A. Ashcan City Life
“‘The Humanity of the Scene’: Empathy, the Abject and the Everyday in George Bellows and John Sloan”

David Peters Corbett, University of York
This paper develops a comparison between the representation of the city in two artists associated with the urban painters of the Ashcan School. My title reflects the contrast between Sloan, who said that he 'saw the everyday lives of people and on the whole ... picked out bits of joy in human life for my subject matter', and Bellows, whose works often seem calculated to block any sense of pleasure, hope or 'joy' the spectator could possibly derive from them. 'The humanity of the scene' seems to be in part what is at issue, and I have taken the phrase from a contemporary discussion of Sloan in Charles H. Caffin, The Story of American Painting (1907) to point to the tendency of recent commentators on the Ashcan artists to their stress their identification with the individuals who served as their subjects. Expressing the complex Visuality of the New York of the progressive era, Sloan and the other Ashcan painters are said to have found space to recognise the humanity of those they depicted. While maintaining distinctions between Bellows and Sloan, the paper examines the relevance of both ‘humanity’ and ‘the everyday’ as concepts for understanding their art.

“Finding the Everyday in the American City: The Ashcan School and Modern America”

Emily Burns, Washington University in St. Louis

Robert Henri said, ‘The greatest American, of whom the nation must be proud, will not be a ‘typical’ American at all, but will be heir to the world instead of part of it, and will go to every place where he feels he may find something of the information he desires, whether it be in one province or another.’ In this quotation, Henri foregrounds a nationalistic impulse behind his celebration of the Ashcan project of wandering through the city making immediate, first-hand observations, and rendering the everyday in drawing, print media, and painting. Why did the Ashcan artists link their representations of the everyday to a celebration of the modern American scene in the first decade of the twentieth century?

This paper argues that Henri and the artists of the Ashcan School embrace the everyday as a central idiom in their attempt to construct a uniquely American modernist practice.  They applied a stylistically caricatural impulse to their representations of everyday subjects.  They used caricature and redefined their subject matter in an attempt to bring the high academic tradition of American painting into the realm of the low with its immediate, informal subject and style.  This paper looks closely at the rhetoric and artistic output of the Ashcan School and critically connects the Ashcan project with an embrace of the everyday as their attempt at a modernist enterprise through the immediacy affiliated with everyday encounters.

In The Great American Thing, Wanda Corn attempts to describe and theorize an impetus on the part of American artists to define their art as uniquely American. She links this nationalistic trend to the birth of American modernism, traced by her and many other writers to the embrace of abstract painting by the Stieglitz circle in the second decade of the twentieth century. Corn leaves the Ashcan School out of her discussion, suggesting that while Henri and his contemporaries were interested in the American scene as a subject, a true desire for ‘Americanness’ came with an embrace of the modern industrialized America and an accompanying machine aesthetic. For her and other scholars who make this assertion, the Ashcan School’s artistic enterprise was not embedded in any nationalistic attempt to make a stridently unique modern American statement. This paper attempts to read the Ashcan School’s embrace of the everyday as a markedly American approach; instead of embedding themselves in a nineteenth century tradition of seeking an American art distinct from European sensibilities through academic training, the Ashcan artists saw their projects as grounded in an American impulse that is very much of its modern, urban moment.  The everyday can be read as a tool to this end.
B. Non-Places
‘Dreaming Driftwood Country: Vacant Spaces and the Imaginary Portrait in Alec Soth’s Sleeping by the Mississippi”

Wendy Ward, The Clinton Institute for American Studies

Photographer Alec Soth’s first monograph Sleeping by the Mississippi (2003) prospers from the guiding threads of Walker Evans’s American Photographs (1938) and Robert Frank’s The Americans (1959), in its exhaustive journey through vernacular terrain—off-the-beaten-track communities, the clutter of insignificant signposts, and eccentric personalities that flavour a rather impromptu trail along the Mississippi riverbed. Soth’s pictorial vocabulary navigates the economic and social depravity of a once-prosperous thoroughfare that has lost its way only to become part of flyover country1, like much else of “heartland” America—an equally troubling term that itself clings to preserving the romanticisation of the American interior while bloodletting its identity and resources at the same time. However, Soth, a native Minnesotan, returns to this region in order to capture something other than the typical “trans”-American existence, dipping the observer into a vertigo of vertical forgotten places—recently-vacated houses, eroding architecture, discarded belongings in swampy terrain, and those who still find homestead there, sustaining themselves “[in a] humble, often abandoned habitation.”2 And in this driftwood country, with prosperity moving further, further inland, what everyday rituals sustain or keep its inhabitants docked? 

Soth’s images operate stylistically much like Evans’s straightforward strategy, unafraid of documenting the subject at direct angle and embedded with extensive detail—centring composition on the facts of the street, the house, the room, the wall, as architectural detail meshes with object relations to transform the ordinary with a clarity approaching the extraordinary. In pushing this candour further, Soth searches for a distillation of private realities, or that disturbing moment made lucid by fellow photographer Robert Adams, when one discovers “a tension so exact that it is peace. . . [because] it implies an order beyond itself, a landscape into which all fragments, no matter how imperfect, fit perfectly.”3 Soth’s Sleeping eye probes those spaces and identities likewise facing the threat of migration, dispossession or at least amnesia, but more importantly retains the psychology of their own locale within each frame. In this paper, I will specifically examine the role of vacancy in Soth’s Sleeping by the Mississippi, in what I would like to call the “imaginary portraits” that comprise a number of the images. By “imaginary portraits” I refer to those portraits of spaces filled with material traces of individuals, specifically designed to provoke an imagined embodiment of person. More importantly, I consider what this prompted act of perception implies for Soth about how we occupy our everyday spaces, and vice versa, how these everyday spaces occupy us. In this renovation of the portrait genre, his aesthetic surfaces those telling tensions in space occupied and space when left behind—reminiscent itself of Roland Barthes’s emphasis on the photograph’s undeniable essence of “that-has-been”4—while coding images with a transience that scissors at the boundaries between public and private, seen and the unseen. Thus, I would like to argue that these portraits of vacant space, more so than those of actual individuals, constitute the crux of Soth’s struggle to understand those unremarked units of spatial perception by which the everyday world is unconsciously ordered and ritualised.
1 “Flyover country” is a rather pejorative, catch-all term that has come into popular use over the last few decades to describe those areas of the United States which simply need to be traversed in order to get to somewhere that really matters (either by transcontinental flight or superhighway), as well as the broader mentality of erasure or dismissal undertaken by bicoastal America in differentiating itself and its values or interests from these “vacant” landscapes.

