper is to explore Modernist illustrations to narratives on dance and to examine the 

interplay of word and image in the reproduction of gesture. I will determine how these pictures 

encapsulate modern attitudes to gesture—ďeàitàtheàdaŶĐeƌ͛sàŵoǀeŵeŶtsàoƌàtheàdƌaughtsŵaŶ͛sà
graphic handwork—and how this contributed to challenge and redefine the art of illustration. 

The reproduction of gesture became a crucial aesthetic concern in the realm of illustration at a time 

ǁheŶàtheàƌepƌoduĐtioŶàofàtheàaƌtist͛sàĐƌeatiǀeàhaŶdǁoƌkàǁasàfuŶdaŵeŶtallǇàalteƌedàďǇàtheà
introduction of photomechanical processes. This brought to the fore the status of the creative 

gesture as marker of originality and singularity. Significantly, illustrations of modern dance narratives 

have a meta-kinesthesic dimension. Not only do they represent gesture but they also encode the 

intentionality and energy of the creative gesture that brought them to life. 

In order to explore the paradoxical attempt to reproduce the energy as well as the transient and 

performative aspect of gesture, I will look at Impressions of the Russian Ballet published by the 

Beaumont Press (1918-1922)—a private press set up by Cyril Beaumont who became a leading dance 

critic and historian—aŶdàIàǁillàfoĐusàoŶàEthelďeƌtàWhite͛sàĐoŶtƌiďutioŶsàiŶàL͛OiseauàdeàFeu,à‹heà
Three-Cornered Hat and Thamar (1919). 

‹hisàƌeseaƌĐhàdƌaǁsàoŶà‹iŵàIŶgold͛sàaŶthƌopologiĐalàappƌoaĐh,à‘oďiŶàVedeƌ͛sàeǆploƌatioŶàofà͞kiŶ-

aesthetiĐàŵodeƌŶisŵ͟àaŶdà“usaŶàJoŶes͛sàwork on Modernist literature and dance.
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A Carracci Venus and the Stuart Court 

In an illustrated twenty-ŵiŶuteàtalkàI͛dàlikeàtoàposeàsoŵeàƋuestioŶsàaďoutàǁhǇàaàliŶeaƌàseatedàVeŶusà
associated with the Carracci academy should be reproduced in several forms at the Stuart court 

during the Restoration.  The paintings depict Venus at her toilette and reflect the rivalry of Venus and 

Diana for the heart of Adonis.  As Ovid tells it, Diana has already seen to the death of Adonis even as 

Venus prepares to visit him.  Anne Killigrew, maid of honor to Mary of Modena, painted a "Venus 

Attired by the Graces" after Annibale Carracci and his student Francesco Albani.  John Blow 

presented an opera called "Venus and Adonis" at the court of James II where the graces dance a 

gavotte around the goddess.  And Aphra Behn penned a coronation ode for James and Mary in which 

"Nymphs ply all their Female arts / To dress [Venus] for Her victory of hearts."  Clearly, the 

iconography of Venus at her toilette is a visual-verbal narrative that the court enjoyed in multiple 

forms -- as choral song, narrative painting, and commemorative verse.  But why?    

In a recent monograph I've traced the iconography back to the chaste Uranian goddess of Pausanius 

aŶdàfoƌǁaƌdàtoàáleǆaŶdeƌàPope'sà"‘apeàofàtheàLoĐk."àà‹heàĐoŶŶeĐtioŶàfiguƌesàiŶàPope͛sàeŶgƌaǀedà
frontispiece, in the toilette scene ending canto one, and the final metamorphosis of the lock into a 

star sacred to Venus.  Is Pope's poem a lament for a lost ideal of linear beauty? 
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Disseminating the narrative of crime and retribution: on the relation of Chinese folk prints and their 

sources in theatre, literature and criminal cases. 

A group of Chinese sheet prints produced by thousands of inexpensive editions between 19th and 

early 20th centuries presents itself to a European eye as a prototype of modern comic strips. Both in 

their visual form of image boxes or tableaus, each containing a separate part of a narrative and 

supplemented by supporting text, and in their wide dissemination among the population, they are 

strikingly reminiscent of their Western counterparts.  In late imperial China and even during the early 

years of the Chinese Republic real or fictional criminal narratives were eagerly appropriated into the 

cultural matrix, as literary storylines, theatrical plots, popular imagery and into oral storytelling, 

supported by pictorials.  

Basing on a case study of a rare unpublished print from the collection of the Rietberg museum 

eŶtitledà͞‘etƌiďutioŶàfoƌàKilliŶgàOŶe͛sà“oŶ͟à;“haàziàďaoà殺子報), I propose to discuss the phenomena 

ofàtheà͞ĐƌiŵeàaŶdàƌetƌiďutioŶ͟àiŵageƌǇàiŶàChiŶeseàpopulaƌàĐultuƌe.à‹heàsouƌĐeàofàthisàpaƌtiĐulaƌà
narrative was a novel, which, in its turn, was based on a real incident that occurred between 1875-

1909 in Tongzhou. Itàis,àhoǁeǀeƌ,àdiffiĐult,àtoàassessàǁhetheƌàtheàpopulaƌàiŵageƌǇàofàtheà͞soŶ-

ŵuƌdeƌ͟àĐasesàǁasàiŶspiƌedàdiƌeĐtlǇàďǇàtheàŶoǀelàoƌàƌatheƌàďǇàŶuŵeƌousàtheatƌiĐalàpieĐesàďasedàoŶà
the same narrative.   

A discussion of the inherent iconographic conventions of such prints and the fluid essence of their 

source narratives strives to (re)-consider their nature as reproduced narrative illustrations or as 

visual renditions of related theatrical performances.
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Manchu Lotus Flowers on Photographic Paper: Empress Cixi between Text and Image 

In 1857 the Empress Dowager Cixi (慈禧, 1835-1908) became regent in the name of the four years 

old Emperor Guangxu (光緒). Cixi regarded her painted and photographic portraits as important 

vehicles to promote the Qing Dynasty, and to fashion a new image of herself as a capable ruler. My 

paper will thus analyze two portraits of the Empress made at the beginning of the twentieth century 

by the new appointed court photographer, Xun Ling (勛齡, 1874-1943). The first picture shows Cixi 

and her attendants on a barge on the imperial Zhonghai lake in Beijing, dressed as Guanyin, the 

bodhisattva of mercy; and the second, inside the Forbidden City, represents the Empress in the guise 

ofàáǀalokiteśǀaƌa,àtheàďodhisattǀaàofàĐoŵpassioŶ.à‹hisàĐoupleàofàphotogƌaphsàǁeƌeàstagedàiŶàoƌdeƌà
to present Qixi as living embodiment of Buddhist divinities, and therefore required a detailed 

masquerade, framed by written characters stating her identity, or standing as auspicious symbols. 

The present study will explore how, under the surface of a theatrical composition, such 

representations are grounded in the dialogue between the literary and the photographic, and hint to 

a specific need to harmonize the traditional (gudai, 古代 liteƌallǇà͚aŶĐieŶt͛ͿàtoàtheàŵodeƌŶà;ǆiaŶdaià
現). From this perspective the new medium of photography may be seen as a vehicle for creating a 

ƌeǀeƌďeƌatioŶàthƌoughàǁhiĐhàtheàǁƌitteŶàsigŶàďeĐoŵesàtaŶgiďleàeleŵeŶtàofàtheàsitteƌ͛sàĐoƌpoƌealà
reality.
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Photography as a poetic machine: Notes on ChƌistiaŶ DotƌeŵoŶt͛s ͞logoŶeiges͟. 

IŶàϭϵϲϯ,àtheàpoetàaŶdàpaiŶteƌàChƌistiaŶàDotƌeŵoŶtàďegaŶàtoàĐoŶtƌiǀeàhisà͞logoŶeiges͟àduƌiŶgàaà
number of trips across Lapland, a country with whose runic writing he was fascinated. The term 

͞logoŶeige͟àƌefeƌsàtoàaàkiŶdàofàaƌtǁoƌkàǁhiĐhàtakesàtoàtheàliŵitàtheàŶotioŶàofà͞logogƌaŵŵes͟,àhǇďƌidà
creations where calligraphy and verse are confronted. By means of these artworks, the white of the 

papeƌàisàƌeplaĐedàǁithàtheàiŶfiŶiteàǁhiteŶessàofàLaplaŶd͛sàlaŶdsĐape,àǁheƌeàtheàiŶsigŶificant strokes 

getàlostàiŶàtheàsŶoǁ.àIŶdeed,àtheà͞logoŶeige͟àǁouldàdisappeaƌàifàaà͞seĐoŶdàǁƌitiŶg͟àǁeƌeàŶotàadded:à
the photographs themselves, which both preserve and double the work. This type of writing is so 

reproduced thanks to this double character which could connect by contacting, as an index, the 

handwritten with the artificial, the ephemeral with the permanent, the spontaneous with the 

automatic. By analyzing alongside Roland Barthes and Jacques Derrida, together with the writings of 

Dotremont, this papeƌàpƌoposesàthatàphotogƌaphǇàis,àiŶàtheà͞logoŶeiges͟,àŶotàoŶlǇàaàŵeƌeàǁhitŶessà
but, on the contrary, a poetic tool, which does not only reproduce but re-produces the poetic sense 

of the work. Thus, when does the poetic operation come to an end? We want to develop a reflection 

oŶàthisàŵultipleàtiŵeàthatàĐƌeatesàdouďle,àeǀeŶàtƌipleàǁƌitiŶgsàĐoŵpaƌedàǁithà͞logogƌaŵŵes͟,à
atteŵptiŶgàtoàpƌoǀeàtheàpoetiĐalàƌeaĐhàofàthisàsiŶgulaƌàŵaĐhiŶeàďǇàǁhiĐh,àiŶà͞logoŶeiges͟,àaàdiffeƌeŶtà
sign would be added.
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Le littéraire au risque des images chez Julio Cortázar 

ápƌğsàl͛eǆpĠƌiŵeŶtatioŶàfoƌŵelleàdeàMaƌelleà;ϭϵϲϯͿ,àoùàilàǇàaàplusieuƌsàƌĠfĠƌeŶĐesàăàl͛uŶiǀeƌsàdesà
iŵages,àl͛ĠĐƌiǀaiŶàaƌgeŶtiŶàJulioàCoƌtĄzaƌàĐoŶtiŶueàăàiŶǀeŶteƌàdesàliǀƌesàƋuiàƌadiĐaliseŶtàl͛ĠĐƌituƌeà
entre le déchiffrage et la visualisation, comme Le tour du jour en quatre-vingts mondes (1967), 

DeƌŶieƌàƌouŶdà;ϭϵϲϵͿàetà‹eƌƌitoiƌesà;ϭϵϳϴͿ.àCesàœuǀƌesàŵetteŶtàauàjouƌàuŶeàesthĠtiƋueàduàfƌagŵeŶt,à
du montage et du collage de différents textes et images, en faisant appel à un «lecteur ingénieur» 

capableàdeàdessiŶeƌàsoŶàpƌopƌeàpaƌĐouƌsàetàd͛ĠtaďliƌàdesàlieŶsàeŶtƌeàlesàĠlĠŵeŶtsàteǆtuelsàetàǀisuels.à
âàpaƌtiƌàd͛uŶeàappƌoĐheàiŶteƌŵĠdial,àƋuiàpƌĠsupposeàl͛espaĐeàhǇďƌideàetàdǇŶaŵiƋueàeŶtƌeàlesà
diffĠƌeŶtsàaƌts,àăàĐetteàĐoŶfĠƌeŶĐeàŶousàdisĐuteƌoŶsàl͛iŵpaĐtàdeàl͛iŶtĠgƌatioŶàeŶtƌeàleàteǆteàetàl͛iŵageà
ăàlaàĐƌĠatioŶàdeàŶouǀeauǆàŵodesàd͛ĠĐƌituƌeàetàdeàleĐtuƌe.àDaŶsàĐeàseŶs,àŶousàsouligŶoŶsàlaàpeŶsĠeàdeà
Vilém Flusser (1984) et de Silvestra Mariniello (2011). Le premier propose une réflexion sur la crise 

de la linéaritĠàƌĠsultaŶtàdeàlaàlaƌgeàdiffusioŶàdesàiŵagesàteĐhŶiƋuesàapƌğsàl͛iŶǀeŶtioŶàdeàlaà
photographie, déclarée par lui comme la plus grande révolution après l'invention de l'écriture. 

MaƌiŶiello,àƋuaŶtàăàelle,àĐoŶsidğƌeàƋueàleàdisĐouƌsàs͛ouǀƌeàauàǀisiďleàetàlaàǀisualité devient discursive 

aǀeĐàl͛aǀğŶeŵeŶtàdeàl͛iŵageƌieàauàXXeàsiğĐle.àDaŶsàĐeàseŶs,àCoƌtĄzaƌàďouleǀeƌseàlesàfƌoŶtiğƌesàduà
texte, et parfois de la page et du livre, et expose le discours littéraire au risque des images.
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Reflections on some Photo-books 

My proposal wants to highlight a specific editorial product, the authorial photo-book published in 

Italy, in which text and image are associated to create new levels of signification: photography, 

reproduced in a photo-book, is frequently subject to reframing and cutting operations that can be 

explained by reference to the text, caption or introductory essay. In particular I intend to focus my 

attention on the relationship between photographer and writer in the publication of Italian photo-

books: does the writer always understand the reasons of photography? In fact it is well known the 

interest that some important figures of Italian literature give to photographic themes in their literary 

works, still not entirely clear is the contribution they have made to the development of the authorial 

photo-book. So, as final case-study, I want to examine a number of photo-books realized by the 

photographer Giuseppe Leone, born in Ragusa in 1936, with three Sicilian writers Leonardo Sciascia, 

Gesualdo Bufalino and Vincenzo Consolo to draw some conclusion about the relationship between 

photography and literature in the singularity editorial of photo-book.
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Writing(?) Sex and the Corpo-‘eal: AŶŶie EƌŶauǆ aŶd MaƌĐ Maƌie͛s L͛Usage de la Photo 

I will discuss Annie Ernaux and Marc Maƌie͛sàauto-photo-teǆt,àL͛UsageàdeàlaàPhoto,àfoĐusiŶgàoŶàtheà
photogƌaphsàaŶdàEƌŶauǆ͛sàaĐĐoŵpaŶǇiŶgàĐoŵŵeŶtaƌies.àIàǁillàaƌgueàthatàEƌŶauǆàeǆploitsàtheà
oscillation between photographic and textual representations of sex and the body to incorporate 

multiple facets of sexual experience, blur temporal spaces and problematize the photo-text binary 

itself.àOŶàtheàoŶeàhaŶd,àEƌŶauǆàpƌoŵotesàphotogƌaphs͛àaďilitǇàtoàstillàtheàpastàďǇàaĐtiŶgàasàtƌaĐesàofà
ĐoƌpoƌealàeǆpeƌieŶĐe,àaŶdàtoàiŶfoƌŵàheƌsàaŶdàMaƌie͛sàfutuƌeàseǆual experiences too. In addition, 

photographs remediate clichés and tropes privileged in the media and pornography, and act as 

poƌtalsàtoàtheàƌeadeƌs͛àpeƌsoŶalàŵeŵoƌiesàofàpastàĐoƌpoƌealàaŶdàseǆualàeǆpeƌieŶĐe.àOŶàtheàotheƌà
hand, the photographs selected by Marie and Ernaux (typically of discarded clothes) often reveal less 

of the there-and-then of bodily or sexual experience than the written text, which privileges instead 

EƌŶauǆ͛sàpeƌsoŶalàaffiliatioŶàǁithàtheàgiǀeŶàphotogƌaphsàspeĐifiĐallǇ.à‹heƌeàisàthusàaàhierarchy at stake 

between the intended meaning of the photograph articulated by Ernaux in her commentaries, and 

those additional ones brought forward by the reader/viewer, which are often at odds with one 

another. Ultimately, neither takes precedence. On the contrary, they are involved in a mutual value 

eǆĐhaŶge.àIŶàthisàǁaǇ,àMaƌieàaŶdàEƌŶauǆ͛sàphoto-text allows for a more nuanced representation of 

sexual and corporeal experience than photographic or textual representation alone, and makes us 

rethink the question of authorial intention, meaning and authenticity.
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The Photo-literary Book 

Within the incredibly prolific realm of photo-books the paper aims at exploring the sub-genre of 

photo-literary books, where text is a fundamental element in the narrative, not a mere introduction 

or essay on the photoworks. The idea is to analyse the diverse and promiscuous nature of this sub-

genre of photo-ďooks,àǁheƌeà͚ǁoƌdàaŶdàiŵageàďeĐoŵeàpaƌtŶeƌàiŶàaàdaŶĐe͛,àasàpoiŶtedàoutàďǇà
Horacio Fenrnández in his seminal The Latin American Photobook (New York: Aperture, 2011), 

through a selection of historical and contemporary case studies. From ancillarity to complicity the 

paper intends to investigate the relationship between textual and visual materials in photo-literary 

ďooks,àfoĐusiŶgàoŶàŶotioŶsàofàauthoƌship,à͚photophoďia͛,à͚ĐodiŶgàdisoƌdeƌ͛,àiŵpaĐtàoŶàtheàƌeadeƌ,àaŶdà
tracing their evolution from the nineteenth century to nowadays. The case studies include: 

publications where the author of the photographs and of the texts coincides, like Peter Henry 

Emerson and Larry Sultan; books where the photographs can be anonymous - or their authorship is 

not so important or not credited—ǁhileàaàŵajoƌàpoetàhasàǁƌitteŶàtheàteǆt,àlikeàBeƌtoldàBƌeĐht͛sà
Kriegsfibel (War Primer); examples of predominance of photography on text and vice versa, where 

either the text functions as mere photo-caption or photography as mere illustration. The paper will 

also touch upon recent publications characterised by a subtle—at times subversive—cooperation 

between images and words, such as Italian contempoƌaƌǇàphotoaƌtistàFƌaŶĐesĐaàCatastiŶi͛sàďookàoŶà
the mysteries and misunderstandings of Anatomy, The Modern Spirit Is Vivisective.
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Promenades poétiques et daguerriennes—Bellevue: Photography and/as Narrative 

In 2013 the Bibliothèque nationale published in book form a digitized copy of Promenades poétiques 

et daguerriennes—Bellevue by Louis-Auguste Martin. The selection of this 1850 work was no doubt 

due to the fact that it is one of the earliest efforts to combine photographs with text, a topic I 

addressed in a 2011 article in History of Photography. The emphasis in that article was on situating 

Bellevue within the context of early efforts to encourage the creation of a photographic printing 

establishment in France.  

For this paper I want to shift from viewing Bellevue as an explicit demonstration of the potential of 

combining photographs with text to their implicit relationship. In the text/poem Martin narrates his 

trip by railway from Paris to the nearby village of Bellevue. Unlike William Henry Fox Talbot's The 

Pencil of Nature (1844-46), in which the tipped-in photographs are referred to as "Plates" and 

presented as both "Contents" and "Illustrations", Martin inserts his photographs between the lines of 

the poem to which they correspond. This arrangement tethers the images to the text to a certain 

extent, but they do not act as mere illustrations. What then is their relationship to Martin's 

narrative? How do they contribute to the meanings of the work? 

This paper addresses these questions by teasing out the implications of the statement made by one 

of Martin's fellow Société héliographique members that photography, like writing, is a means of 

rendering thought.
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"Groet uit Java": Picture Postcards and the Meaning of Photography 

 

Images from the Dutch East Indies (present-day Indonesia) have been legitimizing Dutch colonial 

activity since the seventeenth century. Especially nineteenth century-photography was used to 

repress indigenous populations and to demonstrate Dutch authority on the archipelago. 

Nevertheless, it was not photography but the reproduction of photographic images that made the 

colony a place to be seen. Throughout the  nineteenth century only few local studios took pictures of 

the Dutch East Indies and even fewer photo albums travelled back to the Netherlands in the luggage 

of retired colonial staff to stay in the private space of the family. It was not until the introduction of 

mass-reproduced images around 1900 that the visibility of the colony drastically increased. 

This paper examines topographical picture postcards from colonial Java. In extending postcolonial 

ƌeseaƌĐhàoŶàƌepƌeseŶtatioŶsàofàiŶdigeŶousà͞Otheƌs,͟àtheàpaper will argue that photographs of 

colonial space around 1900 could only be understood in specific visual or textual framings as 

provided by the postcard which combined existing imagery with European postcard-designs and 

textual information. Secondly, these postcards did not only use European iconography but were 

themselves produced in Western countries and sent back to the Indies–before travelling from colony 

toà͚ŵotheƌlaŶd͛àasàiĐoŶsàofàDutĐhàiŵpeƌialisŵ.à 

As famous colonial representations, picture postcards shaped the image of the Indies as well as the 

image of early photography itself. Furthermore, they are proof of transpacific networks in terms of 

reception and production circulating between photographers, printers and viewers as objects and 

representations at the same time.
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A Magic Snuffbox: Microphotography, Photomicrography, and Wonderland 

On the same day that Charles Dodgson took the Liddells out on a boat and told them the story of 

áliĐe͛sàadǀeŶtuƌesàuŶdeƌgƌouŶd,àhisàdiaƌǇàƌelatesàthatàheàlateƌàtookàtheàgiƌlsàďaĐkàtoàhisàƌooŵsàtoàseeà
his collection of microphotographs. Most likely he had purchased some as curios appropriate to the 

games and puzzles with which his rooms were furnished. The girls would have had to look at the tiny 

photographs through the microscope, thus encountering the same process of miniaturization and 

expansion that Alice experiences.   

Nineteenth century microphotography was a kind of parlor game in which shrinking the world and 

then subsequently unshrinking it was the main interest, but imaginations were frequently sparked by 

its future possible uses. As one reviewer enthused in the London ‹iŵesàofàFeďƌuaƌǇàϭϴϱϵ,à͞theàǁholeà
aƌĐhiǀesàofàaàŶatioŶàŵightàďeàpaĐkedàaǁaǇàiŶàaàsŶuffďoǆ.͟àáŵeƌiĐaŶàƌeadeƌsàtheàsaŵeàǇeaƌàƌeadà
aďoutà͞aàpoƌtƌaitàofàDiĐkeŶsàŶoàlaƌgeƌàthaŶàaàpiŶ͛sàpoiŶt,àaŶdà[...]àtheàHousesàofàPaƌliaŵeŶtàaďoutàtheà
size of the eye of a coŵŵoŶàdaƌŶiŶgàŶeedleà[...]àtheàLoƌd͛sàPƌaǇeƌàtakeŶàoŶàaàspeĐkàŶoàlaƌgeƌàthaŶàtheà
poiŶtàofàaàĐoŵŵoŶàpiŶ.͟àà 

This paper will argue first that the peculiarities of scale inherent in the experience of 

ŵiĐƌophotogƌaphǇàoǀeƌtlǇàshapedàáliĐe͛sàádǀeŶtuƌesàiŶàWoŶderland (1865). It will then make the 

more subtle case that photomicrography, which effectively shrinks the viewer into a world of 

extraordinary detail, served similarly to affirm a perceptual instability that marked both British and 

American narrative of the late-nineteenth century.
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A Note on an X-ray 

͞MusiĐàoŶàďoŶes͟—as it was referred to in KGB documents of the Soviet Government, is perhaps the 

ŵostàƌadiĐalàeǆaŵpleàiŶàtheàhistoƌǇàofàtheà͞teǆt/iŵage͟àiŶteƌloĐkiŶgàaŶdàŵutualàtƌaŶsfoƌŵatioŶs.à
Armed with a small note of a title of the song, the exposed X-rays were no longer regarded as a 

medical document, no longer were they serving as a record of human physical identity. These record 

became the foundation of a new form of media, the abstract techno-ďasisàofàaàŶeǁàlaǇeƌàofà͞seĐƌet͟à
aŶdà͞pƌeĐious͟àiŶfoƌŵatioŶàuŶfoldiŶgàtheàuŶfoƌeseeŶàpoteŶtialitiesàofàBeŶjaŵiŶiaŶà͞ƌeading the 

iŵage͟.àáŶàillegalàaŶdàseĐƌetàpƌaĐtiĐeàǁasàtheàoŶlǇàǁaǇàtoàdistƌiďuteàWesteƌŶàpop-music during the 

Cold War. Jazz, and Foxtrot were recorded on images of the interiors of the bodies of Soviet citizens. 

This paper sought to discover how this particular hybrid form of media marked a fatal displacement 

from X-ray routine to cultural and social phenomenon, which blurred the borders of personal and 

impersonal in contested and liminal spaces. An essential strategy of this experiment is to re-think and 

re-calibrate the status of text/image relationship within the broader trajectory of contemporary 

forms and methods of reproduction. Laying at the intersection of poetry, politics, collective memory, 

seĐƌeĐǇ,àsĐieŶĐe,àdaŶgeƌàaŶdàsoĐialàpƌiǀilege,à͞MusiĐàoŶàBoŶes͟àďeĐaŵeàaàpoǁeƌfulàtƌopeàiŶàtheà
histoƌǇàofà͞iŵageƌǇàpeƌĐeptioŶ͞àiŶàitsàpolitiĐal,àeĐoŶoŵiĐalàaŶdàideologiĐalàdoŵaiŶs.
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Pseudo-Environment of Paper: Ad Reinhardt, Weegee, and the News about Urban Navigation 

PƌoŵisiŶgàaŶàiŵageàoƌàaŶàatlasàofàtheàĐitǇ͛sàpƌeǀiousàdaǇ͛sàaffaiƌs,àitàǁasàaàŶeĐessaƌǇàĐoŶditioŶàofàtheà
daily New York City newspaper c. 1940 that it voiced its discourse as one based upon the objective 

presentation of fact. For Lewis Mumford, writing against this grain in the late nineteen thirties, the 

ŶeǁspapeƌàŵeƌelǇàĐlosedàŵodeƌŶitǇ͛sàdehuŵaŶiziŶgàĐiƌĐuit,àoffeƌiŶgàaàseĐoŶdaƌǇàƌegistƌatioŶàoŶà
paper of a city whose activity had already been structured in terms of that same pulpy material, an 

immanence of stock tickers, movie tickets, sports scores, and the factual like; all printed indices of 

phenomena both precisely measurable and experientially remote. It is a striking feature then of the 

ϭϵϰϬsàNeǁàYoƌkàCitǇàtaďloidàPMàthatàisàǁasàǁhollǇàaďsoƌďedàiŶàŶegotiatiŶgàǁithàpƌiŶtàjouƌŶalisŵ͛sà
own significant limitations as a technology for the graphic description of New York. The present 

leĐtuƌeàǁillàĐoŶsideƌàPM͛sàƌeĐkoŶiŶgàǁithàtheseàliŵitsàiŶ the practice of its day-to-day accounting of 

itsàĐitǇàthƌoughàaàpaƌtiĐulaƌàfoĐusàoŶàitsàeditoƌs͛àdisƌuptiǀeàoǀeƌlaǇiŶgàaŶdàjuǆtapositioŶàofàŵapsàaŶdà
photographs, those two dominant print-journalistic pictorial and information-rich media of facts, 

each ordinarily serving to clarify and guarantee the content of the other. In their presentation of the 

visual reportage of Weegee and Ad Reinhardt, PM offered a willful editorial insertion of mediating 

noise into the ostensibly uncorrupted signal of journalistic communication.
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Newsstand Conceptualism: Contemporary American Artists, Periodicals and the Democratic 

Dissemination of an Artistic Idea 

At the core of conceptualism is an inherent conflict: by its nature, conceptual art aims for 

dissemination even as it traditionally resists the chronicling that necessarily comes with it. Simply 

put, in its purest state conceptual art remains merely an idea; in its practical form, however, that 

idea͛sàǀeƌǇàsuƌǀiǀalàaŶdàpeƌpetuatioŶàisàpƌediĐatedàoŶàitsàdoĐuŵeŶtatioŶàaŶdàƌepƌoduĐtioŶ.à 

Print periodicals mirror this dichotomy, being at once physical and ideational, archival and 

ephemeral, publicly available yet personally experienced. In fact, as this study, which stems from my 

forthcoming book, will argue, mass media outlets provided artists of the nineteen sixties and 

seventies with an ideal platform to simultaneously embody and communicate their most conceptual 

aims. As evidence of this phenomenon, my paper will focus on three conceptual artists—Ray 

Johnson, Yoko Ono and Terry Fugate-Wilcox—and the print advertisements they created between 

1964 and 1971 to publicize artworks, galleries and exhibitions that existed solely in their minds. 

‹houghàƌaŶgiŶgàiŶàiŶteŶtàfƌoŵàtheàutopiaŶàtoàtheàfaƌĐiĐal,àeaĐhàaƌtist͛sàpƌojeĐtàpƌoďleŵatizedàtheà
commodification of the art world, lobbying instead for an art form and display practice that was 

equally dematerial, non-auratic, reproducible and democratic. Thus, in analyzing the creation and 

dissemination of these important yet understudied advertisements-cum-conceptual artworks, this 

paper will contend that mass media periodicals proved vital to artists seeking to realize the full 

demediatized, propagative potential of their work at the height of the conceptual art movement.
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Bodies that Materialize—The Magazine Projects of Eduardo Costa and Robert Heineken 

In the nineteen sixties Argentinian artist Eduardo Costa and West Coast artist Robert Heinecken used 

magazines to disseminate their work and to criticize institutions.  

Eduardo Costa developed for Una Moda (Relato) (1970) molds of body parts like ears and fingers to 

shoǁàtheŵàasà͞fashioŶ͟-photographs in art and fashion magazines (Caballero, Kulchur, Vogue). His 

Fashion Show Poetry Event (1969, together with Hannah Weiner, John Perreault), a fashion show 

ǁithàĐlothesàdeǀelopedàďǇàaƌtists,àǁasàdistƌiďutedàǀiaàHaƌpeƌ͛sàBazaaƌàaŶdàaŶŶouŶĐedàiŶàVitoà
áĐĐoŶĐi͛sàϬ-ϵ.à‘oďeƌtàHeiŶekeŶ͛sàMagaziŶeàMaŶsMagà;ϭϵϲϵͿàaŶdàhisàloŶgàteƌŵàpƌojeĐtàPeƌiodiĐalàisà
based on pornographic imagery found in magazines: he altered existing pages with techniques like 

superimposing or cutting, creating his own subversive objects.  

Their practice has been described as critique of commercial manipulations, female representations 

and mass produced illusions in mass media (Alexander Alberro, 2006). But within this perspective it is 

dismissed, that their central concern is how bodies materialize. Why does Costa use golden molds 

and relates to ancient cultures and rites? Why is Heinecken occupied with how to physically 

manipulate the found pornographic photographs and magazines?  

