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New art historical resources on the web [3]

H-ArtHist Redaktion

[1] Bilder, Fakten, Bibliographie zur Cranach-Werkstatt
[2] The Metropolitan Museum of Art Opens Robert Lehman Papers for
Research
[3] ASAI Introduces New Research on the Art of Lionel Davis

--

[1]

From: Maria Effinger <effinger@ub.uni-heidelberg.de>

Date: Oct 12, 2014

Subject: WWW: Neu in arthistoricum.net: Bilder, Fakten, Bibliographie

zur

Cranach-Werkstatt

Unter dem Titel "Cranach Online"

(http://www.arthistoricum.net/themen/portale/cranach-online/) ermöglicht

arthistoricum.net den direkten Zugriff auf zahlreiche digitale

Forschungsressourcen sowie das digitale Gesamtwerkverzeichnis (CORPUS

CRANACH).

Die noch im Aufbau befindliche, aber bereits knapp 1.500 Titel

umfassende "Bibliographie Cranach"

(http://www.arthistoricum.net/themen/portale/cranach-online/bibliographie-cranach/)

bietet einen gezielten Zugriff auf die interdisziplinäre

Forschungsliteratur zu Lucas Cranach d. Ä., seinen Söhnen, Mitarbeitern,

Schülern und Nachfolgern. Bei ca. 100 Werken handelt es sich um

überwiegend in Heidelberg digitalisierte, frei zugängliche

Online-Ressourcen. Die Bibliographie wird von der UB Heidelberg im

Kontext ihres aktuellen DFG-Projekts "arthistoricum.net -

Fachinformationsdienst Kunst" gehostet und betrieben. Die Präsentation

erfolgt mit Hilfe des als Open Source Software entwickelten Discovery

Systems VuFind.

Mit der Gründung des virtuellen Forschungs-Instituts "www.cranach.net"

werden seit Herbst 2009 unter Leitung des Heidelberger Kunsthistorikers

Michael Hofbauer systematisch Daten zum umfangreichen Werk der

Cranach-Werkstatt erhoben und ausgewertet.

Zudem lädt die von der UB Heidelberg nachhaltig bereitgestellte und

gehostete Internetplattform zur Mitarbeit und wissenschaftlichem

http://www.arthistoricum.net/themen/portale/cranach-online/
http://www.arthistoricum.net/themen/portale/cranach-online/bibliographie-cranach/


ArtHist.net

2/7

Austausch ein. Begleitet wird das innovative Forschungsprojekt von den

Lehrstühlen für Kunstgeschichte der Akademie der Bildenden Künste

Stuttgart (Nils Büttner) und der Universität Trier (Andreas Tacke).

Um die Werklisten auch der Öffentlichkeit und der fachübergreifenden

Forschung zur Verfügung zu stellen, wird seit 2010 zeitgleich an der

Publikation CORPUS CRANACH

(http://www.arthistoricum.net/themen/portale/cranach-online/corpus-cranach/)

gearbeitet. Aktuell werden hier annähernd 3.000 Werke

dokumentiert und der Forschung zur Verfügung gestellt.

--

[2]

From: Melissa Bowling <melissa.bowling@metmuseum.org>

Date: Oct 7, 2014

Subject: ANN: The Metropolitan Museum of Art Opens Robert Lehman Papers

for Research

The Metropolitan Museum of Art Opens Robert Lehman Papers for Research

The Metropolitan Museum of Art announces the availability for research

of the Robert Lehman Papers, 97 linear feet of archival material related

to the collecting of art by financier Robert Lehman (1891-1969) and his

father, Philip (1861-1947). Over the course of sixty years, first

Philip and then Robert assembled a collection of thousands of artworks

with scholarly knowledge, astute connoisseurship, and skillful

negotiation of the art market. Spanning seven hundred years of western

European art, from the fourteenth to the twentieth centuries, the works

include paintings, drawings, manuscript illumination, sculpture, glass,

textiles, antique frames, maiolica, enamels, and precious jeweled

objects. Upon Robert Lehman's death in 1969, he bequeathed 2,600 works

to the Metropolitan Museum with the stipulation that they be exhibited

as a private collection, reflecting his belief that "important works of

art, privately owned, should be beyond one's own private enjoyment and

[that] the public at large should be afforded some means of seeing

them." The Robert Lehman Wing, erected to display the collection, opened

to the public in 1975.