2 In the opening essay, Patricia Hampl synthesises Soth’s contemporary work via her own childhood experiences after the 1965 flood and how the communities were “not simply ruined, but dignified by distaster,” and further underscoring Soth’s mission “[to] make pictures, to frame, out of ignored and dishonoured objects and lives, the arresting beauty of the abandoned left to its lonely lyric devices—that is always worth the terror, worth the trip.”
3 Robert Adams, “Introduction,” Denver: A Photographic Survey of the Metropolitan Area (1977). 

4 See Camera Lucida, 76-78.
“Roy Arden’s Realism”

Cliff Lauson, University College London

Since the early 1990s, Vancouver-based artist Roy Arden has consistently photographed the urban conditions of Vancouver and the suburban conditions of its surrounding environs. Arden’s practice might be said to be analogous to that of a modern-day flâneur resembling the documentary photographic styles of Eugene Atget or Walker Evans. However, Arden’s photographs consistently engage unpopulated sites of banality, dereliction, and construction. He focuses on the transitional architectures of the built environment that possess the traces and residues of society. Recent film works also imply a more subjective view of the everyday, but are held in tension with the politics of his subject matter, what the artist refers to as the ‘landscape of the economy’. This paper will consider the artist’s engagement with the city as a post-conceptual photographic practice. Particular attention will be paid to Terminal City (1999), a series of sixteen black and white photographs documenting the found detritus along a disused railway line – the modern day ‘banlieue’. Arden’s recent retrospective exhibitions at the Ikon Gallery, Birmingham (2006) and Vancouver Art Gallery (Winter 2008) provide starting points for this consideration of his work. This paper originates from my PhD thesis, which considers the work of six Vancouver-based artists whose practices engage Vancouver from a variety of critical distances, of which Arden’s is the most explicit and didactic.

C. Lived Interiors
“Home Staging in Twenty-First Century America: Whose Life is This Anyway?”
Ellen Avitts, Harford Community College

The resale housing market in America is increasingly relying on a new category of Interior Designers, Home Stagers, to prepare the house for market.  Stagers’ primary purpose is to present an idealized narrative of everyday life in the home.  This study is a consideration of the rhetoric of these displays and how they assist in establishing and maintaining culturally perceived norms while denying social, cultural, and economic realities.  It explores how these spaces are used as symbols that reinforce social identities and the ways in which artifacts shape, and are shaped by, communally driven perceptions of cultural values.  

This paper explores the methods, meanings and reception of these constructed narratives to articulate how specific values are communicated and received in presentations of domestic space and the process by which the symbolic nature of material goods is enlisted to market a particular style of family life and social interaction.  It considers the home for sale, not the home as lived in, as an agent of social value and a medium of communication. 

Drawing on theories of status and symbolism embodied in objects of everyday life, this study looks to specific case studies of home staging in order to illuminate the participatory and coercive elements in the design, presentation, and reception of middle-class, single family, resale housing in America.  Most significantly, it offer increased understanding of the ideological nature of artifacts and their utilization to maintain particular structures of everyday life.

“Expatriate Spaces: Visualities and Virtualities of Everyday Americana in New Shanghai”

Amanda Lagervist, Uppsala Universitet

Shanghai stands out as a heterotopia (Foucault 1967), where incommensurabilities and spatiotemporalites clash and merge in a (dis)harmonious yet fully operating textural rhythm (Lefebvre 1992/2004). This globalizing and hypermodernizing city of swift change and futurity, with record growth figures and a construction boom unsurpassed in history, has today attracted more than 500 000 expatriates – among them many Americans. This paper, based on fieldwork among Americans in Shanghai, will fuse the perspectives of Communication Geography and transnational American Studies in order to advance the understanding of these mobile families living in the ‘expat life’. In claiming that the expatriate spaces of globality further adds to this heterotopian quality of the city the paper firstly addresses the visuality of everyday life on the compounds, such as Dream Homes/Frank Lloyd Wright Villas, Rancho Santa Fe, and the Raquet Club.  Second, and in addition, it assesses the virtuality of expat spaces in terms of both the meanings of such mythographical replications of ”American” home territories/architectural structures and the hypermediated everyday associated with the cultures of connectivity of expatriate life (cf. Allon 2004; Holmes 1999). These visualities and virtualities of the everyday amounts to a media cultural materiality (Williams 1977) that emplaces of the mobile families, as they connect to ‘home’ – electronically, physically and/or emotionally. The paper centers on a question:  What is the function of these little pieces of the United States of America on transitional Shanghai soil, as well on the global circuits of multinational corporations? It argues that mobile elites anchor their fluid life in the fixity of ‘residual’, traditional, and invented visual materialities of Americana – in a virtual America – pointing to Lefebvre’s suggestive ideas that within the rhythms of the everyday, repetition is in effect a precondition for change, and for the constant becomings of the new city.
“What Remains: The Still Life Photographs of Laura Letsinsky”

Rebecca Burditt, University of Rochester

Chicago-based artist Laura Letinsky’s 1997 series, “Morning and Melancholia” is a collection of still life photographs that depict the detritus of a meal – broken glasses, stained tablecloths, and rotted fruit – bathed in warm, natural sunlight and set in otherwise stylish and well-tended domestic interiors.   Although as carefully arranged and lit as they would be in a still life ripped from the pages of Martha Stewart Living, the objects in Letinsky’s images bear the marks of careless use and neglect, reminding us of a family ritual that has mundanely come and gone.  Rather than depict the pristine, anticipatory moment just prior to use, Letinsky instead focuses on the melancholic moment after, and emphasizes through formal means the inevitable disappointment inscribed in what remains.  

Letinsky’s photographs explore and demystify our utopic conception of upper middle class domestic life through the deliberate making (and breaking) of distinctive formal parallels with popular visual tropes found in publications such as Martha Stewart Living.   In these images, Letinsky offers a counter-narrative to the promises of achievable perfection advanced by the current culture of domesticity, thereby challenging the ways in which contemporary visual culture structures desire.  In this paper, I will conduct close visual analysis of Letinsky’s series and examine how she frames her critique with respect to theories of melancholia and loss (particularly Freud’s seminal 1919 essay “Mourning and Melancholia”) as well as cultural and sociological scholarship on Stewart’s audience, influence, and aesthetic.  Finally, with the help of Richard Dyer’s work on whiteness, I will discuss the ways in which popular representations of domestic bliss quietly express a specifically raced and classed normativity as a precondition to the perfection that they peddle.  In laying bare domestic utopia’s hypocrisy and exclusivity, I argue that Letinsky makes a bold statement about the rhythm of everyday life and visual culture’s role in its falsely idealistic construction.