IŶàŵǇàtalkàIàǁillàƌelateàCosta͛sàaŶdàHeiŶeĐkeŶ͛sàpƌojeĐtsàtoàMaƌshall McLuhan writings that have been 

read by both. In McLuhans and Quentin Fiores Medium is the Massage (1967) information 

technologies are regarded as new utopia, but what will happen to the body in the wake of the 

extension of the human senses remains an open question.  

I will situate the artistic practices of Costa and Heinecken within this ambivalent situation. I will 

argue, that they are material explorations of the dematerializing of the body that is furthered in 

nineteen sixties visual culture. To what eǆteŶdàtheiƌàĐultuƌalàďaĐkgƌouŶdàĐauseàtheàaƌtist͛sàdiffeƌeŶtà
approach to conceptual art will be analyzed.



 
 

unil.ch/reproduction2017 
 

Printed Matter: Conceptualism and Dissemination 

 

Regine Ehleiter 

 

Sajda van der Leeuw 

DPhil candidate 

Department of Art History, University of Oxford and Terra Foundation Predoctoral Fellow 

Smithsonian American Art Museum, 2016-2017 

sajda.vanderleeuw@linacre.ox.ac.uk 

AǀalaŶĐhe͛s PƌiŶted Matteƌ: LaŶd Aƌt BeǇoŶd OďjeĐthood 

WilloughďǇà“haƌp,àǁhoàǁasàoŶeàofàtheàfouŶdeƌsàofàtheàaƌtists͛àŵagaziŶeàáǀalaŶĐhe,àƌecollects that he 

ǁaŶtedàtheàŵagaziŶeàtoàďeàlikeàaŶà͚aǀalaŶĐhe͛àiŶàtheàĐultuƌalàlaŶdsĐapeàofàthatàtiŵe:à͞ItàƌeĐoŶfiguƌes,à
ďƌeaksàdoǁŶàtheàoldàstƌuĐtuƌe͟.à‹hisàŵetaphoƌàǁasàiŶspiƌedàďǇàtheàLaŶdàáƌtàŵoǀeŵeŶtàiŶàtheàlateà
nineteen sixties (Sharp being the curator of one of the first Earth Art exhibitions in 1969), that not 

only included on-siteàeaƌthǁoƌksàlikeà‘oďeƌtà“ŵithsoŶ͛sà“piƌalàJettǇàiŶàtheàGƌeatà“altàLakeàiŶàUtah,àďutà
already from its beginnings incorporated a broad range of media. Smithson (but also others like De 

Maria) made many films, for example, with his film Spiral Jetty becoming the most famous Land Art 

filŵ,àǁhileàotheƌàaƌtistsàǁoƌkiŶgàiŶàLaŶdàáƌtàǁeƌeàusiŶgàphotogƌaphǇ,àpƌojeĐtioŶsà;MiĐhaelàHeizeƌ͛sà
projections in the Information exhibition), photo-light boxes, texts or, indeed, the magazine. This 

paper will explore the mutual influence between Avalanche and Land Art, by focusing foremost on 

the first issue of Avalanche (Fall, 1970), which shows the ways in which the Land artists were using 

the magazine as a conceptual site (and not only as documentation). In doing so, it will be shown how 

theseàaƌtists͛àdǇŶaŵiĐàpƌaĐtiĐes,àtƌaŶsgƌessiŶgàďoƌdeƌsàďetǁeeŶàtheàlateƌàestaďlishedàĐategoƌiesàofà
͞LaŶdàáƌt͟,à͞CoŶĐeptualisŵ͟,à͞PeƌfoƌŵaŶĐeàáƌt͟,àetàĐeteƌa,àwere interested in what Luis Camnitzer 

hasàĐalledà͚deŵediatizatioŶ͛:àďǇàƌeduĐiŶgàtheàlossàofàiŶfoƌŵatioŶàaŶdàshoǁiŶgàtheàiŶteƌŵediateàstepsà
by combining the material on-site artwork with the world of media, texts and concepts.
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NothiŶg But “tƌipes? HistoƌiĐiziŶg DaŶiel BuƌeŶ͛s PƌiŶted Papeƌs 

Since Daniel Buren established 8,7 cŵàǁideàstƌipesàasàhisà͚pƌopositioŶ͛àiŶàϭϵϲϳàheàusesàeƋuallǇàǁide,à
alteƌŶatiŶglǇàĐolouƌedàaŶdàǁhiteàstƌipesà͞ƋuiàŶeàsoŶtàƋueàdesàďaŶdesàǀeƌtiĐalesàĠgales,àalteƌŶĠesà
blanches et colorées de 8,7 cm de large". 

These today easily recognizable stripes derived from pre-striped fabric that Buren started to use in 

1965, and were reproduced on paper for his papiers collés. The tautology of the stripes that are 

supposed to be nothing but stripes neutralized the motive in order to use it as a tool to end painting 

and to eclipse the medial specifities of both fabrics and papers. Buren has ever since been 

perpetuating a narrative of finding his end to painting that the critical reception of his work was 

largely happy to adopt. The stripes are de-mediatized and de-historicized through these claims of 

anonymity and neutrality. 

My paper presents a reading of the papiers collés against this dominant narrative. The mechanical 

reproduction of patterned papers that are cropped and fitted in accordance with a specific site has a 

histoƌǇàiŶàǁallpapeƌàpƌoduĐtioŶ,àjustàasàstƌipesàǁeƌeàaàdoŵiŶaŶtàŵotiǀeàiŶàpatteƌŶàdesigŶ.àBuƌeŶ͛sà
negation of painting through the de-mediatized stripes is confronted with the specific history of the 

medium of reproducible pasted paper, a confrontation that reveals a connection between site-

specifity, reproducibility and decoration.
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Spirou, Lucky Luke, Mickey : reprises récentes de séries classiques de bande dessinée 

Parallèlement ou non à la poursuite des grandes séries classiques de la bande dessinée franco-belge, 

les éditeurs français et belge proposent de plus en plus des reprises explicitement basées sur l'idée 

d'un retour réflexif sur la série mettant en valeur l'auctorialité spécifique de dessinateurs et de 

scénaristes renommés : la série «Le Spirou de...» parallèle à la série Les Aventures de Spirou et 

Fantasio est particulièrement significativement de cette tendance, mais elle a été illustrée par 

d'autres séries. Nous étudierons, autour de trois albums, Spirou, le journal d'un ingénu (2008), 

d'Emile Bravo, L'Homme qui tua Lucky Luke (2016), Mathieu Bonhomme et Mickey Mouse's Graziest 

Aventures (2016) de Lewis Trondheim et Nicolas Keramidas, l'articulation entre la répétition, la 

reprise, le clin d'oeil, d'une part, et l'invention d'une subjectivité personnelle auctoriale.
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Constrained DrawiŶg iŶ “eth͛s͛ ClǇde FaŶs Book OŶe. 

This paper will consider the implications of the use of a self-conscious constraint, or general rule, 

utilised by Seth in making the graphic novel Clyde Fans Book One (2004). It will demonstrate how 

Seth never includes anything in Clyde Fans that either derives from the past post–1955 or that is not 

CaŶadiaŶ,àoutliŶiŶgàhoǁàaàƌeadeƌ͛sàƌelatioŶshipàǁithà“ethàisàalsoàdefiŶedàďǇàkŶoǁledgeàofàďothàfoƌŵsà
of representation that allow "Canada, pre-1955" and forms of representation made by comic strip 

artists and their collaborative producers in the present (Tynyanov 2000:35). 

Seth uses a history of specific past forms of representation to self-consciously form his own. 

CoŶteŵpoƌaƌǇàƌeadiŶgàofà“eth͛sàďookàpaƌallelsàthisàadoptioŶàofàpast forms, with the result that 

readers participate alongside Seth in taking a position to orient themselves to a specific past. In 

taking that position, they place themselves in relation to the people whose forms of representation 

they experience in Seth͛sàhistoƌiĐàtiŵeàaŶdàtheiƌàoǁŶ.à 

‹hisàpapeƌàǁillàpƌoposeàthatà“eth͛sàĐhaƌaĐteƌistiĐàuseàofàpastàfoƌŵsàliesàiŶàŵakiŶgàaàgƌoupàofàpastà
actions an occasion for self-consciousness (Baetens 2003). It will finally consider the significance of 

the ways in which Seth͛sàpƌojeĐtàisàuŶlikeàMeŶaƌd͛sàfiĐtioŶalàpƌojeĐtàiŶàBoƌges͛àfaŵousàPieƌƌeàMeŶaƌd,à
author of the Quixote (1939), by outlining a structure of subjective relationships that these works 

manipulate through the use of constraints in different ways.
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Quand Popeye et Mickey se font siamois : amalgamation dans la bande dessinée thaïlandaise du 

vingtième siècle 

LaŶĐĠàdaŶsàlaàŵodeƌŶisatioŶàduà‘oǇauŵeàdeà“iaŵàafiŶàd͛eŶàĠǀiteƌàl͛aŶŶeǆioŶàpaƌàdesàpuissaŶĐesà
coloniales aux aspirations prétendument civilisatrices, le roi Chulalongkorn repensa les structures 

institutionnelles locales sur base de modèles occidentaux tout en les adaptant aux valeurs et aux 

ďesoiŶsàpƌopƌesàăàsaàŶatioŶ.àBaptisĠeà«“iǁilai»,àĐetteàeŶtƌepƌiseàd͛aŵalgaŵatioŶàdeàfoƌŵeàalloĐhtoŶeà
etàdeàĐoŶteŶuàiŶdigğŶeàs͛ĠteŶditàauǆàpƌoduĐtioŶsàaƌtistiƋuesàauàdĠďutàduàǀiŶgtiğŵeàsiècle. La bande 

dessinée, après une apparition timide dans les années 1910, connaîtra son essor au Siam à la fin des 

années 1920 en accomplissant un processus de croisement interculturel similaire. Empruntant le 

cadre formel des productions occidentales, la bande dessinée siamoise puisera ses sujets 

uniquement au sein de son patrimoine littéraire pour expliciter visuellement la morale de poèmes 

proverbiaux en 1929 ou revisiter en 1932 le conte populaire de Sangthong. Ce dernier récit introduira 

Khun Muen, premier personnage célèbre de la bande dessinée siamoise et reproduction directe du 

PopeǇeàdeàE.C.à“egaƌàŵaisàadaptĠàauàĐoŶteǆteàdeàl͛aŶĐieŶà‘oǇauŵeàd͛áǇutthaǇa.àPopeǇeàetàMiĐkeǇ,à
fusionnés en un être composite nommé LingGee par Witt Sutthasatien en 1935 dans un recopiage 

des strips du récit «Rumplewatt the Giant» de Floyd Gottfredson, serviront également de modèles à 

plusieurs autres personnages fameux de la bande dessinée thaïlandaise dont un Mickey et Goofy 

deǀeŶusàhuŵaiŶsàsousàlaàpluŵeàd͛ádiƌekàáƌiǇaŵoŶtƌi.àLaàpƌĠseŶteàĠtudeàseàpƌoposeàd͛eǆploƌeƌ,àdaŶsà
leur contexte culturel particulier et sur base de sources primaires, quelques hybridations et emprunts 

notables dans la bande dessinée thaïlandaise du siècle passé.
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Le Charivari et Punch : circulation des images satiriques entre la France et le Royaume-Uni 

LoƌsƋueàleàjouƌŶalisteàHeŶƌǇàMaheǁàetàl͛illustƌateuƌàEďeŶezeƌàLaŶdellsàĐƌĠğƌeŶtàuŶàheďdoŵadaiƌeà
illustƌĠàsatiƌiƋueàeŶàϭϴϰϭàăàLoŶdƌes,àilàl͛iŶtitulğƌeŶtàPuŶĐh,àoƌàtheàLoŶdoŶàChaƌiǀaƌi,àĐitaŶtàaiŶsià
ouvertement le quotidien français Le Charivari (créé en 1832) dès sa page de titre. Le Charivari est 

une référence incontournable et connue de tous, un modèle à imiter, un exemple à suivre. 

LaàpƌĠseŶteàĐoŵŵuŶiĐatioŶàseàpƌoposeàd͛aŶalǇseƌàlesàĐoƌƌespoŶdaŶĐesàeŶtƌeàlesàillustƌatioŶsàdeà
PuŶĐhàetàĐellesàduàChaƌiǀaƌiàpouƌàlesàaŶŶĠesàϭϴϰϭàetàϭϴϰϮàeŶàs͛aƌtiĐulaŶtàautouƌàdeàl͛aĐtualitĠà
politique nationale (laissant de côté les illustrations de poèmes ou ce critiques littéraires et 

dramatiques) : trouve-t-on des correspondances entre le traitement de la vie politique  de part et 

d͛autƌeàdeàlaàMaŶĐheà?àEŶàd͛autƌesàteƌŵes,àLaŶdellsàs͛iŶspiƌe-t-il des illustrations du Charivari pour 

commenter les affaires politiques britanniques ? Peut-on observer un dialogue entre les deux 

organes de presse ? 

Cette Ġtudeàs͛appuieƌaàsuƌàleàĐoŶstatàƋueàlaàpƌesseàsatiƌiƋueàillustƌĠeàpeutàġtƌeàĐoŶsidĠƌĠeàĐoŵŵeàuŶà
seul et même champ, avec son fonctionnement propre et ses logiques internes. Les artisans de cette 

presse, dont nous étudierons quelques exemples, est un public averti et cosmopolite, pouvant 

naviguer à travers les frontières et emprunter plus ou moins librement les uns aux autres pour 

importer, essaimer, imiter, concurrencer. Les frontières linguistiques et politiques changent alors 

d͛eŶjeuàetàdeǀieŶŶeŶtàlieuǆàde passage, de transactions, de négociations.
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L'illustration du Mercure galant (1678-1710) au seuil de la mondialisation 

Les grandeurs de la France de Louis XIV, mais également les fêtes italiennes, les palais de Madrid, les 

ǀisitesàdesàaŵďassadeuƌsàd͛áfƌiƋueàduàNoƌdàetàd͛ásie…àLeàpƌogƌaŵŵeàd͛illustƌatioŶàduàMeƌcure 

galaŶtàdiƌigĠàpaƌàJeaŶàDoŶŶeauàdeàVisĠàdeàϭϲϳϴàăàsaàŵoƌtàeŶàϭϳϭϬ,àeŶàsoiàuŶàhapaǆàdaŶsàl͛histoiƌeàdeà
laàpƌesseàillustƌĠe,àestàƌiĐheàetàǀaƌiĠà:às͛ilàtiƌeàassuƌĠŵeŶtàpaƌtiàdeàdiffĠƌeŶtesàoppoƌtuŶitĠsà
d͛illustƌatioŶàăàuŶeàĠpoƋueàoùàfaiƌeàpaƌaŠtƌeàuŶàliǀƌe illustré (a fortiori un périodique mensuel) est 

uŶeàopĠƌatioŶàoŶĠƌeuseàetàloŶgue,àJeaŶàDoŶŶeauàdeàVisĠàŶeàĐaŶtoŶŶeàŶulleŵeŶtàl͛illustƌatioŶàduà
Mercure galant, réputé être un organe de propagande du règne de Louis XIV, à la seule célébration 

des grandeurs duàŵoŶaƌƋue.àPaƌàl͛iŵage,àleàpĠƌiodiƋueàtĠŵoigŶeàd͛uŶeàsiŶguliğƌeàatteŶtioŶàauǆà
pƌogƌğsàdiǀeƌs,àeŶàFƌaŶĐe,àĐoŵŵeàăàl͛ĠtƌaŶgeƌ.àPaƌàuŶeàƌapideàpƌĠseŶtatioŶàdeàl͛usageàƋueàfaitàleà
pĠƌiodiƋueàdeàl͛estaŵpe,àusageàƌĠelàetàusageàƌġǀĠ,àoŶàtąĐheƌaàdeàŵoŶtƌeƌàĐoŵŵent, en pleine 

pĠƌiodeàdeàƌĠǀoĐatioŶàdeàl͛EditàdeàNaŶtes,àl͛illustƌatioŶàduàMeƌĐuƌeàgalaŶt,àloiŶàdeàseàƌeĐeŶtƌeƌàsuƌàlaà
France très catholique de Louis XIV, a pu être au contraire tentée de contribuer à asseoir les 

nouveaux échanges de savoirs et commerciaux qui marquent le début de la mondialisation.
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The Popular Weekly Magazine Caras y Caretas and the Process of Massification of Visual Culture in 

Buenos Aires (1898-1908) 

In the late nineteenth century in Buenos Aires the development of the capacity of multiplication of 

images expanded the industrial arts and, together with economic, social, technological and cultural 

factors, produced a transformation in visual culture. This change showed illustrated periodicals as 

one of its major carriers as well as one of its main physical supports. This paper aims to describe the 

emergence of the massive periodical illustrated press in Buenos Aires and considers its effects on the 

process of massification of visual culture of Argentina in the late nineteenth century and early 

twentieth century through the case of the weekly magazine Caras y Caretas. 

The intellectual, commercial and material strategies that Caras y Caretas implemented led the 

magazine to become the first periodical in Argentina deployed a material capacity through the 

adoption of new technologies and the establishment of relations of production, to make hundreds of 

thousands copies weekly and consecutively reach equal amount of readers they attract increasingly 

synchronized with its representation modes. In this context, Caras y Caretas developed graphic and 

visual innovations that disseminated thousands of images among an urban middle and popular class 

audience.  

As part of an approach frame that includes the magazine as representation and as a physical device, 

we ask for the categories of analyses to observe the intermediality between written speech and 

visual features. Additionally, it is important to question the transculturality, the national and local 

particularities in a context of global circulation of information on the cultural significance that carry 

their images.
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Material Immateriality: FormiŶg CoŶŶeĐtioŶs thƌough the “ĐƌeeŶ iŶ ‘agŶaƌ KjaƌtaŶssoŶ͛s The 
Visitors 

‘agŶaƌàKjaƌtaŶssoŶ͛sàϮϬϭϮàǁoƌkà‹heàVisitoƌsàisàaàŶiŶeàĐhaŶŶelàǀideoàiŶstallatioŶàdepiĐtiŶgàeightà
musicians performing the poem Feminine Ways. Undoubtedly a performance in its original form, The 

Visitors transforms when reproduced for institutional installation. Arranged systematically 

throughout the gallery, seven screens hang flush to the wall, surrounding a double-sided screen 

suspended in the centre. Each screen represents the separate rooms in the mansion occupied by the 

musicians, and is accompanied with a speaker above from which the specific sounds generated by 

the musician emanate.  

This paper seeks to investigate The Visitors through the screen, upon which the reproduced 

performance now depends. The installation, I argue, allows the artist to present the screen as both a 

solidàŵateƌialàeŶtitǇàaŶdàasàaŶàiŵŵateƌialàthƌesholdàoŶtoàaŶotheƌàspaĐeàaŶdàtiŵe.àKjaƌtaŶssoŶ͛sàǁoƌkà
encourages at once the cinematic experience of observing each musician as an individualized portrait 

aŶdàpeƌfoƌŵaŶĐe,àďutàalsoàĐatalǇzesàtheàǀieǁeƌ͛sàŵoǀeŵeŶtàiŶàoƌdeƌàtoàfullǇàsee,àaŶdàheaƌ,àtheàǁoƌk.à
As the viewers perambulate throughout the installation, they can appreciate the screen for what it is: 

a surface that mediates between the viewer and the representational space of the mansion—a 

membrane serving to establish boundaries between the internal and external, virtual and real. I 

suggest that the intersection of the material and immaterial in the reproduction of The Visitors 

dissolves the binary of the object and subject, generating a new kind of social space in which the very 

process of forming connections is brought back into consciousness.
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The book as Archive: Writing, Performance and Memory in Portuguese Experimental Poetry 

Art works in Portuguese Experimental Poetry have assumed complex relations between the medium, 

the artist and the viewer, with experiments that took the written word into the realm of 

performance and of three-dimensional space, therefore exploring its temporal and material 

dimensions, inside and outside the book. With this paper we will explore the potentialities inherent 

to the written word, which acquired with this artistic movement a metamorphic quality that can be 

traced back to baroque practices. Departing from the already explored idea of the baroque as a 

͞tƌaŶshistoƌiĐalàstate͟,àǁeàiŶteŶdàtoàideŶtifǇ,àthƌoughàtheàaŶalǇsisàofàsoŵeàǁoƌksàďǇàPoƌtugueseàpoetà
and visual artist Ana Hatherly (1929-ϮϬϭϱͿ,àaà͞ŵeŵoƌǇàofàpƌoĐesses͟àthatàkeepsà;ƌeͿàeŵeƌgiŶgàiŶà
contemporary artistic practices. The concept of fold (Deleuze, 1988) and inherent ideas such as 

fluidity and virtuality will be used as methodology on order to trace these relations, following 

HatheƌlǇ͛sàoǁŶàlead,àǁhoàdeǀelopedàaàuŶiƋueàǁoƌkàofàestaďlishiŶgà͞aŶàaƌĐhaeologǇàofàtwentieth 

ĐeŶtuƌǇàEǆpeƌiŵeŶtalàPoetƌǇ͟à;“ousaàaŶdà‘iďeiƌo,àϮϬϬϰͿ.à‹heseàeǆaŵplesàďǇàaŶàaƌtist,àoƌàaà
contemporary scribe, who merged practice with theory, can lead us to a formulation of art historical 

practices based on the memory of processes and on artistic gesture. We hereby intend to contribute 

to the discussion of the relation between time and image (Huberman, 2003) by bringing forward a 

fundamental third party–movement.
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Dada͛s WoŵeŶ ‘eǀisited: Dada͛s LegaĐǇ iŶ CoŶteŵpoƌaƌǇ Visual aŶd WƌitteŶ Woƌk 

IŶàϮϬϭϲ,àtheàĐeŶteŶaƌǇàǇeaƌàofàDada͛sàďegiŶŶiŶgsàiŶà)uƌiĐh,àƌeŶeǁedàatteŶtioŶàǁas paid to the 

diverse interventions made by women artists, writers and performers. Their work was not only 

shown and commemorated, but revitalized in instances of creative and curatorial actions that sought 

toàestaďlishàtheàŵoǀeŵeŶt͛sàƌeleǀaŶĐeàfoƌàtǁeŶtǇ-first century audiences. "La Dada Die Dada She 

Dada" (Aarau, Appenzell, Martigny, October 2014-January 2016), the first exhibition to centre on 

women in Dada, offered up a list of some sixty artists, writers, dancers, musicians and networkers 

and shed light on five individuals–Céline Arnauld, Hannah Höch, Angelika Hoerle, Sophie Taeuber and 

the Baroness Elsa von Freytag-Loringhoven. Bearing witness to a "conscious will" to establish a 

matrilineage (Mira Schor), the curators also commissioned five women artists to produce one or 

more video-based works in dialogue with an individual Dada woman. Complex interactions between 

ǁoƌdàaŶdàiŵage,àalƌeadǇàpƌeseŶtàiŶàtheiƌàpƌedeĐessoƌs͛àeaƌlǇàtǁeŶtiethàĐeŶtuƌǇàǁoƌks,àthusà
constituted stimuli for artists working in new social, cultural and technological environments one 

hundred years later. Taking as a spur the notion that the historical avant-garde was invigorated by 

new technologies (Dietrich Scheunemann), this paper considers to what extent these works can be 

considered a continuation, or indeed extension of avant-garde preoccupations, not least by the 

possibilities of sound and motion. The explicitly intertextual nature of these commissions makes 

them interesting case studies through which to consider in how far they deny the death of the avant-

garde by offering renewals and re-emergences in time and across time.



 
 

unil.ch/reproduction2017 
 

Re-emergence and Reproducibility in Postwar Avant-garde 

Performance and Poetry 

 

Johanna Malt 

 

Clara Wörsdörfer 

M.A. Art History, PHD candidate, Research Assistant (Institute for Art History) 

Johannes Gutenberg-University Mainz (Germany) 

clara.woersdoerfer@posteo.net 

UŶtil iŵpossiďle? ‘eadiŶg, WatĐhiŶg, PeƌfoƌŵiŶg ǁith AllaŶ Kapƌoǁ͛s ͞AĐtiǀities͟ 

In the 1970's the well-known American Happening artist Allan Kaprow (1927-2006) developed a body 

ofàǁoƌkàĐalledà͞áĐtiǀities͟,àǁhiĐhàtoàdateàhasàďeeŶàtheàsuďjeĐtàofàlittleàƌeseaƌĐh.àásàeǆeƌĐisesàiŶàtheà
iŶteƌǁeaǀiŶgàofàaĐtioŶ,àoďseƌǀatioŶ,àƌefleĐtioŶàaŶdàĐoŵŵuŶiĐatioŶ,àtheà͞áĐtiǀities͟àeŶĐouƌageàtheà
participation of those involved. They were designed for pairs or duos and small groups and took 

place neither within museums nor in the artist's studio, but instead were primarily experienced 

within the private homes of the participants.  

“oàĐalledà͞áĐtiǀitǇàBooklets͟àalloǁedàtheàƌealizatioŶàofàtheà͞áĐtiǀities͟àatàdiffeƌeŶtàplaĐesàaŶdàǁithoutà
theàaƌtist͛sàpƌeseŶĐe.àPƌoduĐedàtoàdeliǀeƌàtheàƌeƋuiƌedàiŶfoƌŵatioŶàthoseàďookletsàlookàlikeàsheeƌà
instruction manuals at first sight, combining staged photographs and short texts. Looking at it in 

more detail, they reveal, however, a rather intricate and even ironic relation between image, text 

and options of performing. In my presentation I will discuss how the interaction of pictures and 

words opens up multiple levels of both performing realization and metaphorical readings of the 

͞áĐtiǀities͟.ààáàspeĐialàfoĐusàǁillàďeàoŶàtheàdiĐhotoŵǇàofàŵotioŶàaŶdàstasisàaŶdàtheàƌelatedàŶotioŶàofà
time. In which way can the participants experience the capturing of fleeting configurations, and how 

are ordinary activities repeated, slowed-down, and transformed into watchable, interpretable 

piĐtuƌesàoƌàtaďleauǆàǀiǀaŶts?àHoǁàisàaàtiŵeàspeĐifiĐatioŶàsuĐhàasà͞uŶtilàiŵpossiďle͟àtoàďeàpeƌfoƌŵed?à 

EǀeŶàifàKapƌoǁ͛sàáĐtiǀitǇàBookletsàshaƌeàsoŵeàĐhaƌaĐteƌistiĐsàǁithàĐoŶĐeptual art, his overall artistic 

practice might also be put in the context of the Neo-Avantgarde. Thus, it will be interesting to discuss 

hoǁàtheà͞áĐtiǀities͟àfosteƌàaàĐoŶsĐiouslǇàtƌaŶsfoƌŵedàeǆpeƌieŶĐeàofàaspeĐtsàofàtiŵeàsuĐhàasàduƌatioŶ,à
simultaneity, synchronicity, or time-out.
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Undoing Art 

The success story of erasurist poetics in the contemporary art world has so far been ignored or 

relegated to the margins of literary and art history. Erasurism is rooted as much in contemporary 

philosophǇ͛sàdeĐoŶstƌuĐtioŶistàtuƌŶàasàiŶàDuĐhaŵpiaŶàfouŶdàoďjeĐtsàaŶdà“ituatioŶistàdĠtouƌŶeŵeŶts,à
of which many of the examples examined in this paper constitute both an extension and a critique. 

This paper argues that the history of erasurism deserves to be recounted in a positive mode and 

rescued from popular narratives of the decline and death of the avant-garde. It examines the 

ƌeleǀaŶĐeàofàeƌasuƌeàtoàtodaǇ͛sàĐultuƌeàǁhiĐh,àďǇàaŶdàlaƌge,àǀaluesàĐoŶĐeptsàoǀeƌàteĐhŶiƋue,à
rewriting over originality, self-reflection over aesthetic norms and values. Poised between 

effacement and defacement, erasurism pursues a logic which considers the artwork as an unfinished 

object that awaits future readings and negotiations to be provisionally refashioned, recycled and 

reconsumed. As the source text becomes the model for the artists and the victim of their 

transgressions and violations, the boundaries between creator and creature, process and product, 

producer and consumer, are dimmed in a haze of colliding gestures and interpretations.
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Reproduction et création électrographique. Le déplacement photographique dans les revues de 

Philippe Clerc 

PhilippeàCleƌĐà;°ϭϵϯϱͿ,àpeiŶtƌe,àĠĐƌiǀaiŶàetàphotogƌapheàfoƌŵĠàăàl͛áĐadĠŵieàJulliaŶ,àdĠďuteàdaŶsàlaà
peinture puis la sérigraphie. Il rencontre en 1973 Anne-Marie Christin avec laquelle il crée la revue 

l͛iŵŵĠdiateà;ϭϵϳϰ-ϭϵϴϭͿ.àDğsàϭϵϴϬ,àilàeǆploƌeàl͛usageàdeàlaàphotoĐopieà;ouàĠleĐtƌogƌaphieͿàƋuiàluià
peƌŵetàdeàĐoŶjoiŶdƌeàtƌoisàpƌatiƋuesà:àl͛eŵploiàdeàlaàphotogƌaphieà– prise de vue de lieux 

contemporains ou réemploi de documents anciens –, la transformation de ces images par le biais de 

la photocopie, leur agencement séquentiel (par montage en planches ou succession en pages). 

Quatre revues témoignent de ce tournant : Riga (1990-1991), Akte (1990-1992), Cobalt (1992-1993) 

et enfin Ox (depuis 1991).  

PaƌtaŶtàdeàĐesàƌeǀues,àŶousàĠtudieƌoŶsàlesàpƌoĐĠdĠsàpaƌàlesƋuelsàPhilippeàCleƌĐàtƌaŶsfoƌŵeàl͛iŵageà
photogƌaphiƋueàăàl͛aideàdeàl͛ĠleĐtƌogƌaphieà:àŵĠtaŵoƌphoseàpaƌàagƌaŶdisseŵeŶtà;àaltĠƌatioŶàpaƌà
copies successives produisant une « dégénérescence » (Rigal) ; prélèvement par détourage ; 

;ƌeͿĐoŵpositioŶsàǀisuellesàpaƌàl͛eŵploiàduàĐalƋueà;àƌeĐadƌagesàetàŵiseàeŶàsĠƋueŶĐe.àCeƌtaiŶesà
caractéristiques évoquent la facture picturale des débuts : rapports entre noir et blanc, « surfaçage » 

et affleurement du volume, dépôt de matière et matérialité du support.  

