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Paorograray or Caina COLLECTION

the toremost collection of early China photography in the world

The collection is available for qualified researchers.

We are eager to acquire important early China photographs, albums, and archives.

19th Century Rare Book & Photograph Shop

ImMPporTANT PHOTOGRAPHS, BOoOKs, & MaNuscrIPTS

446 Kent Avenue PH-A, Brooklyn, NY 11249 USA
(247) 529-4534 | (410) 602-3002 | china@19thshop.com | www.loewentheilcollection.com



L TR IE MALAQUALS

sculptures & dessins

ARISTIDE MAILLOL (1861-1944)

[——— Two Sisters: Subyect for a Clock, 1902 or earlier
GOURCUFF Bronze F 1 NE
SSRADISMICAL) Vollard edition begun in 1902 AR'T S
[ —— Sand cast by Florentin Godard RIS
Coming soon 49 x 42 x 21 cm |
Mazillol (re)découvert

Published by Editions Gourcuft Gradenigo www.galerie-malaquais.com Booth 65



Opening days are subject
= to change in consideration
o ] of the Covid-19 pandemic.

Please check

lestanzedelvetro.org | cini.it
0O © v lestanzedelvetro
i o

FREE ADMISSION
10 am-7 pm
closed on Wednesdays

ENTRY BOOKING
RECOMMENDED

lestanzedelvetro.eventbrite.it

INFORMATION
info@lestanzedelvetro.org
T+39 041 5229138

LE STANZE DEL VETRO PLDEDTRURS o
Isola di San Giorgio Maggiore, Venezia artsystem@artsystem.it

toll free 800 662 477
Virtual Tour 3D on lestanzedelvetro.org @rt system GIGRGTO CIN
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32 EAST 57TH STREET
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(212) 421-3688

paceafricanart.com
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LORENZO QUINN launches NFT collection

A limited series of 8 NFTs based around QUINN's 8 global goals will be released on Kalamint in November
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SUPPORT YOU CAN'T EAT GOLD LEAN ON ME
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The series pieces (SUPPORT, CANNED SOCIETY, LOVE U, GIVE, LEAN ON ME, YOU CAN'T EAT GOLD, EMPATHY and GAIA)
each come with a poem written alongside and will be delivered to winning bidders.

Head to www.apollo-magazine.com and search QUINN for more information and for drop dates.
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LONDON +44 (0)20 7229 2140
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The 35" anniversary of Jorge Welsh Works of Art gives
us an opportunity to celebrate our own ‘porcelain people,
the individuals who have, through their dedication, expertise
and passion, helped and guided us on our journey of discovery
through the world of cross-cultural works of art.
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ANTOINE LESCALLIER
Lyon 1738- 7 apres 1778
SEATED WOMAN, AN ARM RAISED
Pencil and brown wash. Initials ‘AL’ on the left in pen and brown ink and inscription lower right, also pen and brown ink

‘Dessiné d’apres Nature par Antoine Lescallier 1770°.
Height: 43cm  Length: 33cm

STANDING MAN, ARMS OUTSTRECHED
Pencil and grey, blue, and beige wash. Initials ‘AL’ lower right in pen and brown ink and inscription lower left
‘Dessiné d’apres nature par Antoine Lescallier 1770°.

Height: 43.5cm Length: 33cm

Exhibiting at Fine Arts Paris, 6 — 11th November 2021, booth 46.

11, quai Voltaire, 75007 Paris
tel: (0) 1 42612979 mail: galerie.ratton.ladriere @wanadoo.fr website: www.ratton-ladriere.com
Instagram: @ galerierattonladriere



Andrea Solario Ecce Homo. Oil on panel, 66,5 x 47 cm. Sale 20 Nowv.

LEMPERITZ

1845

AUCTIONS IN COLOGNE

18 Nov. Jewellery 19 Nov. Decorative Arts 20 Nov. Old Masters 14-24 Nov. Paintings 15th-19t C. online
3 Dec. Photography 3/4 Dec. Modern and Contemporary Art Evening Sale/Day Sale
18 Nov.—8 Dec. Contemporary online. lempertz:projects 25 Nov.-15 Dec. Asian Art online 11 Dec. Asian Art

Cologne, Germany—T +49-221-92 57 290 —Iinfo@lempertz.com—www.lempertz.com



National Palace Museum of Korea, Seoul / Photo: courtesy Littleton & Hennessy/Asian Art in London
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Cover Sun, Moon, and Five Peaks,

19th century/early 20th century, Korea, colours
on silk, 196.1 x 364.8cm (overall, six panels).
National Palace Museum of Korea, Seoul

See feature on pp.48-53
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JAPANESE WORKS OF ART

Specialist dealer in works of art from the Meiji
period (1868- 1912)

ST EVE SLY

JAPANESE WORKS OF ART

2020 VISION OF AN
ENLIGHITENED RULER
VOL II

DOWNLOAD MY EXHIBITION BOOK AT:
https://www.steveslyjapaneseart.com/publications/

steve@steveslyjapaneseart.com
Tel:  +44(0)1202 026254
Mob: +44 (0)7774 635918

View the latest Japanese Works of Art at:

A LAPADA
. 2@ NaE D THE ASSOCIATION OF
WWW.SteveSijapaneseart.com www.2covet.com  ART & ANTIQUES DEALERS

www.facebook.com/SteveSlyJapaneseWorksofArt | www.instagram.com/slyjapaneseart | www.pinterest.co.uk/SteveSlyJapArt
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Courtesy the artist; Frith Street Gallery, London; and Marian Goodman Gallery, New York/Paris

EDITOR’S LETTER

The reel thing

1. Still from Craneway Event, 2009, Tacita Dean (b. 1965),
16mm colour anamorphic film, optical sound, 1 hour 48 mins

n 2009, the artist Tacita Dean completed

a long film about the choreographer Merce

Cunningham, to follow another, shorter
one she had made two years before. For one
hour and 48 minutes, Craneway Event (Fig.
1) observes the Merce Cunningham Dance
Company rehearsing over the course of three
days in the former Ford Motor Factory in
Richmond, California — a craneway being the
part of a factory where the raw materials are
unloaded, and an ‘event’ being Cunningham’s
term for the performances he would regularly
put on in non-theatrical spaces, from the
Piazza San Marco in Venice to the Park Avenue
Armory in New York. In 2010, when the film
was shown in the galleries representing Dean’s
work, I watched it through twice in one sitting
(it was ayear inwhich I had rather more time).
What had drawn me to the film in the first
place was its subject. Before Dean had finished
cutting the film together, Merce Cunningham
had died and the Company was about to
embark on its farewell tour, prior to disband-
ing according to its founder’s wishes. What
made me stay is the fact that Dean’s film is

APOLLO NOVEMBER 2021

not so much adocumentary as a sympathetic
commentary on Cunningham’s methods and
what seems like an almost telepathic rapport
with the dancers.