D. Constructing the C19th Everyday
“Dismantling Comic Consensus in the 1870s”

Jennifer Greenhill, University of Illinois Champagne-Urbana

This paper investigates the ‘everyday’ as a concept under construction after the Civil War and bound up in the wave of consensus-building efforts that marked the late 1860s and 1870s. In this atmosphere, Congressmen, literary theorists, and artists began to consider, with greater frequency than ever before, the various ways in which so-called ‘American’ humor might serve this agenda, bringing disparate factions together to laugh over a shared joke.  I explore the consensus-building effort’s reliance on humor by looking closely at one work that powerfully critiques it: The True American, a chromolithograph printed by the New York firm of Bencke & Scott in 1875.  Here, consensus is at once asserted and satirically subverted.  Five men lounge on the porch of “The National Hotel,” but through a range of spatial devices, each man’s head--even the head of the horse in the stud advertisement tacked up on the hotel’s exterior--is blocked from view.   The joke exists in the ironic gap between the work’s title and its refusal to depict what that title describes.  But more interesting, perhaps, is how the work parodies the claim to national inclusiveness, the will to incorporate, to suggest how violent this assimilative operation could be.


By avoiding the delineation of the face in this age of phrenological cataloguing, The True American suggests that there is no true American, that he cannot be pictured, cannot, perhaps, even be imagined. The work speaks through a Düsseldorf style language of the ‘everyday’--a kind of humble, colloquial realism of earth tones and understated surface appeal--but it de-naturalizes this normalizing idiom by disfiguring it.  Closer to the children’s puzzle or fill-in-the-blank game (such as the 1875 “Game of Sliced Nations,” which invited children to dismantle and reconstitute a range of racial identities), The True American walks the line between philosophical riddle and what was understood to be an explicitly ‘immature’ form of humor.  In so doing, the image reveals the sometimes flat, oftentimes conservative, and always manipulative logic of the work of a range of artists trying to capitalize on humor’s renewed value as social lubricant, as conduit for vernacular knowledge and medium of ‘everyday’ experience. By refusing to caricature, refusing to even gesture in that direction, The True American also out-radicalizes the ostensibly radical caricature of the era, which puts an inordinate amount of faith in the face as site where character is located.  In contrast, The True American leaves the face blank, to open into a space not encapsulated by the present visual language, leaving ‘true’ American identity as open question.  In this way, I argue, The True American draws the viewer into the reconstructive project to consider how he might actively participate in the formation of consensus-building concepts like the ‘everyday,’ like ‘community,’ or ‘true’ American identity.

“Imagining the Ordinary: Everyday Life in John Rogers’s Genre Sculptures”

Michael Clapper, Franklin and Marshall College

John Rogers sold roughly eighty thousand small cast plaster sculptures, mostly multi-figure genre scenes, from about eighty different designs, making him arguably the most popular American sculptor ever.  These "Rogers groups" are thus a telling index of contemporary social concerns and values.  The nearly universal appreciation of Rogers's genre groups as life-like was an indirect way of asserting that the imagined, idealized characters and interactions portrayed were common in actual experience.
Rogers's sculptures functioned both as means of self identification with a broadly middle-class value system and as a way to help reconcile internal contradictions within it.  His work actively participated in a long tradition of wistful but condescending "low-life" genre scenes that simultaneously celebrate and poke fun at country life.  The genre subjects he portrayed generally revel in simple, true emotion, while the groups themselves as works of art attested to the owners' superiority, sophistication, comfortable financial circumstances and aesthetic appreciation.  Yet unlike much earlier genre art, Rogers's work did not portray the working class to the elite, but rather represented middle-class subjects to a middle-class audience.  Viewers, for their part, subscribed to a view of this type of art as a moralizing, civilizing agent, thereby helping to coalesce a middle-class identity partially defined by belief in the sort of neighborly altruism and concern for a community that the groups exemplified.
In analyzing Rogers's most popular groups, particularly Coming to the Parson (1870) and Checkers Up at the Farm (1875), I will argue that through convincing his audience that he was simply rendering reality, Rogers successfully normalized a certain set of beliefs about otherwise difficult, debatable, or contentious social circumstances.  The way Rogers defuses tensions in these two groups is typical of his work; indeed denying the existence of any bitter conflict or disturbing changes is the chief ideological function of the groups.  By using a clearly skillful yet apparently uncontrived style and portraying a stable social order in which differences in class, gender, and age were humorous rather than threatening, Rogers groups helped alleviate anxiety and let viewers enjoy heartening stories that seemed both artistic and true.
“No One’s Home: Displacement as a Condition of Everyday Life”

Julia Rosenbaum, Bard College
This paper focuses on Richard Caton Woodville’s 1848 genre painting War News from Mexico, a work that can be seen to question the value of the media and its impact on individual and communal interests. Ostensibly, as the title suggests, the theme of the painting revolves around the dissemination of knowledge and the integrative power of print media--in and around an open door, Woodville groups ten figures looking at and listening intently to a young man, mouth agape, with the latest edition of a newspaper. Woodville’s work is typically taken to celebrate the newfound importance of newspapers in the 1830s and 1840s and their role in strengthening a body politic, in creating “an imagined community,” to use Benedict Anderson’s term.

But an alternative reading arises from two particularly unusual and curious aspects of the work: first, War News from Mexico was in fact painted outside of the United States by an artist who had moved abroad; and second, Woodville sets the action of the scene on the porch of a hotel (by definition a place of transient strangers). Rather than a nationalizing emphasis, much about this work seems to focus on dislocation. Woodville, I would argue, addresses the experience of displacement, a displacement that is not merely physical but phenomenological. As much as early nineteenth-century revolutions in communication technologies connected people through shared knowledge, they also cast into relief their distance from each other; newspapers inevitably narrate what’s happening where you are not. Woodville’s image raises the question of what kinds of communities and citizens are formed in a world of relentlessly mediated experiences. 

