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' Bernard Stiegler, “Memory,” In W. J. T Mitchell and Mark B. N. Hansen eds., Critical Terms for
Media Studies . Chicago: University of Chicago Press, 2017, pp. 64-87.

2 Andrew Hoskins, “The Restless Past: An Introduction to Digital Memory and Media,” in Andrew
Hoskins ed., Digital Memory Studies: Media Pasts in Transition (New York: Routledge, 2018), pp.
1-2.
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Viktor Mayer-Schonberger, Delete: The Virtue of Forgetting in the Digital Age (Princeton: Princeton
University Press, 2009), pp. 20-22.

4 Viktor Mayer-Schonberger, Delete: The Virtue of Forgetting in the Digital Age, pp. 16-49.

5 Andrew Hoskins, Digital Memory Studies: Media Pasts in Transition, pp. 8-10.
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Andrew Hoskins, Digital Memory Studies: Media Pasts in Transition, pp. 4.

Andrew Hoskins, Digital Memory Studies: Media Pasts in Transition, pp. 7.

$#& 351 p Wolfgang Ernst, “Tempor(e)alities and Archive-Textures of Media-Connected Memory,” in
Andrew Hoskins ed., Digital Memory Studies: Media Pasts in Transition (New York: Routledge,
2018), pp. 149.



114

a6 BRSSP

g

—fE TE=EE ) B ABARNES - [EREEH " RE0EEHE ) (epigenetic)
HYECHE - BefetH etk > AR VELRY T £ 3 2R 225X, (phylogenetic ) HYECIRIFR -
HFE RS BN 2 B fy | 1R 1B B RGECIE ) (epiphylogenetic memory, epiphylogenesis ) -
Wl ks NEZIRIE RIS A ER  WELBERESR  EAMSAKEN®E - &
SR AR RS TR e IRV RC T i 52 - I BLE I B IR AY TEMHR S - BliE IR
REVEAE ZaC iR » © BTEtSEhal B aR BB " ¥I4kd+(F  (primary retention ) 81 " 25
" F§f¥  (secondary retention ) & A 4G TR MRV RAITECIRAEAE - 15 (Rl BaiR3 -
BRI S E 2 B IR9RE ) (Technics and Time 3: Cinematic Time and the Question
of Malaise) > HrEEt& e Ko E AL XAS B —(EIFE B 5T - BRE AR
EE R VIR FMAGECE © BE L ZRER T2 EEHIR S a3
Rt (LB ARk ) A - RIL > Brgtdinietd) " S5 =FF
(tertiary retention) HYZE » EURE EHF ¥ AV A B MERC R ATRE - 1 RS
EAEREAFFERSFE > BrBE - SRR EE Y - B ETREE e
RER > 55 =FHFRE N OISR R B R aIRE R - Bighy ~ SE=REP X AVEdE
TR T —MEECIRAYENED - fE4EH L E 2 BN F RN » ied - BfEFE
e EEV RSN - FEZ - BB =FENERN AR A SAEE - 52
—(& " TEERFEYIRE ) o Rl A B ERRE G SRR o A KRR [E
IFas ik - BRI ETHE -

fisids NHEMRAYShAE & —(EPE S5 AVERER » AR Al TR 20 RS A B Y A )
REEERE T LLINIF (RS (external storage) BIGZRIECE (retrieval device) [ - &
ANMEZECER THEE - AIEBIREIE - e dEESE 52 0 M
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Bernard Stiegler, Technics and Time 1: The Fault of Epimetheus. Richard Beardsworth and George
Collins trans. (Stanford: Stanford University Press, 1994), pp. 177-178.

Bernard Stiegler, Technics and Time 3: Cinematic Time and the Question of Malaise. Stephen Barker,
trans. (Stanford: Stanford University Press, 2011), pp. 39.

Bernard Stiegler, Technics and Time 3: Cinematic Time and the Question of Malaise. pp. 40.

12 Viktor Mayer-Schonberger, Delete: The Virtue of Forgetting in the Digital Age, pp. 25-26.
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3 Bernard Stiegler, Critical Terms for Media Studies, pp. 65.

Andrew Hoskins, Digital Memory Studies: Media Pasts in Transition, pp. 9.

w

Bernard Stiegler, Critical Terms for Media Studies, pp. 76.

¢ Bernard Stiegler, Critical Terms for Media Studies, pp. 66-75.
;

Wolfgang Ernst, Digital Memory Studies: Media Pasts in Transition, pp. 149.
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18 Wolfgang Ernst, Digital Memory Studies: Media Pasts in Transition, pp. 153.
19 Bernard Stigeler, Technics and Time 2: Disorientation, pp. 97-101.
20 ‘Wolfgang Ernst, Digital Memory Studies: Media Pasts in Transition, pp. 143.
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Ah o APIME[ELE—520E © S0 0 RABRERI 509 A el ST B e 5 2 BI{E4C 8%
GBS FEeAH - AMEREREMES K E CHFEEHEEE iz

TERES ) o AN ANREEREES (A 2R~ HEE - ROLBEEHPAYREE) B
Ul rh it e PR 2K 7 RIILIK - A YIEE - SSiloes BB il Sk E B ER
"4 4 (objects) HiE > A TR B ERFRE M (F i —(HE R R FER B E - 24
i EREMEREE TR ENE HEER - HABEER S - /iE
R BRSO sk Y SRR S > DUR Sk EA PR BV AU - RIS i 1 DA Ry 2B 1)
(object-oriented ) HyREEL - BEHMFEATHUA (process-driven ) HHE - H DARFH] R ALAE

AR H AL TRRIR D BARRFE AP TERT R Mg aER
FAHpF > L& 84 Teg 247 B | (Head Mount Display, HMD ) #74]:$ e »c % 223 % > 2
AR ARG PR AEED THEEYE — (PRI LR AR R ) BRE —

(ERBIFHEUFEFERT P Fen) BE A — =2 PRHEES v ) v B AT
@& 5 Tiwiz | (immersion) " 7 & | (interaction) £¢ T # i% , (imagination ) =
RS

22 Anna Munster, Materializing New Media, Embodiment in Information Aesthetics (US: University

Press of New England, 2006), pp. 86-89.
B 5 wp sk F U (performingart) » & % ¢ e i (performanceart ) 45 i end A g
AFERTRETEY L FHEIFR 0 U E AP AR (TR .
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Y ~ BhREHY ~ GEIHY - FERGRIERY ~ A EUEHY - DIRZ TP E - BHY
SfleAMEREE HERRL - SEPkEE ST ESOER] -

DURE SR > Ryl » 285¢ » EFE (Michael Goddard ) B30 R i 8 S RH
BRI R 2RSS REfE i R — TRl - BERR DA— TR 1y s~ R - Bk
Fo—71a T SREERMT | (aesthetic technique ) - *SEEFERHE E1ITEE #F 72 KRG Bl
AISREE A TEHISREE 2N - Pr&E (Christiane Paul) S5 Y& (RS RHRIATS [SEHYHRER
RZZE EREEMIZATE T IEPE M ) (immateriality ) > JRE[ : BHETHTEE
KEBTT LS ~ AR B IS A4S (F R ELR » SEAE R B o~ Bk 4 B
IR EEIBIE A ETP &S e - TEEEE FAVEE - R
TNEIEE R RH AR AW Fe - 45 V& AT DA RS B BUL Ry R BV E (U AE ZE S8 ir
sUlE - FEIRRE ST - O MR R B AS Rl B Es B 5 P A iy A
REEIME o U ARG AR ] 1 BRI FET A 2 ARTBHSE - Ta8 R iae B AFIEe it
T — R\ SRR S AR A B AR T SR IR MY R | (time-critical perspective )
B R SR T B 1 ) (macro-temporality ) » Bfir RS S EHEAYERER -
P - FUTEAERP L EESRERIER T—FE ©fl—HE R ) (micro-temporality ) © *°
BRI Ham (BENTRIRES « B - B T BRI 1 )

( Sonic Time Machines: Explicit Sound, Sirenic Voices, and Implicit Sonicity ) 1 » &5
Pl RS A e — R R M B L s ey T BRI ) (sonicity ) ZASEESRE » FE ARG AT
PR SRR R th A ARy TR, o ¥ RAAYE (RIS B — B RS
g o B S ER R ERHGAVE M - #ELR S E SRR R AR SRR A E
IIRHHTE PR ER -

HRIAEZEE - R EirRES - REINSORESRTRERE - REA -
MR AR AR Z BAEH—EmEEAENR G - FHEM RS MR DR EA

24 Michael Goddard, “Genealogies of Immersive Media and Virtual Reality as Practical Aesthetic
Machines,” Practical Aesthetics, Eds. Bernd Herzogenrath, (UK: Bloomsbury, 2020), pp. 171-182.

25 Christiane Paul, Digital Art (NY: Thames & Hudson, 2008), pp. 65.

26 Wolfgang Ernst, Digital Memory and the Archive (Minneapolis: University of Minnesota Press, 2013),
pp- 92-98.

27 Wolfgang Ernst, Sonic Time Machines: Explicit Sound, Sirenic Voices, and Implicit Sonicity
(Amsterdam: Amsterdam University Press, 2016). pp. 21-30.
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RIS mEEE - W S E IR EmA EFRE S - A EiYE » BHE
iR AP EE A E - TRV IRV BRI 5 (HEF 7 ~ 5288 - 2 E
HryAaal HEER - KR AFREE SR BEER T ray™ e - HoEES N
SREEMER (R PRILA R A SISO TR © AL b 2 R Al
EHEGREEN ARG - D2 TRE ) (FR—EVEEIES - NERRETRN
BRI » CERUIOY - —H5 BHEEER T ERE - — T EEKEEE TR
AT - WARETH FLZI SR & AT YA o 2 F R R Bl e R i Bk i 5 5
= AKugE L T RIS SR R MR SR 2 ) B T A E G TR ) R o RS
FEGTRIE J9R TAEEZEAYE| S8 F1E . (the training and practice of studio-based
research ) FTHETTHYEEENIST (practice-led research) - 5 5 #RAE AL Sl EES
AR T VAR ER AR EANTSE - U E AR RGN B A o WL AR AR SE R R B
B B> 7 AL N R 2 -

LA E R LR A R ARSI RTIE M B e > MEDE B B Aeg
201847 » (ELARMIERS 2 113 Flle " I E MR EEM RS AVE B 7
% b TEEREILE R EA] 0 DETEIIRFECEE - 7EOTTHRT (over-the-top
services ) i ARFAIAZ I - (ELUEBEE RAVASER 72X BRI IR Se B 1 R B i B
B Jeom » B - WEE N il e & BTE SN B 2T .0
AL RS SEMEE 0 B EEE RIS R R R S {20094 2
th CER&ERESE 2 0) o ARL T ZEEOE — Archive or Alive? | (F828 » JREGEES ) K
il BB EHMERN R E M2 SRR E LS - BT UEEREEE G
TEREZBE iRV ERIEEH -

20194F » HIEIEATEHNE S - SRSARE RO E  E T TSR
HEBRAOE  HERARBEBEASUENE ERETHENRE - BogETREE
17 > DLERBIS TAFE RS20 145/ 4 EAFRME (Shapde 5.5) HHE L EZE - HE
JiE B E B G lo e A FEp B (R AV IR YR Bt - 20 19K s G B B fir 2l

28 Francoise Parfait % » S8~ &% - (L& EE 7)) (R 2 A7 378 WEHE 1965-2005)
(&4 25> 2005) F 72 -

2 OTT JRAFEEE T Senp ji i ® 2 R EAp kAR B2 22403 2 JRF% > B4 ¢ Disney+ ~
Netflex % » HIRFHT 7 £ PFR 24 o 582 0 % Riek (TAICCA) % £ 2021 & 11 9
;%429 5G VR Cloud & R4E# 8 iz T 5> 2 N3 lﬁﬁﬁlﬁﬁ‘ﬂ#‘ °
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O TS SEIITEE ) RSIRE R - I o NEREETE SO 201854 » Bfir ik
EH20204ERE) T EE G L o BIRTRERI E SR TR Y — (LR - 1
PRER T A B CE R ) (DU (RESCERRE) ) (RE R EAVELIEZ
e @tk > WL SEMTEER SR DU R AT B ) E iRk Ay U7 R ) - SRR RS E A
BARHAIER - st IR SRR BN F 4T TRV R S b3 B 5 7R am e
S AHEIRE NS eSS BR T B ARRAC sk - DURTISR IR gy R E =
SR HERATE ANV - BN R A AR =RV - TFERL3DRLA
TEA[FITUREE G s S ARG BRI

