
condemnation of the ‘Duchampian deri-
vations’ to which it led, a future in which 
‘more and more postmodernist artists took 
the easy way out’.

Agee’s closing tirade is especially un- 
compromising. ‘The 1960s marked the end 
of the glorious unbroken tradition of four 
generations of artists in America’, he writes, 
a period in which ‘the authority of old con-
ventions and institutions was lost’ and ‘the 
authority of established traditions of art came 
into doubt’. These beliefs are core to Agee’s 
understanding of the previous four decades: 
an art history of continuity rather than vola-
tility, a Modernism whose discipline and au-
thority remained properly inviolate. But by 
ignoring the conflicts and contradictions that 
shaped the trajectories of twentieth-century 
American art well before 1968, Agee restricts 
rather than expands our understanding of 
the history of modern art in America.

39. Owh! In San Paõ, by Stuart Davis. 1951. Canvas, 132.6 by 106.7 cm. (Whitney Museum of American Art, 
New York).

Publications Received

Figure & Lettering: Sepulchral Sculpture of the Jagiellonian 
Period in Bohemia. By Jan Chlíbec and Jiří Rohácěk, 
348 pp. incl. numerous b. & w. ills. (Artefactum, 
Prague, 2014), £32. ISBN 978–80–86890–67–8.
The preparation for death and the afterlife featured 

significantly in the art, ceremonies and rituals of 
the Middle Ages. In Prague, Emperor Charles IV’s 
patronage of a series of tombs of early Bohemian 
monarchs as well as his carefully planned funerary 
procession in 1378 emphasised the way that order 
was imposed on the various stages of dying and 
death in order to rationalise them. The Emperor’s 
own tomb in St Vitus’ Cathedral must have been a 
spectacular monument, but it was destroyed during 
the Hussite revolution. As Jan Chlíbec stresses in the 
book under review, after the Hussite Wars of the early 
fifteenth century, Utraquists – the moderate Hussite 
faction – disapproved of such pretentious tombs. The 
monuments in this book are thus presented by the 
authors as conservative, both stylistically and in their 
use of Gothic minuscule inscriptions. In spite of the 
reformed cultural traditions in Bohemia, however, 
many of the monuments were of high quality and 
often carved from imported stone. They reveal a 
marked interest in portraiture, heraldry and realism, 
and display the slow but steady rise of humanism 
throughout Europe. 

In examining these tombs, the authors make a 
useful contribution to the scholarship on art in the 
era of the Jagiellonian dynasty by bringing together 
the study of sculpture and epigraphy. The book is 
organised as a catalogue of tombs in which each entry 
has complementary sections – an art-historical analysis 
of the sculpture by Chlíbec and an examination of 
the inscriptions by Jiř í Rohácěk. Despite the fact that 
all of the images in the book are in black and white, 
the tombs are adequately illustrated and include 
detailed photos of the inscriptions. The catalogue, 
prefaced by a pair of essays on tomb sculpture and 
tomb epigraphy, inevitably encourages the reader to 
reimagine the quality and number of Jagiellonian 
monuments in Bohemia before the various waves of 
destruction swept so many away. But as each tomb’s 
sculpture and epigraphy are treated as separate 
entities, the book lacks a sense of unity. Contributing 
to this are the two distinct introductions and the 
absence of a conclusion, leaving the reader to question 
the relationship between figure and lettering.

jana gajdošová

Christopher Wood. By Katy Norris. 176 pp. incl.  
138 col. ills. (Lund Humphries, London, with 
Pallant House Gallery, Chichester, 2016), £40.  
ISBN 978–1–84822–186–4.
This substantial publication accompanied the ex-

hibition held at Pallant House Gallery in Chichester, 
Christopher Wood: Sophisticated Primitive (closed October 
2016). In the 1920s, in a career lasting less than a dec-
ade, Christopher Wood brilliantly (if sometimes super- 
ficially) skimmed the cream from the avant-garde in 
Paris, where he cut something of a social figure in 
the orbit of Picasso, Cocteau and the Ballets Russes. 
A more solid restraint and a deepening of his personal 
imagery followed his meeting with Ben and Winifred 
Nicholson in 1926; with the former he chanced in St 
Ives on the elderly Alfred Wallis, whose ‘primitivism’ 
Wood merged with his own sophistication. But it is 
perhaps Winifred’s work that had the strongest impact 
on him, particularly in landscape. A Surrealist note 
of fantasy inflects some of his fine paintings made in 
Brittany and Paris during his last months, many show-
ing Wood’s knowing cackhandedness of paint hand-
ling and rhythmic complexity in memorable images. 
Then it all ended with his unexplained suicide under 
an express train at Salisbury station in 1930. He was 
twenty-nine years old.