E. Mass Images?
“Modern Art for Middle America: How Post-war Magazines Made Abstraction Everyday”

Christine Bianco, Oxford Brookes University

One could argue that mass magazines were responsible for the success of postwar American art. While cultural historians have devoted much attention to Abstract Expressionisms international promotion, the presentation of this art to the American public has been largely overlooked. Most Americans would have been exposed to modern art primarily in mass magazines such as Life and Time. The presence of abstract painting in these magazines increased throughout the 1950s, as articles about artists, collectors, and hobbyists expanded, and advertisements increasingly incorporated abstract art. The inclusion of Abstract Expressionism and other modern American art in mass magazines slipped this highbrow art into the everyday life of millions of magazine readers.

Paintings appearing in magazines were surrounded by news about American politics, world events, and celebrity gossip, as well as advertisements for everything from automobiles to underwear. In this context, modern art appeared to be another commodity. Viewers might prefer abstract or representational paintings the same way they chose a pink shirt or a blue one. Furthermore, in postwar America, the act of choosing between consumer objects was constructed as a demonstration of freedom and personal expression. Cold War rhetoric suggested that the antidote to conformity and Communism was to express oneself through the selection of various commodities. One of the ways that mass magazine readers were encouraged to perform their freedom and identity was by making aesthetic judgements about art. In postwar mass magazines, abstraction was framed as an emblem of Cold War consumerism and American identity.

“Andrew Wyeth: A Crack in the American Pastoral”

Héléna Lamouliatte-Schmitt, Université Montesquieu - Bordeaux IV

Andrew Wyeth has been a totemic and controversial figure of American art for more than seven decades now. Critics still differ over his stature as an artist, and he has alternately been described as a representative of Magic Realism, the father of Super/Photo-Realism or more crudely, the “master of kitsch”. His works supposedly give a poetic vision of rural America and a naive depiction of the American pastoral.

However, if we focus more closely on Wyeth’s work and try to put aside the ideological discourse surrounding his art, we may find that he proposes a very challenging and unsettling vision of what seems to be the American everyday. Far from Regionalist painters or magazine illustrators, such as Thomas Hart Benton or Norman Rockwell, Wyeth has slowly been building a very highly personal network of hidden metaphors, developed through obsessional series of subject matters, whether human or geographical, that set him apart from the standard clichés of figurative storytelling.

Using the analytical tools of the narratologist turned semiotician, Mieke Bal, who focuses on the problem of narration in visual arts, or landmark studies in the field of art history, such as Svetlana Alpers’s distinction between graphic description and rhetorical persuasion, I will study one of Wyeth’s most famous temperas entitled, Groundhog Day (1959, 31 x 31 ¼, Philadelphia Museum of Art) http://museumsyndicate.com/item.php?item=15773. Moreover, thanks to the remarkable resource provided by the monograph Wyeth at Kuerners (Houghton Mifflin, 1976), I will show through a careful analysis of the preparatory sketches of this painting that Wyeth’s figurative and so-called iconic vision of Americana is a complex composite, in which narration is obliterated to pave the way for a mental picture bordering on visual abstraction - in structural and pictorial terms - which calls into question the very concept of representing the everyday.
“Shallow Spaces: Relations between Print and Stereoscopic Vision in Mid-Nineteenth-Century American Advertising”

Matthew Johnston, Lewis and Clark College
The emergence of a mass-market consumer economy in the United States during the nineteenth century coincided with wide-ranging experimentation in both print and photographic media.  This paper examines parallel developments in the re-organization of spectatorship occurring in both print and photography as they were used in advertising at this time.  Specifically, I look at how commercial establishments, seemingly mundane utilitarian entities, were frequently presented as sites of touristic interest, focusing on pictorial advertising directories and sets of urban stereo-card views (especially views of storefronts).  The former were precursors to our Yellow Pages, but they evolved from earlier city guidebooks that had focused on historical events connected with different locations.  Although modern audiences are more familiar with nineteenth-century stereo-card images of picturesque scenery, the latter were an important subset of mass-market landscape photography.  In both cases, I argue that a similar modification of picturesque viewing practices is involved as the context of a new consumer culture is asserted.   In particular, an earlier emphasis on sustained contemplation and spatial depth is replaced by a stress on instantaneity and surface, eliminating any sense of a historical dimension and facilitating a superficial, unprivileged movement from one site to another.  Stereoscopic views are thought to accentuate depth, but in fact they present a series of flat planes with an ambiguous spatial interval between them; this visual slippage from plane to plane is repeated in the print display of storefronts in advertising directories. What is involved, in either medium, is the evolution of how a commercial establishment, a brand name – a commodity – is visualized.

F. The Phantasmic Everyday
“The Haunting of the Everyday in the Thoughtographs of Ted Serios”

Maria del Pilar Blanco, Aberystwyth University

Ted Serios (1920 - ?) was a Chicago hotel bellhop who in the 1960s baffled many with a curious talent: he could impress his thoughts of locations and events onto blank Polaroids. He raised the interest of Denver, Colorado psychiatrist Jule Eisenbud, and the two conducted countless experiments. During one such experiment, the target image was the Hilton Hotel in Chicago, and Serios instead yielded a color Polaroid of the Hilton in Denver, taken from an angle which, according to Eisenbud, could have been shot only “with some special contrivance for getting the cameraman well into the air.”  On a different occasion, Serios yielded a thoughtograph of Eisenbud’s ranch in Denver, a place which, on all accounts, he had never before visited. According to Stephen E. Braude, “[o]ne of the most fascinating aspects of the Serios case concerns the distortions of objects” in the pictures, which “seem to be of a kind that rules out the possibility of both prior fraudulent preparation and improvised manipulation of undistorted images.”
 

Serios’s thoughtographs, whether fraudulent or not, pose a fascinating blurring of the lines that separate real and imagined everyday spaces.  His Polaroids give a new spin to the idea of “psycho-geography,” not to mention “impressionism,” by bringing together the banal and the momentous in the cultural landscape of the United States in the late 1960s, in a photographic practice that blends desired image with haunted product. This paper seeks to ask how Serios’s “distortions” can be read within the larger American scene of the 1960s, and how the thoughtographic imagination can reveal new practices of haunting everyday spaces.