LeàdialogueàiŶstauƌĠàeŶtƌeàl͛œuǀƌeàdeàPhilippeàCleƌĐàetàlaàpeŶsĠeàd͛áŶŶe-Marie Christin nous 

peƌŵettƌaàeŶàseĐoŶdàlieuàd͛aďoƌdeƌàlesàŶotioŶsàd͛idĠogƌaŵŵe/àsigne, de récit/parcours, 

d͛eŵpƌeiŶte/Đopie.àLoiŶàdeàl͛appƌoĐheàďaƌthĠsieŶŶeàaŶalǇsĠeàailleuƌsà;ϮϬϬϰͿ,àlesàƌeǀues-images de 

Philippe Clerc sont pour A.-M. Christin des « fictions spatiales et graphiques » qui échappent à la 

narration et créent des figures quiàs͛ageŶĐeŶtàĐoŵŵeàdesà«àsigŶesà».
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László Krasznahorkai : une esthétique de la reprise, entre littérature, cinéma et art contemporain 

L͛ĠditioŶàaŵĠƌiĐaiŶeàdeàGueƌƌeàetàgueƌƌe,àƋuatƌiğŵeàƌoŵaŶàdeàl͛ĠĐƌiǀaiŶàhoŶgƌoisàLĄszlſà
KƌaszŶahoƌkai,às͛aĐhğǀeàpaƌàlaàphotogƌaphieàd͛uŶeàplaƋueàsuƌàlaƋuelleàilàestàĠĐƌità:à«àCetteàplaƋueà
maƌƋueàl͛eŵplaĐeŵeŶtàoùàGǇöƌgǇàKoƌiŶ,àleàhĠƌosàduàƌoŵaŶàGueƌƌeàetàgueƌƌeàdeàLĄszlſà
KƌaszŶahoƌkai,às͛estàtiƌĠàuŶeàďalleàdaŶsàlaàtġte.à»àCoŶçueàpaƌàl͛aƌtisteàĐoŶteŵpoƌaiŶàIŵƌeàBuktaàetà
apposée sur un mur des Hallen für Neue Kunst de Schaffhausen, la plaque fut réellement visible 

jusƋu͛ăàlaàfeƌŵetuƌeàduàŵusĠeàeŶàϮϬϭϰ.à‹ƌaĐeàphǇsiƋueàd͛uŶàĠǀĠŶeŵeŶtàƌoŵaŶesƋue,àelleàestàuŶeà
des innombrables formes de reprise inventées par Krasznahorkai, entre réalité et fiction. De son 

pƌeŵieƌàƌoŵaŶàjusƋu͛ăàsoŶàteǆteàleàplusàƌĠĐeŶt,àl͛ĠĐƌiǀaiŶàŶ͛aàĐessĠàdeàĐoŶĐeǀoiƌàsoŶàœuǀƌeàĐoŵŵeà
une vaste entreprise de réécriture. Dans cet esprit, il a organisé la reprise et le prolongement de ses 

expérimentations textuelles par des moyens variés : « adaptations » littérales de ses romans au 

ciŶĠŵaàpaƌàBĠlaà‹aƌƌ,àdessiŶsàdeàMaǆàNeuŵaŶŶàǀeŶaŶtàƌĠpoŶdƌeàăàsesàĠĐƌits,àiŶsĐƌiptioŶsàd͛aƌtistesà
ĐoŵŵeàMihĄlǇàVşgàetàMaƌioàMeƌzàauàseiŶàŵġŵeàdeàsesàfiĐtioŶs…àDaŶsàƋuelleàŵesuƌeàpeut-on parler 

iĐiàd͛uŶeàĠĐƌituƌeà«àdoĐuŵeŶtaiƌeà»à?àQuellesàsoŶtàlesàstƌatĠgies esthétiques déployées pour engager 

à son tour le lecteur dans un processus de réappropriation ? Enfin, quels sont les enjeux éthiques et 

politiques de cette « écriture de la reprise » ? Je chercherai à répondre à ces questions en 

ŵ͛appuǇaŶtàsuƌàdesàaŶalǇses de Sátántangó, La Mélancolie de la résistance et Guerre et guerre.
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Remaking the Readymade: Marcel Duchamp, Man Ray, and the Conundrum of the Replica 

MaŶǇàofàMaƌĐelàDuĐhaŵpàaŶdàMaŶà‘aǇ͛sàoƌigiŶalàǁoƌks,àĐƌeatedàďetǁeeŶàϭϵϭϯàaŶdàϭϵϱϴ,àǁeƌeàlost,à
dismantled, or destroyed.  FoƌàďothàaƌtistsàthisàsituatioŶàƌesultedàfƌoŵàaŶàeŵphasisàoŶàtheà͞Đƌeatiǀeà
aĐt͟àƌatheƌàthaŶàtheàoďjeĐt͛sàpeƌŵaŶeŶtàphǇsiĐalàƌealizatioŶ.àIŶàadditioŶ,àďothàaƌtists͛àliǀesàǁeƌeà
characterized by frequent moves or expatriations. In the 1950s and 1960s, they forged particularly 

close relationships with scholar-poet-dealeƌàáƌtuƌoà“Đhǁaƌz.àDuĐhaŵpàaŶdàMaŶà‘aǇ͛sàƌepliĐatioŶà
projects with Schwarz did more than just complete additional objects from a lost corpus. The 

usuƌpatioŶàofàtheà͞oƌigiŶal͟àƌeadǇŵadeàďǇàtheàeditioned replica was paradoxical, since even the term 

͞oƌigiŶalàƌeadǇŵade͟àis,àiŶàesseŶĐe,àaŶàoǆǇŵoƌoŶ.à‹heàƌeǀolutioŶaƌǇàǀalueàofàtheàƌeadǇŵadeàǁasà
precisely in dismantling the concept of the original. A study the art market history of the Duchamp 

and Man Ray replicas in relation to art historical commentary, re-appropriation by contemporary 

artists, and museum purchasing policies, beyond the scope of this essay, demonstrates how the 

reception of the replicas has evolved and how such changes reflect broad shifts in the values 

attached to originality within the art establishment. The mapping out of works from original through 

replica explicates how the replica resurrected the readymade and object, revived Duchamp and Man 

‘aǇ͛sàpost-war reputation, and contributed to their future centrality for contemporary art.
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Reprise vous aǀez dit ƌepƌise ? Mise eŶ aďǇŵe de la ;ƌeͿpƌoduĐtioŶ daŶs l͛œuǀƌe de ‘ǇaŶ GaŶdeƌ 

áàl͛iŶstaƌàdeàl͛iŶstallatioŶàáàPhaŶtoŵàofàáppƌopƌiatioŶà;ϮϬϬϲͿ,àuŶeàeŶseigŶeàdeàŶĠoŶàeŶàƌuiŶe,à
faŶtƀŵeàd͛uŶeàƌĠappƌopƌiatioŶàdeàl͛iŶstallatioŶàFiǀeàWoƌdsàiŶàOƌaŶgeàNeoŶà;1965) de Joseph Kosuth, 

l͛idĠeàdeàƌepƌiseàetàdeàƌĠappƌopƌiatioŶàhaŶteàl͛eŶseŵďleàdeàl͛œuǀƌeàdeà‘ǇaŶàGaŶdeƌàpouƌàs͛iŵposeƌà
comme un mode opératoire à la puissance méta. Le phénomène de reproduction ne se borne pas à 

Điteƌàl͛histoiƌeàdeàl͛aƌtàeŶàĐoŶǀoƋuaŶtàles modèles de la modernité, tels que la table et la chaise de 

Gerrit Rietveld (Rietveld Reconstruction, 2006)  – dont la série de reconstructions effectuées par une 

dizaiŶeàd͛eŶfaŶtsàdoŶŶeàlieuàăàautaŶtàdeàƌefoƌŵulatioŶsàfoƌŵellesàăàtƌaǀeƌsàleàƌĠasseŵďlage de ses 

parties constitutive –  ŵaisàpaƌtiĐipeàd͛uŶeàdĠŵaƌĐheàĐoŶsĐieŶteàdeàƌeĐǇĐlageàpeƌpĠtuelàdeàsesà
pƌopƌesàœuǀƌes.àC͛estàleàĐasàŶotaŵŵeŶtàdeàl͛œuǀƌe-livre Appendix Appendix (2007) – script pour 

uŶeàsĠƌieàtĠlĠǀisĠeàdoŶtàleàtitƌeàƌĠitĠƌatifàestàl͛aŶŶeǆeàcannibale ou phagocyte du livre intitulé 

áppeŶdiǆààpuďliĠàƋuatƌeàaŶsàaupaƌaǀaŶtàetàǀisaŶtàăà«àtƌaduiƌeàuŶeàĐeƌtaiŶeàpƌatiƋueàdeàl͛aƌtà
ĐoŶteŵpoƌaiŶ.à»àLoiŶàd͛ġtƌeàaŶŶeǆes,àĐesàdeuǆà«àliǀƌes-œuǀƌesà»àillustƌeŶtàetàƌepƌoduiseŶtàĐhaĐuŶàăà
leur manière les mécanisŵesàd͛asseŵďlageàetàdeàĐollageàƋuiàĐaƌaĐtĠƌiseŶtàleàŵodeàdeà;ƌeͿpƌoduĐtioŶà
pƌopƌeàăàGaŶdeƌ.àCesàpƌiŶĐipes,àloiŶàdeàseàĐaŶtoŶŶeƌàăàuŶeàĐeƌtaiŶeàpƌatiƋueàdeàl͛aƌtàĐoŶteŵpoƌaiŶ,à
se retrouvent aussi dans les modes de productions des séries télévisées. On verra à cet égard que 

l͛usageàdeàdispositifsàtaďulaiƌesà– telsàƋueàlesàpaŶŶeauǆàd͛affiĐhageà– est commune aussi bien au 

tƌaǀailàdeàĐƌĠatioŶàdeàGaŶdeƌàƋu͛auàtƌaǀailàd͛ĠĐƌituƌeàăàlaàtĠlĠǀisioŶ.
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"This Melted Book I FouŶd" : ŵodalitĠs et eŶjeuǆ de la ƌĠappƌopƌiatioŶ daŶs l͛œuǀƌe de Toŵ 
Phillips 

MaàĐoŵŵuŶiĐatioŶàseàpƌoposeàd͛Ġtudieƌàauàplusàpƌğsàles modalités et les enjeux de la 

réappropriation dans A Humument (1966- Ϳ,àl͛œuǀƌeàŵajeuƌeàdeàl͛aƌtisteàaŶglaisà‹oŵàPhillips.à
‘ĠĠĐƌituƌeàăàlaàfoisàpoĠtiƋueàetàǀisuelleàd͛uŶàƌoŵaŶàǀiĐtoƌieŶàtƌouǀĠàpaƌàhasaƌdà;WilliaŵàH.àMalloĐk,àáà
Human Document, 1892), A Humument forme un ensemble verbo-iconique complexe et évolutif au 

travers duquel Phillips entend explorer toutes les formes possibles de reprise (hommage, 

détournement, défiguration, mais aussi reprise par lacération ou par brûlure du matériau-source, 

etc.). Dans le cadre de cette communication, je me concentrerai plus particulièrement sur une page 

ƌestĠeàiŶĠditeàduàliǀƌeàdeàPhillips.àMoďilisaŶtàlesàƌessouƌĐesàd͛uŶeàŵiĐƌo-lecture, je ferai notamment 

ressortir les liens qui, en elle, se nouent entre réappropriation et perturbation temporelle 

(anachronismes).
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“uďǀeƌsiǀe GeŶdeƌ ‘oles iŶ ;IŶteƌseŵiotiĐͿ TƌaŶslatioŶ: AuďƌeǇ BeaƌdsleǇ͛s Visual TƌaŶsĐƌeatioŶ of 
OsĐaƌ Wilde͛s “aloŵe 

FiƌstàpuďlishedàiŶàFƌeŶĐhàiŶàϭϴϵϯ,àOsĐaƌàWilde͛sà“aloŵeàǁasàtheŶàtƌaŶslatedàiŶtoàEŶglishàďǇàLoƌdà
Alfred Douglas and illustrated by Aubrey Beardsley in 1894. Early criticism often deemed the 

illustrations to be irrelevant to the action of the play, because they departed too much from the text. 

Neǀeƌtheless,àfolloǁiŶgàoŶàtheà͞ĐƌeatiǀeàtuƌŶ͟àofà‹ƌaŶslatioŶà“tudies,àIàaƌgueàthatàBeaƌdsleǇ͛sà
commission for the 1894 edition constitutes a particularly productive form of intersemiotic 

translation, i.e. a creative and critical response in a different sign system. The fact that Beardsley 

took some liberty with the style, cultural setting and action of the play thus sheds light on the 

creativity required by any act of translation. Although Beardsley illustrates scenes from the play, he 

deliberately re-interprets them visually in his unique style. Drawing on Liliane Louǀel͛sàtheoƌizatioŶàofà
theàiŶteƌplaǇàofàteǆtàaŶdàiŵage,àaŶdàoŶàMaƌtiŶeàHeŶŶaƌdàDutheilàdeàlaà‘oĐhğƌe͛sàĐoŶĐeptàofà
transcreation, this paper examines the interplay of text and image in Salome, which sheds light on 

different issues raised in the play. Most notaďlǇ,àBeaƌdsleǇ͛sàdepiĐtioŶàofàaŶdƌogǇŶousàĐhaƌaĐteƌsà
foregrounds the troubling of gender roles and the queer subtext of the play – much more so than 

Wilde͛sàteǆt.à‹heàfƌeedoŵàalloǁedàďǇàhisàpiĐtoƌialàtƌaŶsĐƌeatioŶsàisàďestàeǆpƌessedàiŶàBeaƌdsleǇ͛sà
satiric representations of Wilde, which desacralize the Romantic conception of the author. In short, 

his sexually explicit, grotesque and daring plates offer a new interpretation of the play, which self-

consciously inscribes it in the Fin de Siècle context.
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Redefining illustration: Redon, Mallarme, and the Coup de dés project 

͚JeàŶ͛aiàjaŵaisàeŵploǇĠàleàŵotàdĠfeĐtueuǆàd͛illustƌatioŶ.àVousàŶeàleàtƌouǀeƌezàpasàeŶàŵesàĐatalogues.à
C͛estàuŶàteƌŵeàăàtƌouǀeƌà:àjeàŶeàǀoisàƋueàĐeuǆàdeàtƌaŶsŵissioŶ,àd͛iŶteƌpƌĠtatioŶ.͛àWhen Odilon Redon 

wrote these words in July 1898, he was engaged in the project of contributing lithographs to an 

editioŶàofàMallaƌŵĠ͛sà'UŶàCoupàdeàdĠsàjaŵaisàŶ͛aďoliƌaàleàhasaƌd'.ààMallaƌŵĠ͛sàdeathàiŶà“epteŵďeƌàofà
that year led to cancellation of the project, but the episode still provides a rich case study of 

collaboration betweeŶàtǁoàseŵiŶalàfiguƌesàiŶàFƌeŶĐhà“Ǉŵďolisŵ.à‹hisàpapeƌàǁillàaŶalǇseà‘edoŶ͛sà
three 'Coup de dés' lithographs in the light of his declaration that a redefinition of illustration using 

new terminology was needed to describe adequately his practice. 

In order to contextualise issues of definition, reference will be made to earlier investigations of 

juǆtaposedàǁoƌdsàaŶdàiŵagesàďǇàďothàMallaƌŵĠàaŶdà‘edoŶ.à‹heseàǁillàiŶĐludeàMallaƌŵĠ͛sà
collaboration with Edouard Manet in the mid-ϭϴϳϬsàoǀeƌà'L͛àápƌğs-ŵidiàd͛uŶàfauŶe' aŶdàPoe͛sàà‘aǀeŶ,à
aŶdà‘edoŶ͛sàadoptioŶàofàlithogƌaphǇàaŶdàotheƌàŵediaàfƌoŵàtheàlateàϭϴϳϬsàoŶǁaƌdsàasàaàŵeaŶsàofà
reproduction, notably of works he based on Flaubert and Baudelaire. 

This more general context emphasises the experimental trajectories of both Redon and Mallarmé in 

ƌelatiŶgàpiĐtoƌialistàteǆtsàtoàǀisualàǁoƌks.à‘edoŶ͛sàthƌeeàlithogƌaphsàfoƌà'UŶàCoupàdeàdĠs'àŵaǇàŶotàďeà
aŵoŶgstàhisàŵostàsuďstaŶtiǀeàǁoƌks,àďutàtheǇàĐlaƌifǇàǀitallǇàǁhatàheàŵeaŶtàďǇà͚tƌaŶsŵissioŶ͛àaŶdà
͚iŶteƌpƌĠtatioŶ͛.àà 

Richard Hobbs 

University of Bristol
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Proust en bandes dessinées: mimétisme ou transcendance? 

J͛aiŵeƌaisàpƌoposeƌàpouƌàĐetteàsessioŶàl͛aŶalǇseàŶoŶàpasàd͛uŶààtƌaditioŶŶelàliǀƌeàillustƌĠàŵaisàplutƀtà
d͛uŶàliǀƌeàƋueàl͛oŶàpouƌƌaitàƋualifieƌà«àd͛eŶtiğƌeŵeŶtà»àillustƌĠ,ài.e.àadaptĠàeŶàďaŶdesàdessiŶĠe.àCeà
livre est À la Recherche du Temps Perdu de Marcel Proust dans la version graphique de Stéphane 

Heuet . 

LeàďutàaǀouĠàdeàl͛illustƌateuƌàestàuŶàtƌaǀailàdeàŵiŵĠtisŵeàaďsolu:àĐouĐheƌàsuƌàleàpapieƌàlaàtƌaŵeà
narrative pour aider les lecteurs à comprendre et suivre plus facilement le texte original, sinon le 

démystifier. Le style dénué du dessin (à la Hergé) se veut aussi invitant et rassurant. Et pourtant, 

quand on considère la complexité des paramètres à adapter (fluidité de la chronologie, foisonnement 

des personnages, longueurs des phrases par exemple) on peut se demander comment le résultat 

d͛eŶseŵďleàƌestitueàl͛oƌigiŶal.à 

BieŶàƋueàl͛auteuƌàaitàfaitàdesàƌeĐheƌĐhesàd͛uŶeàŵiŶutieàiŶouïeàsuƌàdesàdĠtailsàeŶàtoutàgeŶƌeà
(architecturaux, artistiques, historiques, lexiques), nous désirons considérer si ce travail ne recrée 

pas,àeŶàdĠpitàdeàĐetteàpƌĠĐisioŶàŵġŵe,àuŶeàœuǀƌeàillustƌĠeàƋuiàfoŶĐtioŶŶeàpƌofoŶdĠŵeŶtà
diffĠƌeŵŵeŶtàduàteǆteàĠĐƌit.àC͛estàĐeàƋueàŶousàeǆaŵiŶeƌoŶsàeŶàĐoŵpaƌaŶtàauàteǆteàĠĐƌit,àeŶtƌeà
autres, la structure de la bande dessinée, son rythme, sa temporalité interne de même que les 

distaŶĐesàetàlesàƌappƌoĐheŵeŶtsàƋu͛ilàǇàaàeŶtƌeàsĐğŶesàdĠĐƌitesàetàsĐğŶesàillustƌĠes.àLaàƋuestioŶàseƌaà
deàĐoŶsidĠƌeƌàsiàlaàǀeƌsioŶà«àďaŶdeàdessiŶĠeà»àdeàHeuetàtƌaŶsĐeŶdeàl͛œuǀƌeàdeàPƌoustàeŶàl͛illuŵiŶaŶtà
sous des angles, qui, malgré leurs mimétismes apparents, reconstruisent le texte de façon autre.
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Finding Purpose in the Photographs of Others: Ransom Riggs and Isabelle Monnin 

IŶàCaŵeƌaàLuĐida,àBaƌthesàaƌguedàthatàphotogƌaphsàoŶlǇàattestàtoà͞Đe ƋuiàaàĠtĠ,͟ài.e.àtoàƌealitǇàiŶàtheà
past.àBothàáŵeƌiĐaŶàǁƌiteƌà‘aŶsoŵà‘iggs͛àaŶdàFƌeŶĐhàjouƌŶalistàaŶdàǁƌiteƌàIsaďelleàMoŶŶiŶ͛sàuseàofà
photogƌaphǇàiŶàMissàPeƌegƌiŶe͛sàHoŵeàfoƌàPeĐuliaƌàChildƌeŶà;ϮϬϭϭͿàaŶdàLesàGeŶsàdaŶsàl͛eŶǀeloppeà
(2015) respectively illustrate this. The former built a novel around 50 vintage photographs he found 

at flea markets, the latter bought an envelope of 250 color family photographs on eBay. Both 

ďeĐaŵeà͞hauŶted͟àeŶoughàthatàtheǇàfeltàtheàŶeedàtoàgiǀeàtheseàphotogƌaphsàaàĐoŶteǆt,àthus 

suppoƌtiŶgàMoƌa͛sàaƌguŵeŶtàthatàphotogƌaphsàƌeƋuiƌeàteǆtàaŶdà‹isseƌoŶ͛sàĐlaiŵàthatàtheǇàleaǀeàaà
dǇŶaŵiĐàtƌaĐe.à‹heàphotogƌaphsàofàĐhildƌeŶàǁithàuŶĐaŶŶǇàlooksà;Baƌthes͛àpuŶĐtuŵͿàasàaàĐatalǇst,à
Riggs created a story of children with extraordinary powers that involves time travel. Likewise, 

Monnin provided the family pictures with a story but soon felt compelled to fact-check it and led an 

iŶƋuiƌǇàfeatuƌedàiŶàtheàthiƌdàpaƌtàofàheƌàďook.àUŶĐaŶŶilǇ,àMoŶŶiŶ͛sàƌeĐƌeatedàƌealitǇàaŶdàtheàpeople͛sà
real life mesh iŶàŵaŶǇàǁaǇs,àshoǁiŶgàthatàphotogƌaphsàaƌeàŵoƌeàthaŶàaàŵeƌeà͞ĐeƌtifiĐatàdeà
pƌĠseŶĐe͟à;BaƌthesͿàaŶdàthatàaàĐloseàsoĐiologiĐalàeǆaŵiŶatioŶàsuffiĐesàtoàƌeǀealàsoŵeàofàtheiƌàseĐƌets.à
Whereas Riggs was merely fascinated by the eeriness of old snapshots and content with building a 

faŶtasǇàǁoƌldàfƌoŵàtheŵ,àMoŶŶiŶ͛sàuseàofàphotogƌaphsàisàofàaàtƌaŶspeƌsoŶalàŶatuƌe,àasàheƌàattƌaĐtioŶà
stemmed from her familiarity with their world and her lack of personal family pictures. She found her 

oǁŶàlifeàstoƌǇàiŶàtheseàpeople͛s.
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Re-historicising the Image: Photographic Reclamations and Re-imaginings by Indigenous Australian 

Artists 

There is a fundamental tension between perceptions of photographs as objective documentary 

records inextricably connected with traces of time and place, and the capacity of photographs to be 

manipulated, reconstructed and re-imagined – and to take on new context-related meanings.  This 

paper examines the work of two Indigenous Australian contemporary artists who have employed this 

transferability of meaning to re-interpret or re-imagine colonial images of Aboriginal Australians to 

comment on aspects of history, race and identity–past and present. In his Fantasies of the Good 

series (2004) and subsequent works such as neither pride nor courage (2006), Vernon Ah Kee has re-

claimed ethnographic images of his family, originally photographed by colonial anthropologist Neil 

Tindale. Through a precise, meticulous re-rendering of these images in charcoal, Ah Kee reclaims and 

reasserts his faŵilǇàliŶeageàaŶdàĐultuƌe,àeŵphasisiŶgàhisàsuďjeĐts͛àgazeàasàaàŵaƌkeƌàofàƌesilieŶĐeàaŶdà
dignity. He further transforms the meaning of the original images by introducing portraits of current 

family members as a strident assertion of a continuing culture and people.  In contrast, in series such 

as Civilisation (2012), Michael Cook uses signifiers of time and place to construct open-ended images 

that re-imagine encounters between Indigenous Australians and European settlers from unexpected 

perspectives. In doing so, Cook disrupts established perspectives and alludes to the impacts of 

ĐoloŶisatioŶ,àdiffeƌiŶgàpoǁeƌàƌelatioŶsàaŶdàƌelatedàŶotioŶsàofà͚ĐiǀilisatioŶ͛.àBǇàeǆaŵiŶiŶgàtheàǁoƌkàofà
these artists, this paper considers how photographs and their visual codes and contexts can be 

transformed to generate powerful new meanings.
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Le Clézio Family Photographs 

This paper examines the operation of photographs in book illustration, looking at how photographs 

can be used to tell more than one story within a single instance; we consider how this internal 

multiplying of photographic meaning relates to questions of mediation and remediation. As our 

eǆaŵple,àǁeàuseàJ.M.G.àLeàClĠzio͛sàL͛áfƌiĐaiŶà;ϮϬϬϰͿ,àaàshoƌtàŵeŵoiƌàthatàƌeĐallsàaàpeƌiodàofàtheà
authoƌ͛sàĐhildhoodàthatàǁasàspeŶtàiŶàCaŵeƌooŶàshoƌtlǇàafteƌàWoƌldàWar II. Le Clézio had traveled 

there to unite with the father he had never met, a British doctor who was serving in remote regions 

of West and Central Africa and who was separated from his family by the war. In this memoir, Le 

Clézio revisits the conflicting feelings of uprootedness and freedom that his boyhood self had 

experienced during that time and, with these feelings reignited, attempts to better understand the 

ŵaŶàhisàfatheƌàhadàďeeŶ.à‹heàďookàisàillustƌatedàǁithàphotogƌaphsàtakeŶàďǇàLeàClĠzio͛sàfather before 

theàǁaƌàaŶdàďefoƌeàtheàauthoƌ͛sàďiƌth.àWhileàtheàsepia-toned images, on the one hand, evoke and 

challenge a certain colonialist nostalgia, Le Clézio uses them, at the very same time, to illustrate an 

escapist childhood fantasy that his young self had crafted to cope with continued feelings of 

alienation and exile. It is this simultaneous dual role that the photographs undertake that is the focus 

of our paper as we consider the book and the printed photograph as sites of memory, imagination 

and (re)mediation.
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L͛œuǀƌe de WitkiŶ, eŶtƌe ŵǇthologie et ŵodeƌŶitĠ 

Joel-Peter Witkin ne peut laisser indifférent. Derrière la légende biographique savamment véhiculée 

d͛uŶàĐhoĐàiŶitialà– et initiatique – se tient une complexité à la fois unique et protéiforme : les motifs 

peuvent se révéler récurrents, mais le discours est mystérieuseŵeŶtàĐoŵpleǆe.à“oŶàœuǀƌeàŵġleà
cinéma, graphisme, photographie, gravure, par de savantes manipulations dans un tropisme avoué 

vers les Beaux-áƌtsà:àl͛iŶteƌŵĠdialitĠàs͛ǇàdĠploieàăàpleiŶ,àaǀeĐàlaàŵiseàeŶàaǀaŶtàdeàlaàŵĠtalepse,àĐetteà
iŶtƌusioŶàdeàl͛auteuƌàƋui repousse toujours les marges de la scène, du moment où commence et où 

s͛aƌƌġteàl͛œuǀƌeàd͛aƌtàpƌopƌeŵeŶtàdite.à“esàtƌaǀauǆàoŶtàpouƌàthğŵesàdeàpƌĠdileĐtioŶàlesàǀaŶitĠs,àleà
ĐoƌpsàdĠŶudĠ,àleàsƋuelette,àlaàĐƌuĐifiǆioŶ,àĐeàƋuiàŶ͛estàpasàsaŶsàƌappeleƌàdesàstǇles d͛aƌtistesàaussià
divers que Dürer, Goltzius, Rembrandt, Goya, Rops ou Picasso, dans un dialogue tenant du pastiche 

;OlǇŵpiaàdeàMaŶet,àLeàCauĐheŵaƌàdeàFussli…Ϳ.àLaàŵiseàeŶàsĐğŶeàsouligŶeàtoujouƌsà
l͛appƌofoŶdisseŵeŶtàdeàl͛aƌtàpaƌàuŶàaƌtisaŶàiŶsatisfaitàƋuiàélargit la pratique de la photographie en 

pƌoloŶgeaŶtàleàteŵpsàdeàlaàƌĠǀĠlatioŶàauàŵoǇeŶàd͛uŶà«àtƌituƌageà»àsaǀaŶtàƋuiàƌelğǀeàpƌesƋueàdeàl͛aƌtà
spagiƌiƋue,àŵaisàƋuiàĐoŶstitueàeŶàƌĠalitĠàuŶàdialogueàpeƌŵaŶeŶtàaǀeĐàl͛áƌtàetàlaàLittĠƌatuƌe.
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Building national identity through landscape representations: Argentina 1910-1930 

How to decipher landscape images that represent Argentina? Which elements or characteristics work 

as a map to understand and recognize them? This presentation focuses on visual imaginaries of the 

Argentinean landscape representations since the celebrations commemorating the May Revolution 

Centennial in 1910 until 1930. The main issue in this period was the national identity reaffirmation, in 

a context of political and economical organization towards the constitution of a modern nation. 

Landscapes circulated and operated culturally not only individually, but by juxtaposition and 

accumulation in different means (illustrated magazines, periodical press, calendars, postcards, 

albums, etc.), generating repertoires and discourses crystallized in paradigmatic representations of 

each area of the country, which continue to be in force until the present.  