The Robert Lehman Papers document the acquisition and cultivation of

this magnificent art collection by Philip and Robert Lehman, and include

correspondence with galleries, dealers, advisers and museums, invoices,

insurance records, object descriptions and inventories. Prominent

individuals represented in the papers include art dealers and

consultants such as F. Kleinberger, Harry S. Sperling, and Charles

Durand-Ruel, as well as art historians Bernard Berenson, R. Langton

Douglas, and Max Friedländer. The papers also include photographs and

memorabilia regarding the Lehman family, Robert’s military service and

http://www.arthistoricum.net/themen/portale/cranach-online/corpus-cranach/
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travel. This material offers a wealth of historical information that

will advance research on one of the finest private collections ever

assembled in North America, and that will support scholarship in other

arts and humanities disciplines. A comprehensive finding aid to the

papers is available here:

http://libmma.org/digital_files/archives/Robert_Lehman_papers_b1848688.pdf.

Processing of the Robert Lehman Papers was supported by a generous grant

from the Robert Lehman Foundation.

For information about access to the physical materials at The

Metropolitan Museum of Art, please email lehmanpapers@metmuseum.org

For information regarding the Robert Lehman Collection and the Robert

Lehman Wing visit

http://www.metmuseum.org/about-the-museum/museum-departments/curatorial-departments/the-robert

-lehman-collection.

--

[3]

From: Natasha Himmelman <nhimmelman@gmail.com>

Date: Oct 7, 2014

Subject: ANN: ASAI Introduces New Research on the Art of Lionel Davis

Awakenings: Impulses and threads in the art of Lionel Davis

Mario Pissarra

http://asai.co.za/artist/lionel-davis/

Lionel Davis is a significant figure in South African art circles. Core

elements of his personal biography are well known, and his contribution

as an artist is integral to accounts of seminal art organisations such

as the Community Arts Project, Vakalisa, and the Thupelo Workshop. His

early history as a District Six resident and political prisoner has made

him an invaluable resource for post apartheid heritage projects, such as

the District Six and Robben Island Museums. An articulate, charismatic

and sociable personality, Davis is popular and respected, with an active

public life and media presence.

Despite his prominent profile, Davis's art has still to receive adequate

attention from art historians, critics, and curators. For while many of

his works have been published and exhibited since the 1980s, you will be

hard pressed to find anything that can be described as a considered

reflection on his art. The absence of a critical analysis of Davis' art

is partly due to his tendency to situate his practice as part of broader

networks, as well as because of his decision to pursue employment from

ngos, mostly as an educator, rather than to work full-time as an artist.

Aged seventy-eight, and active since his late introduction to art making

in 1977, Davis has held only one solo exhibition, and used it to feature

http://libmma.org/digital_files/archives/Robert_Lehman_papers_b1848688.pdf
http://www.metmuseum.org/about-the-museum/museum-departments/curatorial-departments/the-robert-lehman-collection
http://www.metmuseum.org/about-the-museum/museum-departments/curatorial-departments/the-robert-lehman-collection
http://asai.co.za/artist/lionel-davis/
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recent work. The task of surveying his art as a body of images produced

over forty years remains to be done, along with a proper assessment of

his contribution and value as an artist. This short essay, along with

the online galleries published by ASAI, aims to begin this process, one

that will hopefully find fuller fruition with a retrospective exhibition

that is in the early stages of being planned.

In beginning to make sense of Davis' career there are some obvious entry

points. A quick glance suggests that his oeuvre reflects chapters in his

life. There are narrative stories of District Six, images depicting

imprisonment and the history of Robben Island, 'political' graphics and

posters and social comment from his long association with CAP, and

abstract works from Thupelo. With his unique biography providing a

thread to interpret his art, illustrating his personal narrative

presents one obvious way to curate his work. Alternately one could begin

by sorting his output by media: graphics (silkscreens, mostly but not

exclusively for posters, linocuts, woodcuts, and mono-prints, along with

a fair number of etchings and a few lithographs), paintings (mostly

acrylics, on paper, board and canvas, and some watercolours), drawings

(pencil, charcoal, pastels, crayons), collages and mixed media works.

While biography and media present two frames to organize and present

Davis' art, it is more rewarding to go deeper, to search for the

underlying concerns that motivate Davis as an artist, and to explore

ways in which these interests intersect with each other, sustain

themselves, or are more present at particular moments.

For instance, the very idea of distinguishing between themes and

materials deserves comment. A common feature in Davis' work is his

healthy disregard for the sanctity of individual media. He has no qualms

drawing or painting on a print, drawing on newspaper or the pages of a

printed book, tearing and collaging drawings and prints, and

incorporating words, from short phrases through to whole paragraphs.

What is privileged here is the creative act as an exploratory process,

one in which intuition and play are constantly present. This approach,

as many will know, is central to the original principles informing one

of Davis's artistic 'homes', the Thupelo workshop- lest we forget

Thupelo is a Sotho word meaning 'learning by doing', incidentally also

the original guiding principle for CAP.