It can sometimes seem unsophisticated,
even reductive, to be drawn to art simply
because of its subject. In her essay, ‘Against
Interpretation’ (1977), Susan Sontag argues
against ‘reducing the work of art to its content’,
to make it easier ‘for arrangement into a mental
scheme of categories’. But Dean’s achievement
in Craneway Event and in her other, more
direct portraits of visual artists, such as David
Hockney, Mario Merz and, most recently, the
painter Luchita Hurtado talking to a much
younger practitioner, Julie Mehretu, is to make
her subjects matter in new ways, to make them
harder to categorise by the end of the film than
they were before. This she achieves through
her mastery of her chosen medium: 16mm
film. The medium - a word Dean insists on
when she talks to Robert Barry for this issue
(see Feature, pp. 42—47) —isresponsible for the
watchful, painterly quality of her work and
for the attentiveness of the fixed takes (partly

determined by the shortness of the film reels)
by which her camera seems to slow the pass-
ing of time. Thanks to its abandonment by the
cinema industry, however, analogue film - and,
crucially, the means by which to process it -
isin grave danger of becoming extinct; a state
of affairs Dean has been campaigning against
with great energy for a decade.

Jasper Johns, an artist who is often
described as ‘famously taciturn’ - perhaps
he is too busy thinking about his next artistic
move to enjoy giving interviews — has some-
times been more forthcoming about the peers
he admires. In 1968, for instance, he told News-
week, ‘Merce is my favorite artist in any field’
and he was the company's artistic adviser from
1967 t0 1980. As a monumental, two-part sur-
vey of Johns’s painting and sculpture runs
at both the Philadelphia Museum of Art and
the Whitney in New York (see pp. 90-91), one
can’t help thinking that Tacita Dean, who has
referred to what she calls ‘my history with old
men!’, might be just the artist to record his
restless spirit. @)

Fatema Ahmed, Acting Editor
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November
highlights

La Chine: The 18th-century
China Collection of the
Dresden Kupferstich-
Kabinett

Residenzschloss, Dresden

19 November-13 February 2022
www.skd.museum

Augustus the Strong brought
Chinese porcelain production to
Europe - but his love of China
did not stop at ‘white gold’. This
show presents highlights from
his vast collection of waterco-
lours, prints and drawings.

Peru
British Museum, London

11 November-20 February 2022
www.britishmuseum.org

From the birth of Chavin cul-
ture in around 1200 BC to the
fall of the Incas in 1532, this
display charts the history of
six successive Andean societ-
ies. More than 40 of the objects
on display are rare loans from
Peruvian museums, and range
from ancient burial regalia to
ceremonial drums and vessels.

20

Museum reopening
Courtauld Gallery, London
19 November
www.courtauld.ac.uk

After three years and a £9.5m
refurbishment, the north wing
of Somerset House — William
Chambers’ neoclassical master-
piece on the Strand - reopens
to the public with more room
than ever before to display
Samuel Courtauld’s celebrated
collections of art, spanning the
middle and modern ages.

La Surprise:

Watteau in Los Angeles

J. Paul Getty Museum,

Los Angeles

23 November-20 February 2022
www.getty.edu

La Surprise (c. 1718—-19; pictured)
was esteemed in Watteau’s day
as one of the finest of his fétes
galantes, but in 1848 it van-
ished — until 2017, when it was
acquired by the Getty. It is at the
centre of this display of 12 works
by Watteau in LA collections.
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J. Paul Getty Museum, Los Angeles / Photo: Andreas Diesend; © SKD, Kupferstich-Kabinett /
The Courtauld, London (Samuel Courtauld Trust) / Photo: © The Trustees of the British Museum



© Lubaina Himid / Photo: Museum of Fine Arts, Boston / Photo: Anders Sune Berg / © Ray Johnson Estate

Lubaina Himid

Tate Modern, London
25 November-3 July 2022
www.tate.org.uk

Incorporating an impres-

sive range of media, Lubaina
Himid’s work is driven by an
impetus to uncover hidden
histories — often with biting
satire. This major retrospective
extends from her role in the
British Black arts movement
of the 1980s to paintings cre-
ated during lockdown.
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Ray Johnson c/o
Art Institute of Chicago
26 November-21 March 2022

www.artic.edu

Once described as ‘New York's
most famous unknown artist’,
Ray Johnson left his mark on
Pop, Neo-Dada and conceptual
art, most particularly as the

creator of ‘mail art’ in the 1940s.

Contending that he was most
inventive in collaboration, this
show examines his work along-
side that of his correspondents.

APOLLO NOVEMBER 2021

Dutch and Flemish Galleries
Museum of Fine Arts, Boston
20 November

www.mfa.org

Coinciding with the launch

of its Center for Netherlandish
Art — the first research facil-
ity of its kind at a US museum
— the MFA has renovated and
rehung seven galleries to pres-
ent a broad overview of art,
commerce and science across
Flanders and the Netherlands
in the 17th century.

Jens Adolf Jerichau
Louisiana Museum

of Modern Art, Humlebak
28 October-6 March 2022
www.louisiana.dk

Jens Adolf Jerichau died at the
age of 25 in 1916, but his short
career proved a major influence
on later Danish painters such

as Asger Jorn and Per Kirkeby.
This show considers how he
measured himself against the
Old Masters, and his meetings
in Paris with the likes of Picasso.
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Should museums be
dabbling in NFTs?

The British Museum is one of several leading museums
selling non-fungible tokens (NFTSs) of works in their

collection. But what are the institutions really selling -

and do they understand what serious buyers want?

Bernadine Brocker
Wieder

or those following some of the coverage
F of the digital art market and the boom

in non-fungible tokens (NFTs), it’s
tempting to say that museums should have
nothing to do with what seems like a fad or a
bubble. This view ignores what NFTs really
are and what they mean to serious collectors
- and how much this has in common with the
idea of the museum itself.

If you speak to the biggest crypto collectors
about what they would like to do with their
NFTs, the word they use - and they mean it
as averb —is ‘hodl’. It derives from "HODL', an
acronym that stands for ‘hold on for dear life’.
Over the past five years, crypto investors have
held on to their assets despite the volatility and
speculation all around them. On forums such
as Reddit or Twitter, they advise each other to
keep calm and hodl. Of the Bitcoins available
to buytoday, 79 per cent are held by long-term
investors who consider them ‘digital gold’, with
only 21 per cent held and traded by speculators.

Since 2013 (but mainly over the past two
years thanks to standardisation and techno-
logical advances) cryptocurrency hodlers
have found an alternative focus for their long-
term investment strategy: the digital creative
economy. Their holdings (which have some-
timesincreased in value by 1,000 times when
converted to flat currencies) now make their
way into supporting artists, creatives and
metaverse real estate: the ‘long term’ that
resonates with this culture.