“‘We sleep and eat the image and pray to it and wear it too’: 

Don DeLillo, Walter Benjamin and the Everydayness of Images”

Brian Jarvis, Loughborough University
Images are everywhere in Don DeLillo’s writing: moving images on TV and at the cinema, photographs in newspapers and adverts in magazines, icons on T-shirts and paintings in galleries, globalised logos on billboards and graffiti on the subway, images captured on surveillance cameras and digitally manipulated on computer screens.  As well as highlighting the everydayness of images, DeLillo’s fiction also abounds in images of the everyday: the opening pages of The Body Artist (2001) with their meticulous observance of breakfast as domestic ritual exemplifies this feature of his work.  This paper will refract DeLillo’s ekphrasis of the everyday through the lens of Walter Benjamin’s work on the image.  Both Benjamin and DeLillo think in images (Bilddenken) and in terms of ‘image-space’ (Bildraum).  Their work is characterized by the manic collecting of images that ‘flash up’ unexpectedly from the everyday.  The images assembled by both DeLillo and Benjamin offer a distinctive and at times problematic blurring of the materialist and the mystical.  The image is imbricated with the commodity form and approached as the hiding place of power and it also belongs to a phantasmagoria of trace, aura and profane illumination.  DeLillo and Benjamin also share a sense that the ‘organized passivity’ of the consumer’s gaze must be countered by a ‘dialectics of the image’. Rather than just looking, the everyday needs to be written and read since the ‘place where one happens upon [dialectical images] is in language’ (Arcades Project).
“The Hoarding of Spiritual Valuables: Arbus and Warhol”

Martin Hammer, University of Edinburgh
If we were looking for the most innovative, influential and now celebrated images of the human figure from the American 1960s, the names of Diane Arbus and Andy Warhol might well come to mind.  There are many divergences between their work, too obvious perhaps to enumerate.  But what, if anything, can we learn from viewing these two iconic figures in conjunction with one another?  This paper reflects upon shared patterns of imagery, which certainly fall under the heading of ‘representing the everyday’, affinities in each case with contemporary American writers such as Saul Bellow and Philip Roth, and the divergent critical responses that both artists have generated, ranging from the attribution of voyeuristic detachment to that of a critical engagement with modern American society.  By exploring this unlikely pairing, the discussion aims to shed light on American cultural concerns at a very specific historical moment.

G. Ed Ruscha and Photography
“Panorama of the Everyday: Ed Ruscha and the Cinematic”

Robert Stalker, Independent Scholar

“Like everyone else I’m a frustrated film director”

–Ed Ruscha
Art historical accounts of post-World War II culture commonly observe how artists who came of age in the 1960s and 1970s, such as Bruce Nauman, Vito Acconci, and Dan Graham, to name a few, largely abandoned painting and other traditional artistic practice in favor of non-traditional media, especially film and video.  Much of this work, Nauman’s Live-Taped Video Corridor (1970) and Graham’s Public Space/Two Audiences (1976), for example, deployed film and video technology to explore important issues of display, spectatorship, and everyday architectural space.  Ironically, however, the work of California-based artist Ed Ruscha (b. 1937), an artist who has devoted himself principally to what is perhaps the most traditional of artistic media—namely, oil painting—offers an abiding, and especially provocative, intervention into the artistic exploration of the relations between the projected image and ordinary, even banal, architectural space.  

From the obvious cinematic perspective of early paintings such as Large Trademark with Eight Spotlights (1962) and Standard Station, Amarillo, Texas (1963), to what Margit Rowell identifies as the “road movie effects” of his photo-books of gas stations, apartment buildings, and parking lots, to the large airbrushed “silhouette” paintings of the 1980s, to more recent paintings and photos that mimic old Hollywood movie stills, Ruscha’s work has consistently evoked the representational space of classic Hollywood cinema.  While important critics such as Kerry Brougher, Sylvia Wolf, Margit Rowell, and Hal Foster have all called attention to this important feature of his work, Ruscha’s continued deployment of the spatial modalities of cinema in his photographic and pictorial representation of urban and vernacular architecture remains, this paper suggests, surprisingly underappreciated.  As this paper demonstrates, however, Ruscha’s interest in issues surrounding the relations between the projected image and otherwise unexceptional architectural space not only connects him to similar concerns among his contemporaries but emerges as a radical reappraisal of the representation of the everyday.

Ruscha himself has repeatedly acknowledged his work’s indebtedness to film, particularly classic Hollywood cinema. “I’ve been influenced by the movies,” he affirms, “particularly the panoramic-ness of the wide screen.  The wide screen says something about my work.”  This paper explores precisely the relationships among pictorial, cinematic, and architectural space in Ruscha’s depictions of the urban everyday.  Connecting Ruscha’s work to that of the Surrealists—an artistic legacy for which Ruscha has frequently expressed his affinity—the paper argues that Ruscha’s intimation of cinematic space in his representation of banal, urban spaces emerges as an artistic strategy to probe issues of desire, fantasy, and illusionism in relation to the projected image, providing a significant counterpoint to his contemporaries’ similar experimentations with film and video installation.

“Ed Ruscha and the Everyday: Spectatorship and Representation in 1960s Los Angeles”

Ken D. Allan, Seattle University

Los Angeles has often been considered an exception among American cities.  The question of “the everyday” would seem to be incompatible with this perception, but the writing of Henri Lefebvre has been central to approaches in urban studies that consider Southern California as important to definitions of postmodernism.  The spatial experience of Los Angeles is crucial to the way Ed Ruscha, “exemplary” L.A. artist, responded to the problems of representation in painting and photography in the 1960s.  Ruscha’s early work announced his long-term engagement with the nature of spectatorship and I will argue that the spatial and bodily relationship between the viewer and his art should be an important part of our understanding of his practice.  

I will discuss paintings such as the billboard-sized Large Trademark with Eight Spotlights, but I will focus on the image layout in photographic books such as Some Los Angeles Apartments and the 25-foot long, accordion-fold book, Every Building on the Sunset Strip.  I will also consider a series of photographs of Ruscha’s books being held and displayed which demonstrate the physical interface between book and the user’s body.  Ruscha’s books provide a topographic survey of characteristic spaces of Los Angeles, yet their unusual format and presentation de-familiarizes this environment and redeems these oppressive forms of urban space.  The intertwined relationship between phenomenology and “the everyday” is revealed in Ruscha’s approach to representation in a variety of media, I will suggest, only if we focus on the role of real, everyday viewers. 

H. Performing the Everyday
“From everyday objects to everyday actions and interactions.  Bruce Nauman and the shift from representation to performance.”