A ERTR - TSNP SRR A MR ST B T ARG L G E R
et AT HEE SRR — @A E(E AR B - BIfFfiE - A
12 BRERRESMIER P EREN - —— Bt - — 7R F T AR
sk o Doyt A B AT RAY AT RE M -

(M EISTREZH B EETE

P = AT T Bl T S ) R AR - (TG S B SR A A A R
HID S T RIS REEATAREE ¢ 2RI > B IR R A HEEA ST R E AR
2 el e L (medialization) FYF » I HELEGP A RIFELEFTAYA
A2 - SRR B SN BTt B E RS B AEE - Crefinfr 23 HE
fi Ry HERESSAY - T BUSFiRE > J8%E (Shapde 5.5) ; (LUTAETE (Shapde5.5)) IE
BAEERAESRZ T SEEMEAGEER (ERBeg - Br#DEG - 4
i) o REPSH R EE LR R A T AR R LR A SRR TR, o (R R TR
HEEAAIFEREE ) > (Shapde5.5) DIRGELHYRIEGHEEIE HEEAEATNMW - fEH
FBEZZEE AR - pRIBRERIIEMEEEE - B IREIE RIS - Bl - B
LT BESRREE - WORET - BERE > UREGES > AliEH AR ER
BIGREE ARBRE R SRR - MTER—HESUERE - 2SR S e itER
REeER DRUEHEHSZ T > SEBE A S EREE

( performativity )IJ SRS » B2 —(ERESRKEBIF G RCEERTERS - 1ML - SR80

R EeRiE S LU IEIE Sut ¥y N SRR Suk Vi

AHAREE CREY- L
FHOEAMITRY > AHIFRFTE 2 ESRE E2

3ol e
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HDAKAL SRR S S RanE 5 - DITGSEERtm s Em B 5 4E - Al
PRI GHIES: « HAh > (Shapde5.5) FEGatat AV HA R - MEHKHES
RN ZE RIS - IR ITE R 2R E G AVETS 5 BRAh - SHEAD ERAN T RFOE S
HEENYHE - BlEE AR GINHEN - 2RV GRS
HIsAs: - BB REREREUR GO EE T - ER RIS E G 2R -

(Shapde 5.5) B2 MY B RSB R FE 2 K B B R AV e - afE
NMEHBHE B G EREE - BISEEIG A - FRGHe B BN g8y
fH# o EEERSET T GVAKEBIS EETINE - HAZEHCHRRMEA
A LA TG TR BT T4 ) 0 AF (Shapde 5.5) Huim SR LAHEAE
BRI - (Shapde 5.5) FHVEG (LHZREMERRG A ) DI—1E TR0
PG ) BT ZERAR RS AVZREER » B —ERATERECRE - R E GRS
ZM 0 MERZGSORRE L ARGS Al i [ h &a Mg T - o B B

(Shapde 5.5) HHYEZHETTE » EEEE LIS T B CIEESAISR G
R ~ (G EITRY B M RIR AR K - SRRSO NN ERYELE
178 ~ BB HIRE -

" RSP RSREA BE T SRR ) DB E BRI o S EEREE
B R B HET T IR SR i 3 B 7 VA s - ZeiB i B AR 40 8% - X
REfANEERENRE - EREESS > WIEENCSE GRS = Hz
e RN I~ DATL RS 26 1R A e A (5 R BB B A AR B (E - IR A bt - HjE

(archive ) FfiTRA & HIRTE (collection) BRfFHIfF: (object) - [ ARESEEE H & #
ORI [EIF ARV RIE - DURCE S tH SRR i 16 R 28R MR AV AL #8584, (body
language ) fRIFFEAMT > HEIMAE Z TR TS > DUV RREIR ~ BRRHY - B4 -
M4 (alive) HYEEiTRESR -

FHEET » FERFRLfF (Shapdes.5) Bt = SRR EEBER
Y > RERER M = B REREN IR R R B - 2B " BN
HNTEHEES > a5 REYE - JFEERE" H3 BNRGER - a8

AR o (PER I Y L MskE mTR T A (Shapde5.5)) 0 (5 ATE TR )
(2014 & 9 % 29 P )o 4t : (https://talks.taishinart.org.tw/juries/ccy/2014092906) (2024 & 3
PlpRE)e
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SReHEE - /Y - RE - Pt (fisER) ~ B FEk o B > DIRZERE -
T (Shapdes.5) THISEFRE - LA EE SRR " AIE , — A SEA]
EIFEL - 20184F » TR BREZ|FIE(E B IS R AR S EIRATIHEN T » DU E 4
FYRF I EESL( ShapdeS5.5) = {EESEHISE G ~ KB ~ 52 ~ 98 WIETTHROR - f04%
Ga e BEYEVR M E S TAE - 2

FEHNEBRAC BRI E SR S LT A — G8KeER@mE - £a MEas—06
AKEZREM - UG T8 G BELRIER S —G4K HERE M - DU\E o
TR AT o (Shapdes.5) FEfEE EVURE C5EMEAR - ARRAARHIIU{EDTHR
bE T esELEET LTS8 - S E SEENER > SEE ARG - kRE—EAEE
B i R eRES HEBREIENRES - o REERmERRER L RS
Heps Wit - ERERMIZE T HEEE - G AENRREBEE - 1A
LR IR Ha B R ASEASE G2 2N TS, > DUIRE
PR A (e T RIRAR , - EACRIFEAIR - TMEEANIR S GRiE
HHIGRCE T > FEM B B BRI~ B e ik FOE PR SCH Y E T > MRS PR
5% (Shapde5.5) thHRSFRHNEDE - ARAIEURERESE - £ " FHEE - B
ALIFENAR R RZ FFRCHET ) B > I Ed20 1448 B <P & 15 HIH R A F
JFAREfE -

JEE BB (o P E DU ZRE BRI (Fan N - B THRECHIES - EITR2R R By
BEFEEEE o ' Archive or Alive | 51#] > fitiRE B TR S HGERI - 5886 L5
FSEYERHIERGE 2w BB RENEIGER - T eREpGg ) BT VRE
RRER | FEOY - GRER SR SRR AT T BREEE, > BofHeTR T
G ) HBEITEMRH I - T Archive or Alive | BRECIH BN E — 4ER BB HIRA - #5
BERPBCEZRERY " SR8 ) HIREBiEmal - EMEREIRE - B A T REES
A HUREER > IR EERCES -

W OTLRRF G4, 6 3 BT 1991 £l A 52005 Eded e [ RHE R YEY LR €, G
¥ 4o ] j13 o (ShapdeS5.5) 5 454t 15 2014 # B 2% T P A, 5 2F e
e (T H - o

B2018 87 14p > 3R EAY R L P %P CLab, 24 2018 & 7 /& [ Creators — i 5147
3 p Tttt d A e % Ak 3 5T Archive or Alive—%5] = B b S8 i 2 A 8343
BEEAME > 32019# 17 31 pibdsrda  NHET B RN E
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ju]l]l]
([

(OEEXET
(ECERRE) (KB EGE - BRI s 72 SRy
fiTiERh - e AR B BE - ISR ZER (R SR - B4R 1S
HyEhE - NEARE A SRRV REL - A AL Erse - fEEREI T BAVEHELLR
FERRT R R BB N — IR ARkt - REREHIAVIBERIITER - KA btk pefE i
HIREITERRSE > &St ~ 28 ~ BT - e ~ IERISE B E AR » T = (@
ROARHEESE - GRESCEBRRE) LDIRBIRENGE > &5 758 LTREAEZER
2 WSS RES - DU E S (RZ2ie) AR & —HEFZE
HHVHAEIERTE > HpEa TR REN DBER - SEETSER Uit
RRAA M A 2R S TR L RS il P R Y L B HZE bRt - B YR R B AR
SCIRHVERAS AT IR A A okl - T s Zee ) B —(EI S - — (R IR AR AY
FHGEEAE (RAM) BVEIERES: - FrA et S B REAVERRERE Al 5 e
rERIE(L o B - fEER - SIS A —dHALE BRIt > R EE R BT
E——(EEHECEES L 550 T RIREEHAES - A EE ?
ERYAToEN (BEXEREH) - DSEERE RS - DI FE R REE
SR IRANRL - AE T —(EEE TR, ~ THRdE ) B T S (EmRAT A e o B
ARG AT o RUEED © T MR > BT —(E AL ~ TREEKEE, ~ T8
BRADRE , > DU T BEAE S BEAE 7 FRAERCIE RS EE LJAY RS (r
TUHE o BoRCA 2 VEHR RS (20 i EhE > (e ESE o LT
7 e SPESE) o DU S EESEN(E o (F RS o T i Rl 22
FfT oy fizoe (bite) > PSMAE > ZREBEH - #h BRI —hR R BIEZR
(Pixel) - HRHRENTEAES > REGHHE > fEECEAVERCE - WM ACKHE - BT
LCERRHIEE R > SRRV IR AL ? —(E-F REEE ESATIE - PR R GRS
BI% o e — T E S B Bl - seRHY ~ SR S A B EE SR AR (4
£ GIESCERE) B BB R R B e S A iy T iast® ) - e
FIAERRR s A B - IR T RS S ) B RO T
i R AR AT ENRN S - AFEREBEZIEHESF - BE
WA GEESD R (F29E) 1y T8, (R (F AL ENEeH - 50
WMAFEE ) 5 FR > AN (EAEETE) Frakat Y ERISIE A Ry = ey 5o — (8
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3 - DB HERERS ERRGF R - el ZaRae(t - it 2 e 2 IR
& > BPFEIREG EAGHM & Z IHEHILRR (5 > HIFI6 7 BRI IA B S8R S E [T e s
Al AR R R EA SRR SRR K - S 2 (EARREA SR TR AR -
HERE A1 TRl ) AERE - ERIZAVEAR - R E ORI 1%
FOOERE EGHE BB ERCHRIATE S (1968-2018 ) i il Bl 5 AG3DEE -
L " BfEEE S (motion capture ) $ify - FTIGERE CHIEALE S - HXEGEGmE
"R ) TR IR AL

THESGTE ) F R (EESCERRE) AL ERAEYHEN - BUSTEHE
E > RHBEBARHOTR 2% o NS AR R SCHIEREL - (R {58 7 Sn DR S 38 1) e ¢
ey REH - BEEME > T EEGHE ) WHESTE - B8 - BURfRmiEEs - ¢
B (BEIRER ~ BAS2 -~ IREFSRFIAM B R (5t ) S5 3SR 42 (rigging )
YEIRBLE O HE ~ P BL3DIRSTGEE - SIS BB OISR - (RS FIE—
(GEESCERRE) THVSERE G - SR FER P RE L EY " E
RRECTR L PO B S OB TR 58 il P L B RS A

ML FEE N SRERAIERE - T2 " BhRse ) FlnsB it Zm
BIfE - WS - BREE - S8R T B ) (=S R PR EBNNET - SER AR IR AL
EPRECEE DRFHEEVIEREACEE - MRFFIEERI R & pOE SORRHVEI(E - £
I A AR E G 3 B PR HIIERD - MBI RS (A F3OtHIYIEe -
st A BREE A VAL - IA SN EmICAC i E R RS L LB HE(E > sEEH2DF
e dkapp - HERR(E A HERERG - SO & 0 R S B T A L SR S 3 DAY -

PN IR R IR B G5 HBIBERN TSR R - R &R
HU ~ B35 50 - 550 - (B - NGME - ARG ) VRETERISGS RN
iSRRG - DURIBRIEATSR ZEEB (b - e ghs - LullRM 2
SERR > RE TR S © (1) #8355 (Transition) * 5@k ~ EFRH - 36027 BA
7t - NIEER B Z BT R AR T B RIS, - e E—
(B0 - BEEHNVGURERVEILRTT (BIIERDT I BER ZaafEsas) > BTF—
R B L ZE N 7 [ > 3 R 28 NI — (B EE R R IR T HYEHE S - A S -