22

Despite the existence of a generational
divide and a lack of common language, ‘hod-
ling has alot in common with the traditional
mindset of museums and collectors. Insti-
tutions preserve cultural assets through
pandemics, art-market speculation, shady
dealings, popular disinterest and even civic
upheaval. And museums, on the whole, reject
calls for deaccession even in the darkest
moments, believing that the long-term value
of their holdings for humanity supersedes
any short-term gain.

When an NFT by Beeple that was stored
on the Ethereum blockchain sold for $69m at
Christie’s early in 2021, the wider world took
notice. But when the buyer, Metakovan, talks
about what he wants to do with Everydays:
The First 5000 Days, rather than selling it for
profit, he discusses collaborating with the art-
ist to set up a virtual museum the public can
access through virtual tickets. To Metakovan,
these 13 years’ worth of doodles are priceless
— representing an era.

Like it or not, history is often shaped by the
artefacts and opinions valued by the masses.
The subject matter of Beeple’s works may
not resemble the offerings in a Post-War and
Contemporary Art evening sale — calling to
mind instead the populist, satirical, contro-
versial commentary of, say, Jan Steen, Honoré
Daumier or William Hogarth.

Museums will undoubtedly need to deal
with NFTs in some capacity, even simply in
the form of donations (as was the case of the
ICA Miami and the gift of CryptoPunk 5293
from one of its trustees). Some like to jump
to the conclusion that museums are sitting

on a treasure trove of ‘NFT-able’ digital assets
because of their large collections of art, cul-
ture, pop and design.

At Vastari [an online platform that con-
nects private collectors with public museums],
we have noticed that the institutions we work
with are reconsidering decades of pumping
content on to the internet for free. Monetisa-
tion using blockchains and NFTs, when done
right, allows for the circulation of the asset
while also generating income from it. Funds
have already been raised for the Uftizi, the
Hermitage, the Whitworth (a project Vastari
was involved with) and the British Museum,
with more projects undoubtedly coming for-
ward soon.

But I would stress: if these museums
do not clearly define their internal attitude
towards digital assets, observers will easily
jump to the conclusion that they are selling
a high-priced equivalent of a low-value col-
lectible souvenir, or even a fractional share
in the original object. What, therefore, is the
long-term benefit for hodlers of these tokens?

For museums looking to get involved in
this technology, simply dabbling with the
minting and selling of JPEGs is indeed not
advisable. Instead, they would need to master
an authentic voice and business model — and
understand the skilful conjuring of transpar-
ency, timestamping, FOMO (fear of missing
out), community and creativity that drives
this new wave of technology.

Bernadine Brocker Wieder is the
founder and CEO of Vastari and
vastari Labs.
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Douglas McCarthy

hen the British Museum recently

announced its intention to sell NFTs

of prints by Hokusai, many seemed
surprised, intrigued or somewhat bemused.
‘Museum Twitter’ lit up with passionate
threads, heated discussion and sarcastic
memes. The British Museum, howevetr, is not
the only venerable institution to enter this
voguish domain. This year the State Hermit-
age Museum, the Uffizi Galleries and the
Whitworth Art Gallery have also sold NFTs
based on their collections.

In May, after the Uffizi sold an NFT of
Michelangelo’s Doni Tondo for $170,000, its
director Eike Schmidt said, ‘It’s not a change of
direction in terms of revenue, it is an additional
revenue.’ In July, the Hermitage reportedly
earned $440,500 from auctioning NFTs of
five masterpieces by Giorgione, Leonardo,
Kandinsky, Monet and Van Gogh. The muse-
um’s director, Mikhail Piotrovsky, said that the
auction was ‘an important stage in the devel-
opment of the relationship between person
and money, person and thing’.

At first glance these ventures seem to
encapsulate the ethical tension between muse-
ums on the one hand democratising access to
their collections and, on the other, financialis-
ing them as assets in NFT marketplaces. Take
a moment to reflect, however, and you might
conclude that they are entirely in keeping with
normal museum practice. To understand why,

we need to make a brief detour into copyright.

Like many museums around the world, the
British Museum, to take just one example, uses
copyright to restrict reuse of its digital collec-
tions. It claims new copyrights when it makes
digital facsimiles of public-domain works in
its collections — works in which copyright no
longer exists, or never existed in the first place
—just like the Hokusai prints from which the
museum is now minting NFTs. Do these digi-
tal facsimiles actually qualify for copyright
protection? The relevant law is complex and
lacks international harmonisation.

Claiming copyright in these digital surro-
gates allows museums to erect a legal scaffold
upon which restrictive reuse policies can be
built. It enables their attempts (however vain
they may be in practice) to monopolise the
supply, publication and monetisation of digital
collections. Image supply and reproduction
fees can be ruinously expensive and the neg-
ative effects of such restrictive policies on
authors and academics — especially those work-
ing in image-focused research fields such as
art history — are well known.

According to the website of LaCollection,
the British Museum’s commercial partnetr,
‘Each NFT is associated with a certificate of
authenticity, signed by the art institution that
owns the original artwork.” This statement will
raise the eyebrows of many art historians. The
Great Wave was the first print from Hokusai’s
series Thirty-Six Views of Mount Fuji (Fugaku
sanjurokkei), of which around 5,000 impres-
sions were printed. It has since become one of
the most reproduced and well known images

in the world. So the notion of buying a ‘super
rare’ editioned token of the Hokusai print is
rather odd.

To market limited-edition NFTs of pub-
lic domain works is to confect scarcity where
none exists. Prints of The Great Wave are held
in museum collections all around the world
and several of these institutions offer high-
resolution digital files of The Great Wave freely
available for download and unrestricted reuse
by anyone, anywhere — no strings attached.

The massive energy consumption of Proof
of Work (PoW) blockchains, currently used
as the basis for cryptocurrencies such as Bit-
coin — and for the time being Ethereum, upon
which most NFTs are based, deepens the ethi-
cal conundrum for museums, running counter
to their stated intention of reducing their car-
bon footprint.

In 19th-century Japan, the right to manu-
facture and disseminate printed works was
called zohan (possession of blocks). Museums
selling NFTs of their collections today have
unwittingly revived zohan on 21st-century
blockchains. The price of a Hokusai print in
1842 was fixed at 16 mon, approximately the
cost of two portions of noodles. At the time of
writing, bidding on the British Museum’s first
NFT of The Great Wave has surpassed £6,000.
If Hokusai were alive today, he would surely
be astonished.

Douglas McCarthy is co-editor of the
Open GLAM Medium publication and
collections engagement manager at
Europeana.

APOLLO NOVEMBER 2021

23




THROCKMORTON FINE ART

] BTt ATy V)
= . s b
- . . - -G i : N e A A T LR
AT T st o e TRl VI S F :
R AT B B s MRS B A \
) N =y . " &
I 25 K y i o ol - "
i £ N e i .= ;
: i {1 Pl !

ot
bt KR i b ]

AR T T A
.""_'ﬂ';f'. ;ﬁ.::‘: o

China

Standing Buddha with Halo

Northern Qi Dynasty, 550-577 CE
Marble with Polychrome

H: 32 in. w/base (28 in. Buddha) Halo: 10 in.