The hypothesis that guides this presentation lies in understanding modernity as the tension between 

space, time and frontiers (both material and conceptual). Images are to be analyzed within a web of 

migrations in which objects, practices and discourses in transit are re-appropriated. This will allow us 

to decipher the elements of a particular visual vocabulary in landscape images that became 

fundamental for national identity imagery. A map of relationships and connections will be traced, in 

order to study and contrast the models and counter-models from other Latin-American countries and 

against European landscape paradigms that circulated since the XVIII century.
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Autoportrait de la France au prisŵe de ses ĐoloŶies,  daŶs l͛ĠditioŶ fƌaŶçaise du liǀƌe illustƌĠ de 
photographies autour de 1900 

áutouƌàdeàϭϵϬϬ,àoŶàǀoitàpƌolifĠƌeƌàdaŶsàl͛ĠditioŶàfƌaŶçaiseàuŶàtǇpeàdeàsujetà– les colonies françaises – 

ƋuiàǀaàpaƌtiĐuliğƌeŵeŶtàs͛eǆpƌiŵeƌàdaŶsàlesàliǀƌesàillustrés de photographies. En pleine expansion 

coloniale, ces ouvrages sont publiés par quelques-uns des principaux acteurs de la fabrique de 

l͛ĠditioŶàillustƌĠeà:àl͛ĠditeuƌàFiƌŵiŶ-Didot, le photographe Gervais-Courtellemont, les photograveurs 

Bourdon-Keilhaueƌ,àŵaisàaussiàdesàoƌgaŶesàdeàpƌesseà;L͛IllustƌatioŶͿ,àdesàsoĐiĠtĠsàsaǀaŶtesà
prestigieuses (la Société de Géographie), ou encore des ministères, à travers des financements dont 

les attributions sont soumises à certaines conditions de forme et de contenu. Produits en France 

pouƌàuŶàpuďliĐàfƌaŶçais,àleuƌàpƌoposàestàŶotaŵŵeŶtàdeàgloƌifieƌà«àl͛œuǀƌeàŶatioŶaleà»àdaŶsàlesàpaǇsà
dominés, ce dont témoigne parfaitement le luxueux Empire colonial de la France, publié par Firmin-

DidotàdaŶsàleàsillageàdeàl͛EǆpositioŶàuniverselle de 1900.                                         

 “iàlaàfoƌŵeàdeàĐesàliǀƌesàĐoŵŵeàlesàpaǇsàĠǀoƋuĠsàsoŶtàǀaƌiĠs,àl͛hǇpothğseàƋueàŶousàfoƌŵuloŶsàestà
que les photographies et les textes qui les accompagnent présentent des topoï, dont la reprise et la 

ĐiƌĐulatioŶàăàtƌaǀeƌsàĐesàouǀƌages,àjusƋu͛ăàlaàĐitatioŶ,àoŶtàpuissaŵŵeŶtàĐoŶĐouƌuàăàl͛iŵageàƋueà
ǀoulaitàseàfoƌŵeƌàd͛elle-même une France alors déstabilisée par des luttes intestines (Affaire Dreyfus, 

1894-ϭϵϬϲͿ,àŵaisàaussiàpaƌàdesàĐoŶflitsàd͛iŶflueŶĐesàăàl͛ĠtƌaŶgeƌà;FaĐhoda,àϭϴϵϴͿ.àEŶàseàďasaŶtàsuƌà
l͛aŶalǇseàdesàĐoŶditioŶsàdeàpƌoduĐtioŶàetàdeàƌĠĐeptioŶàd͛uŶeàƋuiŶzaiŶeàdeàliǀƌesàpaƌusàautouƌàdeà
1900, cette communication visera donc à dégager comment se forme à cette période un autoportrait 

de la France au prisme de ses colonies.
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L͛AltŶeulaŶd et l'autƌe – reprise et circulation des images dans les guides touristiques pour Israël 

après 1948 

Cette communication vise à étudier la répétition de certaines images ainsi que des pratiques 

d'analogie visuelle dans les guides touristiques d'expression française et les albums et « portraits de 

paǇsà»,àeŶàĐeàƋu͛ellesàĐoŶtƌiďuent après 1948 (date de la fondation de l'État) à la dissémination de 

l'idée du retour du peuple juif à sa terre.  

C'est d'abord le retour du peuple juif au pays habité par les ancêtres et la volonté de créer un état 

qui soit dans la continuité du passé juif, mais qui se bâtira aussi dans la modernité, en rompant avec 

le passé diasporique. C'est ensuite la rencontre sur cette terre entre un peuple retournant et un 

peuple qui n'a jamais quitté le terrain : l'autre c'est paradoxalement l'arabe ou le musulman. Les 

images sélectionnées par les divers guides et albums pour dénoter ces deux thèmes sont 

remarquablement répétitives : la mosquée du dôme du rocher occupe le centre ou la périphérie de 

l'image, en fonction du message (l'histoire de l'Islam ou celle du quartier juif qui aujourd'hui 

l'entoure); le site archéologique de Massada est montré vide, dans sa grandeur, comme vestige d'un 

passé romain ou avec des personnes, agrandies par la perspective, pour signifier le courageux défi 

des juifs à leurs ennemis. Enfin, des vestiges archéologiques et des sites industriels se présentent sur 

la même page : c'est une manière commune à toutes sortes de guides de montrer à la fois la 

continuité avec le passé, et une rupture entre l'antiquité et le progrès technologique.
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The printed country: photo-textualities of national portraits 

Over the years, portrait photography has been known as one of the most popular and widespread 

genres in photographic practices. But how are we to deal however, with a peculiar type of 

portraiture, in which the represented subject is a country, rather than a person?  How can 

photographs convey aŶàiŵageàofàaàĐouŶtƌǇ,àifàsuĐhàaŶà͚iŵage͛àisàŶotàeǆĐlusiǀelǇàƌelatedàtoàtheàƌealŵà
of the visible? How are we to consider photographic images that aim at depicting the country while 

eŵďodǇiŶgàtheàiŵŵateƌialàĐoŶĐeptàofàtheà͚ŶatioŶ͛? 

This paper addresses the roleàofà͚pƌiŶtedàphotogƌaphǇ͛àiŶàŶatioŶalàƌepƌeseŶtatioŶs,àďǇàpaǇiŶgà
especial attention to the way it intersects with the field of propaganda. More concretely, I propose to 

analyze the case of Portugal during the Estado Novo (New State) (1933-1974) and the photographic 

portraits of the country which were outlined in several official initiatives, including art and tourism 

magazines, photographic books or public exhibitions. These examples clearly demonstrate that, on 

the one hand, the photographic depictions of Portugal were meant to single out its unique and 

distinctive features. On the other hand however, repetition was a necessary resource to make these 

national portraits recognizable, familiar and effective.  

Focusing on the peculiarities of photography on the printed page and on the public wall, it will be 

argued that photographic portraits of countries can be understood as sites of intrinsic contradiction – 

where strict and authoritarian contents often live side by side with inventive and experimental forms, 

and where repetition and restraint may unexpectedly suggest hidden spaces of freedom.  
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Inscribed Bodies; Gender, Charisms, and Group Identity in the Early Modern Era 

My paper focuses on a specific case study, that of a group of mystics, active in the city of Siena, that 

comprised of women and men, lay and religious individuals that the Roman Inquisition prosecuted 

for Quietism during the sixteen eighties. Analyzing certain bodily manipulations (notably the writing 

on the body) that were practiced by members of that group, it offers some reflections on the 

significance that these practices could have assumed within particular Catholic religious communities 

in early modern Italy. From an emic perspective, I intend to examine the modalities and the 

characteristics of these practices, and the cultural meanings that the social actors who practiced 

them attributed to them, thereby elaborating codes and languages that were not only original but 

also to a large extent independent from those of the ecclesiastical institutions. This analysis aims at 

calling attention especially to the agency of certain charismatic women who used the writing on their 

bodies as a means for the construction of their own individual identity, but also as a practice that was 

approved within their (invisible) community of men and women who shared the same forms of 

spirituality and of religious devotion. The identity of the group was thereby constructed around the 

writing on an individual body, a practice of physical manipulation that the group interpreted as a 

mark of spiritual leadership of the women in question, but also as a sign of the transmission of a 

shared religious message and of their own collective memory.
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Political Tattoos in Nineteenth-Century Europe 

From the seventeen nineties onwards, the slogans, symbols and allegories through which visual 

communication and revolutionary rituals emphasized their message of renewal were also 

reproduced in the slightly surprising form of tattoos, both in France and its sister republics. We also 

have a variety of evidence of the spread of political tattoos within the Napoleonic armies, since the 

first researchers in legal medicine interested in tattoos questioned survivors in the eighteen sixties. 

From that time on, and in particular from the eighteen seventies to the early twentieth century, we 

observe an increasing attention to political tattoos in the hundreds of titles–books, chapters and 

articles on tattooing, many of them richly illustrated–published by medical examiners and 

criminologists, as well as in their working archives and personal collections, and sources from 

institutional identification procedures, police blotters, court records and the press. By examining a 

ǁideàƌaŶgeàofàsouƌĐeàŵateƌialàpƌoduĐedàiŶàFƌaŶĐe,àItalǇàaŶdà“ǁitzeƌlaŶdàthƌoughoutàtheà͞loŶgà
nineteenthàĐeŶtuƌǇ͟,àthisàpapeƌàtaĐklesàfoƌàtheàfiƌstàtiŵeàtheàpƌeǀiouslǇàŶegleĐtedàsuďjeĐtàofàpolitiĐalà
tattooing in Europe, with the objective of tracing the meanings and developments of this practice in 

a transnational context and in a variety of social classes and political groups. At the same time, our 

study also aims to reveal the channels of political mediation and the cultural grammars of 

appropriation and reuse of major political visual repertoires in popular culture.
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Prohibited and Tolerated: The Cairo Tattoo Design Frames, an Islamic Figurative Art (First Third of 

the Twentieth Century) 

Cairo tattooers of the early twentieth century advertised their art by wooden frames containing a 

series of attractive glass pictures in glowing colours, each showing a set of figurative motifs. Five 

collections have been donated, in the early nineteen thirties, to Museums in Cairo and Paris. This 

contribution will discuss their recontextualization. 

- First: where were the frames used? According to contemporary witnesses, tattooers erected their 

booths at numerous Cairo moulids, the Islamic Saints' anniversary festivals held around their 

mosques for one or two weeks, exhibiting their frames at the entrance for attracting customers. 

- Second: Who were the customers? As there are no direct sources, we must draw indirect 

conclusions from the ambiguous character of the venue of tattooing: the moulids. Attracting 

multitudes of all social classes, the nightlong religious ceremonies were fervently attended by masses 

of the faithful. Simultaneously, the great moulids were surrounded by a (disguised) lascivious 

entertainment and sex industry, frequented by the same public. 

- The third point pertains to the various sources for the heterogenous groups of motifs on the glass 

paintings, there being almost no figurative tradition in Egypt, in the late Ottoman era. The most 

interesting groups of motifs are: figures with a strong sexual connotation (European dancers, 

American circus stars, derived from international film, cabaret and circus posters) - confronted with 

Islamic motifs (mosques, Mahmal). 

The Cairo tattooers' frames are of extraordinary interest, having to do with the intense spirituality of 

the nightly rituals, and the evenly intense obscenity of the entertainment and sex industry.
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Reproduction as Reinterpretation: Scribal Statues in New Kingdom Egypt (1550-1070 BCE) 

The depiction of the literate man, crossing his legs and unrolling a papyrus on his lap, was 

reproduced time and again throughout most of ancient Egyptian history. The reproduction of this 

form (often called the scribal statue) persisted through times of crisis and change, as princes, viziers, 

and other officials commissioned statues replicating its features. The immutability of this form 

brought scholars to view its reproduction as an emulation of fossilized and outdated concepts. 

This paper will reexamine the reproduction of the so-called scribal statues through two small yet 

significant changes in the iconography of the statue and its inscriptions through time. Early 

reproductions of this form faǀoƌàtheàdepiĐtioŶàofàtheàstatue͛sàpatƌoŶàƌeadiŶg,àďutàlateƌàƌepƌoduĐtioŶsà
showed clear preference towards the writing gesture. Along with these developments, new forms of 

texts begin to appear on the depicted papyrus referring to the textual activity itself and to the sphere 

to which it belongs: judicial, administrative, and even pious.   

These changes, I argue, invite us to consider reproduction as an act of reinterpretation. The later 

reproductions of the scribal statue occurred at a time that saw growing emphasis on writing and the 

exploration of new spheres of literacy. Placing scribal statues in temples throughout the land 

contributed to the dissemination of these new ideas and possibly to the reinterpretation of earlier 

reproductions of this form. Far from a copying fossilized forms, reproduction appears here as a 

creative process that negotiates, reinterprets, and disseminates new ideas through a much copied 

form.  
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Reproduits et reproductibles. Les êtres fantastiques de la glyptique égéenne aux créations 

orientalisantes (Christian Mazet, EPHE/INHA, Laetitia Phialon, EfA) 

Notre communication a pour but d'approfondir les questions de transferts d'images en Grèce 

pƌĠĐlassiƋue,àdeàl͛ągeàduàBƌoŶzeàăàl͛ĠpoƋueàaƌĐhaïƋue,àappliƋuĠesàăàlaàƌepƌĠseŶtatioŶàdesàġtƌesà
fantastiques qui constitue un thème iconographique largement répandu dans le bassin égéen. Il 

s͛agiƌaàdeàs͛iŶteƌƌogeƌàsuƌàleàŵaiŶtieŶàdesàtƌaditioŶsàiĐoŶogƌaphiƋuesàeŶàMĠditeƌƌaŶĠeàoƌieŶtaleàsuiteà
ăàlaàdispaƌitioŶàdesàĐiǀilisatioŶsàdeàl͛ągeàduàBƌoŶzeàetàauǆàdiffĠƌeŶtesàǀaguesàd͛«àoƌieŶtalisation » 

peƌĐeptiďlesàauàseiŶàduàƌĠpeƌtoiƌeàfiguƌĠ,àeŶàƌeǀeŶaŶtàsuƌàleàƌƀleàpƌĠpoŶdĠƌaŶtàƋu͛oŶtàjouĠàlesàŠlesàdeà
Chypre et de la Crète. Si, pour la Grèce orientalisante et archaïque, les études antérieures se sont 

pƌiŶĐipaleŵeŶtàĐoŶĐeŶtƌĠesàsuƌàl͛iŵpaĐtàdes modèles proche-oƌieŶtauǆàdaŶsàlaàĐoŶstitutioŶàd͛uŶeà
iŵageƌieàoƌigiŶale,àuŶeàatteŶtioŶàpaƌtiĐuliğƌeàăàĐeƌtaiŶsàtǇpesàd͛ġtƌesàfaŶtastiƋuesàfĠŵiŶiŶsà;doŶtàleà
sphinx, la potnia thérôn, la femme-oiseau) montre que de nombreux concepts iconographiques 

relatifsàăàlaàŵoŶstƌuositĠàŶ͛ĠtaieŶtàpasàĠtƌaŶgeƌsàauàƌĠpeƌtoiƌeàĐƌĠto-mycénien. Au Bronze Récent, 

gƌiffoŶsàetàsphiŶǆàaiŶsiàƋueàd͛autƌesàġtƌesàĐoŵpositesàsoŶtàƌepƌĠseŶtĠsàsuƌàdiǀeƌsàsuppoƌts,à
notamment dans le domaine de la glyptique, en Crète minoenne et en Grèce mycénienne. Il reste 

encore à déterminer par quels médiums (tradition orale, mobilités artisanales, culture matérielle) 

cette tradition fut maintenue à travers les siècles.
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Trying to find a meaning in the reproduction of the image of soldiers and prisoners in the ancient 

Near East during the Early Bronze Age (IIIrd millennium) 

Military images of the ancient Near East during the Early Bronze Age are characterized by one of their 

main features: the serial reproduction of soldiers and prisoners, side by side and clearly identifiable 

as they bear the visual signs of superiority for the former and humiliation for the latter. These images 

are usually and almost naturally conceived as the ideological prerogative of city-states in conflict for 

territorial domination, or as signs of visual identity intended to reinforce the powers that be.  

However, the end of the Early Bronze Age is marked by the hegemony of the Akkadian dynasty and 

the iconographic changes that it has generated. Indeed, while strongly maintaining the military 

iconographic theme in its visual discourse, it will also break up with the motif of static parades of 

prisoners and introduce many details intended to clearly identify the protagonists, the enemies, the 

environment of the battles, etc.: could this represent the transition between a discourse based on 

evocative repetition in order to present an ideal, to one founded on detailed narration in order to 

assert the authenticity of an event? 

This paper aims to investigate the phenomenon of repetition through the example of soldiers and 

prisoners on images: what message lies behind series of hindered prisoner and battalions of soldiers? 

And how should the change of iconographic discourse at the Akkadian period be understood, 

especially when the power of the Akkadian dynasty mainly rests on its military victories? 
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Performing th Modern: Baudelaire, Manet and Popular Song 

Baudelaire wrote essays on Théodore Banville and Pierre Dupont in 1862 when Manet painted his 

“tƌeetà“iŶgeƌ.àEleŵeŶtsàofàBaudelaiƌe͛sàessaǇs,àiŶàadditioŶàtoàhisàoǁŶàeǀolǀiŶgàliteƌaƌǇàpƌoduĐtioŶ,à
offeƌàǀisualàaŶdàtheoƌetiĐalàpaƌallelsàtoàMaŶet͛sàĐoŵpositioŶàaŶdàhisàaƌtistiĐàŵiŶdset.àMaŶet͛sàĐhoiĐeà
of a street singer can be read as a visual analogue toàtheàpoetiĐàpƌoĐeduƌesàaŶalǇzedàiŶàBaudelaiƌe͛sà
essays. Popular song triggered a critical encounter between the artistic and historical domains of high 

and low forms of art, the very terrain Manet explored as he grafted his contemporary subject matter 

onto images inspired by old master sources. 

VeƌǇàlittleàǁasàstaďleàiŶàMaŶet͛sàaŶdàBaudelaiƌe͛sàPaƌisàiŶàϭϴϲϮàasàtheǇàǁatĐhedàtheàĐitǇàďeiŶgà
transformed physically, economically and socially. Aesthetic renovations were also paramount in 

ďothàŵeŶ͛s͛àŵiŶdsàasàthey approached their own creative productions and sought to create art that 

would resonate with the modernity of the urban life that they were witnessing. The French proverb 

͞C͛estàleàtoŶàƋuiàfaitàlaàĐhaŶsoŶ,͟àǁhiĐhàtƌaŶslatesàasàit͛sàŶotàǁhatàǇouàsaǇàďut how you say it, could 

easily be applied to Manet and Baudelaire as they labored through their poetry and their art to 

construct a different way of viewing meaning in a city and an aesthetic milieu where the comfort of 

the fixed interpretive systems of the past had been dismantled and compelled them to create a 

different scaffolding for modernist expression. 
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La ville littéraire et artistique. L'impact de la revue La Plume (1889 - 1914) sur la vie culturelle de 

Paris 

DğsàsaàĐƌĠatioŶàeŶàϭϴϴϵ,àLaàPluŵeàaàoeuǀƌĠàăàl͛eŶƌaĐiŶeŵeŶtàdeàsoŶàpƌogƌaŵŵeàaƌtistiƋueàetà
littéraire dans la géographie parisienne, à travers de multiples manifestations. Ses soirées 

littĠƌaiƌes,àsesàďaŶƋuets,àsoŶà“aloŶàdesàCeŶtàsoŶtàautaŶtàd͛oĐĐasioŶsàpouƌàleàleĐteuƌàdeàǀiǀƌe 

daŶsàleàŵouǀeŵeŶt,àd͛ǇàpaƌtiĐipeƌ. 
Les cafés et restaurants où ces activités ont ĠĐlos,às͛iŶsĐƌiǀeŶtàdaŶsàl͛histoiƌeàlittĠƌaiƌe, 
doŶtàLaàPluŵeàseàpƌoĐlaŵeàl͛hĠƌitiğƌeàlĠgitiŵeà;LesàHiƌsutes,àLesàHǇdƌopathesͿ.àIlsàŶeàsoŶt 
doŶĐàpasàdĠpouƌǀusàd͛uŶàseŶtiŵeŶtàŶostalgiƋue,àǀisaŶtàăàuŶeàƌeŶaissaŶĐeàĐultuƌelleàdu 

QuaƌtieƌàlatiŶ,àleƋuelàs͛offƌeàaiŶsiàĐoŵŵeàuŶeàalteƌŶatiǀeàăàMoŶtŵaƌtƌe.àLaàǀoloŶtĠàd͛attiƌeƌ 
les jeunes artistes et écrivains vers la Rive gauche est aussi visible dans la distribution de La 

Plume : les kiosques où la revue est mise en vente dessinent à peu près une ligne droite 

entre Montmartre et le Quartier latin. 

Dans le même esprit de remise en question, voire de restructuration, de la géographie 

culturelle, La Plume installe son Salon des Cent dans le Quartier latin, rue Bonaparte, alors 

Ƌu͛ăàlaàfiŶàduàXIXeàsiğĐleàlaàplupaƌtàdes galeries se situaient Rive droite. 

Les activités des revues littéraires et artistiques comme La Plume ne se limitent donc pas 

ăàl͛iŵpƌiŵĠ.àIlàfautàpƌeŶdƌeàeŶàĐoŵpteàleuƌàfoŶĐtioŶàd͛aƌĐhiteĐteàdeàlaàǀieàlittĠƌaiƌeàetàaƌtistiƋue, 
modélisant le paysage culturel de la ville.
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Benjamin's Image Scripts: Narratives of Montage Between Photography and Literature 

IŶàWalteƌàBeŶjaŵiŶ͛sàϭϵϮϴàďookàOŶe-Way “tƌeet,àheàpƌophesizesàtheàfutuƌeàiŶǀeŶtioŶàofàaŶà͞iŵageà
sĐƌipt,͟àaàŵass-reproducible written language suffused with images. This script will enable the 

medium of print to keep pace with the flood of images made possible by new technologies of 

reproduction,àsuĐhàasàlithogƌaphǇàaŶdàteĐhŶologǇ.àWhileàBeŶjaŵiŶ͛sà͞iŵageàsĐƌipt͟àƌeŵaiŶsàǀague,à
the form of One-Way Street suggests a language where words must be read as images. Indeed, 

BeŶjaŵiŶ͛sàteǆtàdepeŶdsàoŶàaŶàiŵagistiĐàƌepƌoduĐtioŶàofàlaŶguageàlikeàpƌaĐtiĐeàof photomontage. In 

his text, appropriated language from the surfaces of the modern city—street signs, posters, 

advertisements, house names—are sutured together with his reflections on various aspects of 

modernity, spatializing the otherwise temporal narrative structure of the book. The book thus on the 

one hand purports to reproduce faithfully the city street in language and on the other hand provides 

a subjective account of the city. This tension is reproduced in the dust jacket of the book, a 

photomontage designed by Sasha Stone. While scholarship has made reference to the dust jacket, 

theƌeàhasàŶotàďeeŶàaàsuffiĐieŶtàaĐĐouŶtàofàtheàǁaǇsàiŶàǁhiĐhà“toŶe͛sàphotoŵoŶtageàeŵploǇsàsiŵilaƌà
stƌategiesàofàƌepƌeseŶtatioŶàaŶdàƌepƌoduĐtioŶàasàBeŶjaŵiŶ͛sàteǆt.à‹hisàpaper will investigate the 

ĐoŵpleŵeŶtaƌǇàfoƌŵsàofàƌepƌoduĐtioŶàiŶà“toŶe͛sàphotoŵoŶtageàaŶdàBeŶjaŵiŶ͛sàteǆt.àIŶàdoiŶgàso,àIà
ǁillàoffeƌàaŶàaĐĐouŶtàofàhoǁàBeŶjaŵiŶ͛sàtheoƌǇàofàaŶàiŵageàsĐƌiptàaŶdàtheàďook͛sàŶaƌƌatiǀeàstƌuĐtuƌeà
depends on the tension of reproduction and temporality that also informs photomontage.
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Between the Conceptual, the Pictorial, and the Textual: Intermediality in Mesopotamian 

Ideological Discourse 

With the iconic or pictorial turn there has been an intense discussion about visual culture, visual 

literacy, image science, and iconology, as well as the relationship between text and image. Moreover, 

investigation in the role of the image and of perception has promoted the cooperation between the 

natural sciences—cognitive studies, neurology, and psychology, and the humanities. Recent art 

theory has directed much effort into distinguishing pictures from texts aŶdàiŶtoàuŶdeƌstaŶdiŶgà͞hoǁà
piĐtuƌesàaƌeàaďleàtoàiŶaĐtiǀelǇàpƌoduĐeàtheiƌàaffeĐtiǀeàĐoŶteŶt͟àaŶdàƌeĐouƌseàǁasàŵadeàtoàiŵage-

schemas, which characterize the dynamic, situated organization of the embodied enactive 

iŶtelligeŶĐe͟à;KƌoisͿ.à‹heàpiĐtoƌialàpoǁeƌàof the image lies in its capacity to show something that is 

otherwise not visible at all, and it is that phenomenon of deixis that provides agency to the image 

and might lead to a variety of effects, cognitive, practical, and affective (Boehm). Choosing various 

examples from royal ideological imagery throughout the millennia, this paper will explore the deictic 

power of the image and how it relates to text and, ultimately, to the conceptual.
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The Wooden Mouths of Otherworldly Gods: The Paradox of Materiality in Ancient Mesopotamian 

Idols 

Before the advent of archaeology, the ancient Near East (ANE) was understood mostly through the 

lens of the Hebrew Bible (Old Testament). For example, idols were the standard means of divine-

human mediation throughout the ANE, yet the biblical authors banned and ridiculed them as the 

devotional objects of fools and false faith. After all, how could something of wood or stone, crafted 

by human hands, actually be someone divine? 

In reality, the Mesopotamians experienced the same logical difficulty with idols that the authors of 

the Bible express, but dealt with it in a different way. Newly accessible primary texts from ancient 

Mesopotamia provide the answer to the above question; they also present the Mesopotamian 

solution to the cognitive dissonance elicited by the notion that an idol, which can be reproduced, is in 

fact a deity. 

My thesis is that the Mesopotamians elevate the discomfort elicited by the paradox of a hand-made 

god, and use materiality to drive the theological point that the gods are simultaneously part of this 

world and otherworldly. In order to accomplish this task, priests reproduced and performed a series 

ofàƌitualàaŶdàiŶĐaŶtatioŶàteǆts.à‹hisàiŶduĐtioŶàƌitual,àtheàMisàPià;͞WashiŶgàofàtheàMouth͟Ϳ,àgƌaŶtedà
idols agency as a mediators between divinity and humanity, status as gods or goddesses, and 

meaning as recipients of human devotion. Applying these texts to the idol highlighted a paradox that 

is at the core of many theologies and philosophies – that the material and eternal can and do exist 

both separately and as one, and all simultaneously.
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Reproduction and Continuity and Variation in the Book of Caverns 

The text and images contained in the tombs of New Kingdom Ramesside Kings of ancient Egypt dealt 

primarily with religious discourse. These texts and images are known collectively as the so-called 

Underworld Books, which were used as a guide for the king on his journey though the Underworld. 

Of the texts contained in this genre, the one that is of interest here is known by the name the Book 

of Caverns. This text only appears in whole in one Ramesside tomb and one cenotaph and in part in 

six Ramesside tombs.  

There are certain iconographic elements that allow alteration, while others do not. The question of 

not only why but also where this occurred is important to understanding the overall significance of 

theàǀaƌiousàpaƌtsàofàtheà͚ďook.͛àItàisàŶotàuŶtilàtheàteǆtàisàĐoŶsultedàthat,àiŶàsoŵeàiŶstaŶĐes,àitàĐaŶàďeà
seen that the text and image do not coincide, which can change the overall meaning of the image.   

The continuity and variation that occurs in this text is of interest, as it helps to understand which 

portions of the text and image were considered to be of the greatest importance during this time.  

“eeiŶgàthatàtheƌeàǁasàŶoà͚Đodeǆ͛àofàiŵagesàaŶdàteǆtàthatàĐouldàďeàĐoŶsultedàtoàhelpàdeĐideàǁhatàǁasà
to be used, an examination of those responsible for the decoration of the royal tombs gives insight 

into possible reasons for the continuity and variation in the reproduction of the images and text.
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Not Quite Reproducing Images: Understanding Poorly Made or Nearly Identical Seals and Indistinct 

Seal Impressions in the Bronze Age Aegean 

Seals are used throughout the Aegean Bronze Age, for making statements of identity and status, as 

'amulets', and administratively, being stamped on clay sealings. Script-based writing systems, incised 

on clay, come in and out of use, but seals are a kind of constant right up until the end of the period. 

Around 10,000 motifs survive from either seals or impressions, in an extraordinary range of styles, 

designs and materials; amongst this corpus though there are poorly made seals with crudely carved 

images, seals with identical or near-identical designs, and seal impressions that are partial or blurred 

beyond readability. These scratches or matches or smudges problematise the act of reproducing the 

seal's motif on the sealing—it is unclear or unreadable in some way, and that vital link between seal 

and sealing (for imbuing the sealing with whatever the seal identifies) has been lost or muddled. 

In this paper, I examine these problematic seals and impressions to ask to what extent a clear and 

reproducible image was important or necessary to seal users, and how this should be incorporated 

into our understanding of sealing processes, particularly given our assumptions that a seal somehow 

symbolises a unique identity.
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Kenneth Goldsmith: Andy Warhol: A Repetition 

In a recent interview Lev Gossman argued for an exigency of Pop, or a similar project, for literature: 

͚WhatàpoetƌǇàƌeallǇàŶeedsàisàaàǁƌiteƌàwho can do for it what Andy Warhol did for avant-garde visual 

aƌt.͛à‹hisàpapeƌàpƌeseŶtsàKeŶŶethàGoldsŵith͛sàĐƌeatiǀeàpƌojeĐtàasàaàƌespoŶseàtoàGossŵaŶ͛sàstateŵeŶtà
aŶdàaƌguesàthatàGoldsŵith͛sàĐoŶteŵpoƌaƌǇàeǆpeƌiŵeŶtalàpƌaĐtiĐeàĐaŶàďeàseeŶàasàaŶàatteŵptàatà
turning into Andy Warhol for poetry. Evocative of characteristically Warholian aesthetics, 

Goldsŵith͛sàpoetiĐsàƌeliesàoŶàaĐtsàofàƌepƌoduĐtioŶàaŶdàƌeappƌopƌiatioŶ.àButàfoƌàGoldsŵith,àIàǁillà
argue, repetition is not simply a source of formal experimentation but a complete neo-neo-avant-

gaƌdeàpƌojeĐt.àIàǁillàsuggestàthatàGoldsŵith͛sàisàaàtotalàaǀaŶt-garde work encompassing his creative 

and theoretical writings, as well as his public persona. This artist as a reproduction machine explicitly 

eĐhoesàWaƌhol͛sàŶeo-avant-gaƌdeàattitude.àGoldsŵith͛sàĐoŶteŵpoƌaƌǇàtakeàoŶàǁƌitiŶgàtheàaǀaŶt-
garde should not be defined, I will argue, in relation to his experimental poetics alone, but rather 

ĐoŶsideƌedàaŶàiteƌatioŶàofàWaƌhol͛sàŶeo-avant-gaƌdeàaĐt.àWhileàWaƌhol͛sàŶeo-avant-garde project 

stagesà͚foƌàaàseĐoŶdàtiŵeàtheàaǀaŶt-gaƌdisteàďƌeakàǁithàtƌaditioŶ,͛àGoldsŵith͛sàǁƌitiŶg,àthisàpapeƌàǁillà
argue, enacts the same process for the third time, as a neo-neo-avant-garde for the twenty first 

century. This thinking about neo-neo-avant-gaƌdeàasàtǁiĐeàƌeŵoǀedàfƌoŵàtheà͚oƌigiŶal͛àaǀaŶt-garde – 

as a repetition of a repetition – will be discussed as key to understanding methods of conceptual 

writing and the twenty first century avant-gardes more broadly and explored both as a creative 

project and a critical praxis.
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Camille De Toledo's Les potentielles du temps, or the Artists' Text's (re)Production of Institutional 

(re)Form 

CoŵŵeŶĐiŶgàǁithàCaŵilleàDeà‹oledo͛sàĐollaďoƌatioŶàǁithàtheàĐuƌatoƌialàplatfoƌŵàLeàpeopleàƋuià
manque (Aliocha Imhoff, Kantuta Quirós), thisàpapeƌàiŶƋuiƌesàiŶtoàtheàǁaǇàaàĐoŶteŵpoƌaƌǇàaƌtists͛à
writing appropriates, reproduces and translates the curatorial into a written work. The collective 

pƌojeĐtàLesàpoteŶtielsàduàteŵpsà;ϮϬϭϲͿàleadiŶgàtoàaà͞liǀƌeàd͛aƌt,àdeàthĠoƌie,àĐ͛est-à-dire, autrement, 

uŶàliǀƌeàpolitiƋue,͟àIàaŵàiŶteƌestedàiŶàǁhatàfoƌŵàtheàaƌtists͛àteǆtàƋuaàteǆtàƌesults:àǁhatàteǆtualà
strategies are employed for the writing to function? How can these textual procedures be 

appƌoaĐhedàtoàŶeǁàiŶstitutioŶalisŵ͛sàpƌedileĐtioŶàfoƌàdialogueàaŶdàparticipation, preferring process-

based works above contemplative ones (Doherty)?  