16



SERBAEC IR ARE T A BEILER

HEHEHTBEYESIEEHZEESE  WEREFANES T - * (2) BE
(Stabilization ) @ /K EEHBEEMIE  (3) 202 (Pacing) ° (4) jigi# (Rotations ) o
(5) B&aat (3D Audio / VR Audio) : VR ZAHBUFE ST » & T ReSTEE K H

HLITTENES - GEUEEE S LAY ERRP WIS SR B R E S 1

T e Fe— 7 A e (R - S N B BRI s O HIEEE 2 A AE SRR (st 2 1

FEHY > ERLAEI SR E TSR  IREEEU TR AENES TEEEER A L

HySEEE - Bigm b 8iE/KPEEE) (Pan) M1 HEEE) (Tilt) W28 - ez

A0 IR HE A 5 [FliRH 2 WES B sE HE B Fav#edl b Skknt

RERRAE L &t Ay A SR B L A TR B L -

NEmE - " BISFRERSERA MRS | B T ARG RIS REMAE
FIRERATE » SRR B E 7 Ry " RIEF ) (live ) BE(R » BEYLECEAEEM: -
BN ZE MRV RA (% - BT M EAVRE ZE (AT 2 My s iR 7 sE sk - 2 M
PTGy " BRAE | (present) AYRFREIME - BIHFAYERSE — B RHER B EAR AR AR R R0
FIHVIEN N A - 5 R EH MR NG RIBIE T 2] > R —E
HRIFZIHYBNREMAEZE (micro-archive ) » BIfEAEZAE MG EIME (temporalities ) £
BRI RAR MR ~ SEOREFRMERY (time-critical ) ~ A7 THR/ESEHUN T 5 DABL - Bfir(H
BOARN B—ERE R FEEZ/E (permanently archiving presence ) HYZ47E - ¥

EALL - FERE B e Y R R o - FEAE Ry - Bt - I
BLANERAE B34S ~ T RedEss - —RBGRESE T EmPreliEnI R E - ik blifE b
HIRACELTREE - 28 (AR A S B RISl » (R R B R e E R Ry — T
BITESL/ S R 3t 8 (B BE) SSlTEERVEZERHEE - EEEETERAEN
FEREE RO > MERGCEELRAESR - HH TG , & TR I ARG
DARhEE - R EiT B i B 2 IR & ERAS » WP R — AR 2 4E ~ &R 3
AR R EREA SO IR A58 -

¥ F R oAk o ( VR360 shts fl HopE g BBl ) 5 2017 & 6 1 27 p oo R
(https://medium.com/@alice820304/vr360 ={s 4l Hpres 3 p)-1526¢75¢4e40) (2024 # 3 7 1 p
%)

35 Wolfgang Ernst, Digital Memory Studies: Media Pasts in Transition, pp. 144-145.
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=~ BERES | flRERBER A RRY A REME

AR —FrE{EIE 2 B A8 ~ ERRAE4S BIE X H R AV ERL - ?‘E%@ﬁﬁﬂﬁ
FEAT TEsEEE | 0 BT B AR DIECHEE (micro-memories ) By 1A
BAMESRIREN—E Y > BAE E%HE%/eﬁﬂp?%ﬁmx/\f%af%%ﬁﬂﬁé@%{lﬂj
Zl# (micro-mnemotechnical moments) : 557 > BECIEN _TRHENMEFER

BEARGHE L MRy - Sk T 85 ERE 2 MV EE sy - tetEsh - &/
AT PRIV ENEAR B I e B 0 ZEARLESE Mk » Wi SR ayE
FUEMANA 2 i B —FERTAVIE SR » & o] DUEAE IS R B LAV IR - S
W E LR AR S —EFEFE P ey Eastmy o A RE -« 7290 - &
MET (AnnaReading ) {F 1= 5RHT RS A B EHAE PR AT Ay 2 BREL f“rfﬁ% R T BLE Y
WAL AR RO R AV AL - DU FERE T R BV a Bk 0 DAME R T

M 2EREr S B, | (globital memory field ) HYHIRELRE - 38 r/\ﬁz;%&ﬁz | (globital,
global + digital ) = $5 5018 B2 2 BRAG B S (b 2 R Y+ & BUE Bh REBA (R HY 47 3%
(synergetic ) 454 > 1 T EEREECIESE | (globital memory field ) 5 {EzE s 2 H
TRE NS EREREELS - ¥FRT 23k - B BECRRVELESN > T BT E S (R
FZHE - A1) Pierre Bourdieu iS55I R—{lE S0 LS ~ il B S 2Ry FESIE -

Fa LGS E F—EECIEITEI (memory agents ) WA[{FAAER—TERE K P2 L EE
HAWFEE  EEEAR ~ EEEAN ~ ey ~ DUSOE MM ENECIESE - 2N
EAE R TR AR AR T REENME | (mobilities ) ATt & I - WKIREBN AR Fott
U CRVEZEAH « BB SO BB R > DU 0er R R i A b e BRA LR Y
SEEMATEMLAHEIEE ; K2 @ SECiEmE » B R E SO R AR M R B AR
1TENL » BCEE SIS R E Rl tﬁ%\%nﬂzﬁ}_{ b (securitize ) £ 2 EKELILEL

6 f3r2e
37 Wolfgang Ernst, Digital Memory Studies: Media Pasts in Transition, pp. 148-149.

38 Anna Reading, “Memory and Digital Media: Six Dynamics of the Globital Memory Field,” in Motti
Neiger, Oren Meyers, and Eyal Zandberg eds., On Media Memory: Collective Memory in A New
Media Age (New York: Palgrave Macmillan, 2011), pp. 241.

Anna Reading, On Media Memory: Collective Memory in A New Media Age, pp. 242.

40 @31 p AnnaReading > ¢} 3o

39
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RS - AEF RGN ER o B E 2R E L B R T e b Bl 2 kW
BFZI > oS RV NMERITENIE (N) » S KER - ¢

T RBRE LRSI ) (E R — (BRI AL SEITEIE T RIS - B
AL FEEL Bk bamit - EERFHE—E T BRI LS - Hrph o 18T B
IO MRS | BT BEESGTHE  BO TR R A R T S A S RS
(transmediality ) FTH5 00V & 2R LRSS > BUER 2RSS - BEE
FHFREBT— AR B LR s Y S BB A &S a s » A
NEEZRN R EERIPRR - KK TERBRFIE . FRV4ERS =R (velocity )
(B > o R R L2 ISR A B BRI fB 14 (exctensity ) - (i Hogm ity =&
EREAEEL - FHEEREMAE A > BN HEE eSS - SfEE
MR [EIERS ~ AEAE AN 2 MY TTERR (modality ) 7 RT B By R BRI SC RIS Y
—E5y » ARSI AVENREAERE T - BH MO RAL & 2 TP BHAS o FHIL AT R - Bfir
AR RS T DUEZ TR (polylogical ) Bi1% 7THY (polylectical ) »
BLHAMEUIRAR & 2 A 22 e Ess  (HE SRS DUR R AR S (viscosity ) 2
HEL TR PHORENE » Wk S IRFFFARER -

PEASCR B FRITES TR P Al LA ER » B R B RS BTy Al E
W EREENRE - e e E R - R BEREE Te ) RHRIIER S fIE0E %
PSR RSE TR, RHEMBIEGEA » BRI A4 B E REMAIEI A E -
DR E i A E 24000 > TRASR HRH B R L ey T Rl B T g @k R
H o AREREBRHZNN A > JTREERH T E T I B B TRCA > DU
FHEERPHOETEE R REERH T sEalE Hl R E i S i 2 s > Rk
EERCA RER MR T SRR IRAIRE KBS SE B R R A& et
R EIER - A B R B A ERVREIR FTAE © M4FsefilE: - S ks
MR E EOIRHY, - IERESREKEERESEASENERZ L KA
HEEEZREELEER A - A1 soBERFEEN ARy E bz f
EfE " ASSEYE YU SRS > M — (B R G 8 I8 IE0E
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41 Anna Reading, On Media Memory: Collective Memory in A New Media Age, pp. 244.
42 Anna Reading, On Media Memory: Collective Memory in A New Media Age, pp. 243, 248-250.
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43 Mark Poster, Information Please: Culture and Politics in the Age of the Digital (Durham: Duke
University Press, 2006), pp. 117.
4 Robert Atkins, “The Art World & I Go on Line,” Art in America 83, pp. 58-65.
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4 Josephine Machon, “(Syn)aesthetics and Immersive Theatre: Embodied Beholding in Lundahl &

Seitl’s Rotating in a Room of Images,” in Affective Performance and Cognitive Science: Body, Brain
and Being, eds., Nicola Shaughnessy (London: Bloomsbury, 2013), pp. 204.
46 Josephine Machon, “(Syn)aesthetics and Immersive Theatre: Embodied Beholding in Lundahl &
Seitl’s Rotating in a Room of Images,” in Affective Performance and Cognitive Science: Body, Brain

and Being, eds., Nicola Shaughnessy (London: Bloomsbury, 2013), pp. 207.
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47 @31 p Sarah Bay-Cheng, Jennifer Parker-Starbuck, and David Z. Saltz, Performance and Media:
Taxonomies for a Changing Field (Ann Arbor: University of Michigan Press, 2015), pp. 6-7.
® Lev  Manovich, “Database as A  Symbolic Form,”1998, online available:
(http://manovich.net/content/04-projects/022-database-as-a-symbolic-form/19 _article 1998.pdf)
(2024 #6 " 8p¥z)

4 Bernard Stiegler, Critical Terms for Media Studies, pp. 77.
50

Anna Reading, On Media Memory: Collective Memory in A New Media Age, pp. 242.
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S Alison Oddey, Re-Framing the Theatrical: Interdisciplinary Landscapes for Performance (NY:
Palgrave, 2007), pp. 60-85.
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Framing the Theatrical: Interdisciplinary Landscapes for Performance (NY: Palgrave, 2007), pp. 63.
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33 Wolfgang Ernst, Digital Memory Studies: Media Pasts in Transition, pp. 152.
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Virtual Archive under the Trend of
Glogital Memory Ecology

Chih-Yung Chiu-
Abstract

The means of conscious storage in human civilization has progressed through
several stages, including oral expression, written language, printing duplication,
analog electronics, and present digital signals. Nowadays, the symbiotic eco-
environment of artificial memory has connected natural memory (anamnesis) with
artificial one (hypomnesis) in a more sophisticated fashion. The technological aids
to memory have also evolved from “memory techniques” (mnémotechnique) that
issue commands according to the logic of memory per se into “memory technology”
(mnémotechnology) which organizes memory through large-scale technical systems
or technological networks. Industrialized memory thus transcends the confines of
linear thinking and inherent temporal perception of human beings in this relatively
intricate “epiphylogenetic” environment. Besides, our imagination and neural
networks, whilst being extended via the communications sector, are operating in
tandem to construct a new world system with technology-generated structures.
Within the context, this paper revolves around the concept of “globital memory” and
analyzes two techno-art projects — Shapde 5.5 and Hsiao Ho-Wen Project —
through the lens of virtual archives, insofar as to grasp the insightful observations
of techno-artists (teams) on digital humanistic consciousness in the contemporary
age of virtuality. The findings of this paper reveal how artists utilize contemporary
digital technology to preserve memory. They employ replicable, quotable, and
repeatable memory techniques to transmute the ephemerality of performative works
into virtual archives, which makes shifts in viewers’ temporal perception possible,
hence a memory ecosystem in the digital era.

Keywords: mnémotechnology, globital memory, virtual archives, Shapde 5.5,

Hsiao Ho-Wen Project
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University of Chicago Press, 2018), pp. 140-69.