145 East 57th Street, 3rd FI, NY, NY 10022
Tel.212.223. 1059 Fax. 212.223. 1937

Info@throckmorton-nyc.com www.throckmorton-nyc.com



DIARY

‘In Dresden, Dostoevsky
stood on a chair to examine
the Sistine Madonna’s face’

1. Fyodor Dostoevsky, 1872, Vasily Perov
(1834-82), oil on canvas, 99 x 80.5cm.
State Tretyakov Gallery, Moscow
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ainting held a particular interest for
Fyodor Dostoevsky (1821-81), who was
born 200 years ago this November. This
was perhaps not all that strange in a culture
where literature and art were deemed ‘insepa-
rable twins’. Gogol wrote a story that revolved
around painting, “The Portrait’, in 1835, and
his friend Alexander Ivanov depicted them
both as prophets with a message for contem-
porary Russiain hisepic canvas The Appearance
of Christ to the People (1837-57).In Anna Kar-
enina (1878), Tolstoy introduces the character
of Mikhailov, an expatriate Russian artist paint-
ing a scene from Christ’s Passion, and the
author was painted by sympathetic contem-
poraries as a moral crusader in a peasant shirt
or behind a plough. Dostoevsky shared the
common preoccupation with Russia’s destiny
and Christian belief, but his engagement with
art was of a different order. He forged no close
friendships with painters, agreed to sit for his
portrait only once (Fig. 1) and demonstrated
only moderate critical acumen when review-
ing two St Petersburg exhibitions. More
importantly, he maintained a deep reverence
throughout his life for Italian, French and
German Old Masters, despite developing an
increasingly xenophobic ideology after he was
allowed to return from exile to St Petersburg
in 1859. Particular masterpieces by his favou-
rite painters, Raphael, Holbein and Claude
Lorrain, occupy a vital position in the scaf-
folding he built to support the aesthetic and
religious credo developed in his great novels,
culminating in The Brothers Karamazov, com-
pleted a year before his death.

Raphael’s Sistine Madonna (1512; Fig. 3)
represented the supreme expression of Dosto-
evsky’s spiritual and aesthetic ideal. By the time
he saw it in the 1860s, the cult of the painting,
long established in Russia, was already subject
to attack by hisideological adversaries - radi-
cal utilitarians who saw greater value in a pair
of shoes. When the newly married Dostoevsky
fled Russia with his young stenographer wife in
1867, escaping creditors, the Sistine Madonna
was the painting above all he wanted to show
her. In Dresden, on their belated honeymoon,
Dostoevsky would spend hoursin the Gemalde-
galerie Alte Meister gazing rapt at the picture.
The suffering and tenderness in the Madonna’s
face which so moved him can be compared to
its expression in Russia’s most famous icon,
the Vladimir Mother of God, and in the icon
most venerated by the Dostoevsky family, The
Joy of All Who Sorrow (Fig. 2). If the devout
author did not view Russian icons through
the same prism as he did Western religious
painting, it was because their purpose was to
aid prayer; only in the 20th century were they
also regarded as ‘“works of art’.

References to Raphael abound in Dosto-
evsky’s letters and manuscripts. Dostoevsky
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2. An 18th-century icon depicting the Virgin as the Joy of All Who
Sorrow. Andrei Rublev Museum of Ancient Russian Art, Moscow

may have lacked Lermontov’s artistic talent,
but as a graduate of the Imperial Engineering
Academy he was a trained draughtsman, and
he thought in visual images. In the prepara-
tory drawings that filled his notebooks, along
with elaborate calligraphy and Gothic arches,
he sketched his fictional characters first as
faces, including one which resembles the Sis-
tine Madonna. Raphael’s name also appears
in Dostoevsky’s novels, most noticeably in
Demons (1872), in the liberal intellectual Ste-
pan Verkhovensky’s passionate defence of the
eternal values represented by beauty and art.
Dostoevsky first conceived this novel during
a nine-month stay in Florence. He and his
wife lodged opposite the Pitti Palace, a short
walk from the Uffizi; he also greatly admired
the Duomo, while Ghiberti’s bronze doors for
the Baptistery, especially the one depicting
Paradise, reportedly sent him into ecstasies.

It was in Florence in 1868 that Dostoevsky
completed his novel The Idiot, in which he set
out to create an image of a ‘positively good
and beautiful man’ in the character of Prince
Myshkin. He had recently been shaken almost
tothe point of an epileptic fit by an encounter
in Basel with Holbein’s The Body of the Dead
Christinthe Tomb (1521) and the painting is dis-
cussed in The Idiot at two significant junctures.
This masterpiece of the Northern Renaissance,
in which the revolutionary, hyperrealistic
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evocation of Christ’s corpse appears to deny his
divinity, can be construed as a kind of mirror
opposite of the Sistine Madonna.In The Idiot
the painting functions as a powerful emblem of
Dostoevsky’s central theme — modern society’s
loss of faith — yet like so much in his creative
universe its meaning in the novel is ultimately
ambiguous, as was Holbein’s relationship to
the nascent Reformation. Dostoevsky’s charac-
ters look up to see a reproduction of Holbein’s
painting hung above a doorway, emulating the
experience of visitors at the Kunstmuseum in
Basel, to whom it appears that Christ’s body
is unequivocally succumbing to the all too
human process of corruption. In Dresden,
Dostoevsky had stood on a chair to examine
the Madonna’s face closely. In Basel he risked
scandal to study Holbein’s elongated canvas
at eye level. Thus he could perceive signs of
inner radiance and imminent resurrection
which inescapably recall the epigraph from
John 12:24 in The Brothers Karamazov: ‘Ver-
ily, verily, I say unto you, Except a corn of
wheat fall into the ground and die, it abideth
alone: but if it die, it bringeth forth much
fruit. Dostoevsky’s apparently simultaneous
combination of traditional Western European
perspective with the diametrically opposed
‘reverse perspective’ of Russian icon-painting
contributes to the fundamentally modern
polyphonic texture of his writing.

3. Sistine Madonna, 1512, Raphael (1483-1520), oil on
canvas, 265 x 196cm. Gemaldegalerie Alte Meister, Dresden

For his birthday in 1879, Dostoevsky was
overjoyed to be given a photographic repro-
duction of the Sistine Madonna (cropped to
exclude saints and cherubs). His wife Anna
Grigorievna hung it in a dark oak frame over
the couch in his Petersburg study on which
he died; during the last year of his life she
would encounter him standing before itin a
state of profound contemplation, as if it were
an Orthodox icon.