CuƌƌeŶtàtƌaŶsĐategoƌiĐalàaƌtàpƌaĐtiĐesàƌeĐoŶsideƌàaƌt͛sàŵeaŶsàofàpƌoduĐtioŶàaŶdàdistƌiďutioŶà
(Osborne, Alberro). Acknowledging and learning from the possibilities for employment of language, 

iŶĐludiŶgàitsàfailuƌesà;LippaƌdͿ,àfiƌstàeǆpeƌiŵeŶtedàǁithàiŶàĐoŶĐeptualàaƌt,àĐoŶteŵpoƌaƌǇàaƌtists͛àteǆtsà
pursue the path, elaborating on it through textual procedures. These textual strategies mimic, 

translate and (re)produce not a curatorial discourse, production is comprehended as forms of life 

instead, a compound of social, political and cultural operations linked to their environment (Virno, 

Guattari). Hence it becomes increasingly important how Les potentiels du temps transcribes the 

configuration that underpins it. And to what effect? 

Accordingly, I intend to analyse Les potentiels du temps comparing it with literary techniques, 

ŶotaďlǇàJulioàCoƌtazaƌ͛sàHopsĐotĐhà;ϭϵϲϲͿàiŶàaŶàiŶitialàpaƌt.àDepaƌtiŶgàfƌoŵàthisàaŶalǇsis,àaàseĐoŶdà
sectioŶàseeksàtoàaŶsǁeƌàtheàƋuestioŶàhoǁà‹oledo͛sàpƌojeĐtàƌespoŶdsàtoàŶeǁàiŶstitutioŶalisŵ͛sàaiŵsàtoà
transform the institution from within.
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(Re)semiotisation as Appropriation of the Public Space and Knowledge Production 

During the 1967-1972 Argentine civico-military dictatorship, the artists Ginzburg and Vigo rename an 

eŵptǇàplotà͞eaƌth͟,àaàlaƌgeàstoŶeà͞stoŶe͟àaŶdàaàtƌeeà͞tƌee͟.à“oŵeàthiƌtǇàǇeaƌsàlateƌ,àGáCà;Gƌupoàdeà
áƌteàCallejeƌoͿàĐƌeatesàŵeŵoƌǇàŵapsàofàBueŶosàáiƌesàthatàiŶdiĐateàtheàdiĐtatoƌship͛sàillegalàdeteŶtioŶà
centres while across the Atlantic, the Yomango campaign (Spain) highjacks the images of 

consumerism and re-branding.  

How and what do these acts communicate? They can be understood as acts of (re)semiotisation and 

appropriation but not only of objects, words and meaning; rather, of channels of communication. 

They reduce their own carrier and language by highjacking existing languages and develop new 

poetic and visual vocabularies by subverting codes, images and registers.  

Their re-mediation of words and images has social and political dimensions and advances new ways 

of imagining the world. It moreover constitutes a particular type of artistic gesture that seeks to 

reclaim public space: one that becomes meaningful only within social context and partakes a 

reflective mode of knowledge production whose critical potential lies in its capacity to engage that 

support system and to advocate new ways of changing it.  

‹hisàpapeƌàdisĐussesàtheàteƌŵà͞gueƌillaàofàĐoŵŵuŶiĐatioŶ͟àaŶdàsuggestsàaàtheoƌetiĐalàfƌaŵeǁoƌkàthatà
considers the place that such practices occupy in the art world, the nexus of affairs within which they 

communicate, social semiotics and parody and pastiche. This genealogy of ideas can help redefine 

the critical and cognitive potential of artistic research and conceptual writing and of artistic-social 

practice in the contemporary global context.
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Collecting from the Structure Itself: Conceptual Writing and Language as Expressive Object 

IŶàheƌàϭϵϴϴàessaǇà͞OŶàCoŶĐeptualàáƌt͟,àádƌiaŶàPipeƌàeǆplaiŶsàthatàsheàtuƌŶedàtoàlaŶguageàasàaà
primary medium within her artistic practice because she wanted to explore, among other things, 

͞oďjeĐtsàthatàďothàƌefeƌàtoàaďstƌaĐtàideasàthatàsituateàthoseàǀeƌǇàoďjeĐtsàiŶàŶeǁàĐoŶĐeptualàaŶdà
spatiotemporal matrices, and also draw attention to the spatiotemporal matrices in whichàtheǇ͛ƌeà
eŵďedded͟à;ϰϮϰͿ.àIŶàŵǇàpapeƌ,àIàeǆaŵiŶeàhoǁ,àiŶàusiŶgàteǆtualàƌepƌoduĐtioŶàasàaàpƌiŵaƌǇàŵethodàfoƌà
the translation of language to an aesthetic and tangible object, simultaneously immaterial and 

material, contemporary conceptual writing enters the forum of historic and contemporary 

conceptualist visual arts by instantiating a hermeneutics traditionally reserved for artistic disciplines. 

Exploring, as a case study, the controversial hybrid praxis of artist Vanessa Place, I examine how 

poetics is transformed according to the mimetic, appropriative mode of direct copying, and how the 

material concerns of the immaterial, lapsed-copyright text are at once reified and reimagined in the 

geopolitical context of the long twenty first century. In treating language as what Gilles Deleuze 

ƌefeƌsàtoàasàaŶà͞eǆpƌessiǀeàoďjeĐt͟,àIàaŶalǇzeàhoǁàĐoŶĐeptualàǁƌitiŶg,àiŶĐludiŶgàthatàofàPlaĐe,àǁheŶà
understood according to its material contexts and as a mode of artistic research, refutes a flattening 

ofàitsà͞ŵessǇàĐoŵpliĐatioŶs͟àaŶdàiŶsteadà͞ĐolleĐtsàfƌoŵàtheàstƌuĐtuƌeàitself͟à;BeƌgǀallàϮϭͿ.àIŶàtheà
context of late capitalism, the reproduction of text imports new spatiotemporal concerns, 

transcoding content while bracketing affective and aesthetic considerations within a method for 

denaturalizing received material (semantic content) as well as institutional and/or epistemic 

structures (knowledge production).
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Retour vers le futur. Les almanachs populaires en France et en Italie au XIXe siècle 

L͛ĠtudeàdeàlaàpƌesseàpopulaiƌeàduàgeŶƌeàpƌatiƋueàetàpƌĠdiĐtifàaàĠtĠàl͛oďjetsàdeàŶoŵďƌeusesàouǀƌagesà
suƌàl͛ĠpoƋueàŵodeƌŶe.àLesàalŵaŶaĐhs,àlesàĐaleŶdƌieƌsàetàlesàluŶaiƌesàĠtaieŶtàtƌaditioŶŶelleŵeŶtà
diffusés par des colporteurs, et faisaient partie du corpus des lectures populaires tout au long de 

l͛áŶĐieŶà‘Ġgiŵe.àLeuƌàiŵpoƌtaŶĐeàdaŶsàlaàĐultuƌeà;etàlaàpolitiƋueͿàaàĠtĠàŵaiŶtesàfoisàƌeŵaƌƋuĠe.à
Malgré les études prometteuses de quelques chercheurs, il sembleàƋu͛ilàǇàaàeŶĐoƌeàďeauĐoupàăàdiƌeà
suƌàĐesàoďjetsàăàl͛ĠpoƋueàĐoŶteŵpoƌaiŶe. 

CetteàiŶtĠƌǀeŶtioŶàsouhaiteàaďoƌdeƌàdeuǆàeǆeŵplesàd͛alŵaŶaĐhsàpuďliĠsàtoutàauàloŶgàduàXIXeàsiğĐle.à
NousàŶousàpƌoposoŶsàdeàfaiƌeàuŶeàaŶalǇseàĐoŵpaƌĠeàdeàl͛͞álŵaŶaĐhàpƌophĠtiƋue,àpittoresque et 

utile͟,àpuďliĠàăàpaƌtiƌàdeàϭϴϰϭàjusƋu͛auàdĠďutàduàXXeàsiğĐle,àetàduà͞Palŵaǀeƌde͟,àpaƌuàăà‹uƌiŶàdeàϭϳϳϮà
à 1861 sans interruptions. Grâce à des sondages dans cette longue série, nous essayerons de montrer 

les caractéristiques matérielles de ces objets. Les renseignements divers étaient en fait interpolés par 

desàƌĠfĠƌeŶĐesàăàl͛aĐtualitĠ,àauàfaitsàdiǀeƌs;àlesàŶouǀellesàĠtaieŶtàillustƌĠesàpaƌàdesàgƌaǀuƌesàpaƌàlesà
plusàgƌaŶdsàdessiŶateuƌsàdeàl͛ĠpoƋue,àĐoŵŵeàGaǀaƌŶi,àDauŵieƌ,àDeǀillǇ. 

BieŶàƋu͛eŶàpƌiŶcipe étrangers aux opinions politiques, ces périodiques manifestent à certains 

ŵoŵeŶtsàuŶeàattƌaĐtioŶàiƌƌĠsistiďleàǀeƌsàlesàpƌiŶĐipauǆàpeƌsoŶŶagesàpuďliĐs,àƋuiàŶ͛estàpasàdepouƌǀueà
de toute orientation. Tel est le cas de 1848, que nous analyserons de plus près. Les prévisions sur le 

futuƌeàseƌoŶtàaussiàdesàpƌophĠtiesàsuƌàl͛aĐtioŶàpolitiƋue.
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La Révolution reproduite en miniature. Interpicturalité et intermédialité d'estampes françaises de 

1789 à 1799 

Parmi les innombrables caricatures et allégories politiques imprimées de la Révolution française les 

plus populaires sont aussitôt reproduites en petit format pour être appliqués aux foulards, aux 

ĠǀeŶtails,àauǆàtaďatiğƌes,àǀoiƌeàauǆàďoutoŶsàetàăàd͛autƌesàpetitsàoďjets.àMaƌĐhaŶdisesàdeà«populuxe» 

ǀeŶduesàăàďasàpƌiǆ,àĐesàiŵagesàeŶàŵiŶiatuƌeàĠtaieŶtàoŵŶipƌĠseŶtesàdaŶsàl͛espaĐeàpuďliĐàpolitisĠàdeà
PaƌisàduƌaŶtàlesàaŶŶĠesàϭϳϵϬ.àPhĠŶoŵğŶeàĐultuƌelàpeuàĠtudiĠàjusƋu͛iĐiàƋueàlaàĐoŵŵuŶiĐatioŶà
proposée s'efforcera de scruter dans une première approche. 

Préparée par des planches de facture populaire rassemblant sur une même feuille les copies réduites 

des caricatures en vogue, la chaîne des reproductions en miniature commence par les feuillets 

d͛ĠǀeŶtailàƋuiàpeƌŵetteŶtàdeàĐoŵďiŶeƌ,àdaŶsàuŶàjeuàd͛allusions suggestives, les images recopiées 

avec les citations de pamphlets et de chansons. Suivent les reproductions imprimées en forme de 

médaillons destinés à décorer les dessus de boîtes et qui renforcent la réduction emblématique de 

l͛iŵageàauàdĠpeŶsàdeàlaàlettƌe.àEŶfiŶ,àlesàͤgaleƌiesͥàdeàŵĠdailloŶsàseƌǀeŶtàdeàŵodğlesàaussiàďieŶàauǆà
ďoutoŶsàpeiŶtsàăàlaàŵaiŶàƋu͛auǆàŵĠdaillesàfƌappĠes.àOŶàseàpƌoposeàd͛ĠtudieƌàĐesàfiliatioŶsàăàpaƌtiƌàdeà
quatre ou cinq motifs exemplaires: le Convoi des Abus, le Globe de France porté par les trois ordres, 

la Démolition re la Bastille, la Fontaine de la Régénération et les derniers Adieux de Louis XVI à sa 

famille. 

En conclusion, une vue comparative des thèmes et de leurs variantes intermédiaires permettra 

d͛esƋuisseƌàuŶeàtǇpologie des formes de reproduction en miniature et de spécifier les différentes 

fonctions socio-politiƋuesàdesàpetitsàoďjetsàeŶàƋuestioŶ.àIlàs͛aǀĠƌaàƋu͛aloƌsàƋueàlaàƌepƌoduĐtioŶ,àloiŶà
deàs͛eǆpliƋueƌàpaƌàleàŵaŶƋueàdeàĐƌĠatiǀitĠàdesàĐopistes,àĠtaitàuŶàĐhoiǆàĐoŶsĐieŶtàsuiǀaŶtàl͛aĐtualitĠà
politiƋue.àDaŶsàuŶàteŵpsàoùàl͛oŶàŶeàĐoŶŶaŠtàŶiàlesàtiƌagesàdesàestaŵpesàŶiàleuƌsàsuĐĐğsàăàlaàǀeŶte,àlaà
reproduction est un indicateur valable des images préférées par le public et qui ont donné une 

empreinte profonde aux mentalités collectives. 
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Popular Illustration, Caricature, Iconic Images, and Diffusion of Stereotypes - case study of the 

Napoleonic imagery in the 19th century 

In the nineteenth century, popular illustrations (lithography and other relatively cheap methods of 

ƌepƌoduĐiŶgàiŵagesͿ,àďeĐaŵeàoŶeàofàtheàŵaiŶàsouƌĐesàofàpeople͛sàiŵagiŶatioŶàaŶdàpeƌĐeptioŶ.àIà
would like to look closer at two related phenomena within the broad topic, i.e. the way popular 

illustration shapes and propagates two kinds of stereotypical reception: the iconic image and satirical 

͞ŵeŵes͟. 

I intend to focus on two faces of nineteenth century popular reception of Napoleon Bonaparte 

through the images. The negative stereotype had been shaped from the very beginning of his career 

by British caricature and satire. The little irate man with a huge nose and an even more grandiose 

hat, who appeared as early as 1796 in anonymous caricatures, and was popularized by the prominent 

illustrators, dominates the popular image of Napoleon not only in his black legend, created by anti-

Napoleonic press and satire during his lifetime, but also in the most popular reception nowadays. 

On the other end of the scale is the iconic image of the man in the redingote grise and the bicorne–
one of the most easily recognized figures in history–to a similar extent created by the popular image, 

reproduced in dozens of versions and reprints during the nineteenth century. From the 

methodological point of view I would like to discuss how these two kinds of images are related, how 

they both distort reality but persevere in human consciousness, substituting living persons and 

Đoŵpleǆàhistoƌiesàǁithàsiŵplifiedà͞ŵeŵes͟.
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Le juif de récit ou le traumatisme historique et sa reproduction dans le récit français contemporain 

Le juif de récit est un narrateur qui place le récit de sa vie sous le signe de ce qui est arrivé à ses 

parents ou grands-paƌeŶts.àLaàpƌĠseŶteàĠtudeàseàdĠploieàăàl͛iŶteƌseĐtioŶàdeàtƌoisàpƌoďlĠŵatiƋuesà: 

1° comment, via la mémoire ou « le secret de famille »,àl͛ĠǀĠŶeŵeŶtàtƌauŵatiƋueàoƌigiŶelàiŶfoƌŵeà
une existence contemporaine ; comment le sujet aux prises avec cet héritage (avec ou sans 

testament) se débrouille pour mener la vie la moins impossible qui soit ;  

Ϯ°àĐoŵŵeŶtàl͛ideŶtitĠàjuiǀe,àŵaƌƋuĠeàpaƌàleàsouvenir à vif du traumatisme, contribue à faire émerger 

une nouvelle identité narrative, fondée sur la ré-interprétation de tout affect, de toute douleur, de 

tout événement à la lumière de la Shoah. 

ϯ°àleàstatutàdeàl͛iŵageàĐoŵŵeàǀeĐteuƌàdeàlaàŵĠŵoiƌe.àCeƌtains textes choisissent de reproduire des 

photogƌaphiesàŶoŶàpouƌàillustƌeƌàleàpƌoposàŵaisàpouƌàattesteƌàdeàlaàpeƌsistaŶĐeàd͛espaĐesàetà
d͛ideŶtitĠsàaujouƌd͛huiàpeƌdus,àaŶĠaŶtisàpaƌàlaàďaƌďaƌieàŶazie.àD͛autƌesàseàĐoŶteŶteŶtàd͛iŶsĐƌiƌeà
l͛iŵageàdaŶsàleàteǆteàsousàlaàsiŵpleàŵodalitĠàd͛uŶeàƌĠfĠƌeŶĐeàǀeƌďale.àOŶàs͛iŶtĠƌesseƌaàauǆàeŶjeuǆà
liĠsàăàĐesàdiffĠƌeŶtesàŵaŶiğƌesàdeàĐoŶĐeǀoiƌàlesàƌappoƌtsàduàteǆteàetàdeàl͛iŵage.àIŵagesàpuďliĠesà
comme des archives ? Images décrites ? Images mobilisées comme des documents ? Images utilisées 

comme vecteurs du romanesque, comme activateurs des tensions narratives ?
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Altérations du visible, ou la reproduction comme forme dans le cinéma de Yervant Gianikian et 

Angela Ricci Lucchi 

áǀeĐàlaàŵiseàeŶàplaĐeàdeàĐeàƋu͛ilsàappelleŶtàleuƌà«àĐaŵĠƌaàaŶalǇtiƋueà»,àdispositifàŵisàeŶàplaĐeàpouƌà
capturer des archives filmiques menacées de disparaitre, les cinéastes italiens Yervant Gianikian et 

Angela Ricci Lucchi rappellent dans une pratique tout à fait singulière ce paradigme du remploi, où 

l͛aĐteàdeàĐƌĠatioŶàpƌoĐğdeàd͛uŶeàƌessaisieàd͛uŶàŵatĠƌiauàeǆistaŶt,àŵaisàƋuiàŶeàpeutàaǀoiƌàlieuàƋu͛auà
prix d͛uŶeàŵutatioŶàdeàĐetteàŵatiğƌe.àLeàtƌaǀailàdesàĐiŶĠastesàseàsitueàpƌĠĐisĠŵeŶtàauàŶiǀeauàdeàĐetteà
mutation. Les images reproduites donnent lieu à des changements formels importants – 

ĐoloƌiŵĠtƌie,àǀitesseàdeàdĠfileŵeŶtàetàƌeĐadƌagesàăàl͛iŶtĠƌieuƌàdesàplaŶs – qui traduisent également 

une altération du fond lui-ŵġŵe.àLaàtąĐheàduàĐiŶĠŵa,àdaŶsàĐetàoƌdƌe,àestàd͛iŶtƌoduiƌeàdesàĠĐaƌtsàdaŶsà
lesàfoŶdsàd͛aƌĐhiǀes,àetàs͛ilàdoitàleàfaiƌe,àĐ͛estàaussiàpouƌàdesàŵotifsàpolitiƋuesà:àlesàiŵagesàsuƌà
lesquelles travaillent Yervant Gianikian et Angela Ricci Lucchi, pour la plupart tournées par le cinéaste 

italien Lucas Comerio sympathisant du régime fasciste, ont été produites pour documenter 

l͛eǆpaŶsioŶàdeàl͛idĠologieàdeàĐeàƌĠgiŵeàăàlaƋuelleàellesàadhĠƌeŶt.à‘epƌoduiƌeàĐesàiŵages, purement et 

simplement, ne serait-ĐeàpasàdeàfaitàpƌoloŶgeƌàleàtĠŵoigŶageàƋu͛ellesàpƌoposeŶtà?àEŶàeǆploitaŶtàuŶeà
teĐhŶiƋueàd͛altĠƌatioŶàdeàĐetteàŵatiğƌe,àGiaŶikiaŶàetà‘iĐĐiàLuĐĐhiàƌappelleŶtàƋu͛ilàestàpossiďleàetà
nécessaire, dès la question technique de la reproduction, de recevoir des images et de contester la 

positioŶàƋu͛ellesàpƌeŶŶeŶtàdaŶsàl͛oƌdƌeàduàǀisiďle,àdeàtƌaǀailleƌàiŵŵĠdiateŵeŶtàl͛aƌĐhiǀeàd͛uŶeàǀisioŶà
du monde tout en la refusant.
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Reproduction, réappropriation, re-sĠŵiotisatioŶ.  PƌatiƋue de la leĐtuƌe aĐtualisaŶte daŶs l͛œuǀƌe 
de Yannick Haenel 

‘epƌoduiƌe,àĐ͛estàŶoŶàseuleŵeŶtàƌepƌeŶdƌe,àŵaisàaussi actualiser. Au départ de ce principe 

élémentaire, nous souhaitons envisager le citationnisme développé par Yannick Haenel dans ses 

teǆtesàeŶàtaŶtàƋueàpƌatiƋueàdeàleĐtuƌesàaĐtualisaŶtesàdesàœuǀƌesàlittĠƌaiƌesàouàpiĐtuƌalesàƋuiàǇàsoŶtà
évoquées. À partir duàĐoŶĐeptàdĠǀeloppĠàpaƌàYǀesàCittoŶà;ϮϬϬϳͿ,àilàs͛agiƌaàdoŶĐàdeàǀoiƌàĐoŵŵeŶt,à
Đhezàl͛ĠĐƌiǀaiŶàfƌaŶçais,àl͛ĠǀoĐatioŶàetàlaàƌepƌiseàd͛œuǀƌesàappaƌteŶaŶtàăàlaàŵĠŵoiƌeàĐultuƌelleà
ĐolleĐtiǀeàdĠpasseàleàsiŵpleàĐadƌeàdeàl͛iŶteƌteǆtualitĠàpouƌàeŶgageƌàuŶàpƌoĐessusàde re-sémiotisation. 

‹utĠlaiƌes,àellesàs͛ǇàǀoieŶtàiŶǀestiesàd͛uŶeàpoƌtĠeàsǇŵďoliƋueàetàfiguƌeŶt,àeŶàpaƌtiĐulieƌ,àuŶeà
puissaŶĐeàdeàsoulğǀeŵeŶt.àOŶàŵoŶtƌeƌaàĐoŵŵeŶtàlesàœuǀƌesàĐoŶǀoƋuĠesàpaƌàHaeŶelà– Ƌu͛ilàseà
réapproprie –, sont toujours « déplacées » pour venir résonner (et signifier) avec les situations 

ǀĠĐuesàpaƌàlesàŶaƌƌateuƌs/peƌsoŶŶagesàdeàsesàƌĠĐits,àouàaǀeĐàlesàseŶsatioŶsàƋu͛ilsàpeuǀeŶtàƌesseŶtiƌ.à
NousàŵettƌoŶsàdoŶĐàeŶàluŵiğƌeàlaàpuissaŶĐeàagissaŶteà;oŶtologiƋueͿàƋueàl͛ĠĐƌiǀaiŶàfƌaŶçaisàattƌiďueà
auǆàœuǀƌes,àƋui,àďƌğĐhesàdaŶsàleàƋuotidieŶ,àpeƌŵetteŶtàŶoŶàseuleŵeŶtàd͛ouǀƌiƌàuŶàespaĐeàiŶĠditàdeà
ŶĠgoĐiatioŶàduàƌappoƌtàauàƌĠel,àŵaisàaussiàdeàdĠgageƌàuŶeàpuissaŶĐeàdeàtƌaŶsfoƌŵatioŶàd͛aďoƌdà
éthique (individuelle), mais aussi, politique (collective).
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Rinko Kawauchi: The Conceptual Vernacular Photobook reinvented 

My paper focuses on the most recent project of contemporary Japanese photographer Rinko 

KaǁauĐhi.àKaǁauĐhi͛sàǁoƌkàisàŵaiŶlǇàŵateƌializedàthƌoughàphotoďooks.àItàthƌiǀesàďetǁeeŶàtheà
conceptual and the vernacular tradition of photography. As I will argue, her 2016 project "The River 

embraced me" marks a re-turn to the community present in vernacular photography through 

conceptual terms. My paper will examine this project looking back at her entire oeuvre, in particular, 

with hindsight to her 2005 exhibition and book "Cui Cui".  

Affect and memory are constitutive to the snapshot, with which "Cui- Cui" was in open conversation. 

YetàtheseàeleŵeŶtsàǁillàappeaƌàŶotàsoàŵaŶifestlǇàiŶàKaǁauĐhi͛sàpƌojeĐt The River embraced me- a 

project that was commissioned by the Museum of Modern Art of Kumamoto. The community of 

Kumamoto was called up to submit their stories and memories of a place in the region.  Kawauchi set 

off to the places indicated to shoot pictures when something from a story resonated- An ekphrasis in 

ƌeǀeƌse.àátàtheàeǆhiďitioŶ,àKaǁauĐhi͛sàphotogƌaphsàaŶdàtheàteǆtsàǁeƌeàhuŶgàsideàďǇàside,àuŶdeƌàstƌiĐtà
aestheticized control.  

Yet none of this process is visible in the photographs. To grasp that "The River embraced me" is a 

conceptual, process-over- product work one must read the explanatory text that comes as separata 

ǁithàtheàphotoďook.àMǇàpapeƌàǁillàlookàďaĐkàatàKaǁauĐhi͛sàǁoƌkàasàaŶàeĐologǇàofàiŵagesàthatàisà
intimate with the conceptual tradition as well as with how we experience photography as a social 

and cultural phenomenon.
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͞Gƌids, MatƌiĐes aŶd Digits iŶ “tĠphaŶe MallaƌŵĠ͛s DesigŶs foƌ Le ͚Liǀƌe͛ ͟ 

Stéphane Mallarmé is recognized for his critical role in shaping the basic protocols for two distinct 

forms of theàaƌtist͛sàďook:àϭͿàtheàliǀƌeàdeàpeiŶtƌe,àoƌàtheàdeluǆeàliŵitedàeditioŶàillustƌatedàďook;àaŶdà
ϮͿàtheàliǀƌeàd͛aǀaŶt-gaƌdeàoƌàtheàeǆpeƌiŵeŶtalàaƌtist͛sàďookàthatàƌadiĐallǇàiŶteƌƌogatesàtheàĐoŶĐeptàofà
the book and by extension, the reading/viewing experience. The poet also wrote essays, letters, and 

manuscript notes about the viability of the book in the modern technological age envisioning books 

that were mechanized, highly flexible in form, and interactive.  With such prescient ideas, the poet 

has inspired aàŶuŵďeƌàofàĐoŶteŵpoƌaƌǇàdigitalàŵediaàiŶitiatiǀesàiŶĐludiŶgàaƌtists͛àďooksàďǇàFƌaŶkà
Ancel, Bill Seaman, among others. Additionally, in 2013, critic David Mendelson examined key 

ŵetaphoƌsàiŶàMallaƌŵĠ͛sàpoetiĐsàaligŶiŶgàtheŵàǁithàfuŶdaŵeŶtalàĐoŶĐeptsàofàĐomputing and digital 

Đultuƌe,àiŶĐludiŶg:àǁiŶdoǁ,àǁeď,àopeƌatioŶ,àpƌojeĐtioŶ,àaŶdàŶaǀigatioŶ.àWhileàMeŶdelsoŶ͛sàteǆtualà
aŶalǇsisàisàĐoŵpelliŶgàaŶdàuseful,àtoàŵǇàŵiŶdàitàdoesàŶotàadeƋuatelǇàeǆaŵiŶeàMallaƌŵĠ͛sàŵostà
͞digital͟àaƌtifaĐt,àŶaŵelǇ:àtheàϮϱϴàsĐƌapsàof papeƌàkŶoǁŶàasàLeà͞Liǀƌe.͟à‹hisàeŶigŵatiĐàdoĐuŵeŶtà
reveals very little regarding the contents of the book and yet its structure is expressed numerically 

often creating symmetrical or binary patterns. Moreover, Mallarmé drew grids and matrices to 

perform calĐulatioŶsàƌegaƌdiŶgàtheàiŶteƌĐhaŶgeaďilitǇàofàtheàďook͛sàpaƌtsàaŶtiĐipatiŶgàŶeǁàŵodesàofà
distƌiďutioŶàaŶdàiŶteƌaĐtiǀitǇ.àIàǁaŶtàtoàaƌgueàthatàsuĐhàŵatheŵatiĐalàdesigŶsàƌepƌeseŶtàMallaƌŵĠ͛sà
atteŵptàtoà͞Đode͟àhisàŵostàƌeǀolutioŶaƌǇàliǀƌeàd͛aǀaŶt-garde thereby yielding a remarkable 

prototype for the digital age.