B TErperpp #2842 B (SEP P ) ehHE & 7% - Thomasgalvan » ( This is Tomorrow —
Exhibition Review ) » (https://thomasgalvan.com/this-is-tomorrow-review/ ) » 2023 & 1 * 15 p ¥

32

N

N

#4404 ® KX B 27 (Donald Preziosi) ¢ (§ “4jire £ ehpE %) o B e (Hans Belting)
.% FRAF (HEp end B ? % Ao 3 Hjire 478 <~ §) (The End of Art History?: A
Critical Survey of Contemporary Art) » | 246 o

35 Arthur Danto, “Analytical Philosophy, Social Research ”, Philosophy: An Assessment ,Vol. 47, No. 4
(WINTER 1980), pp. 612-634.
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Figure Performative of “Chrono Contemporary”:
On Contemporary Art in Imminent Historical Archives

Hisang, Cheng”
abstract

This study originates from the retrospective exhibition "Chrono Contemporary,"
exploring the oscillating gaps between history and the contemporary within retrospective
exhibitions, and analyzing the methods by which these exhibitions construct retrospective
perspectives. The emotions associated with retrospective exhibitions that relate to the past
only linger in the present exhibition. They are neither entirely restorative, constructive, nor
reminiscent. Instead, they provide a performative field touching the past amidst the diffusion
and interweaving of history, allowing people to maintain a contemporary memory of the
genealogy related to the theme.

The purpose of this paper is to trace how "Chrono Contemporary," within the
performative mode of "returning to the scene," revisits the history of contemporary art from
within the realm of historical representation. It explores how the exhibition re-visits
contemporary art history and examines the content of the images within "Chrono
Contemporary." Furthermore, it seeks to explore the artistry within the reproduced art
history and the contemporaneity within the repositioned art history. Consequently, it
deduces how "Chrono Contemporary" updates the external archives and historical methods
of contemporary art within the exhibition content. Finally, by examining the performative
mode of "returning to the scene," it elucidates why there is a potential for revealing and
inspiring multiple perspectives within the retrospective vision of "Chrono Contemporary."
This, in turn, clarifies that the retrospective exhibition "Chrono Contemporary" is not only
about reminiscing about a vanished past but also provides an opportunity for the recognition
of the past.

Keywords: Chrono Contemporary, Externalization, Return to the Scene,

Archived, Retrospective

Graduate Student, Department of Fine Arts, National Taiwan Normal University.
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Sara Giacomelli, “Alla ricerca della ‘Pala’ perduta,” in L'Angelico ritrovato: studi e ricerche per la
Pala di San Marco, eds., C. Acidini and M. Scudieri (Livorno: Sillabe, 2008), 127-133.
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it (Holy Week ) 4r4g i & (Easter) % o ¥ %% Eugenio Garin, “La Biblioteca di S. Marco,”

in La Chiesa e il Convento di San Marco di Firenze, vol. 1 (Firenze: Giunti, 1990), 80-85.

Donal Cooper, “Franciscan Choir Enclosures and the Function of Double-Sided Altarpieces in Pre-

Tridentine Umbria,” Journal of the Warburg and Courtauld Institutes 64 (2001): 47-49; William

Hood, Fra Angelico at San Marco (New Haven: Yale University Press, 1993), 110-111.

Magnolia Scudieri, “La Pala di San Marco,” in L'Angelico ritrovato: studi e ricerche per la Pala di

San Marco, eds., C. Acidini and M. Scudieri (Livorno: Sillabe, 2008), 41-63.
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8  Phyllis Zagano and Thomas McGonigle, OP, The Dominican Tradition (Collegeville, MN: Liturgical
Press, 2006), xviii-XiX.

R LJ_ SR ERZ 2 A WAGEG R F g FENE DR 2P RAEOREI o B
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Rz 1__1'4: FATERAAE =€ éﬁ* Ralph F. Bennett, The Early Dominicans.: Studies
in Thirteenth-Century Domzmcan History (Cambridge: Cambridge University Press, 1937), 75-93.

10" Guy Bedouelle, OP, Saint Dominic: The Grace of the Word (San Francisco: Ignatius Press, 1987), 1-
5.
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SRk s *S“E?Bi"“”” QLA IR ¢ FHIRPENIB R B2 S 5 AT f2 0
BITWER R z“»fL Pierre Bourdieu, The Rules of Art: Genesis and Structure of the Literary
Field (Oxford, UK: Polity Press, 1996), 309-312, 320-321.
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Georges Didi-Huberman, Fra Angelico. Dissemblance et Figuration (Paris: Flammarion, 1995).

13 William Hood, Fra Angelico at San Marco (New Haven: Yale University Press, 1993).

4 John T. Spike, Fra Angelico (New York: Abbeville Press, 1996).

Giorgio Bonsanti, Beato Angelico: catalogo completo (Firenze: Octavo, 1998).

Cyril Gerbron, “The Story of Fra Angelico: Reflections in Mirrors,” Mitteilungen des
Kunsthistorischen Institutes in Florenz 57, no. 3 (2015): 292-319.

Ugo Procacci, Il Beato Angelico al Museo di San Marco a Firenze (Firenze: Ente Provinciale per il
Turismo, 1990).

18 Diane Cole Ahl, Fra Angelico (London and New York: Phaidon Press, 2008).
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19 Allie Terry-Fritsch, “Florentine Convent as Practiced Place: Cosimo de' Medici, Fra Angelico and
the Public Library of San Marco,” Medieval Encounters 18, no. 2-3 (2012): 230-271.
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20 Paul O'Neill and Mick Wilson, eds., Curating and the Educational Turn (London: Distributed Art
Pub, 2010), 11-22; ¥ % 1970 & 4% 4= &35 38 BLEER |44 3% 1) p¥ e9¥ % : Duncan F. Cameron,
“The Museum, a Temple or the Forum,” Curator 14, no. 1 (1971): 20-21.

2L Ahl, Fra Angelico, 80; Hood, Fra Angelico at San Marco, 97-104.

22 Anthony Fisher, “A New Interpretation of Fra Angelico: Part 1I,” New Blackfriars 75, no. 883 (June
1994): 297.
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2 Leon Battista Alberti, De pictura [On Painting], 1435, trans. J. R. Spencer (New Haven: Yale
University Press, 1966), 67-68.

24 Ahl, Fra Angelico, 120.

25 William Vander Marck, “Faith: What It Is Depends on What It Relates to: A Study on the Object of
Faith in the Theology of Thomas Aquinas,” Recherches de théologie ancienne et médiévale 43 (1976):
123-125.

26 Fisher, “A New Interpretation of Fra Angelico: Part I1,” 299-300.
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27 Ophélie Dozat, “Le cadre, de la figuration a la spatialité,” Architecture, aménagement de l'espace
(2017): 5.

2 Georges Didi-Huberman, “La dissemblance des figures selon Fra Angelico,” Mélanges de ['école
frangaise de Rome 98, no. 2 (1986): 790-793.

2 Alberti, De pictura [On Painting], 56, 109.

30" Didi-Huberman, Fra Angelico: Dissemblance et Figuration, 21-24.

31" Daniel Arasse, Histoires de Peintures (Paris: Folio Essais, 2004), 84.

74



B - 22 - i REAEFRME LR T I BRATS GRERET) SR S TR R R RS

fm}

HTHE ;s BEWEREHOENVR ARG NAEE - BRSBTS EEEE DL
JEGE SRR SR AR HEE o ZAFR IR SE A G Y (B2 B S0 T a s
THEERUE B AV EIRRBAE o MEGH A MBS S | A —(EEER EaE ekt - 8
SHRUERREE Y - BN AR SRR RS AR RS 2 o (H R A
SRR R T I B 2E 0 s A ROES TR B E RV E A S - BV
YA NEVERREY - ZEARLIE C B REHEE LSt EE T E s - EE
GARGEERE - L B — R EZEE 2R A - B EH PR
G H B BT RIBIGS - MRS (EEZ2ETE ) AREGDEE T IR AR
AR R SR RIS 5 b SR G R fE s L B BRIV BR R  BER T B
15 R P P A THE {8 2 P [ e B 2 A S

RN ER BT RIEZ SRR HEMEERFE - HHEESER
HOAEEBIERES » BUERIRENZGEESLL o i MR = M e Z st
ERNEAMEEE BB AR R EE L 2 JRV R A B B A B E L T
AR SRR T R AT SR BE IS rT B E B e 48 (R 1436- 1445 7 [ - JE
HRZ A B B R B e A b 4R i Y B IS nT i B b R R [E — U P R4 2 B IAMEEE
EHE AT EEEHE R - EEMEHAERREEA1445F 2 1%  FEIRARHY
AR FEEIAN(E & 5 (A E S E b E - Rk B2 vl p EAR - Yol
ZEAEG BB AMEERE L - W AR 2 BUE E R 2 (E 2= I ERY AR - 17y
e e tHERE RS N FAC B o BT A BRI IR LA B g +- 5 oy W EE
EHPIRIE G TR r R R R - R EE A OEREIES - ek T BB
B~ 5EEL A | (contemplare et contemplata aliis tradere) 7555 5 *Y8H LG & EE:

32 Christa Gardner von Teuffel, “Clerics and Contracts: Fra Angelico, Neroccio, Ghirlandaio and Others:
Legal Procedures and the Renaissance High Altarpiece in Central Italy,” Zeitschrift fiir
Kunstgeschichte 62, no. 2 (1999): 206.

BOR(EREFFEP B ERHEL) TR
Predicti itaque conventus, scilicet Sancti Dominici de Fesulis et Sancti Marci de Florentia, uniti
fuerunt et gubernati per unum eundemque priorem ab anno Domini 1435 usque ad annum Domini
1445, et tunc divisi et distincti fuerunt per bullam papalem tempore prioratus fratris Tuliani Philippi
de Lapaccinis de Florentia. [...] nam fratres fesulani querebant sub nomine Sancti Dominici et fratres
conventus Sancti Marci sub titulo eiusdem Sancti Marci. (Chronica Conventus Sancti Dominici de
Fesulis OP, fol. 3v).

34 Bennett, The Early Dominicans, 75-93.
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mulierum [...]. (Chronica Conventus Sancti Marci de Florentia OP, fol. 6r).

36 Cooper, “Franciscan Choir Enclosures,” 47-48.

37 Rab Hatfield, “The Compagnia de' Magi,” Journal of the Warburg and Courtauld Institutes 33 (1970):
108-109.

3% Francis Ames-Lewis, The Early Medici and Their Artists (London: Birkbeck College, 1995), 107-
108.
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4 Mieke Bal, On Meaning-Making: Essays in Semiotics (Sonoma, CA: Polebridge Press, 1994), 6-9.

42 Diana Njiri¢, “Semiotic Effect in Visual Communication,” European Journal of Multidisciplinary
Studies 1, no. 2 (January-April 2016): 308.
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Nam tabula altaris maioris et figurae capituli et ipsius primi claustri et omnium cellarum superiorum

et crucifixi refectorii: omnes picte sunt per quemdam fratrem ordinis Predicatorum et conventus

fesulani, qui habebatur pro summo magistro in arte pictoria in Italia, qui frater Iohannes Petri de

Mugello dicebatur, homo totius modestiae et vitae religiosae. (Chronica Conventus Sancti Marci de

Florentia OP, fol. 6v).

Raoul Morgay, “La cronaca del convento fiorentino di San Marco: la parte piu antica dettata da

Giuliano Lapaccini,” Archivio Storico Italiano 71 (1913): 14.
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45 Carl Brandon Strehlke, “Fra Angelico and Early Florentine Renaissance Painting,” Philadelphia

Museum of Art Bulletin 88, no. 376 (Spring 1993): 15, 17.

Bonsanti, Beato Angelico, 1-3.
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’% LAy B i o ¥ 4% Gerardo de Simone, “Le Sette Parole di Cristo in croce nel ciclo di San

Marco del Beato Angelico,” Predella. Journal of Visual Arts 47 (2020): 100.