Patrick Van Rossem, Ghent University

“Going hiking isn’t doing art, but I want the feelings that I have there to be available in the other parts of my life. I don’t want the art to be too narrow.”
Bruce Nauman

Western culture has increasingly defined its self-image and self understanding through cultural and artistic performances and time-based arts. John Sayre wrote that since the 1970s’ “the site of presence in art had shifted from art’s object to art’s audience, from the textual or plastic to the experiential”. Our presentation focuses on the 1960s’. It is an interesting, hybrid and ‘transitional’ decade wherein the so called ‘performative turn’ begins to manifest itself in an artistic production that questions and criticises existing modes of representation. It also includes the representation of the everyday. Observation shows that not only objects, but also everyday actions and interactions, social processes and behaviour become topics in art. The oeuvre of Bruce Nauman occupies a particular position, because it introduces activities and time while criticising and commenting conceptual ways of working, existing and more object oriented modes of representation. “I don’t want the art to be too narrow” the artist said. He took up the issue in his acclaimed series Eleven Color Photographs. These works show Nauman’s understanding of both pictorial representation and the symbolical power of the readymade as being dysfunctional, too conceptual or outmoded. He criticizes Duchamp’s use of the readymade, Pollock’s expressionist idiom and the aesthetic of the combine paintings in Pop art. In these photographs we can see objects (coffee cups, a potholder, drills, a plate, mirrors...) that reference both the readymade and painting. He introduces them however in relation to actions such as eating, standing, presenting, spilling coffee, waxing, drilling... What exactly is the nature of his criticism? What did existing modes of introducing and representing the everyday lack? Can we consider these photographs as a turning point, a key moment in the evolution towards more dynamic ways of representation?

“Mike Kelley: The Bathos of Everydayness”

Doug Haynes, University of Sussex
Theories of the everyday have formed an increasingly influential discourse in post-war cultural criticism, experiencing a particular fillip, as Michael Sherringham notes in his Everyday Life: Theories and Practices from Surrealism to the Present (2006), after the inauguration of the discipline of cultural studies in the 60s. Although the quotidian in question seems indisputably the one shared by the capitalist Western hemisphere in general, though, it seems interesting that its critique is so strongly dominated by French thinkers, who take much of their inspiration from the continental historical avant-garde: Dada and Surrealism, and then Situationism, especially. (Indeed, even when Critical Theorists direct their interest towards everydayness, they use many of the same cultural coordinates to guide their work.) Where, then, is America in this discussion? If we want to theorise the American everyday, must we import the ‘European’ ideas of Lefebvre, de Certeau, Debord or Blanchot to do so? Study Beckett with Adorno? The problem with such an approach would clearly be its lack of attention to the differences between American and European history, culture, cityscape and habitus. For the everyday, that is, the specificity and quiddity of environment are important. My paper will consider these problems by focusing on some works by contemporary American artist Mike Kelley from the persepctive that he represents a traffic in ideas about avant-gardism and (I argue, inevitably) about the everyday too, between the European avant-garde and the post-war American art scene. 

I. Documenting Daily Life
“Gabriele Münter’s American Travels”

Ann Volmann Bible, Massachusetts Institute of Technology

From 1898 to 1900, Gabriele Münter traveled with her sister in America, visiting New York and staying with relatives in St. Louis, Arkansas, and Texas.  Introduced in America to the medium of photography, she recorded her impressions with a Kodak Bull’s Eye # 2 as well as in postcards she designed and sketches.  Münter claims to have sought to represent her relatives and other subjects “as they were,” and numerous scholars have followed suit, hailing her photographs for example for their “documentary rigor” with connections to the work of Walker Evans among others.  In this paper I argue however that Münter fashions portraits of Amerikaner and German-American landscapes as she inscribes the contours of selfhood.  Within her self-styled documentary role as a family historian, coupled with the imbrication of her practice within a sphere of bourgeois femininity, Münter’s artistic processes and authorial voice, along with the worldliness of her everyday record, have been eclipsed.  As I illustrate here, Münter elaborates that record across her relatively well-known “Carrots for dinner” sketch as well as in her Arkansas photographs, pocket calendars, and an Easter postcard she sends to her brother in Germany.  Made prior to her association with the Munich avant-garde, the overall American output remains little studied, but as I aim to demonstrate, offers an instructive vantage for tensions between art and everyday life informing her reception.

“Art and Labour in Roy DeCarava’s Street Photography”
Sara Wood, University of Birmingham

This paper will explore how the photographer Roy DeCarava seeks to foster connections between images of labour and artistry in his work. DeCarava’s images of public spaces, with their attentiveness to quotidian rituals, scenes and common objects, signify a fascination with interpreting and de-familiarising what we might classify as the ‘everyday’. In particular, his focus upon encounters between citizens and their environment has been an enduring characteristic of his street photography. It is also possible to trace the influence of the notion of encounter in the way that he seeks to develop connections between subjects and images within his own body of work. In individual photographic compositions and the arrangement of images, in collections such as The Sound I Saw, Decarava has attempted to build affinities between his depictions of musical performance and the routine tasks performed in the service of work. This paper will focus on how, and why, DeCarava seeks to establish this pairing of musicians and workers and explore the implications that may arise from viewing/reading images of labour and performance in relation to one another. This approach will seek to engage with broader discussions of the relationship between artistic processes and the everyday and address how these concerns influence other areas of DeCarava’s work.
“A Life more ordinary”

Didier Aubert, Sorbonne Nouvelle University

On May 10, 1937, a ten-page portfolio by photographer Margaret-Bourke White was published in Life magazine. It claimed to offer a visuel equivalent to Robert and Helen Lynd's new book, Middletown in Transition, which had just come out. Here, Life's readers were told, was a glimpse of "the average 1937 American as he really is."

Two months later, however, the Muncie Press begged to differ, and came up with its own visual synthesis of what a "typical" Indiana family really looked like, regardless of what the Lynds or Life thought. America's leading magazine did not miss this opportunity to publish three photographs that were supposed to show how Muncie saw itself.

As Sara E. Igo suggested in The Averaged American, searching for "representative" citizens and communities was a major ingredient in the development of a mass public in the 20th century. Gradually, as "typical" America became associated with "ideal" America, images of the "average man" came to define a sense of "normalcy".

This paper proposes to explore the way Life's photographs contributed to shaping this cult of "middleness" in the 1930's. This creation of social and visual standards came not only through the work of professional photographers such as Bourke-White, but also as a result of the development of photography as a middlebrow art (Raeburn, 2006), the art of everyone and everyday.