 
 

unil.ch/reproduction2017 
 

RepƌoductioŶ et ƌéappƌopƌiatioŶ: le livƌe d’aƌtiste et ses décliŶaisoŶs 
photographiques et numériques 

 

Susanne Bieri et Nathalie Dietschy 

 

Chris Balaschak 

Associate Professor of Art History 

Flagler College 

cbalaschak@flagler.edu 

File System Access: Evidence and the post-industrial Bay Area 

MikeàMaŶdelàaŶdàLaƌƌǇà“ultaŶ͛sàϭϵϳϳàphotoďookàEǀideŶĐeàdeǀelopedàfƌoŵàtheàphotogƌapheƌs͛à
research and subsequent appropriation of photographs found in archives around the San Francisco 

Bay Area. Presented without accompanying captions, and with no indication of their original use, the 

ďook͛sàdeadpaŶàƋualitǇàhasàďeeŶàiŶteƌpƌetedàasàeitheƌàaŶàeǆpeƌiŵeŶtàiŶàtheàseŵiotiĐsàofàseƋueŶĐiŶgà
images, or as a sardonic undermining of photographic indexicality. For instance, in 2003 curator 

Sandra Phillips saw the work as anticipating postmodernism in its acts of appropriation and 

decontextualization. As argued in this paper, however, reading Evidence must begin with considering 

context. The only substantive text in Evidence is a list of the archives Mandel and Sultan accessed. 

Preceding, and perhaps more evidential than the subsequent photographs, this list testifies to the 

service-eĐoŶoŵǇàeŵeƌgiŶgàaƌouŶdàtheàBaǇàáƌea͛sàpƌiǀate- and publically-funded technology industry. 

This paper interprets Evidence from within these socio-economic conditions. To start, we can 

understand the book as a network of images linking disparate institutional spaces. As such, Evidence 

anticipates Manuel Castells͛à͞ŶetǁoƌkàsoĐietǇ,͟àiŶàtheàǁaǇàthatàaàseƌiesàofàaƌĐhiǀesàŵaǇàfuŶĐtioŶàasàaà
͞spaĐeàofàfloǁs͟àiŶteƌĐoŶŶeĐtiŶgàƌegioŶalàiŶfƌastƌuĐtuƌe.à“eĐoŶdlǇ,àǁeàĐaŶàiŶteƌpƌetàEǀideŶĐeàasàaŶà
example of a service-based authorship, wherein the photographers are not interested in the 

pƌoduĐtioŶàofàŶeǁàŵateƌial,àďutàiŶàtheà͞post-pƌoduĐtioŶ͟à;NiĐolasàBouƌƌiaudͿàofàpƌe-existing 

information. In their attention to the form and content of their photobook, Mandel and Sultan 

produced an enduring conceptual document of American post-industrialism.
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Les images « adoptées » des photobooks : reprises, recyclages et variations 

Un des genres – siàl͛oŶàpeutàpaƌleƌàdeàgeŶƌeà– lesàplusàƌĠpaŶdusàaujouƌd͛huiàdaŶsàleàdoŵaiŶeàdesà
photobooks, est celui des ouvrages réunissant des photographies trouvées, autrement dit des 

ouǀƌagesàd͛aƌtistesàet/ouàdeàphotogƌaphesàdoŶtàlesàphotogƌaphiesàoŶtàĠtĠàƌĠuŶiesàdaŶsàuŶàliǀƌe,àŵaisà
doŶtàilsàŶeàsoŶtàpasàlesàauteuƌsàetàƋu͛ilsàs͛appƌopƌieŶtàpouƌàeŶàfaiƌeàuŶàoďjetàuŶiƋue,àoƌigiŶalàeŶà
raison de la séquence, de la mise en relation entre les diverses images reproduites au sein du livre. 

HĠƌitieƌsàpouƌàďeauĐoupàdesàliǀƌesàd͛aƌtistesàdeàHaŶs-Peter Feldmann, ces ouvrages constituent le 

lieuàd͛uŶeàĐolleĐtioŶàdeàĐliĐhĠsàtƌouǀĠs.àCetteàpƌatiƋueàăàl͛œuǀƌeàdaŶsàlesàouǀƌagesàdeàLuĐiaŶoà
Rigolini, Peter Piller, Erik Steinbrecher, Erik Kessels, ou Joachim Schmid, pour ne citer que quelques 

Ŷoŵs,às͛iŶsĐƌitàdaŶsàl͛ğƌeàpostŵodeƌŶeàdeàƌepƌiseàetàdeàƌĠappƌopƌiatioŶàd͛iŵagesàdispoŶiďles,à
trouvées sur les marchés, dans les foires ou sur internet, des images « adoptées » selon les mots de 

l͛aƌtisteàalleŵaŶdàJoaĐhiŵà“Đhŵid,àetàƋui,àƌepƌoduitesàsousàlaàfoƌŵeàduàliǀƌe,àoďtieŶŶeŶtàuŶeà
nouvelle signification, une nouvelle dimension, en raison des effets de dialogue par paires, des 

variations offertes par le découpageàouàleàĐollageàdeàĐesàiŵagesàouàduàƌĠĐitàpaƌàl͛aĐĐuŵulatioŶàdesà
clichés au fil des pages. 

NousàpƌoposoŶs,àauàtƌaǀeƌsàdeàl͛ĠtudeàdeàƋuelƋuesàĐasàeǆeŵplaiƌes,àdeàŵoŶtƌeƌàƋueàlaàdĠŵaƌĐheàdeà
reprise, de réappropriation de photographies pré-existantes, loin de ƌĠduiƌeàlaàǀaleuƌàd͛uŶiƋueàetàdeà
rareté, par son statut reproductible, acquièrt au contraire au sein du livre une nouvelle «aura». 
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On Numerical Reproduction: Heuristic Hypermediacy or Conncectivity Conundrum? 

The coming of digital coding virtually imploded the material basis of cultural conventions as 

numerical technologies today have exponentially increased the potential for an axiomatic interaction 

ǁithàtheàŶotioŶàofà͚teǆt͛àiŶàitsàǀaƌiousàpossiďleàguises.àáĐĐoƌdiŶgly, the digital interface came to imply 

a deceptive mechanism of sorts, given that its algorithm remains bound to a rigidly circumscribed 

type of in- and output. This paper therefore specifically proposes to mine digital artworks for their 

heuristic potential while arguing that new media objects are composed of digital code and thus are 

constituted by numerical representations and reproductions. This basic premise after all holds two 

major consequences: a) the new media object can be described mathematically; b) the new media 

object is subject to algorithmic manipulation (i.e. becomes programmable). Consequently, by means 

of selected case examples of digital technology in artistic applications–DaǀidàMaŵet͛sàhǇpeƌteǆtà
satiƌeàWilsoŶà;ϮϬϬϬͿ,à‘oďeƌtàLepage͛sàadaptation-in-progress La Damnation de Faust (1999-2008), 

aŶdàJohŶàJesuƌuŶ͛sàŵeta-telematic Firefall (phase I, 2006; phase II 2010)–this presentation will 

investigate how said deceptive discretion can, in turn, be reproduced as hypermedial heuristic 

stimulatiŶgàtheàteĐhŶologǇ͛sàuseƌsàtoàeŶgageàǁithàtheàdigitalàiŶàaàŵoƌeàƌefleǆiǀeàfashioŶ.àásàaŶà
intrinsically self-reflexive environment in its own right, any new media application has the capacity to 

reflect how the computerization of culture negotiates the tension between the reproduction of 

͚tƌaditioŶal͛àseŵiotiĐàeǆpeĐtatioŶsàaŶdàǁholeàŶeǁà– digitally induced–ontologies, epistemologies, 

and pragmatics. Seen from this angle, new media actually act as forerunners of a more general 

process of wholesale cultural reconceptualization functioning, in essence, as a network.
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Reiterating The Wooster Group's Reenactments 

Ever since its retroactive establishment out of Richard Schechner's Performance Group, some forty 

years ago, the New York-based performance company The Wooster Group has been drawn to 

technologies of reproduction. While in the earliest productions comprising the Rhode Island Trilogy, 

perspectivism, as developed since the Renaissance, still features as a prominent technology, 

manifested in the scenography and resonating with some of the earliest texts relied on, slide 

projections and video were also added, as part of an evolving documentary practice. From the start 

this documentary practice has included reenactments, whether unbeknownst to the average 

spectator or made explicit as part of the performative pleasure and theatrical experience, in a 

strange reversal, supplementing the technologies of reproduction yet signalling an ironic return to 

the kind of mimesis from which the Wooster Group has always distanced itself. The present paper 

will briefly review some of these reenactments in an attempt to come to terms with the company's 

2016 production, The Town Hall Affair.
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The Reproduction of Orality on the Contemporary Stage in the Light of the Generativity of Data 

In the genre of documentary theatre, it is a common practice to reproduce oral 'texts' (testimonies) 

on stage. But despite its 'auratic' nature, the theatrical medium takes part in today's generalized data 

culture: explicitly, by staging new media, or implicitly, by internalizing its logic and language. What 

better way to grasp the 'informational turn' of documentary theatre—or what I call 'data theatre'—
than by means of concepts central to computer technology and its logic of the generativity of data? 

From this point of view, I will discuss and illustrate three major evolutions in contemporary 

(documentary) theatre: 'from author to data processor', 'from plot to protocol' and 'from face to 

interface'. The three concepts illuminate conditions, forms and processes tied up with the theatrical 

reproduction of oral words within the context of contemporary information society.
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Wright of Derby :  incandescences 

Pour Wright of Derby, comme pour les lucioles et certaines espèces de papillons, les vérités se 

manifestent par détour nocturne. De 1773 à 1775, le peintre néo-caravagesque entreprend une suite 

esƋuissesàƌepƌĠseŶtaŶtàdeuǆàtǇpesàd͛eǆplosioŶà:àuŶàfeuàd͛aƌtifiĐeàăà‘oŵeà;laàGiƌaŶdolaͿàetàuŶeà
éruption à Naples (le Vésuve). De retour en Angleterre, le peintre multiplie durant plusieurs années 

ces deux compositions envisagées et exposées en binôme. 

Jeàpƌoposeàd͛ĠĐouteƌàatteŶtiǀeŵeŶtàĐeàdialogueàeŶflaŵŵĠàeŶtƌeàleàǀolĐaŶàetàleàfeuàd͛aƌtifiĐe,àeŶtƌe,à
selon les mots du peintre : "the one, the greatest effect of Nature, the other of Art that I suppose can 

be". 

Ces tableauǆàseƌoŶtàaŶalǇsĠsàăàlaàluŵiğƌeàdeàlaàĐoƌƌespoŶdaŶĐeàdeàl͛aƌtiste,àdesàŵĠŵoiƌesàdeàǀoǇageà
ouàdesàpuďliĐatioŶsàsĐieŶtifiƋuesàdeàl͛ĠpoƋue. 

JeàŵoŶtƌeƌaiàƋueàĐesàdeuǆàtǇpesàd͛iŵageàŶeàfoŶtàpasàseuleŵeŶtàƌĠfĠƌeŶĐeàauǆàfaŵeuǆàsightseeiŶgsà
que tout passionné doit ďiffeƌàloƌsàduàGƌaŶdà‹ouƌàitalieŶà;àƋueàĐeàŶ͛estàpasàeŶàtouƌisteàĐƌoǇaŶtàƋueà
WƌightàofàDeƌďǇàassisteàăàLaàGiƌaŶdola,àƋueàĐeàŶ͛estàpasàeŶàgĠologue-naturaliste que le peintre 

s͛eǆtasieàdeǀaŶtàl͛ĠƌuptioŶàduàVĠsuǀeàŵaisàƋueàĐeàgeŶƌeàdeàpeiŶtuƌe,àsiàǀeŶdaďleàfut-elle, demeurait 

pour lui "una cosa mentale".  

Par ailleurs, diverses compositions "chaudes" sur lesquelles nous ne sommes toujours pas 

suffisaŵŵeŶtàĠĐlaiƌĠsà;iŶĐeŶdies,àfouƌŶaises,àfoƌgeƌies,àĠƌuptioŶsàǀolĐaŶiƋues,àfeuǆàd͛aƌtifiĐeͿàŶousà
invite à questionŶeƌàl͛iŶĐoŶsĐieŶtàpǇƌoŵaŶeàduàpeiŶtƌe.à 

Cela nous permettra peut-ġtƌeàd͛aĐĐoƌdeƌàăàWƌightàofàDeƌďǇàl͛appellatif,àsiàpeuàĐoŵŵuŶàauǆàaƌtistes,à
d͛illuŵiŶiste.
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UŶe ďelle giƌaŶdole ǀiƌeǀolta ƋuelƋue teŵps. Les ŵots à l͛Ġpƌeuǀe du feu daŶs les ƌĠĐits de fġte au 
XVIIe siècle. 

Dans cette communication nous souhaitons proposer une étude de la description textuelle du feu 

d͛aƌtifiĐeàdaŶsàlesàƌelatioŶsàdeàfġteàfƌaŶçaisesàauàXVIIeàsiğĐle.àL͛aŶalǇseàǀiseàlesàpƌoĐĠdĠsàƌhĠtoƌiƋuesà
ƋueàlesàauteuƌsàeŵploieŶtàafiŶàdeàĐoƌƌigeƌàl͛aďeƌƌatioŶàŵŶĠŵoŶiƋueàdesàiŵpƌessioŶsàde lumière et 

deàƌepƌoduiƌeàlaàĐoŵpleǆeàĐhoƌĠgƌaphieàpǇƌoteĐhŶiƋue,àsesàfoƌŵes,àl͛effetàĐiŶĠtiƋue.àElleàs͛attaĐheƌaà
paƌtiĐuliğƌeŵeŶtàăàl͛utilisatioŶàduàleǆiƋueàetàauǆàǀaƌiatioŶsàduàdouďleàƌegistƌeàdeàl͛ĠĐƌituƌeàƋuià
caractérise ces descriptions : le langage technique qui reproduit un répertoire de formes 

conventionnelles fixées dans les traités pyrotechniques, ainsi que la métaphore qui restitue au 

lecteur le récit symbolique du spectacle. Les deux langages qui décrivent deux dimensions différentes 

deàl͛ĠǀğŶeŵeŶtàfestifàseàfoŶdeŶt,às͛ĠĐaƌteŶtàouàs͛opposeŶtàauàĐouƌsàduàsiğĐleàdaŶsàuŶeàteŶsioŶà
continue pour  aboutir à la mimèsis du spectacle de feu -– par sa nature irréductible – dans les 

relations de fête comme dans les reproductions visuelles contemporaines qui parfois accompagnent 

les textes. Ces variations agissent sur la perception du lecteur – ŶouǀeauàspeĐtateuƌàdeàl͛ĠǀĠŶeŵeŶtà
et rendent compte des enjeux religieux, politiques et institutionnels qui justifient la reproduction – 

textuelle et graphique – deàl͛éphémère.
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UŶe ƌhĠtoƌiƋue de l͛ĠĐlat;eŵeŶtͿ. Les feuǆ d͛aƌtifiĐe daŶs les festiǀitĠs jĠsuites au XVIIe siğĐle 

PaƌàleuƌsàeffetsàspeĐtaĐulaiƌesàetàsǇŶesthĠsiƋues,àsolliĐitaŶtàtoutàautaŶtàlaàǀueàetàl͛ouïeàƋueàl͛odoƌat,à
lesàfeuǆàd͛aƌtifiĐeàetàautres machines pyrotechniques apparaissent à bien des égards comme le point 

d͛oƌgueàdesàĐĠlĠďƌatioŶsàspeĐtaĐulaiƌesàďaƌoƋues.àPouƌàƌeŶdƌeàĐoŵpteàdeàl͛eǆpĠƌieŶĐeàĠphĠŵğƌeàduà
merveilleux, les textes qui les décrivent rusent de stratégies littéraires diversifiĠes,àĐoŵďiŶaŶtàl͛usageà
d͛uŶàǀoĐaďulaiƌeàspĠĐialisĠàpouƌàdĠĐƌiƌeàlesàdispositifsàpǇƌoteĐhŶiƋues,àuŶeàƌhĠtoƌiƋueàdesàeffetsàetà
une justification de leur sens symbolique. En nous appuyant sur un corpus de textes relatif aux fêtes 

de canonisation des saints jésuites Ignace et François-Xavier en 1622 dans les Pays-Bas,àilàs͛agiƌaà
d͛aŶalǇseƌàl͛aƌtiĐulatioŶàetàlaàĐoŵplĠŵeŶtaƌitĠàeŶtƌeàĐesàtƌoisàdiŵeŶsioŶsà;desĐƌiptioŶàdesàdispositifs,à
deàleuƌsàeffets,àdeàl͛iĐoŶogƌaphieͿ.àUŶeàatteŶtioŶàpaƌtiĐuliğƌeàseƌaàaĐĐoƌdĠeàaux champs sémantiques 

deàlaàluŵiğƌeàetàdeàl͛ĠĐlat,àƋuiàseŵďleŶtàsiŶguliğƌeŵeŶtàsigŶifiaŶtsàdaŶsàuŶàĐadƌeàƌeligieuǆ,àĐoŵŵeàăà
leur justification iconographique. Si celle-Điàseŵďleàfaiƌeàl͛oďjetàd͛uŶàiŶǀestisseŵeŶtàpaƌtiĐulieƌàdaŶsà
ces récits de fête – assez paƌadoǆaleŵeŶtàd͛ailleuƌs,àpuisƋueàleàfeuàd͛aƌtifiĐeàiŶĐaƌŶeàsaŶsàdouteàleà
ŵieuǆàl͛iŶsaisissaďilitĠàdeàl͛ĠphĠŵğƌeà– Đ͛estàƋueàlesàfeuǆàd͛aƌtifiĐeàŵisàeŶàsĐğŶeàpaƌàlesàjĠsuitesà
illustrent comme on aimerait le démontrer une adéquation presque parfaite entre signifiant et 

sigŶifiĠà;ĐƌistallisĠeàautouƌàduàthğŵeàl͛ĠĐlateŵeŶtͿ,àlaƋuelleàseŵďleàgaƌaŶteàdeàleuƌàeffiĐaĐitĠ.
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Rendre l'éphémère pérenne : les feux d'artifice dans le Mercure galant. 

PaƌĐeàƋu͛ilàƌelateàŶoŵďƌeàdeàfġtesàdoŶŶĠesàdaŶsàleàƌoǇauŵeàdeàFƌaŶĐe,àleàMeƌĐuƌeàgalaŶt,àouǀƌage 

périodique fondé en 1672, multiplie de facto les représentations en texte et en images des feux 

d͛aƌtifiĐe.àDğsàϭϲϳϳ,àilàƌelateàƌĠguliğƌeŵeŶtàĐesàspeĐtaĐlesàĠphĠŵğƌes,àpaƌfoisàpaƌàuŶeàsiŵpleà
mention, ailleurs, par une description plus détaillée ou mieux encore, une gravure.  

LoiŶàd͛ġtƌeàaŶodiŶe,àĐetteàplaĐeàƋu͛aĐĐoƌdeàleàpĠƌiodiƋueàauǆàfeuǆàd͛aƌtifiĐeàdĠŵoŶtƌeàeŶàƌĠalitĠàleà
ƌƀleàesseŶtielàƋu'ilsàoĐĐupeŶtàdaŶsàl'oƌdƌeàdeàlaàfġte.àLoŶgteŵpsàƌĠduitàpaƌàlaàĐƌitiƋueàăàŶ͛ġtƌeàƋu͛uŶà
ancêtre des magazines people, le Mercure galant constitue non seulement le medium de diffusion 

privilégié de la culture française en Europe, mais fonctionne également comme une grande histoire 

ŵeŶsuelleàduàƌoǇauŵeàetàdeàsesàŵeŵďƌes.àLesàfaŵilles,àeŶàpaƌtiĐulieƌ,às͛eŶàseƌǀeŶtàpouƌàiŶsĐƌire dans 

un livre imprimé les fêtes qu'elles donnent et les honneurs qu'elles reçoivent. Représenter des feux 

d͛aƌtifiĐeà;ƋuiàĐĠlğďƌeŶtàsouǀeŶtàuŶeàpeƌsoŶŶeàeŶàpaƌtiĐulieƌͿàpeƌŵetàaiŶsiàdeàfaiƌeàǀoiƌàăàtouteà
l͛EuƌopeàĐeàfaďuleuǆàspeĐtaĐleà;àdeàĐoŶstƌuiƌeàetàd͛oƌieŶteƌàlaàleĐtuƌeàƋueàdoitàeŶàaǀoiƌàleàpuďliĐà;à
enfin, de conserver une trace durable de cet enchantement qui a demandé, par ailleurs, un 

investissement conséquent.  

EŶàaŶalǇsaŶtàlesàoĐĐuƌƌeŶĐesàdeàfeuǆàd͛aƌtifiĐeàdaŶsàlesàpƌeŵiğƌesàaŶŶĠesàduàMeƌĐuƌe galant, cette 

ĐoŵŵuŶiĐatioŶàseàpƌoposeàd͛iŶteƌƌogeƌàlesàŵodalitĠsàdeàleuƌàƌepƌĠseŶtatioŶà;ƋuelsàdisĐouƌs,àƋuelleà
figuration, mais aussi, quel rapport à la réalité ?) afin de comprendre la dimension nouvelle que le 

livre périodique confère à ces spectacles évanescents.
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Constitution des collections de photographies de presse à la BnF : le rôle des iconographes 

documentalistes des agences dans les années 1970-1990. 

Au sortir de la Seconde Guerre mondiale, la Bibliothèque nationale de Paris est la seule institution 

publique à mener – non sans difficulté – uŶeàpolitiƋueàd͛eŶƌiĐhisseŵeŶtàsouteŶueàeŶàfaǀeuƌàdeàlaà
photogƌaphieàditeàd͛aĐtualitĠàeŶàFƌaŶĐe.àCeƌtaiŶesàageŶĐesàdeàphotogƌaphieàdeàpƌesseàfoŶtàdesà
versementsàƌĠgulieƌsàdeà«àlotsàphotogƌaphiƋuesà»,àsouŵisesàƋu͛ellesàsoŶtàauàdĠpƀtàlĠgalàŵaisàĐelui-ci 

ƌesteàdiffiĐileàăàŵettƌeàsǇstĠŵatiƋueŵeŶtàeŶàœuǀƌe.àâàlaàfiŶàdesàaŶŶĠesàϭϵϳϬ,àetàeŶàl͛aďseŶĐeàd͛uŶà
ĐoŶseƌǀateuƌàspĠĐialisĠàdaŶsàlaàpƌesseà;Ƌu͛ilàappelaitàpouƌtaŶt deàsesàǀœuǆͿ,àleàĐoŶseƌǀateuƌàauà
Département des Estampes et de la Photographie de la BN, Jean-Claude Lemagny, écrit à la 

Présidente de la Fédération des agences de photographie (par ailleurs gérante de Magnum) : « Les 

personnes compétentes dans chaque agence savent fort bien quelles sont les meilleures images qui 

passeŶtàpaƌàleuƌàageŶĐe.à»àIlàs͛eŶàƌeŵetàaloƌsàăàuŶeàpƌesĐƌiptioŶàpƌofessioŶŶelleàpouƌàlesà
photogƌaphiesàd͛aĐtualitĠàdĠposĠesàdaŶsàsoŶàiŶstitutioŶàetàsesàĐolleĐtioŶs.àEŶàageŶĐe,àĐetteàtąĐheàestà
dĠǀolueàauǆàiĐoŶogƌaphesàdoĐuŵeŶtalistes.àL͛ĠǀolutioŶàdeàlaàpolitiƋueàd͛eŶƌiĐhisseŵeŶtàeŶà
photogƌaphieàd͛aĐtualitĠ,àďieŶtƀtàƌeƋualifiĠeà«àphotogƌaphieàdeàƌepoƌtageà»àeŶàuŶeàǀaloƌisatioŶàduà
ƌepoƌtageàd͛auteuƌ,àillustƌeàl͛iŶfleǆioŶàdeàlaàBNàǀeƌsàuŶeàoƌieŶtation muséale. Comment, et en quoi, 

les iconographes documentalistes des agences participent-ils à cette évolution culturelle concernant 

lesàfoŶdsàdeàphotogƌaphiesàdeàpƌesse?àEŶàseàĐeŶtƌaŶtàsuƌàleàĐasàeǆeŵplaiƌeàdeàl͛ageŶĐeà“Ǉgŵa,àĐeà
travail prend aussi appui sur les archives de fonctionnement de la BnF.
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Alejo González Garaño (1877-1946): collecting the Nation 

This proposal seeks to highlight and understand the figure of Alejo González Garaño (1877-1946), an 

Argentine collector and iconographer. Alejo González Garaño organized some of the first exhibitions 

of antique prints in the country, during the nineteen thirties, supported by several institutions, both 

official and private. 

These pioneer shows included works by many nineteenth-century artists often marginalized by the 

emerging Argentine art historical discourse, such as Swiss-born César Hippolyte Bacle, whose 

insertion has been complicated due to the allegedly commercial nature of his work, or Carlos Morel, 

whose works often refuse to follow academic patterns. González Garaño accompanied these efforts 

with the publication of several books throughout this period. 

‹heàgoalàofàthisàpƌoposalàisàtoàaŶalǇzeàďothàhisàaĐtiǀitǇàasàaàĐolleĐtoƌàofàtheseà͞ŵaƌgiŶal͟àiteŵsàaŶdàhisà
willingness to integrate them to the cultural history of Argentina through a highly nationalistic 

discourse. As a matter of fact, these images were valued above all as documents of the Argentine 

past and had to be preserved as relics, regardless their artistic value.



 
 

unil.ch/reproduction2017 
 

Reproduire pour collectionner, collectionner pour reproduire: le 

métier de l'iconographe 

 

Olivier Lugon et Davide Nerini 

 

Davide Nerini 

Chercheur FNS 

Université de Lausanne 

Davide.Nerini@unil.ch 

« The display of file prints ». L͛iĐoŶogƌaphie au seƌǀiĐe des ďiďliothğƋues : le Đas de Paul VaŶdeƌďilt 
et Edgar Breitenbach à la Library of Congress, env. 1944-1946 

PaƌallğleŵeŶtàauàƌeŶouǀeauàƋu͛elleàiŶduitàdaŶsàleàĐhaŵpàdeàl͛histoiƌeàdeàl͛aƌtà;JaŶàBialostoĐkiàϭϵϳϴͿ,à
l͛iĐoŶogƌaphieàĠǀeilleàĠgaleŵeŶtàl͛iŶtĠƌġtàduàŵoŶdeàdesàďiďliothğƋues.àLaàLiďƌaƌǇàofàCoŶgƌessà;LOCͿ,à
par exemple, a recours ăàĐetteàŶotioŶ,àetàĐeàdğsàlesàaŶŶĠesàϭϵϰϬ,àpouƌàappuǇeƌàl͛ouǀeƌtuƌeàdeàsesà
collections au-delăàdesàseulesàsouƌĐesàteǆtuelles.àOƌ,àsiàĐ͛estàďieŶàlesàiŵagesàƋueàĐetteàiŶstitutioŶà
s͛appƌġteàăàĐolleĐteƌ,àilàŶ͛estàƋuestioŶàpouƌàelleàd͛adopteƌàŶiàlaàlogiƋueàduàŵusĠeàd͛aƌtà– avec son 

accent porté sur la seule qualité esthétique des objets – ŶiàĐelleàdeàl͛aƌĐhiǀeà– où la lecture factuelle 

etàdesĐƌiptiǀeàduàdoĐuŵeŶtàpƌiŵeàsuƌàtouteàautƌeàĐoŶsidĠƌatioŶ.àC͛estàauàĐoŶtƌaiƌeàeŶàfaisaŶtà
coïncider « documentation » et « iĐoŶogƌaphieà»à;LutheƌàH.àEǀaŶsàϭϵϰϳͿ,àpƌatiƋueàd͛aĐĐuŵulatioŶàetà
ŵĠthodeàiŶteƌpƌĠtatiǀe,àƋueàlaàLOCàaĐĐueilleƌa,àeŶtƌeàϭϵϰϰàetàϭϵϰϲ,àuŶàpƌojetàŶoǀateuƌàd͛aƌĐhiǀageà
etààd͛eǆpositioŶàdeàlaàphotogƌaphieàŵaƌƋuĠàpaƌàlaàĐollaďoƌatioŶàeŶtƌeàleà«àdoĐuŵeŶtalisteà»àPaul 

Anderbilt (1905-ϭϵϵϮͿàetàl͛«àiĐoŶogƌapheà»àEdgaƌàBƌeiteŶďaĐhà;ϭϵϬϯ-ϭϵϳϳͿ.àLeàpƌeŵieƌàfutàl͛Ġlğǀeàdeà
PaulàJ.à“aĐhsàăàHaƌǀaƌdà;ϭϵϮϳͿ,àaǀaŶtàdeàseàspĠĐialiseƌàdaŶsàlaàgestioŶàdeàǀastesàƌĠpeƌtoiƌesàd͛iŵagesà
;VaŶdeƌďiltàϭϵϰϯͿ.àL͛autƌeàĠĐƌitàsaàthğseàsousàla direction de Erwin Panofsky à Hamburg (1927), puis 

se fait vecteur des idées du Warburg Kreis outre-Atlantique (Breitenbach 1943). Cette contribution 

pƌoposeàd͛iŶteƌƌogeƌàleàdialogueàƋueàĐesàdeuǆàfiguƌesàĠtaďliƌeŶtàeŶtƌeàaƌĐhiǀageàdeàlaàphotogƌaphieà
et soŶàeǆpositioŶàauàĐouƌsàdeàleuƌàŵaŶdatàăàlaàLOC.àEŶàpaƌtiĐulieƌ,àilàs͛agiƌaàdeàĐoŵpƌeŶdƌeàĐoŵŵeŶtà
laàŶotioŶàd͛iĐoŶogƌaphieàaàĠtĠàŵiseàauàseƌǀiĐeàdeàl͛iŶstitutioŶàďiďliothĠĐaiƌeàpouƌàlaàdĠfiŶitioŶàd͛uŶeà
appƌoĐheàiŶĠditeàdeàl͛iŵageàaƌĐhiǀĠe.
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Georges Bataille Enters Cahiers du Cinéma: Informe/Photogramme as Critical Tool 

This presentation focusses on the under-analysed entry of the radical critical theories of Georges 

Bataille into the debates of French film review Cahiers du cinéma in the early 1970s; in particular, 

material from the then-newly rediscovered journal Documents first published 1929-30. My core 