Ugo Procacci, Mostra dei Documenti sulla Vita e le Opere dell’Angelico e delle Fonti Storiche fino

al Vasari (Firenze: Giuntina, 1955), cat. no. 15.
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4 Stefano Orlandi, OP, Beato Angelico (Firenze: Leo S. Olschki, 1964), 71.
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[...] Nicolaus de Nicolis nomine, qui habebatur ab omnibus valde doctus, presertim in lingua romana
et graeca ac poaesi, precipuusque historiographus, habebat in sua libraria multos libros, et forte
perveniebant ad numerum voluminum sexcentorum et ultra, ut apparet per quaedam inventaria post
mortem eius reperta. Qui ad mortem deductus, omnes suos libros predictos reliquit in potestate xvj™
nobilium civium, [...] Qui omnes, post multas practicas concordarunt ut qui vellet dictos libros habere
et ponere in aliquo loco communi teneretur solvere omnia debita hereditatis [...]. Hinc est quod
Cosmas predictus dictos libros petiit ut ponerentur in libraria huius conventus, quam ipse construxerat,
ut dictum est; obligans se ad solvenda debita hereditatis. Ad quod consenserunt reliqui cives,
retinentes libertatem usus dictorum librorum [...]. Reliqui libri, pene omnes habiti sunt a supradicto
Cosma de Medicis, empti pecuniis suis diversis teniporibus. (Chronica Conventus Sancti Marci de
Florentia OP, fols. 7v-8r).

31 Garin, “La Biblioteca di S. Marco,” 113-114.

52 Terry-Fritsch, “Florentine Convent as Practiced Place,” 234-236.
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60 Strehlke, “Fra Angelico and Early Florentine Renaissance Painting,” 5.
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F AJE - Wikimedia Commons, Public Domain.
Crucifixion (Cell 38).
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Saint Dominic Adoring the Crucifixion.
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Unknown, Saint Dominic in Prayer, manuscript illumination,

from a 15th-century Spanish copy of the 13th-century De Modo Orandi.
1 75 Biblioteca Apostolica Vaticana (BAV),
MS Ross. lat. 3, fol. 6v, Vatican City.
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Preaching, Space, and Forum: Dialogues with Diverse
Audiences through the Perspective of Fra Angelico's
Crucifixion Pax in the San Marco Altarpiece

Shin-En Su”

Abstract

In this paper I make a detailed examination of Fra Angelico's San Marco
Altarpiece, which has been commemoratively restored in recent years and put on
display in a modern display space similar to the high altar of the church in which it
was originally placed so as to facilitate a dialogue with the viewer. Using sociologist
Pierre Bourdieu's “double historicization” approach in adopting the milieu in which
this altarpiece was produced, 1 give particular attention to the trompe ['oeil
crucifixion pax at the bottom center and its relationship to the various other
crucifixion murals painted by Fra Angelico in the 15th century at San Marco
Monastery. I also discuss how the various types of viewers at that time would have
understood the symbolism of the frame, colors, and body and blood of Christ in
these crucifixion pieces, as well as the various ways in which the effect of
transcending physical space would have been understood.

Transcending both time and gaps in history, I explore the dialectical
relationship between these various crucifixion pieces in the San Marco Museum, in
terms of iconography, semiotics, cultural history, and theological interpretation, so
as to elucidate their unseen didactic message. I also examine the way in which Fra
Angelico tailored his use of various motifs to suit various groups of viewers, using
the mystery of salvation in Christ to assure the faithful of the opportunity to realize
heavenly bliss. From the perspective of today's museum forum, I also discuss how
the Museum can provide more meaningful narratives and interpretations of images
such as Christ's crucifixion, making them more engaging for modern viewers, so
that as they move from one to the next they engage in a continuous process of
participation, contemplation, recollection, comparison, communication, and
discussion. Such an approach is conducive to reconstructing the historical context
of the time and for bringing insight into the aesthetic and theological implications
implicit in these profound works of religious art.

Keywords: Fra Angelico, Preaching, Space, Forum, Dialogues between the

Crucifixion of Christ and Diverse Audiences

*  Assistant Professor, Department of History, Tunghai University.
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Michael Field’s Ekphrasis in Sight and Songs

Chiung-ying Huang’
Abstract

This paper explores ekphrastic poetry written by “Michael Field,” the joint
male pseudonym of two women poets, Katharine Bradley and Edith Cooper. It
discusses Sight and Song (1892), Michael Field’s first collection of lyrics, which
contains thirty-one ekphrastic poems written during their visit to several major
museums and galleries of Europe in the early 1890s. Michael Field in Sight and
Song demonstrate their passion for art, responding in writing to paintings by
Leonardo da Vinci, Botticelli, Giorgione, and many other “old masters.” Their work
epitomized the importance of ekphrasis, as practiced by John Keats, D. G. Rossetti,
A. C. Swinburne, and Walter Pater. Yet their independent spirit leads them to new
ways of expressing and reflecting on aesthetic ideas. My discussion begins with
Pater’s aesthetic discourses about sight, to examine Michael Field’s relationship
with Victorian ways of seeing and their subversion of them. What characterizes
Michael Field’s work is an inclination to explore their own poetic language without
giving up the possibility of engaging with the aesthetic project of their male
counterparts. On the surface, Michael Field’s poetry appears to fit the pattern of
Aesthetic poetry, and constantly resorting to ekphrasis as a mode of self-reflection.
Yet, if we examine their poetry in the context of its allusions or borrowings from
their male counterparts, a rather different picture emerges, one which suggests their
familiarity with the Aesthetic tradition, but also their resistance to some of its
assumptions. The paper situates their innovative, revisionary work between British
Aesthetic tradition and subversion.

Keywords: Michael Field, ekphrasis, Aestheticism, poetry, Sight and Songs

Associate Professor, Language Center, National United University.
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Introduction: The Poets’ Backgrounds

Katharine Bradley and her niece Edith Emma Cooper were a lesbian couple who
published eight volumes of poetry and twenty-seven verse plays under the joint male
pseudonym of “Michael Field.” Mary Sturgeon, Michael Field’s biographer, explains the
derivation of the pseudonym: “[It] was chosen somewhat arbitrarily, ‘Michael’ because they
liked the name and its associations, ‘Field’” because it went well with ‘Michael.” But it is
true also that they had a great admiration for the work of William Michael Rossetti... and it
is true, too, that ‘Field’ had been an old nickname of Edith” (27). Marion Thain and Ana
Parejo Vadillo, the editors of Michael Field’s work, argue that the distinction between
Michael Field, Bradley and Cooper needs to be made in a more nuanced way than has been
the case in recent critical studies: “The name Michael Field signifies in itself two writers:
Michael was Bradley and Field was Cooper. We chose to be very precise: if we discussed
the published poet we use ‘Michael Field.” When we discuss the writers’ private lives, or
refer specifically to one of the women, then we use the women’s names” (72). Following
the lead of Thain and Vadillo, throughout the paper, whenever I discuss “Michael Field,” I
use the third-person plural “they;” whenever I mention Bradley or Cooper, I use the third-
person feminine pronoun.'

Michael Field reject the use of fictional narrative, a form typically associated with
much of Victorian women’s writing. Instead, they embrace verse drama and lyric poetry,
employing a poetic tone and lyrical complexity that reflect the style of notable male writers
from the nineteenth century. There is little to surprise us in Michael Field’s preference for
verse, or in their antagonism towards so-called “New Woman” writers of the 1890s; much
space in their diaries is taken up by a reproachful analysis of emerging female novelists of
the decade. In 1894, they wrote to Henry Harland, the editor of The Yellow Book,
withdrawing their prose-poem “Rhythm” from the magazine’s second volume. Cooper in a

diary entry (Wednesday, April 17, 1894) dissociates “Michael Field” from other women

I All references to Michael Field’ poetry, diary entries, and Victorian critics’ reviews are here from

Thain and Vadillo’s edition (hereafter Thain and Vadillo), unless otherwise stated.
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writing under male pseudonyms: “We think of changing our name to Messalina Garden to
escape from the company of George Egerton! These George Egertons, George Flemings &c
&c. We are threatened with a fresh Hanoverian curse!” (Thain and Vadillo 262).> In the
same year, in her letter to Mary Costelloe, the wife of the American art historian Bernard
Berenson, Bradley especially emphasizes her complaint against George Egerton (Mary
Chavelita Dunne Bright) by alluding to Ruskin’s essay on “George Eliot.”* She puts it: “I
must speak out concerning George Egerton — that shameless creature — whose pages are
really ‘the sweepings of a Pentonville omnibus’... They should never be admitted into the
society of good books — who sin such sins. I am sick and ashamed of belonging to the
corruptors of my own language” (Thain and Vadillo 330).* It might be argued that Michael
Field aim to create a lyric presentation that is both linguistically accurate and aesthetically
refined, to separate themselves from New Woman novelists.

The aspect of Michael Field that has received the most attention in literary criticism is
Bradley and Cooper’s collaboration under a male pseudonym, along with their creation of
a lyric voice that intertwines both male and female perspectives.® Michael Field’s interest
in art and poetry has also been studied, though to a lesser extent; and some critics have

explored Michael Field’s complex relationship with the aesthetic and intellectual circles of

Like Sappho who precedes her, Messalina is famous for her sexual appetite. Executed by Claudius
when her plot against him was discovered, Messalina is the type of the completely corrupt and wicked
Jfemme fatale. The “Hanoverian” dynasty (George I, George II, George III) supplanted the Stuarts and
is used here as an image of the commonplace and the dull usurping the element of romance or beauty.
John Ruskin criticized George Eliot’s writing technique, saying “the persons of George Eliot’s novels
suggested nothing so much as the sweepings of a Pentonville omnibus.” See The Literary Criticism
of John Ruskin. pp. 384-385.

4 George Egerton is the author of Keynotes (1893) and Discords (1894), mostly known for her
description of women’s fantasy of sexual freedom in her short story “A Cross Line,” in which she
creates the figure of a gipsy who brings about her female protagonist’s sexual awakening. Egerton’s
work has attracted attention from recent feminist critics, as her writing foreshadowed the concerns of
contemporary feminism, describing women suffering from domestic and sexual violence, alcoholism,
poverty and prostitution. For a re-evaluation of Egerton’s work, see Patricia Stubbs, Women and
Fiction, especially chapter 7; Sally Ledger, The New Woman, especially chapter 7; Kate McCullough,
“Mapping the ‘Terra Incognita’ of Woman.”

See, for example, Angela Leighton, Victorian Women Poets. pp. 202-243; Yopie Prins, Victorian
Sappho. 74-111; Marion Thain, “Michael Field,” especially chapter 2. Jill Ehnenn specifically reads
Bradley and Cooper’s collaborative writing from the perspective of queer theory. See Women's
Literary Collaboration, Queerness, and Late-Victorian Culture.
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the 1890s.° Michael Field’s passion for literature, the classics, and the study of art, was
influenced by their acquaintanceship with John Ruskin, Robert Browning, Walter Pater,
John Miller Gray, Charles Ricketts, Charles Shannon, George Meredith, Oscar Wilde,
Arthur Symons, W. B. Yeats, and many other leading male artists and art critics of fin-de-

siécle London.”

Michael Field’s Sight and Song

This paper discusses Sight and Song, Michael Field’s second collection of lyrics, which
contains thirty-one ekphrastic poems written during their visit to several major museums
and galleries of Europe in the early 1890s.® One of the volume’s epigraphs explains that
the title is inspired by a line from Keats’s “Ode to Psyche”: “I see and sing, by my own eyes
inspired” (1. 43). Michael Field in Sight and Song demonstrate their passion for art,
responding in writing to paintings by Leonardo da Vinci, Botticelli, Giorgione, and many
other “old masters,” all Italian with the exception of the French Watteau.® Sight and Song
uses lyric verse to visualize pictorial art on one of Michael Field’s favorite themes — the
beauty of human form; their poems upon pictures contain subjects on sacrifice (with poems

on Saint Sebastian), feminized young boys, and above all, the beauty of women.

See, for example, Julia F. Saville, “The Poetic Imaging of Michael Field”’; Ehnenn, pp. 59-96.

Most of Michael Field’s acquaintances were their male contemporaries. Apart from Christina Rossetti,
Amy Levy, George Egerton and Vernon Lee, very few women are mentioned in their journal entries.
See Michael Field’s Works and Days, a 28-volume journal written between 14 April 1888 and 18
September 1914. It includes Bradley and Cooper’s notes on paintings, their drafts, and their critical
thoughts on some aesthetic issues. Their friendships with several late-Victorian poets and aesthetes
are also well documented.