A reproduction of the Sistine Madonna
also hung in Tolstoy’s study in his last years,
the gift of a favourite cousin, although one
disciple reported that mere mention of the
painting was enough to bring on an ‘attack of
suffocating, blasphemous anger’. One wonders
how both Tolstoy and Dostoevsky might have
reacted to the circumstances in which the Sis-
tine Madonna would one day be exhibited in
Russia. At the end of the Second World War
the Red Army took the painting to Moscow
and, in 1955, at the height of the Thaw, tens of
thousands of Soviet citizens queued to see it
before it was returned to Dresden. @)

Rosamund Bartlett, a biographer and
translator of Chekhov and Tolstoy,
wrote the introduction to The Russian
Soul: Selections from A Writer’s Diary
by Fyodor Dostoevsky (Notting Hill
Editions).
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It’s not easy to repackage a

museum devoted to a Victorian
missionary for the present day’

Samuel Reilly at the birthplace
of David Livingstone

1. The David Livingstone Birthplace Museum, Blantyre

tepping off the train at Blantyre —a small
satellite of Glasgow, eight miles or so
south-east of the city - feels an awful
lot like stepping into a shrine. Greeting you
on the side of the platform are two iron figures
wearing African-style face masks and bearing
between them an empty hammock. Into the
path that leads to town is set a series of stone
plaques framed with Celtic designs; the first
reads simply ‘David Livingstone — Missionary
— Doctor — Explorer — Man of Africa’.
Livingstone was born at Shuttle Row, a
tenement block for the families of workers at

APOLLO NOVEMBER 2021

Blantyre Mills, in 1813. In 1929, half a century
after he died with malaria and dysentery in
what is now Zambia, the building reopened
as the David Livingstone Centre. Its collec-
tion included objects owned by Livingstone,
ranging from geographical and medical imple-
ments to African craft objects, as well as relics
acquired by acolytes after his death, and the
Blantyre Works Library, a collection of books
that were provided for the education of families
like Livingstone’s. At the opening, the Church
of Scotland led a service for a congregation
of some 10,000, broadcast on BBC Radio; the

Duchess of York ceremonially unlocked the
door to the Livingstones’ family room, at which
point the kirk’s pastor James Macnair declared
that “The door just opened is narrow and the
stair it leads to, stiff and difficult — fit symbol
of the life of the great man born there.’

When I visit in late July, the building has
just reopened (with considerably less fanfare),
after being closed for a four-year renovation
(Fig.1). It has been renamed the David Living-
stone Birthplace Museum, although at first
glance, there’s little to distinguish the place
from the hagiography of old. Lowering down
from the limewashed walls is a plaque of Liv-
ingstone in profile, all beetling brow and fierce
moustache. In the grounds behind is a mar-
ble-and-bronze fountain depicting the globe,
built by Charles d’Orville Pilkington Jackson
and installed ahead of the opening in 1929; it’s
tilted so that Blantyre is at the top of the world.

The changes that have been made inside
the new museum, though, do a fine job of
bringing the place up to date. It’s not easy to
repackage a museum devoted to a Victorian
missionary for the present day — especially
with a figure as complicated and contrary as
Livingstone. He was instrumental in forcing
the British government to intervene in the
East African slave trade, yet his excursions
into the interior of the continent — under his
chosen banner of ‘Christianity, Commerce
and Civilisation’ - inspired followers such as
Henry Morton Stanley who were rather less
interested in the well-being of the locals, and
paved the way for the exploitation of Africa by
the likes of Stanley’s paymaster, Leopold II of
Belgium. The curators have confronted these
difficulties in a way that neither lionises nor
damns, but looks at Livingstone’s achieve-
ments — as well as his considerable failures
—in light of the world he came from, the one
he lived in, and the one he helped to shape.

The room of his birth is preserved, with its
truckle beds, its pots and pans, and hanging
from the ceiling the ‘farlie’ basket where food
was kept out of the reach of rats. In the corridor
outside is a spinning jenny; from the age of 10,
Livingstone worked 12-hour days as a piecer,
ducking under the frame to mend broken cot-
ton threads. Livingstone, perhaps realising it
was his best hope of a way out, would read late
into the night; by day, the other kids made a
game of chucking bobbins at the books he
would balance on the cotton machine.

After he crossed the continent of Africa
from East to West in the 1850s, finding the
Zambezi (or “Victoria’) Falls en route, Living-
stone became one of the most famous men in
the British Empire. That he had risen to this
position from such poverty formed a crucial
part of the cult of personality that was built
around him. The Victorians liked to think of
his time in Africa in terms of continuity - his
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character forged in hardship, he was primed
to excel when confronted with the dangers
and deprivations that lay ahead. In reality,
Livingstone was tremendously ill-suited to the
life he had taken on. He'd swallowed the pro-
paganda of missionary pamphlets wholesale
and was unprepared for the realisation that
this was unglamorous, thankless work. His
mentor Robert Moffat had spent two pains-
taking decades achieving perhaps 40 converts
in Kuruman; Livingstone managed only one,
Chief Sechele of the Kwena tribe in Bechua-
naland (now Botswana), in the course of his
whole career.

The museum shifts gear when Livingstone
gets to Africa. Sechele proved a far more suc-
cessful evangelist for the gospel; the museum
gives him his due, with photographs, personal
effects (including gifts from Livingstone and
his wife, Mary, of basins and trays), and wall
texts making plain the political sacrifices
Sechele had to make in agreeing to monogamy.
It’s part of a broader strategy in the redisplay
of focusing on the individuals whose stories
have previously been absorbed into Living-
stone’s — from Mary Livingstone, who was

Robert Moffat’s daughter, to James Chuma
and Abdullah Susi, who led the remarkable
expedition to carry Livingstone’s body more
than 1,000 miles to the coast so that it could
be returned to Britain and interred at West-
minster Abbey. There are also more nefarious
figures, represented here by displays of objects
from a slaver’s caravan — Conus shell currency,
ivory loudspeakers, satchels. Livingstone once
declared that his final expedition, to seek the
source of the Nile, was a means of securing
such renown that it would ‘open my mouth
with power among men’ - men who had so far
shown little interest in intervening in slavery -
and ‘remedy an enormous evil’. The museum
shows that his rigid pursuit of this goal ironi-
cally led him to befriend his enemies.

The curator, Natalie Milor, hasn’t shied
away from spectacle - visitors can find here the
red shirt which Livingstone was supposed to
have been wearing on his meeting with Stanley
in 1871 (‘Dr Livingstone, I presume?’); a terrifi-
cally hammy sculpture of the lion that mauled
his arm on his arrival in South Africa in 1844;
and a cast of his badly reset humerus - one of
many which circulated as relics after his death.