The idea of learning that operates here is only partially concerned with

'technical' questions, it is less about traditional ideas of skill than

it is about growth. Titles such as The Awakening and New Dawn suggest a

link between the creative act and a quest for consciousness. As ideas

they resonate simultaneously at the personal and social levels. These

works, along with most of Davis' abstract works are strongly evocative

of organic forms, of movement, of generation.
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The growth that Davis' abstract forms evoke project into the future,

affirming life as dynamic but they also provide evidence of their

nurturing and sustained investment. Many artists who choose to work in

related fields, such as education, inevitably suffer a decline in

productivity. In Davis' case drawing regularly has been important in

maintaining a creative momentum. Informing the aesthetic qualities of

his abstract works is a command of drawing; between the discipline of

looking and the freedom offered by an emphasis on process there is

fertile ground for Davis's command of line, form and colour to assume

its own momentum and assert its distinctive character. What these works

reveal is that the binaries between observational drawing and

expressive, intuitive abstraction can dissolve, in the sense that these

two tendencies feed off each other.

Drawing also informs Davis' mono-chromatic linocuts, where the narrative

impulse is strongly evident. In the case of those recalling District

Six, there is an almost illustrative realism, presented as depictions of

concurrent or sequential settings, and augmented by generous use of

written texts. However, the dramatic juxtaposition of multiple settings

and viewpoints introduces a fragmentary 'whole' that is as much a

reminder of the incompleteness of memory as it is a visual simulation of

rupture and displacement.

The District Six works resonate as implicitly 'political' works through

their reconstruction of a community displaced by apartheid, and more

explicit political content features in works chronicling violent

conflict between apartheid's enforcers and its militant opposition, as

well as in much of Davis' output of posters. But mostly Davis' politics

are manifest through his empathy for people dealing with the challenges

of being alive, being hungry, being depressed, or just coping, passing

time, waiting… This concern is most evident through his long-term

interest in imaging train commuters. A life-long commuter himself, Davis

has produced numerous works on this theme. Arguably the most powerful

are not the composed and 'finished' paintings or prints but rather the

sketches produced on-site where his discreet observation of individuals

and groups is ably translated through modest means, typically pencil or

pen on small formats. These are intimate, ostensibly unremarkable

moments that affirm human presence and express a profound respect for

the lives of 'small' people. They also chronicle an existential, liminal

space between destinations, spaces fraught with uncertainties, sites of

hope and fear, community and alienation. That these works date back to

the mid-1980s, a time of serial states of Emergency, informs their often

desolate tone, and underlines the displacement that the train journey

rehearses with its shuffling between the city, off-limits to the

majority, and the desolate locations to which many were forcibly

relocated. It is a mark of Davis' skill that deceptively simple drawings



ArtHist.net

6/7

can summons up the trauma of daily struggle that permeate everyday life

for 'ordinary' people.

It is instructive to consider Davis' approach to his train subjects with

what was likely to have been one of his original sources of inspiration,

the painting Third Class Carriage by Honore Daumier, 19th century French

realist and satirist. Daumier conceived of this work as having a

companion piece, The First Class Carriage, in order to didactically

highlight the gap between the elite and poor. Davis shows little

interest in visualizing a world of privilege that he is not part of ,

using his art to situate himself socially and politically, he not

looking in on an alien experience, he is visualizing a world that is

familiar with.

The use of his art to situate himself socially and politically also

informs a number of works that reveal Davis' recurrent interest in his

identity. Classified 'coloured', Davis has addressed the denial of

African heritage that marks many communities that have embraced the

notion of coloured identity. At times Davis' dissidence takes the form

of claiming an African identity for his work, typically expressed

through titles, a trend most visible in many of his abstract works.

Elsewhere, he directly addresses the prejudice towards looking too

black, as with his Flat-nosed people series. And when Davis incorporates

rock painting motifs into his work, he troubles fixed notions of

coloured and African identity, highlighting the absurd exclusion of the

descendants of the first people from legal and common classifications of

African identity. Similarly, his poster commemorating the history of

Robben Island reminds us that it was three prominent 'hunter-gatherers'

who were the first political prisoners banished there.

Davis' unsettling of coloured and African identities as separate recurs

in his Masks series. In these works Davis entangled the painted,

minstrel face conventions of the Cape Town minstrel (klopse) carnival

with those of west African masqueraders, at once drawing attention to

questions of what constitutes masking traditions in Africa as well as

marking the presence of West Africans ion the cosmopolitan mix of

District Six, which conservative interests have ethnically cleansed as a

'coloured' site. Once again, identity, culture, history and politics

know no boundaries.

Viewing Davis' work, one cannot but be struck by the convergence of

skill, pleasure and introspection. Over the last forty years, he has

produced a rich archive free of any pressures to be anything other than

meaningful for his own journey of self-discovery and socialisation.

Through this committed approach to his practice, Davis affirms the

potential of art as a means of making sense of the world and one's place

in it.
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