The poems in this volume derive their subjects from collections in the National Gallery, the Louvre,
and the galleries of Florence, Venice, and Dresden. Vadillo in her book has offered valuable insights,
arguing that Bradley and Cooper created their poetics of visuality based on travel and displacement.
See Women Poets and Urban Aestheticism, pp. 154-195. Julia F. Saville in her article also suggests
several important factors that enabled Bradley and Copper to accomplish the enterprise of ekphrasis,
including the wide-scale opening of British and European art galleries and museums to the general
public, and the extended museum hours in the late Victorian period. See “The Poetic Imaging of
Michael Field,” pp. 179.

Twenty-eight poems in Sight and Song treat Italian pictures; three treat works by Watteau.
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My discussion begins with Pater’s aesthetic discourses about sight, to examine
Michael Field’s relationship with Victorian ways of seeing and their subversion of them.
Traveling and writing together, Bradley and Cooper’s joint journal Works and Days contains
many notes taken either during their visits to Pater’s lectures or during their study of Pater’s
aesthetic theory.'® Michael Field’s familiarity with Pater is incontrovertible. One can easily
find in the preface to Sight and Song some key concepts of Aestheticism derived from
Pater’s influence; it is a declaration of Michael Field’s ambition to “translate” the visual arts
into poetry, to make a place for themselves not simply as an aesthetic critic, but a poet.'!
Pater wrote in the preface to The Renaissance: “to define beauty, not in the most abstract,
but in the most concrete terms possible”, is “the aim of the true students of aesthetics”; he
encouraged the aesthetic critic to “see the object as in itself it really is”, and to put aside
“unmeaning and useless” abstract theories of art (xxix). Michael Field’s preface to Sight
and Song bears an obvious relation to Pater, as what they aim at is to give attention to the

aesthetic object and describe what they have seen through the writing of poetry:

The aim of this little volume is, as far as may be, to translate into verse what the
lines and colours of certain chosen pictures sing in themselves; to express not so
much what these pictures are to the poet, but rather what poetry they objectively
incarnate. Such an attempt demands patient, continuous sight as pure as the gazer
can refine it of theory, fancies, or his mere subjective enjoyment.

“Il faut, par un effort d’esprit, se transporter dans les personnages et non les

attirer a soi.”!? For characters substitute paintings, and this sentence from

10 For instance, on Monday, 24 November 1890, Bradley and Cooper took the train to London to attend
Pater’s lecture. Cooper wrote: “In heavy mist Sim & I stepped into a cab & reached the station, two
bundles of shawls — but a great pleasure drew us on through the weather to town — Pater’s lecture at
the London Institution on Prosper Mérimée” (Thain and Vadillo 241).

Vadillo proposes to interpret Michael Field’s use of the term “translation” through Walter Benjamin’s
theory of translation as “transparency” pp. 179-183. What I am more interested here is not the
question of translation, but the question of the aesthetic poet.

The English translation of the sentence is as follows: “It is necessary, by a mental effort, to transport
oneself into the characters and not to draw them to oneself”. I am indebted to Daniel Karlin for his
translation.
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Gustave Flaubert’s “Correspondence” resumes the method of art-study from
which these poems arose.

Not even “le grand Gustave” could ultimately illude himself as a formative
power in his work — not after the pain of a lifetime directed to no other end. Yet
the effort to see things from their own centre, by suppressing the habitual
centralization of the visible in ourselves, is a process by which we eliminate our
idiosyncrasies and obtain an impression clearer, less passive, more intimate.
When such effort has been made, honestly and with persistence, even then the
inevitable force of individuality must still have play and a temperament mould
the purified impression: —

“When your eyes have done their part,
Thought must length it in the heart”.
(Thain and Vadillo 85-86)

As Michael Field see every aesthetic object as an independent and autonomous entity,
their reference to Flaubert is worth attention. The sense of an affinity between Michael Field
and Flaubert is heightened by the verb “transport”. In his essay “Flaubert and the Sentence”,
Roland Barthes argues that “Flaubert’s sentence is a thing”: “it always presents itself as a
separate, finite object, which we might almost call transportable” (303). Calling Flaubertian
writing “an odyssey”, Barthes sees Flaubert’s “corrections of style” in terms of his
“experiencing the structure of the language as a passion” (298). Michael Field’s mention of
Flaubert reveals their wish to present their ekphrastic poems in a way similar to the project
of the Flaubertian sentence; the corrective process Flaubert adopts in revising his prose was
put into practice in Michael Field’s attitude towards experiencing the aesthetic — their
subjectivity can travel, or “transport” to the painting by joining with the depicted characters
in the interpretation of an art work.

As Pater in The Renaissance empowers the perceiver and allows the critic to be a poet
by advocating a passionate response to art in the writing of aesthetic criticism, what Michael
Field intends in Sight and Song is to create an audience attracted to the perceived object,

rather than to the perceiver’s words. Isobel Armstrong has observed several key words Pater
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used in The Renaissance — “Intense, fervent, sharp, enthusiasm, excitement, delight,
blitheness, sensuous form, pure form, penetrate, penetrative, restraint, unity”, and described
his prose as “nervously subtle arpeggios” (388). For W. B. Yeats, Pater’s style of prose is
admirable, as Pater enables the transition between an aesthetic critic and a poet by
associating lyric words with passionate feelings. Reading Pater’s prose as poetry, Yeats
converted Pater’s Mona Lisa passage into free verse in his Oxford Book of Modern Verse
(1936).!* Yet Yeats was scathing about Sight and Song. For Yeats, Michael Field do not
apply personal fancies to poetry — they merely put together words of observation, and make
no attempt to explore the imaginary realm of vision beyond the picture frame. In his review
(The Bookman, July 1892), Yeats genders imagination as female, expressing his
disappointment at Michael Field: “They seem to have thought it incumbent upon them to
do something serious, something worthy of an age of text-books, something that would have
uniformity and deliberate intention, and be in no wise given over to that unprincipled
daughter of whim and desire whom we call imagination” (Thain and Vadillo 361). For Yeats,
imagination is a vital constituent in women’s poetic perception. He further suggests that
Michael Field has a genius for poetic reveries, yet in Sight and Song there is none of the
labor of music to be felt in their choice of lyric words: “None of them have any sustained
music, for music is the garment of emotion and passion” (Thain and Vadillo 362). John
Stuart Mill’s essay “Thoughts on Poetry and Its Varieties” (1833) prefigures the
circumstances that Yeats demands for the composition of poetry. He makes a distinction
between poetry and eloquence: poetry is “overheard” while eloquence is “heard”; poetry is
unconscious of “a listener” while eloquence is directed to “an audience”; poetry is an end
in itself while eloquence is “a means to an end”; poetry is “tinged by emotions” whereas
eloquence is “tinged by that desire of making an impression upon another mind” (71-72).
Yeats’s analogy of imagination between “whim” and “desire” shapes his assessment
of Michael Field’s lack of true emotion in their writing for paintings. As McSweeney
suggests, Yeats “regarded paintings as of instrumental rather than intrinsic value to the poet

— of interest not in themselves but only as a spur to the creative imagination” (34). As a way

13" For Pater’s influence on Yeats, see Harold Bloom, Selected Writings of Walter Pater, vii-xxxi.
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to confirm the association Yeats has drawn between female passion and poetic imagination,
I would like to quote a section of Michael Field’s diary dated 6 April 1901, in which they
clearly enunciate women'’s tendency to articulate personal feelings in poetic creation and as

such fail to gain as high a status as that of male poets:

Lyric poetry is too often content with a mere personal emotion: whereas in all
great poetry the object is the source of the emotion. This is why women cannot
write love-poetry — they write of their own feelings, not of the power of the
beloved as it reaches & develops & draws into its depth. Women are nearly
always frothy when they sing love. Sappho is not, because she sings Aphrodite
& the passions with which she lures mortals to herself. We were not, in Long
Ago because we sang Sappho, sang from the heart of her words. In all the gt.
Sonnets Michael has written she has been gained by the passion of the object.
Wherever we are perishable we have sung an impression or feeling that is
sporadically ours, just sown by chance in our sensibility. Bernard says now all
Art is a Dream. It is a floating into a great passion other than our own; we are
half-asleep with its power, we see & hear wonderful things, impossible if we stay

at home with our own heart-beats (Thain and Vadillo 274).

Here Michael Field acknowledge that women poets are likely to see lyrical poetry as
subordinate to their own feelings, as their writing process often moves from an admiration
of the object to an unprincipled state of indulgence in emotions. In Long Ago Michael Field
infuse their representation of Sappho with other models of feminine figuration: Aphrodite,
Atthis, and other girls. For Michael Field, Sappho becomes a true subject of poetry because
she is the bearer of many different voices. This journal note shows Bradley and Cooper’s
awareness that in order to become a poet as great as men, Michael Field must depict feeling
as belonging to the object and not the perceived, the beloved and not the lover.

1313

Since Michael Field’s objective in Sight and Song is to “‘translate’ the visual arts into
poetry”, the whole volume of poetry involves the art of observing. Michael Field’s interest

in Victorian theory about sight is easily perceivable in the preface to Sight and Song which,
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as Jill Ehnenn suggests, “appears to announce their purpose of looking at art with a

999

Ruskinian ‘innocent eye”” (75). The focus on “sight” is what Ruskin constantly emphasizes
in his work. Ruskin stresses the importance of seeing, maintaining that aesthetic pleasure is
achievable through the exercise of sight. Michael Field appear to have read Ruskin’s
Modern Painters, in which Ruskin claims that “the greatest thing a human soul ever does
in this world is to see something, and tell what it saw in a plain way... To see clearly is
poetry, prophecy, and religion, —all in one” (The Genius of John Ruskin 91). Sight and Song
especially shows a strong interest in what Ruskin terms “the pathetic fallacy”, which is
understood as the representation of a scene so influenced by the perceiver’s emotion as to
reveal a false notion of the perceived object. According to Ruskin, “the word ‘Blue’ does
not mean the sensation caused by a gentian on the human eye; but it means the power of
producing that sensation: and this power is always there, in the thing, whether we are there
to experience it or not” (Modern Painters 162). Ruskin’s exposition of “The Pathetic
Fallacy” makes it clear that he does not emphasize personal impression over Nature; rather,
he seeks autonomous power in natural objects, which are capable of producing sensation
themselves.

Yet, as Ruskin defines poetry as the ability to see and describe a scene “in a plain way”,
Browning would argue that the greatest aesthetic poet is not just able to give a detailed
account of what he saw, but gives his or her readers the ability to see it as well. We cannot
know whether Ruskin ever came across Browning’s poem “Sordello”, though his keen
interest in art suggests that he would have known the poem about the categorization of
artists. Browning’s attention to different ways of observation used by poets is attested in the

following lines:

The office of ourselves nor blind nor dumb
And seeing somewhat of man’s state, has been,
The worst of us, to say they so have seen;
The better, what it was they saw; the best,
Impart the gift of seeing to the rest.
(11. 838-842).
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Browning marks out three levels of artists: the first judges vision according to personal
experience; the second shapes vision by interpreting experience; the third makes vision part
of his audience’s own imagination. Ruskin’s method of observing exemplifies Browning’s
description of the second rank who avoids fallacy by interpreting personal visual
experience. It might be argued that Sight and Song inhabits Ruskin’s ways of seeing, as
Michael Field in the preface make it clear that they hope “to express not so much what these
pictures are to the poet, but rather what poetry they objectively incarnate”. If Michael Field
did indeed have Ruskin in their mind then, apart from Pater’s essays, they might have owed
a debt to a literary source of Browning as well. The importance of these sources need not
be dismissed in order to admit Michael Field’s attitude towards perception into Victorian
ways of looking.