2. 'Mercy’, 1929, from a series of eight polychromatic plaster tableaux depicting the life of Livingstone
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But these moments, placed for the first time in
a broader context, add up to more than hero
worship. Nowhere is this made clearer than in
the museum’s treatment of its series of eight
painted plaster tableaux, commissioned from
Pilkington Jackson in the 1920s (and newly
conserved here). They depict scenes from
Livingstone’s life as allegories of Christian
virtues: ‘Courage’, when greeting a group of
Zulu warriors; ‘Mercy’, when confronting an
Arab slave trader (Fig. 2); ‘Endurance’, as he
battled the illnesses that would kill him. In the
final room, the tableaux have been recreated
as animations: a new commission, scripted
by the Zimbabwean author (and Livingstone
scholar) Petina Gappah, which imagines the
stories of — and gives names to — the Africans
who appear alongside him.

What visitors will make of all this is another
question. At the exit, I overhear a mother scold-
ing her young son, who is bent over the visitors’
book. “You're supposed to write what you think,
she says. He'd drawn a big picture of a lion. @)

Samuel Reilly is editorial assistant
at Apollo.
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‘A photograph is
not a building’
Wiles
photographers from
architectural critics

1. Gottfried Bohm, Church of the Resurrection of Christ, Cologne, Germany,
2020, Hélene Binet (b. 1959), digital black-and-white silver-gelatin print, 102 x 80cm

32

hotography began as architectural pho-
tography. In the earliest days of the art,
long exposure times meant that water
smoothed into poured concrete, trees became
smoky and skies turned featureless. Humans
rarely lingered long enough in the frame to
register — the first person captured on film, by
Louis Daguerre himself in c. 1838, is standing
still to have his shoe shined, and even he has
the indistinct outline of a phantom. But build-
ings stayed put. View from a Window at Le Gras,
made by Joseph Nicéphore Niépce in around
1827 and believed to be the earliest surviving
photograph, is of towers and rooftops.

This history might help explain why archi-
tectural photography continues to have an
ambiguous relationship with the human fig-
ure. We’ll come back to that. What’s possibly
more surprising is its ambiguous relationship
with architecture itself. Architectural photog-
raphy shook off a servile attitude to its subjects
and started to exert itself as a distinct art at
about the time (not coincidentally) that the
development of the halftone process made
the reproduction of photographs in books
and periodicals more practical. When mod-
ernist architecture appeared, the trademark
view of its enthusiasts was the Dutch angle,
the narrow frame, the from-beneath or below,
as if the orthogonality of the subject made the
tripod redundant.

Architectural photography seemed to
picked up a more assertive spirit from the
muscular engineering that was increasingly
its interest. In 1919 Emil Otto Hoppé photo-
graphed the towers of Manhattan through the
suspension cables of Brooklyn Bridge, so that
neither towers nor bridge were really distinct,
and the view is dominated by the diagonal grid
of intersecting black lines. Everything else is
in motion. Laszlo Moholy-Nagy photographed
the Berlin Radio Tower from its upper level,
looking straight down, turning it into a vast
orbital megastructure viewed from a dock-
ing spacecraft. In 1929 Alexander Rodchenko
photographed the Shukhov radio tower from
beneath, making it a mandala of pure geometry.

‘T've always tried to get to the essence of
a space, partly as a reaction to the feeling in
the architectural profession that photography
should do more — wider angles, more colour,
more technique, and these days, Photoshop,’
says Hélene Binet, one of the greatest living
architectural photographers, in an interview
that accompanies ‘Light Lines’, a retrospec-
tive of her career at the Royal Academy (23
October-23 January 2022). ‘Given the impos-
sibility of representing architecture itself, the
tendency can be to overdo it, whereas my strat-
egy is to withdraw.’

The feeling that Binet alludes to extends
beyond the architectural profession. Formal-
ism cost Rodchenko dear when the glaciers
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of socialist realism rolled in. And the same
censorious attitude remains busy today. Why
can’'t architectural photography simply repre-
sent its subject? Why can’t it settle down and
simply show us what a building looks like?
It was something we would hear quite often
working on architecture magazines, that we
were prioritising photographs that looked good
as photographs over photographs that were a
dutiful document of buildings. This, it was
sometimes argued, was a corrupting influence
on architectureitself, asif the photographer’s
eye for artful abstraction was making build-
ings themselves more abstract.

These are questions that have become
more pressing now that so many people are
architectural photographers, even ifthey don’t
know it. The space around us is increasingly
consumed through a lens, and this affects
the eye. Even if we are not holding up our
phone and capturing a striking building for
Instagram, with or without ourselves in the
foreground, we may be judging our surround-
ings by their suitability for that purpose. That
suitability as backdrop may be bleeding into
the way buildings are designed - it is certainly
influencing the design of installations — but
it’s worth noting that people are abundant in
this popular photography, while they remain
elusive in architectural photography. This is

sometimes held up as evidence of some kind
of flaw in the art, or in the architecture itself
—that people would somehow spoil the effect,
or give the game away.

Certainly people seldom appear in Binet’s
work (Fig. 1). Asked by exhibition curator Vicky
Richardson why that might be, Binet answers:
“The reason is that I want you to go into the
photograph. IfI include a person you immedi-
ately start to reflect on the role of that person
l...] In the industry there’s an idea that if you
photograph a building with people in it, then
it’s the proof of a better piece of architecture.

The presence of people changes the
meaning. A decade ago Iwan Baan — another
architectural photographer with a claim on
‘ereatest living’ — published Living With Mod-
ernism, a collection of photographs of the
modernist capitals Chandigarh and Brasilia.
Every frame contains a person, or a sign of
everyday life, and the volume manages to be
both a sly comment on the messy intersection
between utopian design and humdrum normal-
ity, and a gentle tribute to those extraordinary
places and their ordinary inhabitants (Fig. 2).

Living With Modernism subverted the idea
that modernist architecture is designed to
look good in photos, not to be lived with, by
making it look good with people living in it.
But the people do have a tendency to make

2. View of the Palace of Assembly, Chandigarh, designed by Le Corbusier and photographed
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by Iwan Baan (b. 1975) for his publication Brasilia — Chandigarh: Living With Modernity (Lars Muller, 2010)

themselves the subject. Attempting to square
the circle of including people while still focus-
ing on the architecture leads to the off-centre,
faceless sylphs that flit through many archi-
tectural publicity images, making something
out-of-focus in the kitchen, caught on their
way out of frame, wearing something back-
less on a balcony.

These cliches are what make Binet’s can-
did, even puckish, defence of uncompromising
formalism so refreshing. It is unreasonable to
make demands of architectural photography
that we don’t make of architecture itself. We
very rarely approach a building like a 17th-
century draughtsman striding towards the
big house, front and centre, tailcoats flapping.
We consume buildings in corners and frag-
ments, not in single gulps of symmetry, and
our eye is drawn to the diamond of light cast
by a window across the wall. And, even more
fundamentally, a photograph is not a building.
“There’s no way you can describe everything
that belongs to the experience of space, Binet
tells Richardson. ‘It was clear to me that I was
creating photographs that work because they
contain their own world and don’t try to cap-
ture the architecture in its totality.’ @)

Will Wiles’s most recent novel is Plume
(Fourth Estate).