Norris’s text, aided by copious illustrations, care-
fully unravels Wood’s rapid changes of style and 

Murphy might shed light on their marginali-
sation. Eventually Agee makes his animosity 
towards such questions explicit, complaining 
that the art he prefers has been ‘marginalized 
in favour of art promoting race, gender and 
sexual orientation, often putting political 
correctness above artistic ambition’.

Indeed, Agee suggests that by the end of 
the 1960s, social and political tumult had 
stunted the progress of Modernism itself. 
‘The civil discord had sown its poison into 
the world of art [. . .] Protest was accept-
ed as an artform in itself ’, he laments. So 
it comes as a surprise to learn that Andy 
Warhol emerges, in Agee’s words, as 
‘the complete American painter’, having 
‘touched upon virtually every aspect of the 
country’s voyage through modernism, and 
on virtually all the themes discussed in the 
book’. But while Agee can admire Warhol’s 
‘Matissean colour’, he is unequivocal in his 
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approach: to a biographical essay that reconstructed an 
historical milieu he could append a catalogue raison-
né with a dense archaeology of archival and material 
evidence. Other contributors self-consciously adopt 
Schnapper’s method (what Pierre-Michel Menger calls 
here ‘un éthique de la minutie audacieuse’ that, he argues, 
responded to more theoretical approaches that took 
hold in academia during Schnapper’s career). Mickaël 
Szanto’s examination of early seventeenth-century 
legal documents suggests that the tensions between 
guild painters and the monarch’s retinue typically as-
sociated with the founding of the Académie royale de 
peinture et de sculpture in 1648 actually had notable 
precedents. Christophe Leribault has searched thou-
sands of Parisian post-mortem inventories for works of 
art between the years 1770 and 1830. He concludes that 
religious subjects comprise a much smaller percentage 
of art for the general population than previously as-
sumed. He also presents evidence that prints are not 
found pervasively across society, but were concentrat-
ed in sizeable numbers in the hands of particular kinds 
of consumers. 

Contributions that range from Sèvres sold through 
the marchand-mercier Lazare Duvaux to a study of 
Schnapper’s own art collection hold together well 
here under Schnapper’s auspices, and their range 
reveals the benefits and limitations of his approach. 
Unearthing a fresh item of archival material is a gift 
to scholarship, but its holding power lies in its being 
integrated into a compelling argument about a par-
ticular historical moment.

david pullins

Out of Time. Out of Place. Public Art (Now). Edited by 
Claire Doherty, 256 pp. incl. 217 col. ills. (Art/Books 
in association with Situations, London and Bristol, 
2015), £29.99. ISBN 978–1–908970–17–6. 
A decade after the publication of Contemporary 

Art: From Studio to Situation, Claire Doherty’s latest 
book provides a detailed survey of forty artists who 
have been creating pieces of public art over the last 
ten years. Public art, according to Doherty, ‘can be 
understood as a variety of forms and approaches that 
engage with the sites and situations of the public 
realm’. As Doherty’s two titles suggest, during the 
interlude between these two publications there have 
been subtle and significant changes in the reception, 
production and use of art in the public sphere, which 
this book dutifully attempts to record.

Doherty is quick in her introduction to disengage 
with the image of public art as either a type of stoic 
landmark or as a form of social practice that pro-
vides a quick fix-it for communities riddled with 
socio-economic maladies. Instead, Doherty presents 
a selection of works tied together by strategies of  
‘displacement’ and ‘perpetuation’ – strategies that 
subvert tactics used by both the ‘relational aesthetic’ 
public works of art of the 1990s and the traditional 
stone monument. Public works of art that focus on 
social exchange appear instead in the form of dura-
tional pieces that are given the freedom to develop 
collaboratively over time. Those more physical 
public works, such as Alex Hartley’s Nowhereisland, 
which toured around the south coast of England in 
2012, actively destabilise the previous use of public 
sculpture as a sort of physical and social ‘wayfinder’. 
A revised understanding of the term Public Art is cre-
ated that questions a traditional, geographic concept 
of community.