In other words, while both Browning and Pater celebrate subjective response in reading
art, instead of encouraging their readers to be creative in recording individual impression,
Michael Field express the desire or the will to find the depicted object’s own autonomy. For
instance, their poem “La Gioconda” suggests Lady Lisa’s own power and independence,
depicting perhaps the most famous female portrait discussed by Pater in his essay on
“Leonardo da Vinci”. Michael Field’s journal note on the painting indicates that they
perceive the picture of Mona Lisa as “no portrait”, but “a dream of power and occult
influence” (Thain and Vadillo 239). In their poetic rendering of the painting, Michael Field
practise the tradition of “Blason”, describing the beauty of Lady Lisa by singling out
different parts of her body, suggesting that the portrait is a flight of fantasy:

Historic, side-long, implicating eyes;

A smile of velvet’s lustre on the cheek;
Calm lips the smile leads upwards; hand that lies
Glowing and soft, the patience in its rest

Of cruelty that waits and doth not seek

For prey; a dusky forehead and a breast
Where twilight touches ripeness amorously:
Behind her, crystal rocks, a sea and skies

Of evanescent blue on cloud and creek;
Landscape that shines suppressive of its zest
For those vicissitudes by which men die.

(1-11)
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The term “cruelty” associates Lady Lisa with the type of the femme fatale causing pain
or suffering to men. Ehnenn argues that Michael Field problematize the aesthetic tradition,
which attributes a privileged gaze to men and sees the representation of female images as
appropriated by a phallocentric way of looking: “The poem emphasizes her passiveness and
silence; if history has told of her infamy, treachery and cruelty, it is a narrative attributed to
her, rather than a story of her own telling” (78). However, it might not be right of Ehnenn
to say that Michael Field refuse to see Lady Lisa as a “cruel” femme fatale seeking for her
prey, as the lines — “the patience in its rest / Of cruelty that waits and doth not seek / For
prey” — specifically denote the contrast between actively seeking for the prey, and just
waiting for it. This poem associates the depicted woman’s power with the passive kind of
cruelty.

In addition to suggesting that Mona Lisa embodies a position of aesthetic detachment,
Michael Field in their writing for Watteau’s L’indifférent (see Figure 1) offers a more
prominent example of the way they support the depicted object’s status as autonomous.
They suggest that the significance of the painting lies in the dancer’s own self-absorbed

image — “the world is his™:

He dances on a toe
As light as Mercury’s:
Sweet herald, give thy message! No,
He dances on; the world is his,
The sunshine and his wingy hat;
His eyes are round
Beneath the brim:
To merely dance where he is found
Is fate to him
And he was born for that.
(1. 1-10)
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In tracing connections between Pater and Michael Field, Vadillo concludes that
Michael Field’s Sight and Song involves “an attempt to create an autonomous and
sexualized observer”; she puts it in this way: “Michael Field proposed a two-phased
aesthetics (one in which objective enjoyment is followed by subjective jouissance): to allow
the autonomy of both the art object and of its gazer” (187). Vadillo’s argument highlights
the gender implication of Aestheticism in Sight and Song, or what Regenia Gagnier has

1313

termed ‘“physiological aesthetics’ — aesthetics that calculated immediate pleasure”, which
was pervasive in the culture of the fin de siecle (139). Sight and Song takes on the idea of
“art for art’s sake” popular in Victorian Aestheticism, which associates the autonomy of the
aesthetic with woman’s body while claiming that the idea of beauty is purged of moral
seriousness. For instance, in their ekphrasis of Leonardo Da Vinci’s 4 Pen-Drawing of Leda
(see Figure 2), Michael Field choose not to represent Leda as a passive and defenseless
woman, whose bathing space is invaded by Zeus disguised as a swan; rather, Leda is
“drawing her gracious Swan down through the grass” (1. 2). In the second stanza, they stress
the beauty of Leda, depicting her as an autonomous woman taking delight in her own body
exposed to the sun: “She joys to bend in the live light / Her glistening body toward her love,
how much more bright! / Though on her breast the sunshine lies / And spreads its affluence
on the wide curves of her waist and thighs” (Il. 8-11).

The theoretical debates surrounding the representation of women in art, particularly in
Michael Field’s ekphrastic poetry, invite deeper engagement with the ways gender and
spectatorship are shaped within visual culture. While the aesthetic tradition, especially
within the Victorian Aestheticism movement, often drew upon a male-dominated gaze that
objectified women, Michael Field subverts these dynamics, granting autonomy and agency
to the female subjects of their works. This tension between the male gaze, female
objectification, and the feminist reclamation of visual pleasure plays a pivotal role in the
poetic exploration of visual art, which can be more fully understood when analyzed in the

context of broader theoretical frameworks.
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Feminist Theoretical Perspectives

In considering feminist theoretical perspectives on the visual representation of female
nudity, it is crucial to engage with the diverse approaches and debates within the field.
Different feminist scholars offer distinct interpretations of the dynamics of gender,
spectatorship, and the politics of visual pleasure, especially when analyzing images of the
female body. When it comes to reading aesthetic images of female nudity, many cultural
critics have remarked on the sexual politics of seeing. Feminist critics in particular have
become more sophisticated at analyzing specifically the spectacle of female nudity,
protesting that such a visual representation has too often reduced women to the passive
object of gaze. For instance, Linda Nochlin criticizes the lack of women’s point of view in
the visual realm of erotic representation, reading the imagery of the naked woman as “a
woman cut to the very pattern of [the artist-creator’s] desires” (143). Pointing to “the politics
of representation” as “the encounters between constructed images and constructing eyes”,
Catherine King reacts negatively to the consumption of images of women, and argues that
there are “no innocent eyes”, just as there are “no innocent images” (132). Griselda Pollock
claims that “there is a cultural politics of sexuality in visual form and space itself, as well
as in the practices of looking” (80). When the image of femininity becomes the object of
aesthetic feelings, especially when visual pleasure is to be derived from a woman’s body,
most feminist debates are grounded on the notion that aesthetic pleasure is closely related
to consumption, rebuking male artists’ objectification of women’s bodies.

Given such feminist association of women’s images with consumption, the emphasis
on men’s pleasure in looking, rather than women’s, is arguable. Lynne Pearce offers the
hope of an alternative to assess the question of visual delight located in the images of
women, by focusing on female viewers’ own pleasure. The introduction to her book,
specifically in the section of “Reading Strategies 4: The Pleasure Factor”, is simultaneously
shaped by her interest in and reservations about the feminist critique of men’s representation
of female corporeality in visual arts. Pearce tackles the female spectator’s gratification in

looking at images of women, examining how feminist theorists have responded to women’s
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delight in spectatorship (16-22).'* Discussing Laura Mulvey, Teresa de Lauretis, Mary
Anne Doane, and Griselda Pollock’s investigations into women’s engagement with seeing,
Pearce concludes: “explanations of how women relate (take pleasure in) images of
themselves, have been divided into two main categories: the first comes under the heading
‘Transvestitism’; the second, ‘Narcissism’™ (17). She suggests that these often-cited
feminist critiques share the similar assumption that in order to follow the visual narrative
created by men, women viewers are compelled to adopt the male gaze to obtain the
satisfaction of looking. Nevertheless, Pearce also observes that although the feminist
argument is convincing and compelling, instead of being estranged from images, most
women are often tempted by the power of visual enjoyment that images of femininity offer
(18).

Following Pearce, one may perceive that Michael Field’s reading of paintings by great
masters of the Italian Renaissance has affinities with the viewpoint that Pearce proposes. It
might be said that more than a century ago, Michael Field foreshadowed the concepts of
“transvestitism” and “narcissism” that Pearce categorizes as the foundational factors of
visual delight for women. One can examine this process by reading Michael Field’s poem
“The Sleeping Venus”, in which they apply the transgressive gesture of “transvestitism” to
their study of Giorgione’s Sleeping Venus (see Figure 3). Although the representation of
sexual politics in the painting seems to relegate women to the status of erotic objects, here
Michael Field take advantage of the conventions of ekphrasis to write about women’s own
desire and passion.

Discussing the complex relationship between visual ideology and the politics of
spectatorship in paintings of the female nude from the Renaissance to the mid-nineteenth
century, Rozsika Parker and Griselda Pollock in their influential study Old Mistresses
summarize a long-standing convention of European painting: “The female figures are
frequently asleep, unconscious or unconcerned with mortal things, and such devices allow
undisturbed and voyeuristic enjoyment of the female form” (116). Practised by male artists

to enhance the allure of the depicted woman, such a visual strategy conflates the aims of

14 In the introduction of her book, Pearce offers a range of theories and methods for reading images of
women, and introduces a foundational feminist critique of the visual representation of femininity.
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voyeurism, of looking, with those of exhibitionism. Written after Bradley and Cooper’s visit
to the Dresden Gallery when Giorgione’s Sleeping Venus was on show, “The Sleeping
Venus” represents a familiar scene of female nudity, suggesting that it is the female body
that is the embodiment of beauty and desire. As Angela Leighton notes, the poem “shows
the extent to which art for art’s sake, with its implication of pleasure for pleasure’s sake,
had freed Michael Field from a female heritage of repressed or displaced eroticism” (215).
As the canvas offers the space for Giorgione to realize his artistic passion through the
medium of paint, it also offers an avenue for Michael Field to access visual and erotic
pleasure.

Fascinated by the image of the beautiful, Michael Field, in a journal note (Monday
August 10, 1891) depict the goddess lying underneath the sky in deep unconsciousness:
“No-one watches her; there is no figure to be seen: she is closed from the sense of her
perfection” (Thain and Vadillo 248). Michael Field then render their impressions of the

painting into verse, inviting their readers to appreciate the spectacle of Venus:

And her body has the curves,

The same extensive smoothness seen

In yonder breadths of pasture, in the swerves

Of the grassy mountain-green

That for her propping pillow serves:

There is a sympathy between
HerandEarthoflargestreach,
Forthesexthatformsthemeach
Isabond,aholiness,
Thatunconsciouslymustbless
Andunitethem,astheylie
Shamelessunderneaththesky
Along,opalcloud
Dothinnoontidehazeenshroud.

(1. 15-28)
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Leighton observes, “though forced in its syntax and rhymes, [the poem] none the less
has a self-delighting physical literalness which marks an extraordinary freeing of the female
imagination” (215). Here Michael Field assert woman’s right to enter the realm of visual
delight by articulating Venus’s erotic power, which is fecund and “shameless”. As Ehnenn
notes, the poem “clearly depicts [Venus] free from shame and parallels the curves of her
beautiful body with the land” (86). Michael Field’s description of the seen gives bodily
shape to the (poetic) scene. In its verbal representation of Giorgione’s Sleeping Venus,
Michael Field’s ekphrastic narrative justifies women’s right to visual pleasure, rescuing
women from the marginalized state of spectatorship.

In particular, in the fifth stanza, through the depiction of Venus absorbed in her self-
sufficient posture, Michael Field suggest the auto-eroticism of the female subject. It clearly
reveals that “The Sleeping Venus” is more than a poem of aesthetic interpretation; it draws

on the possibility of female autoeroticism:

Her left arm remains beside

The plastic body’s lower heaves,

Controlled by them, as when a river-side

With its sandy margin weaves

Deflections in a lenient tide;

Her hand the thigh’s tense surface leaves,
Falling inward. Not even sleep
Dare invalidate the deep,

Universal pleasure sex

Must unto itself annex —

Even the stillest sleep; at peace,
More profound with rest’s increase,
She enjoys the good

Of delicious womanhood.

(1. 57-70)
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Apparently Venus’s closed eyes signify she is oblivious to the gaze of the onlooker.
The phrase “delicious womanhood” specifically points to Venus’s enjoyment of her own
body, representing Venus as a fully self-sufficient woman detached from the realm of
heterosexual desire. As Saville suggests, the poem shows “a goddess [lying] absorbed in the
pleasure of her own sexualized womanhood for the observation and admiration of other
women as much as men”, and the erotic power in Venus “is neither conferred on her by a
male authority, nor moralized in association with motherhood” (198). In representing
Venus’s autoerotic pleasure, Michael Field’s fleshly narrative seems advocate a new way to
nurture and explore woman’s way of seeing. Yet, this kind of female gaze is different from
that of a male voyeur, as Vadillo observes: “instead of being a voyeur, the passenger seems
to see in Venus, because of the analogy of gender, the perfect desiring and desired subject”
(192).