ĐoŶĐeƌŶàliesàǁithàhoǁàBataille͛sàĐƌitiĐalàideasàaƌise,àĐƌuĐiallǇ,àǁithàfoƌĐeàaŶdàsuďstaŶĐeàiŶàƌelatioŶàtoà
the practice of, and critical reflection upon, the reproduction of cinematographic photogrammes (or 

fƌaŵesͿàiŶàCahieƌsàaŶdàotheƌàpuďliĐatioŶs.àCatalǇsedàďǇà‘olaŶdàBaƌthes͛à͞LeàtƌoisiğŵeàseŶs͟à;Ŷo.àϮϮϮ,à
ϭϵϳϬͿ,àBatailleàďeĐoŵesàaàĐoŶspiĐuousàǀoiĐeàiŶàCahieƌs.àáàkeǇàiŶstaŶĐeàisà“ǇlǀieàPieƌƌeàUlŵaŶŶ͛sà
oǀeƌlookedà͞ÉlĠŵeŶtsàpouƌàuŶeàthĠoƌieàduàphotogƌaŵŵe͟à;Ŷo.àϮϮϲ–7, 1971) which—importantly—
ǀeŶtuƌesàtheàfiƌstàappliĐatioŶàofàBataille͛sàĐoŶĐeptàofàtheàiŶfoƌŵe.àFoƌàPieƌƌeàUlŵaŶŶ,àthisàĐoŶĐeptà
dovetails with the reproduction of cinematographic photogrammes to provide an important critical 

toolàtoàuŶdeƌstaŶdiŶgàtheà͞teŵpoƌalàĐoŶstƌaiŶtàiŵposedàďǇàĐiŶeŵa͟àthƌoughàƌeĐoǀeƌǇàofà
cinematographic meaninglessness and formlessness that have been historically eclipsed by emphasis 

on meaning and legibility. She argues that, through formlessness, time is inscribed as much in 

ĐiŶeŵatogƌaphǇ͛sàiŵŵoďileàphotogƌaŵŵesàasàiŶàitsàillusioŶàofàŵoǀeŵeŶt.àPieƌƌeàUlŵaŶŶ͛sà
teŵpoƌalisiŶgàofàBataille͛sàiŶfoƌŵeàhaƌďouƌsàƋuestioŶsàstillàtoàďeàaddƌessed.
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The Space-Time of the Imprint 

This paper focuses on a single work, a 1936 assemblage by Salvador Dalí entitled Objet surréaliste 

(Madrid, Museo Reina Sofia). Now in a much depleted state, this work originally comprised items 

including: a worn shoe, a plaster cast of a foot, a pair of chocolate gloves in silver paper, a wooden 

puzzle, an erotic figurine and a loaf of bread in the shape of a bow. Though usually read as an 

exploration of eroticism and orality, this surrealist object in fact invites reflection on both time and 

space, combining the temporal modes of natural history, geology, the human lifecycle, the historical 

epoch, the instantané and the Benjaminian dream-sleep of capitalism in the nineteenth century. I will 

focus on the importance of traces and impressions here, as bearing, as Georges Didi-Huberman has 

observed, a particular relation to time and to questions of uniqueness and reproduction. Didi-

Huberman, drawing on DuĐhaŵp͛sàiŶfƌaŵiŶĐe,àfoĐusesàoŶàtheàiŵpƌiŶt͛sàĐapaĐitǇàtoàďeàaŶdàtoà
ƌepƌeseŶt:àtoàdiffeƌàĐoŶtiŶuallǇàfƌoŵàitself,àĐaughtàďetǁeeŶàŵiŵetiĐàƌepƌoduĐtioŶàaŶdà͚ŵeƌe͛à
thingness or presence. But my paper will argue that there is another way to see this structure, 

ŶotaďlǇàasàitàplaǇsàoutàiŶàDalş͛sàOďjet,àǁhiĐhàĐoŵďiŶesàtheàstatiĐàlogiĐàofàŵetaphoƌàǁithàtheàteŵpoƌalà
and spatial chains entailed in metonymy. Looking at this via Jean-LuĐàNaŶĐǇ͛sàdistiŶĐtioŶàďetǁeeŶàtheà
iŵageàaŶdàtheàǀestigeàoƌà͚footpƌiŶt͛,àIàǁillàeǆplore how the surrealist found object embodies a 

complex reflection on time and the structure of representation.
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OptiĐal Poeŵs, Teŵpoƌalized VisioŶ: DaŶiel “poeƌƌi aŶd FƌaŶçois DufƌġŶe͛s ϭ96ϯ  L'OptiƋue 
moderne 

Daniel Spoerri and François Dufrêne's avant-garde publication L'Optique moderne ... d'inutiles 

Ŷotules'àisàaàFluǆusàEditioŶsàaƌtists͛àďookàpuďlished by George Maciunas in 1963. It consists of 

tongue-in-cheek photographs portraying Spoerri posing in eyeglasses, and matching double-coded 

alliterative poems by Nouveau Réaliste artist and ex-Lettriste poet François Dufrêne. When read out 

loud, Dufrêne's seemingly nonsensical Lettriste text erupts into playful fragmented commentary on 

optometrists, philosophers, and French quotidian life. Embedded within these poems, and 

"intelligible" to a large extent only when read out loud, are references to commercial advertizing 

jingles, blindness and vision, and Enlightenment philosophy.  

‹iŵeàaŶdàtƌaŶsfoƌŵatioŶàaƌeàfeatuƌedàďothàfoƌŵallǇàaŶdàtheŵatiĐallǇàiŶàL͛OptiƋueàŵodeƌŶe.à‹heà
ďook͛sàiŶteƌŵedialàiŶǀestigatioŶàofà"ŵodeƌŶ"àŵodesàofàƌepƌeseŶtatioŶàfoƌegƌouŶdsàsouŶd,àsight, and 

confusion of the senses. While its two-dimensional photographs depict outmoded, discarded optical 

prostheses, offering a catalogue of former fashions and technical inventions, a different set of 

temporalities, associated with the eyes and human voice, are referenced--and indeed physically 

enacted--though its "optical" poems.  

My paper will address one or several of the following questions:  

-HoǁàdoesàL͛OptiƋueàŵodeƌŶeàdeploǇàteŵpoƌalàdisjuŶĐtioŶsàiŶàitsàlaǇeƌedàteǆts,àaŶdàtoàǁhatàeŶds?à 

-How does the book proffer a shifting range of subject positions to its prospective viewers or 

spectator-performers, and in what ways does it mirror, interrupt, or undercut identifications of the 

self through sight on offer in mid-century France?  

-How does the work's deployment of multiple textual strategies challenge what Amelia Jones has 

termed "the illusions of perspectival knowing" (Amelia Jones 2012)?  

-How does the book's engagement with 'modern optics' and Cartesian thought relate to 

technological, societal, subjective and political transformations in 1960s France?
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Partisans of Forgetting: Asger Jorn and Guy-EƌŶest Deďoƌd͛s MĠŵoiƌes 

In 1959, Guy Debord released two works with retrospective aims: Mémoires, a 64-page long artist 

book produced with the Danish Asger Jorn, and Sur le passage de quelques personnes à travers une 

assez courte unité de temps, a twenty-minute film produced by the Dansk-Fransk 

Experimentalfilmskompagni. Focusing particularly on Mémoires, which gathers a number of 

détourned objects on each of its pages—text culled from a variety of literary, commercial, and media 

sources, as well as photographs, floor plans, maps, cartoons, and other kinds of graphics, all 

augŵeŶtedàďǇàásgeƌàJoƌŶ͛sàĐoloƌful,àeǆpƌessioŶistiĐàiŶkàstaiŶs—I argue that the book inaugurates 

several programmatic SituatioŶistàŵethodologiesàǁhiĐhàǁillàĐoŶtiŶueàtoàplaǇàoutàiŶàDeďoƌd͛sàlateƌà
work. In particular, I suggest that though it must necessarily be understood within the context of 

Deďoƌd͛sàthƌeeàotheƌàautoďiogƌaphiĐalàaŶdàautofiĐtiǀeàǁoƌks,àMĠŵoiƌes͛àoǀeƌtàƌelatioŶàto its 

eponymous literary genre raises questions about the processes of memorialization, remembering, 

and history-writing that are worked out differently on the page than they are in his films, or in his 

ŵoƌeà͞ĐoŶǀeŶtioŶal͟àautoďiogƌaphǇ,àPaŶĠgǇƌiƋue.àMǇàpaper casts a wider net than much of the 

existing literature by attempting to situate it within a network of interpretive modalities, which 

investigate its particular status, construction, and temporal operations. Specifically, I highlight 

MĠŵoiƌes͛àuŶdeƌstaŶding of history-ŵakiŶgàasàdiƌeĐtlǇàopposedàtoàtheàspeĐtaĐle͛sàatƌophiedà
temporality and identify formal and thematic devices through which this is achieved: liquefaction, 

fragmentation, forgetting, intoxication, and repetition. Ultimately, Mémoires is not merely a 

chronicle of pre-Situationist history but rather an active agent, providing a model of the archive that 

foregrounds the instability of history and its persistent irresolution.
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Verbo-Visual Shapes of Time in the Historical Avant-Gardes 

Abstract to follow
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Swiss Avant-Gardes and Books: Strategies of Time and Reproducibility in the Works of Otto 

Baumberger, Frans Masereel and Hans Arp 

During the First World War, due to the European immigration, the neutral Switzerland mutated into 

a cultural platform and a zone of contact, in which different players operated: pacifists, 

revolutionists, reactionaries, cultural propagandists, dada writers and artists. In my paper, I would 

like to develop the term avant-garde in its diversity and extend it: the transnational space, into which 

the avant-garde spread out, went often hand in hand with nationalist agendas.  

Within the publishing networks of Swiss avant-gardes and beyond there are the illustrations of which 

deal with very different concepts of time and reproducibility: the one of Otto Baumberger and Frans 

Masereel, who refer to a phenomenology of time, and the one of Hans Arp, who refers to an 

ontological concept of time. 

In the figurative illustrations of Swiss artist Otto Baumberger the depicted image is tied to the past, 

which is shown pictorially. The image, in the element of its appearance, refers back to the iconic 

dimension of its past. The figurative illustrations in the so-called "romans en images" from the 

Flemish artist Frans Masereel deal with acceleration and show a deeply filmic understanding of 

images. Indeed, the abstract illustrations–where the structure of the wood is often integrated into 

the reproduced print–of the Alsatian artist Hans Arp refer in real time to the moment of the material 

impression. They open up an indexical dimension, where the concept of time and reproducibility of 

the form is dammed to the present and borders the future.
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Out of Time: Multilingual Poetry in and after Dada 

In Flight out of Time, Hugo Ball writes of his Dada sound poems: "We must return to the innermost 

alchemy of the word, we must even give up the word too, to keep for poetry its last and holiest 

refuge."  This paper examines multilingual poetry from Dada to the present day that expresses the 

materiality and otherness of language while invoking its existence prior to the construction of 

meaning. In this guise, poetry resists sequential readings yet points back towards an elusive originary 

source. In myriad ways, the poets under scrutiny – from Dadaists Ball and Arp to contemporary poets 

Caroline Bergvall and Cia Rinne - employ their languages as loci of difference rather than 

equivalence, and as sites of slippage in which words are forever susceptible to bordering on other 

words and other languages, real or invented. In  negotiating the space between "the language of an 

author and the language of the reader" (Steven Kellman), multilingual - or translingual - poetry 

acquires a paradoxical and multiple temporality.
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Dynamic Boundaries. Toǁaƌds a DefiŶitioŶ of Digital Aƌtists͛ Books 

Compared to a novel, an artist's book is always fundamentally interactive since it constitutes a 

challenge to the user. Instigating a destabilizing play between the book as material object, sequence 

and page (hence excluding book sculptures), an artist's book makes it hard to distinguish between 

text and paratext. Constant questioning of the interplay between content and form is essential. With 

thisàiŶàŵiŶd,àaàĐaƌefulàsĐƌutiŶizatioŶàofàdigitalàaƌtists͛àďooksàďecomes possible. I propose a theoretical 

asàǁellàasàaƌtàhistoƌiĐalàappƌoaĐhàtoàdefiŶeàdigitalàaƌtists͛àďooks.àDisĐussiŶgàtheàuseàofàĐoŵputeƌs,àoƌà
differentiating between analogue and digital books, is hardly sufficient. Indeed, an artist's book's 

distinguishing traits seem to be irrelevant in a digital work. But which traits are brought to the fore 

instead and required for a meaningful consideration? What similarities and differences are to be 

fouŶdàǁheŶàĐoŵpaƌiŶgàdigitalàaŶdàaŶalogueàaƌtists͛àďooksàƌegaƌding interactivity? Key to my 

understanding will be an analysis of the iconic and dynamic structure found in these works. Rather 

than focusing on the role of the producer, I stress the importance of the aesthetic aspects of the 

work itself and how these are encountered and experienced by the user. To achieve this, historical 

examples (e.g. Keith Smith, Warren Lehrer) will be discussed next to digital works (e.g. Julie Shaw 

Lutts, Petra Cortright) so as to pinpoint their particular interactivity in relation to a score, calling for 

iconic as well as intermedial theory.
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‘eadiŶg ͞Thƌough͟ Digital Aƌtists͛ Books: IŶteƌaĐtiǀitǇ aŶd IŶteƌpƌetiǀe PlaǇ 

‹hisàpapeƌàeǆaŵiŶesàtheàeǆteŶtàtoàǁhiĐhàǁeàƌeadà͞thƌough͟àaŶàiŶteƌaĐtiǀe,àdigitalàaƌtist͛sàďookàtoàitsà
other possible realizations. In contrast to works that invite conventional practices of linear reading, 

interactive screen-based books remind audiences of other possible realizations of their content and 

make uncharted courses part of the aesthetic experience of the work. While the reader is invited to 

choose between a range of narrative, visual, or aural pathways, his or her awareness of alternative 

structures of meaning thus impinge on the integrity of the reading experience. In consequence, each 

realization of this kind of bookwork is marked by contingency and the probing of immanent spaces of 

iŶteƌpƌetiǀeàplaǇ.àIŶàhisàessaǇà͞LittĠƌatuƌeàetàdisĐoŶtiŶu͟àofàϭϵϲϮ,à‘olaŶdàBaƌthesàdeďatedàtheàideaà
thatàaàďookàshouldà͞uŶfold͟àiŶàaàĐoŶtiŶuousàoƌdeƌàtoǁaƌdàitsàĐoŶĐlusioŶ.àIŶàĐoŶtƌastàtoàthisàiŵageàofà
aŶàuŶďƌokeŶàdisĐuƌsiǀeà͞floǁ͟,àiŶteƌaĐtiǀeàdigitalàďooksàhighlightàtheàpossiďilitǇàofàŵultipleà
iŶstaŶtiatioŶsàaŶdàĐhalleŶgeàtheàiŶtegƌitǇàofàtheà͞ďook͟àasàaŶàoďjeĐt.àHaǀiŶgàƌegaƌdàtoàaàseleĐtioŶàofà
iŶteƌaĐtiǀeàďookǁoƌks,àthisàpapeƌàpƌoposesàaàŵodelàofàƌeadiŶgà͞thƌough͟àteǆtsàthatàevidences a 

unique form of discontinuity: a process in which a balance is struck between experiences of the 

ǁoƌk͛sàǀisiďleàaŶdàiŶǀisiďleàĐoŶteŶt.
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Beyond the Page: Digital Design and Artistic Explorations of the Book 

This research examines artist projects from the advent of the World Wide Web to the present day in 

which artists employ digital design and technology in an interactive manner to explore the form of 

the book. Using the framework of digital publication design, works assessed and discussed will 

include: web-based projects, e-books, and multimedia works. In their divergence from physical 

artists' books and with their inherent reproducibility, the value of these digital explorations of the 

book lie not in their material qualities and existence as a single object, but rather in their ability to 

provide a unique and individual aesthetic experience for the user. How, then, do these digital artistic 

explorations of the book both incorporate and diverge from digital publication design conventions to 

provide a unique aesthetic experience for the user? How does their value as a cultural artifact 

parallel the contemporary values placed on digital publications within a larger cultural context? 

These questions are posed and discussed in this paper along with contemporary considerations in 

commercial digital publishing.
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OŶ Paƌƌots, Peaƌs aŶd Fiƌ Tƌees:  HeiŶƌiĐh HeiŶe͛s ‘eĐeptioŶ, CitatioŶ aŶd AdaptatioŶ of FƌeŶĐh 
Political Cartoons 

When the German poet Heinrich Heine moved to Paris soon after the French July Revolution of 1830, 

he encountered an avalanche of graphic satires castigating the irregularities of the juste milieu 

government and especially the idle promises of the alleged roi citoyen Louis Philippe. Having been 

published in the Journals La Caricature and Le Charivari, the prints rapidly assumed general 

familiarity. In consequence, some of the figures that Philipon, Daumier and Grandville had invented 

in order to evade censorship outgrew their original contexts and developed a life of their own. 

Notably, the pear shape to which PhilipoŶàhadàgƌaduallǇàassiŵilatedàtheàkiŶg͛sàfaĐeàiŶàhisàfaŵousà
sketches soon started to appear as graffiti in the streets of Paris. Heine, himself renowned for his 

pitiless satires and personal polemics as well as his democratic opinions, repeatedly professed his 

dislike of these lèse-majesté caricatures and their republican creators. Nevertheless, the articles he 

wrote for Cotta's Allgemeine Zeitung and later republished unter the title Französische Zustände 

exhibit clear analogies to the French cartoons. In describing the seemingly detested prints, he 

communicated republican thought to his German readers past the rigorously anti-democratic 

BaǀaƌiaŶàĐeŶsoƌship.àIŶàsoŵeàiŶstaŶĐes,àĐeƌtaiŶàďlaŶksàiŶàHeiŶe͛sàaƌtiĐlesàĐouldàoŶlǇàďeàfilledàďǇàhisà
hints to the latest graphic satires. Moreover, he also caricatures the French monarch and his cabinet 

with verbal means. In doing so, he often falls back on the very same motives and symbols the French 

caricaturists had used in their drawings.
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Delacroix's Caricatures and Copies after Goya 

Eugène Delacroix (1798-1863) is known for being the author of paintings that have become icons of 

art history and symbols of the Romantic movement, such as The Massacre at Quios (1824) and The 

Death of Sardanapalus (1827). Although the scholarship on his painted work is widely established, 

the caricatures made in his youth have been commonly—and consciously—neglected by his 

biographers and scholars. The reason for this, according to Athanassoglou-Kallmyer (1991), is that his 

caricatural and satirical work has been considered as 'unworthy' of his highly praised later career, 

instead of as a proof of his interest in politics and a revindication of his radical Liberal ideology. 

Besides his published political cartoons, etchings and lithographs in the 1820's, Delacroix made many 

drawings using caricatures as his sources. While his work based on the British caricaturists is well-

known, he was especially interested in Goya, who became known in France almost exclusively as the 

author of the Caprichos (1799). This print series, called in 1825 Caricatures espagnoles,  deeply 

marked artists from the French Romantic generation, such as Baudelaire, Victor Hugo, Gautier, 

Boulanger and Grandville. This paper will examine the case of Delacroix, who made copies of almost 

allàofàtheàeightǇàplatesàiŶàGoǇa͛sàseƌies, in order to discuss how their shared aesthetic interest (in 

physiognomy and dramatic use of light) was articulated to a common political mindset (one that was 

Liberal and critical towards both clergy and aristocracy).
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Le corps malade : enjeux d'un ressort parodique des salons caricaturaux 

Les salons caricaturaux aussi appelés salons comiques, nés sous la Monarchie de juillet et publiés 

dans la presse ou sous forme de livrets, ont recueilli l'attention de nombreux historiens d'art. Je 

propose quant à moi d'étudier un corpus de vignettes, parodies dessinées à partir des tableaux 

exposés au salon officiel regroupées autour d'un motif récurrent, celui du corps en mauvaise santé, 

en proie à toutes sortes de maux physiques. Désireux de faire rire en accusant la supposée difformité 

anatomique de telle ou telle figure ou encore en raillant une situation jugée incongrue, des 

caricaturistes comme Cham, Nadar ou Bertall n'hésitent pas à décliner ce motif dans nombre de leurs 

charges. On le sait grâce aux études consacrées à Courbet notamment, le thème n'est pas sans 

rapport avec l'introduction par le réalisme de nouveaux sujets. Mais ce ressort comique 

carnavalesque, jouant d'un rabaissement trivial aux accents parfois scatologiques, prend aussi pour 

cible les tableaux d'un Jean-Léon Gérôme. Je souhaiterais observer ce thème de la maladie et de sa 

potentielle guérison non seulement comme procédé ridiculisant, mais surtout comme expression 

d'une ambition curative de la parodie à laquelle on prêtait au siècle précédent une mission 

corrective.
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Avant-garde Photopoetry and The Bioscopic Book 

Focusing on collaborative attempts of avant-garde poets and visual artists to re-form the book as an 

experiential apparatus, this paper aims to conceptualize these efforts as an artistic quest towards the 

cineptic, bioscopic book—a concept that has already been envisioned (although largely in promisory, 

if not utopian terms) by El Lissitzky (see his Topographie der Typographie from 1923)—and to 

propose a possible further step in theorizing this phenomenon. Specifically, I am arguing that 

LissitzkǇ͛sàiŶitialàǀisioŶàofàtheàďiosĐopiĐàďookàasà͞aŶàalteƌŶatiǀeàĐiŶeŵatiĐàappaƌatus͟àǁasàtoàsoŵeà
extent materialized in a number of avant-garde photo-books in the nineteen-twenties and -thirties. 

Highlighting the design of the book, Lissitzky envisioned the bioscopic book to be a piece of 

technology—an alternative cinematic projector. I argue that the materiality of the medium of the 

bioscopic book plays a key role in this approach: the bioscopic book transforms from a mere object 

iŶtoàaàĐoŶĐƌeteàpieĐeàofà͞teĐhŶologǇ͟àdueàtoàitsàopeƌatioŶalàstƌuĐtuƌe,àthatàis:à;ϭͿàitsàĐoŶtiŶuousàpage-

sequence and (2) dialectics inherent to the juxtaposition of the poetic text and photo/montage 

images featured on the page. Finally, I argue that the most valuable functions of the quest for and of 

theàďiosĐopiĐàďookàaƌe,àoŶàoŶeàhaŶd,àtheàaĐtiǀatioŶàofàtheàƌeadeƌ/ǀieǁeƌ͛sàaďilitiesàtoàƌefleĐtàupoŶ,à
aŶalǇze,àĐoŵpaƌe,àaŶdàoŶàtheàotheƌ,àtheà͞iŶŶeƌǀatioŶ͟àofàƌeadeƌ/ǀieǁeƌàthatàeŶaďlesàhiŵ/heƌàtoà͞liǀeà
through͟àaàspeĐialàsoƌtàofàtaĐtile,àĐoƌpoƌealàeǆpeƌieŶĐe.
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La photographie et ses récits au XIXe siècle 

LoƌsƋu͛eŶàϭϴϱϯ,àdaŶsàLeàMusĠe des familles, Francis Wey publie un article intitulé « Comment le 

soleilàestàdeǀeŶuàpeiŶtƌeà:àHistoiƌeàduàdagueƌƌĠotǇpeàetàdeàlaàphotogƌaphieà»,àilàseŵďleàs͛appƌġteƌàăà
dƌesseƌàdeàfaçoŶàuŶàpeuàpƌĠŵatuƌĠeàleàďilaŶàd͛uŶeàhistoiƌeàfoƌtàĐouƌte.àOƌ,àlesàƌĠĐits relatant les 

dĠďutsàduàŵĠdiuŵàphotogƌaphiƋueàeŶàteƌŵesàd͛histoiƌeàsoŶtàfƌĠƋueŶtsàpeŶdaŶtàtouteàlaàseĐoŶdeà
ŵoitiĠàduàXIXeàsiğĐle,àd͛autaŶtàplusàƋu͛ilsàĐoŶstitueŶtàsouǀeŶtàuŶàpassageàoďligĠàdeàl͛iŶtƌoduĐtioŶàdesà
manuels pratiques. Ces histoires de la photogƌaphieàŵetteŶtàgĠŶĠƌaleŵeŶtàl͛aĐĐeŶtàsuƌàlesà
développements techniques connus par le nouveau médium ainsi que sur les performances par 

lesƋuellesàilàs͛estàd͛eŵďlĠeàdistiŶguĠà;ŶotaŵŵeŶtàleàƌeŶduàduàdĠtailͿàdeàŵaŶiğƌeàăàŵettƌeàeŶàǀaleuƌà
non seulement la photographie, mais aussi les protagonistes de son histoire et les nations où elle 

s͛estàdĠploǇĠe.à 

En étudiant les histoires de la photographie publiées en France et en Belgique au XIXe siècle, cette 

ĐoŵŵuŶiĐatioŶàǀiseƌaàăàŵettƌeàeŶàĠǀideŶĐeàl͛ĠŵeƌgeŶĐeàdeàŵodèles historiographiques et à 

aŶalǇseƌàlesàĐoŶĐeptioŶsàdeàl͛histoiƌeàdeàlaàphotogƌaphieàetàdeàlaàplaĐeàdeàlaàphotogƌaphieàdaŶsà
l͛histoiƌeàdeàl͛aƌtàetàdesàƌepƌĠseŶtatioŶs.àIlàs͛agiƌaàdeàŵoŶtƌeƌàĐoŵďieŶàĐesàƌĠĐitsàpaƌàlesƋuelsàlesà
tenants de la photographie oŶtàƌeǀeŶdiƋuĠàsoŶàautoŶoŵieàs͛iŶsĐƌiǀeŶtàdaŶsàuŶeàĐoŶĐeptioŶàdeà
l͛histoiƌeàdeàlaàŵodeƌŶitĠàeŶǀisagĠeàĐoŵŵeàuŶeàsuĐĐessioŶàdeàƌuptuƌesàopposĠeàăàlaàduƌĠeàloŶgueà
daŶsàlaƋuelleàoŶàteŶteàaĐtuelleŵeŶtàd͛iŶsĐƌiƌeàlaàphotogƌaphieàduàXIXeàsiğĐle
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‘epƌoduĐtioŶ et « agiƌ sǇŵďoliƋue » daŶs le JouƌŶal de l͛aŶalogiste de “uzaŶŶe Lilaƌ 

LeàJouƌŶalàdeàl͛aŶalogisteàdeà“uzaŶŶeàLilaƌ (paru chez Julliard en 1954 ; obtenu le prix Sainte-Beuve) 

estàuŶà«àhǇďƌideà»àƋuiàƌĠsisteàăàtouteàĐlassifiĐatioŶ.àIlàs͛agitàd͛uŶàliǀƌeàillustƌĠàosĐillaŶtàeŶtƌeàdeuǆà
geŶƌesà:àl͛essaià;ăàlaàfoisàlittĠƌaiƌe,àphilosophiƋueàetàesthĠtiƋueͿàetàleàjouƌŶalàiŶtiŵe.  

L͛iŵageàseàpƌĠseŶteàdaŶsàleàliǀƌeàsousàdiffĠƌeŶtesàfoƌŵes.àElleàappaƌaŠtàdeàlaàŵaŶiğƌeàlaàplusàdiƌeĐteà
quand on la voit sous sa forme iconique : plusieurs illustrations photographiques, représentant des 

détails des chefs-d͛œuǀƌeàduàpatƌiŵoiŶeàaƌtistiƋueàmondial, sont insérées entre les pages du texte, 

auàŵilieuàduàliǀƌe.ààL͛iŵageàestàaussiàeǆpliĐiteŵeŶtàpƌĠseŶteàdaŶsàleàteǆteàpaƌàleàďiaisàduàǀeƌďal.à 

EŶàpassaŶtàpaƌàlesàĐoŶĐeptsàdeàl͛oƌigiŶalàetàdeàlaàĐopie,àl͛auteuƌàĐoŶĐeptualiseàsesàpƌopƌesà
expériences poétiques et leur « agir symbolique » instable (vécus à différentes époques de sa vie) 

autouƌàdesàƌappoƌtsàdialogiƋuesàeŶtƌeàl͛œuǀƌeàd͛aƌt,àleàspeĐtateuƌ-leĐteuƌàetàl͛aƌtiste.àCeàpƌoĐessusà
implique soit les « reconnaissances visuelles » (Marin), soit les reconnaissances conceptuelles de la 

part du récepteur (lecteur-spectateur) – grâce à la semiosis ad infinitum –, soit les deux. Il mène 

l͛ĠĐƌiǀaiŶàďelgeàăàlaàdĠĐouǀeƌteàdesàĐoƌƌespoŶdaŶĐesàeŶtƌeàlesàƌǇthŵesàetàfoƌŵesàŶatuƌelsàetàlesà
rythmes et formes artistiques. 