J. Photorealism's Uncanny Domesticity
“The Marvellous in the Familiar: Robert Bechtle, Everyday Culture and the Californian Lifestyle”

Richard Ings, Independent Scholar

This paper will explore Robert Bechtle’s oeuvre as an extended and exemplary meditation on everyday life. In the four decades since producing Pontiac ’61, claimed to be the first example of Photorealist painting, Bechtle has created a series of remarkable pictures depicting ordinary life in California, first in the island suburb of Alameda in the Bay Area and more recently San Francisco.  Although much of his early work homes in on cars and not people, the life of the local community has arguably been Bechtle’s main subject matter all along.  This becomes much clearer in paintings like Watsonville Olympia, one of several depictions of suburban ‘patio culture’.  The eventlessness of such pictures and their apparent photographic realism seems to relish banality and perhaps invite interpretation as satire.  However, as Hal Foster recently remarked (with reference to Bechtle), me must acknowledge that irony is localised and I would argue rather that what Bechtle achieves evades both postmodern knowingness and the kitsch celebration of consumer culture that characterises much other Photorealist work.  Although in fact carefully constructed in formal terms, many of his paintings resemble family snapshots – and it is this reference to the everyday use of photography that often gives the work its peculiar power, calling subtle attention in the slippage between the brushstroke and the instantaneity of the photograph to what Henri Lefebvre (discussing Baudelaire) calls ‘the marvellous in the familiar’.  Somehow, Bechtle’s paintings, however detailed and illusionistic, point beyond the tangible world they depict – and, in the process, produce narratives of everyday life that accommodate both its plenitude and its emptiness.   
“The Ideology of the Commonplace: Photorealist (Re)presentations of America’s Domestic Other”

Kirsten Riley, University of Glasgow
Photorealism was a movement defined as ‘a totally American art’ (Meisel, 1980) and as ‘a chapter in the history of art without parallel’ (Battcock, 1975). However lack of contemporary critical interest has seen the movement marginalised along with its contribution to American visual culture. This paper will examine the representation of the everyday in Photorealism, looking specifically at the depiction of domestic America and the dislocating effect its (re)presentation in a painted context has on the original meaning of its photographic source.  
Photorealism, along with Pop Art, reintroduced recognisable imagery, answering the dominance of Abstract Expressionism and marking a decisive turn away from the autonomy of the painted surface. It was a movement located equally on the East and West Coast of America which appropriated both the subject and the aesthetic of the photograph - (re)presenting America through an almost proletarian visual perspective of consumer and domestic culture and society. The photorealist impulse to represent for the sake of mimesis, along with their use of the photographic vehicle as a quotation within the painting, has been seen as responsible for the lack of sentimentality and veneration to be found in the otherwise reflective and familial subject matter. However I will argue that the anti-narrative in these ‘everyday’ images stands as a testament not only to how America viewed its hidden domestic environments but on how those within such environments viewed themselves. 

“Realism, Reification, Pragmatism: Photorealist painting and the limit of common sense:

Ken Neil, Glasgow School of Art

Pointing out en route that the Spanish verb for ‘reify’ is, cosificar, to ‘thingify’, Timothy Bewes, in his 2002 Reification or the Anxiety of Late Capitalism, coined the term ‘thingitude’ to take forward, after Lukács, discourse on reification. Bewes employs thingitude to register a possibly productive condition of reification, one which recognises something more than the basic and conventional alienation duly brought about by a concatenation of reified experiences in the face of modern living. 

Bewes sees thingitude (in the spirit of Aime Cesaire’s usage of ‘negritude’) as more usefully expressive of a “‘poetics of objectification’ arising out of a willingness to name that process as such, and a refusal to accede to its logic.” Thingitude does not rest, then, on a counter position of essence in the face of reification, and thus avoids the bind of inevitable complicity with the “cycle of capitalist accumulation and appropriation”. 

The illusionistic picturing of the everyday in Photorealist painting can be easily read as an illustration of an all-too-recognisable urban alienation, which might encourage a beholder to feel nostalgic for a ‘warmer’ engagement with the world. On the other hand, the everyday in Photorealism might embody a poetics of objectification which does not counterpoise reification with an intimation of essence or alterity; indeed, such painting, at first glance, works in exactly the opposite direction through its own demonstrable reification of phenomena by way of mechanistic mark making. 

This paper, then, analyses American Photorealist paintings as touchstones in an exploration of thingitude and seeks to discover a poetics in line with Bewes which reveals a philosophical pragmatism at the heart of Photorealism which can, in turn, temper normative assumptions about reification and capitalism.

K. Junk Aesthetic
“Robert Rauschenberg”

James Boaden, Courtauld Institute

Robert Rauschenberg famously stated that he wished to act in the gap between art and life. Amongst his earliest works are the black paintings, made between 1949 and 1952, which make use of perhaps the most quotidian material of all: newspaper. These works – a newsprint ground either smothered or stained with black pigment – have often been read in terms of the urban environment, Robert Mattison sees them representing the tar-black buildings of post-war downtown Manhattan. Walter Benjamin, in perhaps the earliest and most influential critical text dealing with collage practice, sees montage aesthetics mirroring the distracted viewpoint of the city dweller. The black paintings, however, evolved in a rural environment – at Black Mountain College near Asheville, North Carolina, where Rauschenberg was a student. The works include the pages of local newspapers – prominently the segregated small ads. By looking at the black paintings as products not only of North Carolina but also the other Southern states, in which Rauschenberg traveled as a young man, we can gain not only a new interpretive framework for the artist’s work but also for collage practice more broadly. This paper looks at the way in which the paintings recall the newspaper covered walls that had become a common trope of depression-era documentary photography depicting poor living conditions in the South by photographers such as Arthur Rothstein, Walker Evans and Margaret Bourke-White, and considers what the modern explosion of ‘mechanical reproduction’ meant outside of the city. 

“Stick em up!: Still-Live, Shoot and the Enactments of Gun Violence in LA Art of the 1970s”

Damon Willick, Loyola Marymount University

In 1974, American artist Ed Kienholz created a room-sized installation in which a loaded rifle threatened the lives of those who entered its barricaded, sandbagged, and barbed wire exterior.  Within its foreboding border, Kienholz recreated a typical, American, middle class living room, with chair, ottoman, lamp, magazines, and hung pictures.  A box-like mechanism located in front of the chair, resembling both a television armoire as well as a tombstone, housed a rifle rigged to fire a live round randomly once every hundred years and pointed directly toward the seated viewer.  Visitors were warned of the dangers of the installation and were required to sign a waiver before entering the work.  Kienholz explained that he had long been interested in making an environment that was threatening to the viewer, a work that would represent the everyday violence of Vietnam War era American society.  When seated in Still-Live, the passive experience of watching the projected images of TV news reports and programs from the comforts of one’s living room was replaced with the violent proposal of being shot.