The book is divided into a further five chapters that 
carefully group artists according to shared approaches 
they employ; this tactically avoids a total definition 
of public art and is fitting to the nature of the works 
discussed. Current issues surrounding immigration, 
globalisation, conflict and documentation (to name 
a few), are approached via critical aesthetic analysis 
of the works that evades a relapse into the ethics/
aesthetics debate of the mid-2000s. Public Art (Now) 
is an invaluable resource for anybody interested in 
contemporary art that engages with the public realm.

emma wells

Ishiuchi Miyako: Postwar Shadows. By Amanda Maddox, 
with contributions from Itō Hiromi and Miryam 
Sas. 192 pp. incl. 50 col. + 89 b. & w. ills. (Getty 
Publications, Los Angeles, 2015), £35. ISBN 978–
1–60606–455–9.
Exploding atom bombs posed a serious technical 

challenge to photographers charged with recording 
the bombing of Hiroshima on film. The resulting 
images possess what is now an instantly recognisable 
quality. It is in this bombed-out visual language that 
the first plates of this catalogue – which accompanied 
a survey exhibition of the work of Japanese photog- 
rapher Miyako Ishiuchi (born 1947) at the J. Paul 
Getty Museum, Los Angeles, in 2015 – begin to speak.

Beginning around 1976, Miyako’s early projects 
document her hometown of Yokosuka. Appearing 
under the blight of the U.S. naval base founded there 
in 1945, with their ‘gently off-kilter horizon lines’ and 
grossly exacerbated grain, these photographs imbue 
everyday scenes with a deeply unsettling aura. Against 
the clichéd picture of post-War boom, Ishiuchi de-
ploys her images as scenes of violence, catastrophe and 
resentment. 

Ishiuchi pores over walls, skin, fabric and intimate 
or domestic items. In an image from the 2009 series 
cataloguing items worn or carried by victims of the 
Hiroshima bombing, a tattered cotton dress photo-
graphed before a light-box gives the impression that 
an apocalyptic brightness is on the cusp of consuming 
everything.

This publication supplies a welcome comprehensive 
review of the photographer’s major work. It includes 
very readable essays by Maddox, Itō and Sas, each 
covering one of three phases in Ishiuchi’s career and 
situating her practice within the fascinating milieu of 
Japanese photography in the late twentieth century.

haydn appleby 

Artistes, musées et collections. Un homage à Antoine 
Schnapper. Edited by Véronique Gerard Powell. 
486 pp. incl. 50 col. + 15 b. & w. ills. (Presses de 
l’Université Paris-Sorbonne, Paris, 2016), €35.  
ISBN 978–2–84050–941–7.
Antoine Schnapper (1933–2004) was actively 

engaged in publications, exhibitions and advising 
students in a career spanning over forty years; he con-
tinues to be a dominant force in our understanding 
of seventeenth-century French painting, the history 
of collecting in France, and Jacques-Louis David. 
Although he studied under André Chastel, Schnapper 
departed from a formalist or iconographic history 
of art in favour of lessons learned from the Annales 
School. He published an important monograph on 
Jean-Baptiste Jouvenet in 1974, and four years later 
was appointed professor at the Université Paris IV-
Sorbonne. From this position he was central in the 
creation of bodies that continue to shape French 
art history: the Institut national d’histoire de l’art 
(INHA), La Revue de l’Art and the publishing house 
Arthena. Schnapper will be best remembered for two 
massive publications: the two-volume Collections et 
collectionneurs dans la France du XVIIe siècle (1988–94) 
and Le métier de peintre au grand siècle (2004).

Schnapper’s career has been celebrated previous-
ly in a number of ways, including a conference and 
Festschrift, Curiosité. Etudes d’histoire de l’art en l’honneur 
d’Antoine Schnapper (1998), edited by Olivier Bonfait, 
Véronique Gerard Powell and Philippe Sénéchal, an 
exhibition of seventeenth-century French drawings at 
the Musée du Louvre in 2005 and a conference in 2009, 
from which the present, handsomely produced publi-
cation has emerged. Its twenty-four essays are focused 
on France and Italy from the seventeenth century to 
the nineteenth. While most address a single collec-
tor, patron or artist (often including transcriptions of 
newly found documents), some examine Schnapper’s 
career and method. Christine Gouzi provides an en-
lightening historiographic context for monographic 
studies produced between the 1950s and the 1990s. 
She argues that this format, which Schnapper upheld 
despite its shifting fashionability, perfectly suited his 

subject-matter, sometimes barely assimilated before he 
moved on to the next. It was a journey taken at head-
long speed, but each phase delivered at least two or three 
fully expressive images unique in modern British art.