âàpaƌtiƌàd͛uŶeàaŶalǇseàdeàlaàƌepƌoduĐtioŶàƌadiogƌaphiƋueàetàphotogƌaphiƋueàdesàdĠtailsàduà
polǇptǇƋueàdeàVaŶàEǇĐkàetàdesàdĠtailsàduà‘etaďleàHelleƌàdeàGƌüŶeǁald,àaiŶsiàƋueàĐelleàd͛uŶeà
ƌepƌoduĐtioŶàd͛uŶàŵoƌĐeauàŵusiĐal,àleàteǆteàduàJouƌŶalàdĠǀoileàlaàthĠoƌieàeŶàtƌaiŶàdeàs͛Ġlaďoƌeƌ.
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Une pratique protophotographique en texte et en image : les publicités et portraits de Gerrit 

Schipper en Amérique du Nord (1802–1810) 

Le pastelliste hollandais Gerrit Schipper (1775-c.1825) arrive à Philadelphie en 1802, à un moment où 

les appareils qui servent à reproduire mécaniquement ou optiquement les visages de profil 

connaissent en Amérique une vogue sans précédent. Schipper est prompt à adopter une pareille 

« ŵaĐhiŶeàăàdessiŶeƌ »àdoŶtàleàpoteŶtielàĐoŵŵeƌĐialàattiƌeàlesàpoƌtƌaitistes-entrepreneurs de tout 

aĐaďit.àâàl͛aideàdeàsaàŵaĐhiŶeàpoƌtatiǀe,àuŶeàĐaŵeƌaàoďsĐuƌaàditeàaĐhƌoŵatiƋue,àl͛aƌtiste se déplace 

deàǀilleàeŶàǀilleàăàlaàƌeĐheƌĐheàdeàĐlieŶtsàeŶàaŶŶoŶçaŶtàdaŶsàlesàjouƌŶauǆàloĐauǆàƋueàsaà« Ŷouǀelleà
ŵĠthodeàdeàdessiŶeƌàeŶàpastel »àpƌoduitàdesà« ƌesseŵďlaŶĐesàeǆaĐtes ».àLesàteĐhŶiƋuesàdeà
reproduction protophotographique comme celle-ci suscitent en effet des prétentions de vérité que 

l͛aƌtisteàŶeàŵaŶƋueàpasàdeàsouligŶeƌàdaŶsàlesàdizaiŶesàd͛aŶŶoŶĐesàpuďliĐitaiƌesàƋuiàpaƌsğŵeŶtà
pendant huit ans son parcours de Philadelphie à Québec. En examinant en parallèle les publicités et 

les pastels — de précises effigies en miniature —, cette communication montre comment le message 

pƌoŵotioŶŶelàfaitàpaƌtieàiŶtĠgƌaŶteàd͛uŶeàpƌatiƋueàaƌtistiƋueàĠphĠŵğƌeàƋuiàŶ͛estàpasàsaŶsàƌappeleƌà
celle des premiers photographes itinérants.
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Un déferlement de vagues (Turner, Friedrich, Hokusai) 

Parmi trois vagues peiŶtesàĠŵaŶaŶtàd͛iŵagiŶaiƌesàĐultuƌelsàdiffĠƌeŶtsà;‹uƌŶeƌ,àFƌiedƌiĐh,àHokusaiͿàetà
indissociables des "textualités "qui les environnent – Hokusai relayé par Goncourt ; Friedrich escorté 

par Kant et Goethe, Turner "illustrant "Falconer – , nous isolerons celle de Hokusai qui, tout en 

eŵpƌuŶtaŶtàăàlaàpeƌspeĐtiǀeàoĐĐideŶtale,àlĠgueƌaàleàpƌopƌeàdeàl͛estaŵpeà;l͛aplat,àlaàĐouƌďe,àleà
dĠĐoƌatiǀisŵeͿàăàlaàFƌaŶĐeà"japoŶisaŶte."àOŶàpouƌƌaitàaussiàsuiǀƌeàlaàfoƌtuŶeàdeàl͛ĠĐuŵeàpƌoduiteàpaƌà
leàdĠfeƌleŵeŶtàdeàl͛iŵŵeŶseàǀagueàƋuiàƌejaillitàsuƌàl͛heƌŵĠŶeutiƋueàoĐĐideŶtale.à“iàGoŶĐouƌtàǇàǀoità«à
desàgouttelettesàaǇaŶtàlaàfoƌŵeàdeàgƌiffesàd͛aŶiŵauǆà»àĐ͛estàgƌàsaàĐoŶŶaissaŶĐeàduàfaŶtastiƋueàdeà
Hokusai,àtaŶdisàƋu͛uŶeàleĐtuƌeàsiŶisaŶteàăàlaàFƌaŶçoisàJullieŶàƌappƌoĐheƌaàleàtaďleauàde la polarité 

montagne-eauàƋuiàiŵŵeƌgeàleàspeĐtateuƌàdaŶsàleàpaǇsageàĐhiŶois.àD͛autƌesàappƌoĐhesàsoŶtàlĠgitiŵesà
:àoŶàpouƌƌaitàl͛appƌĠheŶdeƌàĐoŵŵeàuŶàpaŶàdeàpeiŶtuƌeà;DidiàHuďeƌŵaŶͿàƋuiàfaitàĠĐhoàăàlaàŶeigeàduà
ŵoŶtàFujiàŵiŶoƌisĠàăàl͛aƌƌiğƌe-plan ; risquer uneàleĐtuƌeàfƌaĐtaleàdeàlaàsegŵeŶtatioŶàdeàl͛ĠĐuŵe,ààuŶeà
leĐtuƌeàĠĐopoĠtiƋueàdesàJapoŶaisàǀiǀaŶtàdaŶsàl͛iŵpeƌŵaŶeŶĐeàliǀƌĠsàauǆàtsuŶaŵis,àuŶeàleĐtuƌeà
gĠopolitiƋueàdeàl͛eŵďlğŵeàdeàlaàdĠfeƌlaŶteàdaŶsàlesàĐaƌiĐatuƌesàdesàŵigƌaŶts.àD͛oùàŶotƌeàhǇpothğseà
que dans ĐhaƋueàtƌaŶsfeƌtàĐultuƌelàilàŶ͛estàpasàƋuestioŶàd͛eŵpƌuŶtsàouàdeàĐopiesàŵaisà
d͛aĐĐoŵŵodatioŶsàƌǇthŵiƋues,àdeàǀaƌiatioŶsàd͛iŶteŶsitĠ,àdeàlaà«àdispaƌatioŶà»àthĠoƌisĠeàpaƌàDeleuze,à
taŶtàƋuaŶtàauǆàƌeƋualifiĐatioŶsàpaƌàd͛autƌesàaƌtistesàƋueàpaƌàleàƌegaƌdàtoujours situé de la critique.
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Eating and fornicating all night long. Ramadan's Représentation in western narratives'travel 

‹hisàpapeƌàdealsàǁithàtheàƌepƌeseŶtatioŶàofà‘aŵadaŶeàoƌàĐhaƌeŵeàiŶàǁesteƌŶàŶoǀels͛àtƌaǀel,à
particulary those from the thirteenth to the fifteenth century.  In fact, the topic of food is very 

present in that literature because it concerns not only curiosa as  the way the other eats and drinks, 

ďutàalsoàtheàotheƌ,àitsàĐultuƌeàaŶdàhoǁàheàpƌefoƌŵsàitàiŶàƌegaƌdàtoàtheàpƌopeƌàtƌaǀelleƌ͛sàĐultuƌeà;àà
when the topic of food concerns precisely abstinence , things become  more intertesting and more 

complex. Discours on Ramadane becomes then  the occasion to treat other polemical and sensitive 

issues as pleasure, paradise, body in Islam and Christianity.
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Copie difforme: variétés culturelles de la réplique 

At first sight, the second pair of folding panels looks like a copy of the first, whilst the third appears as 

a copy of both the first and the second. At a closer examination, though, each of the two posterior 

copies reveals subtle, almost impalpable differences from the previous ones: the inclination of a line, 

the hue of a background, the shape of a drapery, etc. To an untrained gaze, they might seem just 

random imperfections; however, to the expert observer, they are essential signs of the complex 

inter-teǆtualàƌelatioŶsàďetǁeeŶàtheàthƌeeàǁoƌks.àIŶdeed,àKōƌiŶàaŶdàHōitsuàdoàŶotàliŵitàtheŵselves to 

ĐopǇà“ōtatsu͛sàŵasteƌpieĐe.à‹heǇàaĐtuallǇàƌepƌoduĐeàit.àButàheƌeà͞ƌepƌoduĐtioŶ͟àŵustàďeàuŶdeƌstoodà
according to the full semantic range of its etymology: every subsequent screen re-produces the 

aesthetics of the previous one(s), meaning that 1) it pays homage to an aesthetic tradition; 2) it 

proves its technical competence in that tradition; 3) it nevertheless affirms a personality not through 

iconoclastic invention, but through discreet, almost imperceptible differentiation. The personality of 

the new artist, indeed, must not shine autonomously, and in radical rupture with the past, but within 

the sphere of sensibility, technique, and appreciation handed down by tradition. The paper is meant 

to stimulate cross-cultural reflection on the difference between copy and reproduction in the arts.
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L͛ Aƌt islaŵiƋue daŶs les ƌeǀues d'aƌt dĠĐoƌatif eŶ Italie au XIXeŵe siğĐle. 

Le XIXe siècle est le siècle où elle commence à se répandre un intérêt sérieux dans l'art islamique et 

les meilleures opportunités pour une connaissance directe des artefacts ont été les Exposition 

Universelles, ainsi que les premières collections de soi-disaŶtàMusĠesàdesàáƌtsàDĠĐoƌatifs.àL͛áƌtà
Islamique, grâce à son caractère ornemental et particulièrement abstraite, offrira un nouveau 

répertoire décoratif qui attirera toute la production européenne d'art-industrielle. En Italie, la 

production des revues d'art décoratif est complètement inséré dans le débat de la naissance des 

écoles des arts décoratifs et des musées d'art  industriel, en particulier grâce à la création des revues 

tels que Illustration Italienne (publiée par Fratelli Treves à Milan en 1875) et l'Art italienne décoratif 

et industriel de Camillo Boito. Le répertoire figuratif de cette revues sera essentiel pour la diffusion 

des éléments décoratifs de l'art islamique en Italie, pour les informations sur les techniques de 

conception du style mauresque, persan et ottoman, à travers une documentation iconographique 

cohérente, donc les illustrations ont été utilisés pour la production d'art appliqué dans des contextes 

différents: les meubles, la mise en place de installation exotiques pour soirées à thème ou de la 

production d'objets d'art décoratif.
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Rhizo-Memetic Art: The production and curation of Transdisciplinary Performance 

Contemporary discourse in Memetics offers new insights upon the means of producing and curating 

contemporary Performance beyond the limits of discipline specific taxonomies. Alongside the rise of 

the Internet Meme and  rapid adoption of social media, it is argued that  artistic practice is becoming 

͚ŵoƌeàfluid,àelastiĐ,àaŶdàdispeƌsed͛à;CoƌŶell,àϮϬϭϰͿ.àGiǀen this circumstance, notions of disciplinarity, 

performative agency and materiality remain in a state of flux and in need of reconsideration.   

Utilizing a Practice-as-Research framework, the researcher initiated an innovative three-phase 

methodological appƌoaĐhàfoĐusedàoŶàtheàappliĐatioŶàofààtheàĐoŶĐeptàofàtheà͚Meŵe͛à;DaǁkiŶs,àϭϵϳϰͿà
alongside a Deleuze & Guattarian (1987) philosophy upon  artistic production, and curation of 

tƌaŶsdisĐipliŶaƌǇàpeƌfoƌŵaŶĐe.‹heàƌesultiŶgàpƌaǆis:à͚‘hizo-MeŵetiĐàáƌt͛àpƌoduĐedàthree artworks 

including: 'Corpus 1' (2012-13), produced collaboratively online with users of Twitter and Facebook; 

'Florilegium Exhibition' (November, 2014), produced and curated alongside contributing artists; and 

'Florilegium Remix' (April 2015), a Live Art lecture. Each of these elements plug into the thesis 

alongside the documentation of its artefacts. 

The outcomes of the project are threefold. The first: a new theoretical understanding of the 

mechanisms of interdisciplinary creative practice emerging out of meme/rhizome synthesis. The 

second: insights relevant to notions of production and curatorial discourse. The third: Rhizo-Memetic 

Art itself.  

The implications of this research suggest that the functioning of Rhizo-Memetic Art raises permanent 

questions about the status of Performance in terms of its materiality and efficacy outside of 

disciplinary myopia. 
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Documentation of the collective memory in Warburgian understanding in the modern Internet 

meme culture 

‹hisàpƌeseŶtatioŶàfoĐusesàoŶàWaƌďuƌg͛sàthoughtsàoŶàaƌtàhistoƌǇàasàaàdoĐuŵeŶtàofàtheàĐolleĐtiǀeà
memory. This documentary characteristic is also found in the fast-developing culture of Internet 

memes. Using the work by Warburg could be  thus central for understanding the paradigm shifts in 

viral media production in the digital era. 

 Waƌďuƌg͛sàteǆtàdisĐussesàtheà‘efoƌŵatioŶ͛sàŵedia landscape, in which he detects the development 

of the reproducibility of pictures as the accelerating catalyst of the Bilderwanderung – the migration 

of images. In the terminology used by Warburg one can find noticeable influence of the technical 

achievements of the early 20th century. This  vocabulary displays that it is more in the context of 

industrial image production, rather than in the one of letterpress where Warburg realizes the high 

cultural pertinence of woodcutleaflets. Simultaneously, he uses teƌŵsàlikeà͞illustƌiousàseŶsatioŶalà
pƌess͞àaŶdàdeŵoŶstƌatesàthatàtheàiŵagesàǁeƌeàŶotàoŶlǇàiŶteŶdedàtoàďeàseƌious,àďutàalsoàfoƌàà
aŵuseŵeŶt.àFƌoŵàaàĐoŶteŵpoƌaƌǇàǀieǁpoiŶt,àtheàĐultuƌalàleǀelàofàtheseà͞aǀiatiĐ͞àpiĐtuƌesàĐouldàďeà
considered as belonging to the realm of pop culture.  

 In the digital age the migration of images transformed into spreading - Internet memes as cultural 

units. Often, the production, mimicry and reproduction of Internet memes is driven by an 

entertainment. In the 21st century, with cultural communication happening predominantly online, 

the masses, mostly teenagers, are interested in developing and producing new kinds of 

Bilderfahrzeuge – image vehicles. Internet memes therefore became a cultural expression of the 

working collective brain. 
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Web 2.0 Remix Culture: Imitation of Speech Genres to Lure Voters Online 

Among a vibrant universe of digital mimetic activities, the phenomenon of integration of various 

genre patterns in a multimodal structure of Internet memes is used as a powerful mean of 

persuasion in politics. An Internet meme - attractive form for encapsulation of political messages 

with its fast and accurate spread - was highly exploited during the US 2012 and 2016 presidential 

ĐaŵpaigŶs.àPƌeseƌǀiŶgàtheiƌàďasiĐàideologiĐalàŵatƌiǆà;positiǀeà͞ǁe͟àǀsàŶegatiǀeà͞theǇ͟àpoƌtƌaǇiŶgͿà
electronic icono-texts sometimes prefer to hide behind masks of other socio-cultural valid forms: a 

recipe, a comic strip, a fairy-tale, a newspaper, a book cover, a nursery rhyme, a dictionary entry, a 

gaŵe,àetĐ.àWƌappiŶgàpolitiĐalàideologǇàiŶà͞ĐatĐhǇ͟àgeŶƌesàgƌaspedàatàoŶĐe,àŶeǁàfoƌŵsàofàa repeated 

campaign message, a jocular playful character to appeal to American voters are only some reasons of 

this stylistic choice. Labelled as typological intertextuality, systemic reference, architextuality, 

heterogeneity, genre mixtures, scenography, even a vampire activity and a parasitic discourse, the 

phenomenon of genre mixing in Web 2.0 presents a challenge for analysis. Markham (2013) and 

KiŶсheloeà;ϮϬϬϭͿàsuggestàthatàstudǇiŶgàƌeŵiǆàĐultuƌeàƌeƋuiƌesàaàƌeŵiǆàŵethodàoƌà͞ďƌiĐolage͟.à“iŶĐeà
the focus of my interest is a close analysis of linguistic, graphic and mental patterns, I engage with a 

qualitative approach combining methods from discourse studies, grammar of visual design and 

cognitive linguistics.
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Are Memes Human? Artists, Bots, and Anonymity 

On September 24, 2013, the twitter account @Horse_ebooks, a popular spambot known for 

outputting random but surprisingly poetic text fragments, was revealed to be the work of a human: 

Jacob Bakkila. @Horse_ebooks was originally a fully automated bot set up to send out spam links to a 

Russian ebook seller. Bakkila purchased control of the account in 2011 and operated it under strict 

anonymity. Manually inhabiting the once-automated account, he performed an endurance exercise 

in which he posted at regular intervals day and night for over two years. Bakkila worked in 

collaboration with childhood friend Thomas Bender, who ran a similarly anonymous and mysterious 

YouTube channel called Pronunciation Book. The final reveal of these projects, in a rented gallery on 

the Lower East Side of New York, seemed to confirm the worst fears of blogosphere cynics: this was 

not a happǇàaĐĐideŶtàofàautoŵatioŶ,àitàǁas,àiŶstead,à͞justàĐoŶĐeptualàaƌt͟.à‹heàideaàthatàsoŵethiŶgà
beautiful and poetic could arise from an automated spambot captivated technophiles around the 

world, so the reveal of the Wizard of Oz-esƋueà͞ŵaŶàďehiŶdàtheàĐuƌtaiŶ͟àdisappointed and 

astonished many. This presentation investigates the stakes involved in the appropriation of 

@Hoƌse_eďooks,àǁhiĐhàǁasàiŶàdialogueàǁithàaƌtàhistoƌiĐalàaŶteĐedeŶtsàiŶĐludiŶgàDuĐhaŵp͛sà
readymades, systems art of the 1960s, and net.art of the 1990s. The story of @Horse_ebooks 

suggests that our memes and our bots maintain their aura only through distance from the humans 

that create and operate them.
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Du VolksŵäƌĐheŶ au pop aƌt : ƌepƌises et hǇďƌidatioŶs daŶs  l͛œuǀƌe-creuset de Yann Legendre, 

Grimm. Contes choisis. 

Populaires, les contes des frères Grimm le sont assurément. Mais probablement moins par leur 

oƌigiŶe,àdoŶtàl͛autheŶtiĐitĠàpopulaiƌeàaàlaƌgeŵeŶtàĠtĠàƌeŵiseàeŶàĐauseàpaƌàlesàĐheƌĐheuƌs,àƋueàdaŶsà
leur réception et dans leuƌàpƌopagatioŶàauàseiŶàdeàlaàsoĐiĠtĠ,àduàĐiŶĠŵaàd͛aŶiŵatioŶàăàlaàpƌatiƋueàduà
tatouage.  

LeàgƌaphisteàfƌaŶçaisàYaŶŶàLegeŶdƌeàpaƌǀieŶt,àdaŶsàsaàǀeƌsioŶàd͛uŶeàsĠleĐtioŶàdeàĐoŶtesàdesàfƌğƌesà
Grimm parue en 2014 en France (Editions Textuel) et aux Etats-Unis (Rockport Publishers), à donner 

auàgeŶƌeàduàĐoŶteàillustƌĠàuŶeàŶouǀelleàideŶtitĠàgƌaphiƋueàplaĐĠeàsousàleàsigŶeàd͛uŶeàŵodeƌŶitĠà
nourrie par différentes influences telles que le pop art et les comics, les versions popularisées par les 

studios Disney, mais aussi par les gravures de Gustave Doré illustrant Perrault, par le symbolisme et 

paƌàleàJugeŶdstil,àaiŶsiàƋu͛eŶàtĠŵoigŶeŶtàlesàoƌŶeŵeŶtsàsouǀeŶtàǀĠgĠtauǆàƋuiàeŶĐadƌeŶtàdeà
nombreuses illustrations.  

NotƌeàĐoŵŵuŶiĐatioŶàseàpƌoposeàd͛iŶteƌƌogeƌàĐeàƋui,àdaŶsàl͛œuǀre de Yann  Legendre, relève de la 

ƌepƌiseàǀoiƌeàdeàlaàƌepƌoduĐtioŶ,àetàĐeàƋuiàpeƌŵetàtoutefoisàd͛eŶàfaiƌeàl͛oƌigiŶalitĠàetàl͛aĐtualitĠ,àduà
faitàpƌĠĐisĠŵeŶtàdeàlaàĐoŵďiŶaisoŶàdesàdiffĠƌeŶtsàeŵpƌuŶtsàauǆƋuelsàl͛illustƌateuƌàpƌoĐğde.
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Fƌoŵ Flesh to PhotogƌaphǇ: ModeƌŶ DepiĐtioŶs of Blueďeaƌd͛s Hoaƌd of Coƌpses 

In the traditional ǀeƌsioŶàofàtheàtaleàofà͚Blueďeaƌd͛à;͚LaàBaƌďeàďleue͛,àChaƌlesàPeƌƌault,àϭϲϵϳͿ,àaàǇouŶgà
bride is given the key to a room in which her husband forbids her to go. When curiosity takes over 

aŶdàsheàuŶloĐksàtheàdooƌ,àsheàdisĐoǀeƌsàaàdisplaǇàofàheƌàspouse͛sàpƌeǀiousàǁiǀes͛àĐoƌpses.àIŶàďothà
áŵĠlieàNothoŵď͛sàaŶdàPieƌƌeàDuďois͛sàƌeǁƌitiŶgsà;Baƌďeàďleue,àϮϬϭϮàaŶdà͚HaleǁǇŶ,͛àϮϬϭϭͿàtheà
bodies hanging in the forbidden room have been replaced by a collection of photographs of the 

women in death.  

Instead of a composition made of actual body parts the photographs are carefully constructed 

ƌepƌeseŶtatioŶsàofà͚ďeautifulàdeadàǁoŵeŶ͛àĐaptuƌedàiŶàaŶàuŶĐhaŶgiŶg,àŶoŶ-decaying state—to be 

seen and devoured at will by their owners. The fact that we tend to perceive photographs as closely 

tied to reality emphasises the ambiguity of these pictures: possible proofs of murder, they are also 

complete fantasies created by the male characters. 

By shifting the way the female body is represented, the authors go further than simply modernising 

theàtale:àiŶàtheseàĐasesàtheǇàoffeƌàaàŵoƌeàliteƌalàƌepƌeseŶtatioŶàofàtheà͚death͛àofàtheàgalleƌǇàspaĐe,àďutà
also a reflection on harmful obsessive control over the female body. Thus, by looking at the pictures 

as acts of violence (as linked with mortality, image consumption, and pornography) this paper will 

foĐusàoŶàhoǁàtheàphotogƌaphsàgiǀeàŶeǁàŵeaŶiŶgàtoàBlueďeaƌd͛sàďloodǇàĐhaŵďeƌ.
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The MaŶǇ Liǀes of ͞Le Baƌďe-Bleue͟:  IllustƌatioŶ as ‘adiĐal AdaptatioŶ iŶ the Woƌk of Chaƌles 
Perrault 

áàŶuŵďeƌàofàĐƌitiĐsàhaǀeàĐalledàatteŶtioŶàtoàtheàillustƌatoƌ͛sàƌoleàiŶà͞ƌefoƌŵulatiŶgàaàteǆt͟à
(Bottigheimer 52) and in estaďlishiŶgà͞ŵoŵeŶtsàofàiƌoŶǇ,àdeliĐiousàgapsàďetǁeeŶàteǆtàaŶdàiŵageà
(Nodelman 273-274). In some cases, when examining the publication history of literary fairy tales, it 

is apparent that early illustrations (specifically those that work against the narrative in some way) 

have a profound impact on later illustrations, translations, adaptations (into other media), and 

ƌetelliŶgs.à‹hisàisàƌeadilǇàǀisiďleàǁheŶàeǆaŵiŶiŶgàtheàǀaƌiousàŵaŶifestatioŶsàofàPeƌƌault͛sà͞LeàBaƌďe-

Bleue.͟àBegiŶŶiŶgàǁithàaàsiŶgleàǁoodĐutàiŶàPeƌƌault͛sàϭϲϵϳàHistoiƌesàouàĐoŶtesàduàteŵpsàpassĠàoƌàLesà
Contes de ma Mère l'Oye depicting an ambiguously Turkish Bluebeard (paired with a text that lacks 

any specific reference to place or time), the tale crosses the English Channel and, in this process of 

tƌaŶslatioŶ,àeǆplodesàoŶtoàtheàBƌitishàďuƌlesƋueàstageàaŶdà;siŵultaŶeouslǇͿàiŶtoà͞Ŷeǁ͟àƌetelliŶgsàofà
theà͞histoƌǇ͟àiŶàĐhapďooksàaŶdàĐolleĐtioŶsàofàfaiƌǇàtalesàpaiƌedàǁithàaŶàaƌƌaǇàofàillustƌatioŶs.à
Orientalizing Bluebeard through dress and environment becomes the norm, and the increasingly 

farcical versions of this on the British stage seem to fuel both textual and visual interpretations. Even 

as Bluebeard is being rampantly orientalized in Great Britain, 19th century French illustrations of the 

tale are doing the same. This presentation will examine this trend, whilst simultaneously exploring 

the sort of backlash typified by J.R. Planché who seeks to return the narrative to what he perceives as 

its origins – theàtaleàofà͞aàFƌeŶĐhàŶoďleŵaŶàofàtheàfifteenth century in accordance with the legend on 

ǁhiĐhàPeƌƌaultàfouŶdedàhisàstoƌǇ,͟à;ϯϰͿàiŶàaŶàatteŵptàtoàďetteƌàuŶdeƌstaŶdàtheàiŶteƌĐoŶŶeĐtedàǁeďà
of translation, illustration, and adaptation that can shape the life of a literary fairy tale.
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Replacing the tale: Roberto Innocenti, Little Red Riding Hood and the contemporaƌǇ ͞ŶoŶ-plaĐe͟ 

͞CoŶteŵpoƌaƌǇàpaiŶtiŶgs͟:à‘oďeƌtoàIŶŶoĐeŶti͛sàillustƌatioŶsàǁeƌeàdefiŶedàasàsuĐhàďǇàMaƌĐoàMagŶaŶi,à
since they are able to reconcile modernity and tradition, classical systems of depiction and new 

approaches to representation, in a delicate technical blend that becomes the identifying trait of a 

great contemporary artist. 

In this paper we will focus on the reinterpretation of Little Red Riding Hood, done by Innocenti in 

2012, highlighting iconographic but also philosophical references. Innocenti sets the tale it in a 

modern metropolis, where the girl, who lives in one of the anonymous suburban apartment blocks 

that populate modern-day cities, has to go to visit her grandmother in an equally run down suburb 

on the opposite side of town. Innocenti describes the degradation of the city during Little Red Riding 

Hood͛sàjouƌŶeǇ;àstaƌtiŶgàǁithàtheàďuildiŶgàiŶàǁhiĐhàtheàgiƌlàliǀes,àaŶdàaƌƌiǀiŶgàtoàheƌàgƌaŶdŵotheƌ͛sà
house, a poor caravan. The girl is swallowed by an urban environment dominated by advertising that 

is intrusive and overwhelms the viewer.  

Innocenti offers a very effective glimpse of the living and housing system of our times, in which lack 

of communication and indifference reign, considering that the social system of which anthropologists 

such as Augé and La Cecla speak, has crumbled. We will see also that it is natural to compare 

Innocenti with the photographer Gabriele Basilico, who has long studied the suburbs. A similarity 

that is the result of their reactions to their world rather than any intention of emulating each other.
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La Blanche-Neige des frğƌes Gƌiŵŵ. « [Elle] peŶse taŶt Ƌu͛[elle] s͛ouďlie » : ŵigƌatioŶs et « 
transcréations » de la couleur rouge dans quelques albums 

Comme le signale Philippe Beck dans une récente réécriture du conte, Blanche-Neige est « une 

enfant à trois couleurs  », et SchŶeeǁittĐheŶàaàlaàĐaƌaĐtĠƌistiƋueàd͛ġtƌeàuŶàƌĠĐitàeŶàtƌiĐhƌoŵie,àfaità
assez remarquable pour donner lieu à de riches et suggestives traductions et transpositions 

iĐoŶogƌaphiƋuesàdaŶsàleàĐadƌeàdeàl͛alďuŵ,àdeǀeŶuàauàXXeàsiğĐleàuŶà«àǀĠƌitaďleàlieuàdeàĐƌĠatioŶ, 
ouvert à tous les publics  ». 

L͛iĐoŶoteǆte,àƋuiàƌeposeàsuƌàl͛iŶteƌaĐtioŶàduàteǆteàetàdeàl͛iŵage,àsupposeàuŶeàdouďleàopĠƌatioŶàdeà
ŵĠtaŵoƌphose,àd͛oùàƌĠsulteŶtàuŶàoďjetàetàuŶeàiŶteƌpƌĠtatioŶàiŶĠdits.à“uiǀƌeàleàtƌaiteŵeŶtàdesà
couleurs – et plus spécialement deàlaàĐouleuƌàƌouge,àdoŶtàŶousàŵoŶtƌeƌoŶsàƋu͛elleàjoueàuŶàƌƀleà
cardinal dans cette histoire – dans quelques albums contemporains, permettra de mettre au jour des 

constantes, mais surtout une variété de « recompositions et réinterprétations » qui reflètent les 

eŶjeuǆàpƌofoŶdsàetàtƌğsàaĐtuelsàdeàĐeàĐoŶte,àƋueàl͛oŶàpeutàĐoŶsidĠƌeƌàĐoŵŵeàuŶàŵǇtheàdeàŶotƌeà
teŵps,àetàdoŶtàleàŶoŵďƌeàdesàƌepƌisesàdaŶsàleàdoŵaiŶeàdeàl͛iŵageàestàfƌappaŶt.
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The Power of Imagination: A Curious Case of Polish Fairy-Tale Illustrations in the Communist Era 

In the Communist Poland, illustrators for children found themselves in a specific situation. While the 

censorship and the ideological agenda of the monopolist publishing industry may rightly be viewed as 

negative factors within the field of books for children, they have also unexpectedly led  to the 

development of a very oƌigiŶalà͞PolishàsĐhoolàofàillustƌatioŶ͟.àPolishàaƌtists,àuŶeŶĐuŵďeƌedàďǇàtheà
iŶflueŶĐeàofààDisŶeǇ͛sàdistiŶĐtiǀeàaŶdàpeƌǀasiǀeàǀisualàstǇle,àǁhiĐh,àdueàtoàideologiĐalàƌeasoŶs,àǁasà
almost absent from Poland, were free to unleash their imagination. A further encouragement  to 

experiment with forms and ideas came form the state owned publishing houses for whom the 

commercial demands of the mass market were not the prime concern. Furthermore, the most 

successful illustrated editions for children were reprinted many times, so they have deeply 

influenced the collective imaginary of more then one generation of children.  

As far as the classic fairy tales are concerned, the power of visual imagination was often paired with 

the long Polish tradition of a very liberal mode of adaptation? of the most famous tales. As a result, 

eǀeŶàteǆtsàpuďlishedàasà͞Peƌƌault͛s͟àoƌà͞Gƌiŵŵs͛͟àtalesàǁouldàusuallǇàstƌoŶglǇàdiffeƌàfƌoŵàtheàoƌigiŶalà
versions. I would like to discuss some of the most striking cases of illustrations which influenced or 

ƌeiŶfoƌĐedàalteƌŶatiǀeàǀisioŶsàofàsuĐhàtalesàasà͞‹heàFisheƌŵaŶàaŶdàhisàǁifeàfish͟,àǁhiĐhàiŶàPolaŶdà
ďeĐaŵeàassoĐiatedàǁithàaà‘ussiaŶàtale;à͞CiŶdeƌella͟àappƌopƌiatedàďǇàtheàPolishàfolkloƌe,àoƌàtheà͞‹heà
Littleà‘edà‘idiŶgàHood͟,àǁhiĐhàiŶàitsàŵaŶǇàPolish variants invariably transforms the wolf into a 

comical and rather innocuous creature.
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Lieux de contes – Contes de lieux: les illustrations des contes de Perrault et de Grimm 

Les Histoires ou Contes du Temps Passé (1697) de Charles Perrault et les Contes d'Enfants et du 

Foyer (1812–15) des Frères Grimm se sont chevauchés à plusieurs reprises au cours de leur histoire 

éditoriale. L'image de la narratrice placée en frontispice en témoigne aussi bien que l'histoire des 

illustrations des contes eux-mêmes. La présentation retrace particulièrement l'histoire de 

l'illustration des contes Le Petit Chaperon Rouge (Rotkäppchen), Cendrillon (Aschenputtel) et La Belle 

au Bois Dormant (Dornröschen). 

 

 