For Jacqueline Rose, “if the visual image, in its aesthetically acclaimed form, serves
to maintain a particular and oppressive mode of sexual recognition, it nevertheless does so
only partially” (232). As Pearce suggests that female spectators face the dilemma of
accepting women as consumers of images or resisting the visual territory dominated by
patriarchal gaze, is it possible for women viewers to respond positively and differentially to
the complex relations between visual pleasure and the gendered implication of looking? If
Michael Field wanted readers to assume they were a male author, how did they escape the
predicament that Pearce speaks of? I would like to stress that Michael Field fight against
the customary objectification of women in visual representation by attributing agency to
women in their ekphrasis while encouraging the viewer to take pleasure in such images.

As a way to conclude this section, I would like to discuss “A Portrait”, a poem written
for Bartolommeo Veneto’s Bust of a Courtesan (see Figure 4), in which Michael Field
suggest woman’s way to escape objectification, in a far more confident way.!> Written from
the woman'’s point of view, the poem expresses a beautiful courtesan’s awakening that she

must be turned into a picture to preserve her beauty:

15" My reading of the poem has been influenced by Ehnenn.
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She saw her beauty often in the glass,
Sharp on the dazzling surface, and she knew
The haughty custom of her grace must pass:
Though more persistent in all charm it grew
As with a desperate joy her hair across her throat she drew
In crinkled locks stiff as dead, yellow snakes ...
Until at last within her soul the resolution wakes.
(1. 8-14)

Rather than depict the courtesan as a passive model exploited by the male artist, in the

third stanza, Michael Field show the courtesan’s ability to determine her own look:

She will be painted, she who is so strong
In loveliness, so fugitive in years:
Forth to the field she goes and questions long
Which flowers to choose of those the summer bears;
She plucks a violet larkspur, — then a columbine appears
Of perfect yellow, — daisies choicely wide;
These simple things with finest touch she gathers in her pride.
(IL. 15-21)

As Ehnenn puts it in her reading, “The female figure in this poem is a fetish, a
commodity, but in Michael Field’s eyes she is one of her own carefully chosen design — she
is both artist and art object” (79). In representing the courtesan’s decision to be painted,
Michael Field reveal detailed features of the portrait while showing the courtesan as an
independent woman transformed into an immortal aesthetic entity. “Lo, she has conquered
death!” (1. 49). The poem ends with Michael Field’s praise for the woman, who “gave to art
a fair, blank form, unverified by life” (1. 42). It seems that Michael Field do not consider the
supposedly erotic pictures degrade women. As Chris Snodgrass observes, Michael Field’s

“women are rarely depicted as melancholy victims” (331). Michael Field show the positive
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aspect of the aestheticization of women, which is not necessarily to be seen as the
objectification of women.

In sum, Michael Field’s poetry offers a complex negotiation of gender, spectatorship,
and the politics of representation in art. By foregrounding the autonomy and erotic power
of female subjects, they challenge both the male gaze and traditional depictions of women
as passive objects. Their work anticipates many of the feminist critiques of visual culture,
asserting a more nuanced understanding of the female experience of looking, being looked
at, and finding agency in the act of visual pleasure. In doing so, Michael Field pushes against
the limitations of the male-dominated aesthetic tradition, advocating for a space where
women, both as creators and spectators, can reclaim and redefine their visual and erotic

power.

Conclusion: Michael Field’s Connection to Contemporary
Multimedia Arts

This paper has discussed how Michael Field’s Sight and Song represents a unique
intersection between the visual and the literary arts, reflecting the artists’ profound
engagement with both Victorian aesthetic theory and their personal interpretations of visual
art. The ekphrastic poems in Sight and Song, written in response to paintings from
Renaissance and Baroque masters, exemplify a sophisticated attempt to translate visual
experience into lyrical poetry. This effort connects Michael Field not only to Victorian
discourses on art and perception but also to contemporary multimedia arts, where the
interplay between different media — such as visual art, music, and literature — continues to
be a prominent feature.

The connection to contemporary multimedia arts can be understood by examining the
methods and ambitions outlined in Sight and Song. Michael Field’s aim to “translate” visual
art into poetry resonates with the multi-sensory, immersive experiences of contemporary
multimedia art, which seeks to break down the boundaries between different artistic forms.
Like the artists and curators of today who often use visual, auditory, and performative
elements together, Michael Field conceptualized a cross-disciplinary dialogue between art

forms, in which the “language” of painting was transmuted into the “language” of poetry.
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In doing so, they echoed the practices of modern multimedia artists who engage with visual
art not simply as inspiration but as a primary source of content.

Moreover, Michael Field’s approach to ekphrasis — transforming an artwork into a
poetic form — resembles the ways in which contemporary multimedia artists often create
work that interacts with, critiques, or reinterprets historical art through new technological
or performative means. The poems in Sight and Song do not merely describe the paintings;
they aim to engage with the paintings’ “inner lives,” attempting to “translate” their essence
into poetic expression. This aligns with multimedia art’s tendency to reframe or alter the
perception of an artwork, often creating new layers of meaning by combining visual
elements with technology, sound, or interactive components.

Another aspect that connects Michael Field’s work to contemporary practices is the
emphasis on process and perception. The poets’ attempt to suppress their own subjective
interpretation and ‘“see” the artwork as it “truly is” mirrors the way contemporary
multimedia artists often emphasize the importance of perception and perspective. In their
attempt to experience the painting on its own terms, Michael Field is engaged in a process
not dissimilar to that of today’s artists who explore perception through multi-sensory
experiences — combining visual, auditory, and even haptic feedback to provide an embodied
encounter with the art.

Furthermore, the exploration of the autonomy of the “object” (in this case, the painting)
and the effort to present the artwork in its own right, independent of the viewer’s emotions,
also mirrors contemporary approaches in which artists seek to challenge the dominance of
the artist’s personal expression and instead highlight the materiality and autonomy of the
objects or images themselves. Michael Field’s insistence on focusing on the painting as an
“autonomous entity,” as expressed through their engagement with Pater and Ruskin,
corresponds to modern multimedia art’s tendency to present works that challenge the viewer
to engage with the art on its own terms, often without overt direction or narrative imposed
by the artist. In addition, the poets’ use of lyrical poetry as a medium to “visualize” and re-
create the aesthetic experience of the painting is aligned with the way contemporary art
practices often blur the lines between different artistic genres. Just as Michael Field

employed lyricism to evoke the beauty of the painted human form, contemporary artists
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frequently use different media — such as video, performance, and sculpture — to evoke
sensory experiences that might traditionally be confined to one medium.

Finally, Michael Field’s engagement with their contemporary aesthetic philosophies —
Pater’s emphasis on subjective and impassioned responses to art, and Ruskin’s focus on
direct, unclouded perception — can also be seen as a precursor to the analytical and reflexive
methods in contemporary art criticism, where the viewer’s subjective experience is not
ignored, but is integrated with a deeper, often intellectual engagement with the artwork
itself. The complex layering of influences and modes of perception in Sight and Song points
toward a broader tradition that resonates with modern multimedia art’s emphasis on
multidimensional, immersive encounters with both the art object and the viewer. Therefore,
Michael Field’s Sight and Song exemplifies a sophisticated engagement with art that both
challenges and aligns with contemporary multimedia practices. Their use of ekphrasis as a
mode of translation between visual and literary arts, along with their keen awareness of the
autonomy of the object and the complexities of perception, prefigures the experimental
nature of multimedia art, making their work a relevant touchstone for understanding the

evolution of artistic expression across multiple forms.
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Figure 2. Leonardo da Vinci, 4 Pen-Drawing of Leda (c. 1506-08)
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Figure 3. Giorgione, Sleeping Venus (c. 1501)
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Figure 4. Bartolomeo Veneto, Flora (c. 1520)
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	01_全球數位記憶生態下的虛擬典藏_1141008
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	03_宣道．空間．論壇：從安基利科修士聖馬可祭壇主畫板前緣《基督受釘》錯視圖與多元觀眾的對話關係談起_1141020
	(1) 《基督受釘圖》的比較分析：系統性地比較安基利科在聖馬可場域不同地點（教堂高祭壇處、修道院一樓迴廊，初學、在俗和正式修士等寢房裡）所繪多種基督受難場景的構圖。亦關注當中基督身體和血液所傳達的救恩意義，還有聖母瑪利亞、使徒約翰和聖道明等人物在這些畫作中的相連意義。
	(2) 聖馬可場域中的脈絡化空間：思慮畫作原初所處位置，還有每個空間中的目標觀眾（贊助者、在俗人文學者、修道士和一般平信徒），以及這些基督受釘圖像在聖馬可教堂和修道院具體空間中被觀看的脈絡。
	(1) 錯視圖與圖像背景色彩的象徵意義：著眼於畫作中錯視圖、錯視性框緣和圖像背景顏色（金色、藍色、黑色、白色）所被賦予的象徵性解釋，並將它們與特定空間、目標觀眾默觀救恩神學的靈性體驗相連起來。
	(2) 藝術與宗教的互文性：探討安基利科的基督受釘作品與其他思想之間的互文性，包括聖道明、聖多瑪斯和聖女加大利納（St. Catherine of Siena）的神學思想。析論安基利科的藝術創作選擇如何反映與表達基督的救恩神學？及怎麼在藝術和宗教思想之間形塑出深層的對話脈絡？
	(3) 博物館作為論壇：探究現今觀眾如何能藉由參與在聖馬可博物館的行動過程中，重新建構館內多處空間裡，安基利科所繪基督受釘圖像的歷史語境和神學意義？亦探索館方又能如何發揮其作為溝通場域的角色，使現今觀眾不再僅帶著瞻仰與朝聖之心態前來，而更能對自21世紀以來博物館論壇（museum forum）在歷史事件、文化和宗教對話中開展的新觀點21F 有所理解與詮釋。
	1. 安基利科並非僅僅根據贊助人的意願創作，更依循道明會傳統，運用圖像進行宣道。本文在研究後發現，他在聖馬可教堂和修道院不同空間創作的《基督受釘圖》，其框緣、色彩、基督身體和血液符號的運用，都展現了針對不同類型觀眾（贊助者、在俗人文學者、不同資歷的修士、一般平信徒等）的特定策略和宣道意圖，藉此傳達救恩神學，並引導觀者進行靈性體驗和默觀。分別在當時多元觀眾可以見著的教堂高祭壇半公共空間、特定時節為一般平信徒開放的修道院一樓迴廊稍隱蔽處、部分在俗人文學者可見的修道院二樓走廊，或屬修士們默觀靜修的寢間；...
	2. 安基利科讓聖馬可教堂和修道院不同空間中基督受難的事件真實臨在，並投射自己感同身受的情感，能讓不同時空的觀眾，甚或觀者在空間中的移動，產生一種身歷其境的感受。此如以瑞士學者索緒爾（Ferdinand de Saussure）把符號看作是「能指」（signifier）和「所指」（signified）相結合的觀點來思索；94F 安基利科著實讓當時多元受眾可以藉其畫作明瞭能指（引發他們對基督受釘事件的聯想）與所指（表達基督受難的救恩意義）之結合，即由可感知的形式面和可理解的內容面，來默觀並連結基督在...
	1. 本文在今日博物館論壇的觀點下，論辯聖馬可博物館方如何更能為這些基督受釘圖像提供有意義的敘事與詮釋，來與現今觀眾對話；使觀者在該館空間藉由身體移動的參觀路徑中，能在連續性的參與、凝望、回想、比較、溝通與討論的行為下與這些圖像相遇，重建當時的歷史語境，並理解其中所蘊含的藝術與宗教意義。而現今觀者若能不單憑視覺欣賞這些藝術品，當更能體會那時道明修會所強調的默觀傳統，並透過心靈觀看受難的基督，亦能從中感悟基督救恩的深意，讓靈魂受到療育。在安基利科基督受釘作品藝術性和神學性的交織下，於其中找到啟發和意...
	2. 聖馬可博物館近年相關祭壇主畫板的特展策劃，再加上常設展空間（原修道院環境）中多件《基督受釘》壁畫的展覽敘事，提供了絕佳的對話機會，讓過去和現在的觀點能相互交流。本文在研究分析之後，提議該博物館可以透過更全面的敘事和詮釋，將「現地的非現地」當中屬「人」的記憶帶入，並融入歷史的脈絡和現代的詮釋來改進展覽內容。亦建議積極採用觀眾參與策略，例如導覽或加上能產生互動元素的設計，並鼓勵觀眾與觀眾之間的討論和反思。
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