There is no checklist of what was on view in 
Chichester; and missing from the Exhibitions list are 
two important shows, the one held by the Redfern 
Gallery in 1936 and the part-loan, part-selling col-
lection of seventy-eight works shown at the Parkin 
Gallery in 1983, organised with the co-operation of 
William Mason who did much to conserve many 
documents relating to Wood.

richard shone

Cy Twombly’s Things. By Kate Nesin, 246 pp. incl. 50 
col. + 50 b. & w. ills. (Yale University Press, New 
Haven and London, 2014), £35. ISBN 978–0–300–
19011–3.
Cy Twombly (1928–2011) is widely acknowledged as 

one of the post-War period’s most influential American 
artists, yet little attention has been given to his remarkable 
sculptures. Sculpture occupied a prominent position in 
Twombly exhibitions held at the Kuntsmuseum Basel 
(2000) and the Alte Pinakothek, Munich (2006), as well 
as in more recent retrospectives, and following these, the 
book under review is one of the first devoted solely to his 
distinctive body of three-dimensional work. 

Twombly made his first sculptures in the 1940s while 
influenced by Dada and Surrealism, and continued to 
produce three-dimensional work until his death, drawing 
particularly on African fetish objects, classical antiquity 
and Mesopotamian artefacts. Rather than proposing 
a chronological and contextual narrative of his entire 
sculptural œuvre, arguing that to track these ‘sculptures 
chronologically exposes the impossibility of any fluent 
narrative arc’ (p.19), Kate Nesin instead focuses on 
specific works, emphasising their materiality and the 
opacity of their surfaces. What is revealed is the way 
that, in each example Nesin takes, Twombly’s sculptural 
process remains strikingly consistent despite the shifting 
conception of sculpture throughout his lifetime.

Each chapter identifies distinct aspects of Twombly’s 
sculptures, which together prompt a consideration 
of sculpture’s vitality as a medium for post-War art. 
Nesin begins by outlining the difficulty in categorising 
his three-dimensional works as ‘sculptures’, and moves 
on to survey mid-twentieth-century assemblage and its 
direct impact upon Twombly’s own sculptural work. 
The second chapter addresses an assemblage sculpture 
of 1948, which elevates two doorknobs and a faucet 
handle into a symmetrical, hieratic order inspired by a 
reproduction of Alberto Giacometti’s sculpture The palace 
at 4 a.m. (1932) found within the exhibition catalogue of 
Alfred H. Barr Jr.’s Fantastic Art, Dada, Surrealism (1947). 
Tellingly, Twombly’s admiration for the ‘tiered pedestals’ 
of Giacometti’s work anticipates many of his own tiered 
pieces made in the late 1980s and 1990s. Coated with 
luminous white paint, these sculptures are compared with 
the scarred marble of Rome in the context of Twombly’s 
archaeological fascination with ancient surfaces eroded by 
time. In the following chapter Nesin intricately considers 
the titles, names and inscriptions of Twombly’s sculptures 
as denominations that identify with archaeological 
artefacts, fetishes, funerary boxes and epitaphs. His Thicket 
works made between 1981 and 1992 – assemblages of 
sparse inorganic fragments – are seen by her to ‘establish 
the complexity of naming in Twombly’s work’ (p.90). 
The final chapter pursues Twombly’s return in the 
late 1970s to sculpture, after a seventeen-year hiatus, 
discussing his replications of particular sculptures through 
resin, plaster and bronze casts as indicative of a wider 
concern with the notions of return and repetition.

Nesin has valuably opened up this complex area of 
investigation and her publication reveals a detailed level 
of research alongside attractively reproduced colour 
illustrations. To consider the full title of the book, the 
rubric of ‘things’, despite its multiplicity and vagueness, 
holds together a range of specificities that prompts 
interpretations and, ultimately, offers a useful label for 
Twombly’s sculptures.

m.c.
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