My paper will address specifically how Kienholz’s Still-Live participated with other works by Los Angeles artists in representing the everyday violent realities of late-1960s and 1970s America.  In particular, I am interested in comparing Still-Live to Chris Burden’s performance Shoot (1971).  Kienholz and Burden took varied approaches to implicate their audiences in the widespread threats of gun violence of their day.  Whereas Kienholz threatened his viewers with the prospect of being shot, Burden enacted such violence upon himself, forcing his audience to witness passively his being shot through the arm by an assistant.  The paper will examine these and other representations of gun violence by LA based artists of the period.

“America seen through the eyes of rats”

Sophie Dannenmuller, Université de Paris
In 1958, inspired by the name "Sputnik" which had just been launched by the Soviets, a San Francisco journalist coined the word "beatnik" as a put-down for a group of youth challenging the American culture of the cold war. Artist Bruce Conner responded with the "Rat Bastard Protective Association", named after the San Francisco garbage collector company, the "Scavenger's Protective Association". The tongue-in-cheek secret society included a dozen of kin-spirited artists and poets such as Michael McClure, Joan Brown, Manuel Neri, and Wally Hedrick. Along with an "official" seal to be used by the Association's members, Conner produced a series of "Rat Bastard" art pieces, often horrific, made with everyday objects and junk. 
This paper will show how the formal approach, the choice of evocative found material and topical subject matter, enabled the Rat Bastards to produce a representation of the contemporary American society that contrasted with the usual narratives coming out of Hollywood and Disneyland, advertisement and the sleek and colorful Southern California "L.A. Look" or "Cool School". Conner made use of the literalness of found-object assemblage to deal with national and local issues such as death penalty, the threat of a third World War, the nuclear arm race, crime, discrimination against minorities, and censorship. From the darkness of the underground where they stood, the Rat Bastards brought the hypocrisy and violence of the period to the light, often triggering a negative reaction from the public and the critics. 

L. Living TV
“Advertising the Everyday: The Case of VW Television Ads”

Jake Smith, University of Nottingham

Advertising has always had a complex relationship to the field of experience known as the “everyday.” Advertisements have been understood as the cultural site in which the commodity becomes a fetish; where everyday objects become charged with powerful cultural meaning. Advertisements have often represented “social tableaux” of everyday social life; a tendency that has been amplified by the rise of modern market research. Indeed, many contemporary ads work primarily by depicting the everyday lifestyles of consumers. While ads thus represent the everyday, they also become part of our unnoticed, everyday experience; easily tuned out in an increasingly media-saturated world. Television ads for example, are often experienced as part of the ongoing flow of broadcast media, and become the background of our everyday lives, though they are central to the economics of the industry. Television advertising thus provides a rich area of inquiry into the experience and representation of the everyday in contemporary American visual culture. 

In this talk, I will consider television spot ads for Volkswagen automobiles in order to illuminate the ways in which modern advertising represents the everyday. Car ads offer a particularly resonant case study in an investigation of the everyday, since the car represents, in Henri Lefebvre’s words, a key “semantic field invading and influencing everyday life.” We spend much of our everyday lives travelling in cars, and the automobile has profoundly shaped our experience of daily life and the everyday lived environment. Further, Volkswagen has played a central role in the emergence of influential advertising practices since the 1960s, and so recent VW ads can illuminate some important trends in ads of the past decades. I will argue that advertising provides a powerful medium for the visual representation of the everyday, and that by analyzing the techniques used in recent ad campaigns, we can gain knowledge about the intersection of commerce, routine, and social interaction in modern everyday life. 

“‘Look Closer’: Representing the Everyday in HBO’s The Wire”

Gareth James, University of Exeter
From 2002 to 2008, HBO drama series The Wire continuously emphasized the representational possibilities of everyday life. Based in Baltimore, The Wire offers a multidimensional portrait of the relationship between day to day crime, police work and politics in the city, using a large ensemble cast and complex plotlines that touch on issues such as education, drugs, and the media. Co-creator David Simon has described how he intended to use the series in this way to portray the effects of “raw, unencumbered capitalism” on the American city.

In my paper I will demonstrate how The Wire expresses this goal through visual and narrative techniques tied to everyday representations of daily life and subjective and objective experiences of it. Primarily, I will analyze how the series visually documents the decay of Baltimore’s inner-city neighbourhoods over time on both a broad physical level and through the background detail of daily exchange rituals of addiction and crime that emphasizes structural repetition despite a political rhetoric of regeneration. 

Secondly, I will explore how the series challenges objective readings of law and crime in Baltimore by creating stylistic parallels between opposing groups through patterned editing styles, and a commitment to a unified structuring of domestic, social and professional space through lighting, camera movement and sound, highlighting shared conflicts of financial security and social mobility. In these ways I hope to emphasize how The Wire’s everyday aesthetics demonstrate the destabilization of systematic social change in favour of detailed rituals of geographical and personal repetition and decay.

“‘Outside America Sprawling Everywhere’: The Interruption and Subversion of the Teenage Everyday in Some 1980s Music Videos”

Stephanie L. Taylor, New Mexico State University
A young woman sits in a café, reading a comic book.  Suddenly, a man in the drawings comes to life, invites her to ‘Take On Me’, and pulls her into a sketchy world of action and adventure.  A sheik drives a Cadillac down a typical, fast-food-restaurant-choked American street, bouncing to the beat of the Clash’s ‘Rock the Kasbah.’  Cyndi Lauper finds herself suddenly rendered in cartoon midway through ‘She-Bop’, a paean to the pleasures of self-pleasuring.  A typical date turns into a horrifying escape from zombies for Michael Jackson and his girl friend in the video for ‘Thriller’.  

Music videos offer a colorful and enticing world of possibility.  In many videos from the 1980s, the excitement of this new form of popular entertainment was amplified by the way that ‘real life’ and fantasy were unexpectedly intertwined.  Even better, the heroes and heroines of many of these videos were portrayed as teenagers breaking out of the confines of acceptable behavior.  All of this was deeply appealing to American teenagers, because it seemed to offer a route of escape (at least in the form of fantasy) from the norm of a humdrum high school experience.  

I would like to speak at the ‘Representing the Everyday in American Visual Culture’ conference about some early music videos that used the interruption and upending of the everyday to attract and entertain the bored kids in America who, like me,  were desperate for something unusual to happen to them in their constrictive, bland, suburban American existence.

� Braude, “The Thoughtography of Ted Serios,” in Clément Cheroux et al. (eds.), The Perfect Medium: Photography and the Occult (New Haven: Yale University Press, 2004), 157.