INQUIRY

Louis Wain's series of
‘Kaleidoscope Cats’ are
often regarded as the
acme of ‘asylum art’,

but the tendency to
pathologise his drawings
may obscure what makes
them so arresting and
technically original

By Kirsten Tambling

1. Kaleidoscope Cats I-VIlII, 1920s/30s, Louis Wain

(1860-1939), gouache on paper, variable dimensions.

Bethlem Museum of the Mind, London
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All photos: © Bethlem Museum of the Mind/Bridgeman Images



n 1939, the psychiatrist Walter Maclay found

eight coloured drawings in a Notting Hill

junk shop. They all show cats. A sepia tabby
presents its profile against a background of
softly coloured leaves; another with long hair
and saucer eyes is apparently suspicious of
something just out of sight. The third, more
firmly outlined, is on the prowl, against a jag-
ged, electrical force field that seems to emanate
directly from its dark orange fur. The remain-
ing five, densely patterned, symmetrical, and
coloured with the luminosity of stained glass,
are virtually abstract — except that they all
coalesce around a pair of pointed ears, a grin-
ning mouth, and two twinkling eyes (Fig. 1).

Maclay quickly recognised these drawings
as the work of Louis Wain (1860-1939), a popu-
lar but financially unsuccesstul commercial
illustrator, who had died in July of the same
year. Wain is played by Benedict Cumberbatch
in abiopicreleased in January 2022 in the UK,
which explores his scandalous marriage to his
sisters’ governess, her early death from cancer,
his subsequent rise to fame as a ‘cat artist’, and
the overwhelming and increasingly violent
delusions that ultimately led to his admis-
sion to the pauper ward of Springfield mental
hospital, Tooting, in 1924. The eight draw-
ings found by Maclay, popularly dubbed the
‘Kaleidoscope Cats’, were probably produced
after Wain was institutionalised. They are now
in the collection of the Bethlem Museum of
the Mind and remain, for many, emblematic
of ‘asylum art’. At the end of the film, The
Electrical Life of Louis Wain, they appearin a
Hitchcockian dream sequence, melding and
metamorphosing into one another, reflect-
ing Cumberbatch’s own comment, in Chris
Beetles’ new book on Louis Wain’s Cats (2021),
that, with Wain’s story, ‘everything seems to
blur in a kaleidoscopic mess of electricity,
cats, love, loss of control and chaos’.

Wain was at his peak from the 1880s until
the early 1900s. His anthropomorphic cats,
often brightly coloured and usually engaged
in fashionable contemporary activities — at
the seaside, playing golf, going for a drive,
taking tea (Fig. 2) — were widely circulated in
annuals, illustrated newspapers, postcards
and magazines. Their popularity coincided
with the expansion of the commercial print
market and development of colour reproduc-
tion, and it is estimated that during this period
Louis Wain regularly painted some 600 cat
pictures a year (along with occasional dogs
and birds). Unfortunately, his father’s death
in 1880 had left Wain the main breadwinner
for his mother and five sisters — and he had
neglected to copyright hisimages. As aresult,
the family remained in near penury even as
Louis Wain's Annuals were becoming ubiqui-
tous in family homes. It was only after Wain
was ‘discovered’ in the Springfield paupers’

APOLLO NOVEMBER 2021

ward in 1925 that a national campaign raised
the money to transfer him to the more salubri-
ous Bethlem Royal Hospital, then in Lambeth,
south London, and finally in 1930 to Napsbury,
near St Albans.

Even before his breakdown, Wain’s delu-
sions and obsessive theories — including the
belief that cats’ fur generated electricity, and
that, like magnets, the creatures habitually
faced north — marked him as an eccentric. In
1896, as part of a profile in The Idler, the jour-
nalist Roy Compton watched in amazement
as Wain, ‘too true an artist to have professional
affectations or conceits’, dashed off a cat with
‘marvellous [...] rapidity and ease’, all the time
spouting the conviction that ‘our English cats
are slowly but surely developing into stronger
types|[...] the face becom[ing] condensed, asit
were, into a series of circles’. Compton’s piece
was accompanied by a composite photograph
showing Wain’s head, in profile, emerging out
of acrescent moon. TheIdlerimagineshimasa
dreamer with his head in the clouds, but Comp-
ton’s description of Wain’s genial peculiarities
also seems designed to echo the ancient idea
that creativity is cousin to madness — Shake-
speare’s characterisation in A Midsummer
Night's Dream of ‘the lunatic, the lover and the
poet [...] of imagination all compact’.

In this vein, 19th-century readers might
also have thought of the painter of fairies and
fantasies Richard Dadd (1817-86). In 1843, this
young artist of promise had precipitously dis-
appeared from the art scene when, apparently
in a fit of ‘monomania’, he had murdered his
father whom he believed to be the devil in dis-
guise. ‘No living artist possessed a more vivid
or delicate imagination, the monthlyjournal
Art-Union had pronounced, ‘and there is no
doubt that the excess of this quality predis-
poses to the disease which has triumphed
over him. Like Wain, Dadd was resident for
a time at Bethlem Royal Hospital, though as
a murderer he was confined to its wing for
criminal lunatics. He continued to paint for
the next 40 years: intricate oils and water-
colours such as Contradiction: Oberon and
Titania (1854-58), an illustration to A Midsum-
mer Night's Dream, and Sketch of an Idea for
Crazy Jane (1855), in which a young woman
driven mad by love (apparently modelled by
a fellow inmate) stares intently at the viewer
from beneath a birds” nest crown of twigs,
flowers, feathers and flyaway hair.

Over the course of the late 18th and early
19th centuries, the concept of the artist-vision-
ary was solidified and increasingly cultivated
by artists themselves, both within and out-
side the mainstream. Many Romantic and
post-Romantic artists such as Eugene Dela-
croix and Benjamin Robert Haydon, defining
themselves in opposition to the rationality of
the European Enlightenment, looked back

to the visionary William Blake. At the same
time, the elevation of the artist outsider coin-
cided with a dramatic increase in the number
of possible places where outsiders might be
confined. Between 1800 and 1900, some 120
asylums were founded or enlarged across Eng-
land and Wales. This was accompanied by an
expansion of the medical profession, which in
turn triggered a proliferation of new illnesses
and diagnostic categories. Both Bethlem and
Napsbury exemplified what was known as the
‘moral treatment’ for insanity, predicated on
rest, routine and light manual work (includ-
ing some types of art-making). Napsbury in
particular was imagined as a rural retreat,
its extensively landscaped setting, which
included a cricket ground and several small
garden pergolas, allowing patients access to
fresh air and exercise. By the final decades of
the 19th century, though, a new ‘degeneration-
ist’ theory of madness was in the ascendant.
Insanity was increasingly understood not
through ideas of inspiration or possession,
but as a physical deterioration of the brain:
as disease, no more, no less.

When Wain came to the attention of the
medical establishment in the 1920s, he was
diagnosed with schizophrenia. This condition
had been discussed in medical circles since the
1890s, but acquired its name (which literally
means ‘split mind’) only in 1908. Defined by
the German psychiatrist Emil Kraepelin, who
was working at the Heidelberg asylum, schizo-
phrenia involved the irreversible breakdown
of a patient’s mental faculties. In this sense
it was opposed to ‘manic depression’, whose
effects were understood to be cyclical. As doc-
tors sought to conceptualise it in subsequent
decades, the ‘Kaleidoscope Cats’ became a use-
ful reference point. They offered a window into
the mind of the schizophrenic — despite being,
at least in one sense, a psychiatrist’s creation.
It was Maclay who first grouped them together
and it was Maclay who organised them into
a numbered, chronological series, writing to
a friend that, though they had all been pro-
duced by the same hand, they ‘showed such
contrasting styles that I feel that some were
done before hisillness and some afterwards’.
In 1950, Francis Reitman, of the Netherne
Hospital in Surrey, argued that the ‘Kaleido-
scope Cats’ sequence demonstrated the loss
of psychic ‘unity’ and organisation charac-
teristic of schizophrenia. Describing how, in
patients he had observed, ‘a conceptual dete-
rioration takes place and the organisation of
pattern disintegrates’, he contrasted the cats
Maclay had put earlier in the sequence (‘well
organised as a whole’) with the abstract ones
at the end (‘lost in a maze of parts’).

Like Maclay, Reitman had spent time
at the relentlessly experimental Maudsley
Hospital, a psychiatric facility specifically
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THE MAN WHO DREW CATS

designed for teaching and research which had
opened in 1923. The Maudsley actively sought
new curative approaches, moving away from
‘moral treatment’ to explore shock therapy,
leucotomy and chemical intervention. In
the final decade of Wain’s life, Maclay and
a colleague, the German emigre Eric Gutt-
mann, were running a series of studies at
the Maudsley using the hallucinogenic drug
mescaline. It was widely believed that the tem-
porary state of mind triggered by mescaline
was comparable to psychosis, and so could
allow doctors to experience schizophrenia
for themselves — an ‘empathetic’ approach
that apparently endured well into the mid
century (Reitman recalled ‘ask|[ing]| people
irritably to leave me in peace, so that I could
enjoy my hallucinations undisturbed’). How-
ever, Guttmann and Maclay were particularly
interested in the effects of schizophrenia -
and therefore mescaline — on artists. When
he found the ‘Kaleidoscope Cats’ Maclay was
already seeking out examples of work by art-
ists known or believed to have suffered from
mental ill health. His collection included
artists as disparate as the Royal Academi-
cian-turned-spiritualist Charles Sims and
the dancer Vaslav Nijinsky, both of whom
had breakdowns during the First World War.

For psychiatrists, the luminescent
colours, geometric, fractal-like forms and
jagged force fields in the ‘final’ images in
the ‘Kaleidoscope Cats’ series corresponded,
usefully, to the mescaline experience. They
therefore confirmed schizophrenia as a state
of altered consciousness, and the art pro-
duced under its influence as partly the result

2. The Bachelor Party, n.d., Louis Walin,
oil on canvas, 29.5 x 60cm. Private collection
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of a broken and disorganised mind. (A more
positive assessment of the ‘trippy’ quality
of Wain’s art would later assist his reclama-
tion as a counter-cultural hero by artists
and musicians in the second half of the 20th
century.) At the same time, Guttmann and
Maclay’s experiments coincided with other
developments in painting generally, many of
which were directly compared (for better or
worse) with ‘asylum art’. A selection of Wain’s
paintings was exhibited in 1925 in London
at Twenty-One Gallery, Adelphi, which also
championed the work of William Nicholson,
Jacob Epstein and Graham Sutherland; in the
following decades, the painter and sculptor
Jean Dubuffet began assembling his collec-
tion of so-called Art Brut — work, as he put it,
‘emanating from obscure personalities, mani-
acs [...] animated by fantasy, even delirium’.
This positive strand of re-examination was
in part areaction to events elsewhere. In the
1930s, Nazi exhibitions of ‘degenerate art’
juxtaposed work by contemporary modern-
ists with work from the art collection of the
psychiatrist Hans Prinzhorn, primarily pro-
duced by patients at the Heidelberg asylum.
The suggested equivalence between mental
and artistic ‘degeneration’ turned on its head
the celebratory concept of the artist-visionary.
However, it also, conversely, suggested that
in the works of some of these patients, there
might be more to see.

Far from indicating a loss of his powers,
Wain’'s ‘Kaleidoscope Cats’ are among his most
seductive works. They are intricate, tightly
controlled and almost perfectly symmetri-
cal - his biographer, Rodney Dale, points out

that Wain was ambidextrous and suggests he
may have worked on them with both hands
simultaneously. The paintings he produced
after 1924 are abstract and figurative in equal
measure, neither mode predominating. In
many of them, cats ramble in sweeping gar-
dens, in front of fantastical buildings, half
thatched and half Italianate, dimly reminis-
cent of the architecture of Napsbury. Though
they do recall the intricate retlections of the
kaleidoscope, his densely patterned pieces
are also reminiscent of the kind of decora-
tive work produced by his mother - Compton
noted that she was responsible for the designs
of ‘the finest Turkey carpets’ — or even his
sisters, several of whom made ornamental
paintings along the edges of book pages and
on glass. This is indeed how his sisters seem
to have understood them. They continued to
visit every week, and to collect any artwork
that could be sold, but (according to one of
the nurses) they rejected ‘that wallpaper rub-
bish’, which could not. In the asylum, the
unworldly Louis Wain seems to have found
comparative freedom from such constraints
— able, at last, to experiment and explore. @

Kirsten Tambling is Postdoctoral
Research Associate on the AHRC-
funded ‘Shakespeare in the Royal
Collections’ at King’s College London.

Louis Wain’s Cats by Chris Beetles is
published by Chris Beetles Ltd and
Canongate Books; The Electrical Life
of Louis Wain will be released in the
UKin January 2022.
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Image courtesy Bonhams
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27 Dover Street, Mayfair, London
Mon-Sun: 10.00 - 18.00
Late night opening

Sun 31st Oct: 18.00 - 21.00
Mon 1st Nov: 18.00 - 21.00

INfo@marcelnies.com

Chinese, Japanese RQSEBERYS
& South East Asian Art LONDON

Fine Art Auctioneers & Valuers

Tuesday 9 & Wednesday 10 November

A pair of fine Chinese porcelain yellow-ground famille rose ‘medallion’
bowls, Shendetang Zhi, Daoguang period, circa 1831-1850
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