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the context of historic preservation where it has not been examined. First
formulated in the cightccnth—ccntur}' acsthetic writings of Johann Gottfricd
Herder and Johann Joachim Winckelmann, the Pygmalion impulse may be
traced in the debates, practices and publications related to the Zwinger’s
history of destructions, restorations and  reconstructions, tollowing  the
destructions in the Seven Years War and World War 11 and German
Reunification in 1990, Invocations of P'\'gmalion’s creative and  re-creative
identification with sculpture and sculpturall)’ perceived architecture fold in
subjects as diverse ay the ()\'crlapping private and public spheres of viewing
art, an cthics of living up to a sculptural model or failing to do so, tactile
memory, modern intervention, and art’s therapeutic power. This essay uses
recent scholarship on sculptural imagination and historic preservation to
interpret the Pygmalion impulse in the Zwinger and its rich documentary
evidence from  the cighlccnth Ihmugh twenty-first conturies in Dresden’s

archives, libraries and muscums.

The Tragic Image: Action Painting Refigured
Robert Slifkin

Have we lost the capacity to pereeive Abstract Exl)rcssi()nisl painting in the
manner its creators envisioned? This paper examines this question lhmugh an
analysis of Harold Rosenberg’s concept of Action Painting. While typically
understood as the  dynamic application  of paint,  Action  Painting  was
£
originally meant to suggest a dramatic understanding of the work of art (i.c.
g ) L8 &
action as acting) in which the blurred passages and half-erased  forms
¢

produced  emotional effects upon the audience of viewers. By depicting

) 8
imagery ina decidedly unresolved  condition,  Action Paintings forged  a

01 ) ¢ 2
temporal matrix in which both past and future conditions of morphological
¢
ossibility  could be represented. This hovering state of allusive  imagery
| ) | g 2oy
invested the works with their oft-cited but rarcly explored tragic ethos. Like
dramatic tragedy, the purpose of Action Painting was to make the audience
) 2
more sensitive to their own status as actors caught in the middle of events in
i

everyday life, and spur them to act more decisively in their own lives.

Reviving the Collective B()dy: Gina Panc’s Escalade Non Ancsthesiée
Fredéerique Baumgartner

This article focuses on Gina Pane’s performance Escalade non anesthésice (1971),
which consisted of the artist mounting a ladder studded with sharp metallic
shards, causing injury to herself in the process. Previous art historians have
read Pane’s performances through a psychoanalytic lens, emphasizing  the
place of Lacanian l]mught in the nascent French feminist movement of the
1970s. This article posits that ps‘wlumnalyti(‘ accounts of Pane’s work have
noglc(‘tcd the political context of the work's execution and reception. Pane
specifically referenced the Vietnam War when she described her intention
with Escalade non anesthésice. Accordingly, this article links her performance
to art sociologique - a term applicd to a range of politicized works produced
in Paris in the wake of the May 68 cvents and thereby to the politics of
the Internationale Situationniste. Strvssing the imp()rtan('(‘ of the u)m‘cpt of
alicnation in the discourse of the 1970s and in Panc’s writings, this article
argues that the masochistic elements ot her performance were an attempt to
end collective passivity. This collective de-ancesthetization was carried out by
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Pane through the photo-documentation of her performance, in which she staged
the image of a non-specific rather than individual body.

Fans of Feminism: Re-writing Histories of Second-wave Feminism
in Contemporary Art

Catherine Grant

In recent years, there has been a reappraisal of interest in feminist art and
activism, centring on second-wave feminism from the 1970s. This article
uses the figure of the fan to explore the appeal of second-wave feminism in
the contemporary moment, x'nn,\'idvring the different ways artworks re-write,
re-imagine and re-activate second-wave  teminist art and politics.  The
generational tension found in artworks that revisit this historical moment is
discussed in relation (o fandom as a way into the desiring and dv\'ouring
interest that complicates familial models of feminist generations. (f()nsid(‘ring
a range of contemporary artworks, the central examples are Mary Kelly’s
recent project Love Songs, 2005 7, which incluades fragments of interviews
from women who were involved in feminism in the 1970s, contrasted with a
younger generation, and the zines of the Brooklyn-bascd collective ITTR

which recreate a space ol feminist collectivity within a queer art context.
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1. Gina Pane was born in Biarritz, Irance, in
1939, of an lalian father and an Austrian mother
lecing Nazism. Pane speat her vouth in Ttaly and
moved to Paris in 1961 to attend Ecole nationale
\u[)(‘rivur\‘ des Beaux-Arts. She remained in Paris,
but also travelled throughout Furope, returning
often to Ttaly until her death in 1990 after a long
ilhess, “Unanesthetized Escalation” is how Jennifer
l§|\-\.~'ing translated the title of Pane’s aetion. Sce
Jennifer l{l(w.\ing, ‘Gina Pane's Witnesses, The
Audicnce and l‘hnl()grnph.\", Performance Research,
vol. 7, no. 4, 2002, p. 140 All the other
translations in this article (performance titles,
essay titles, and quotes) are mine, unless

otherwise indicated.

2. Prerres Ju’,ﬂuu"m (Displaced Stones) involved the
artist moving a I)i]\‘ of small stones from the dark
into a space where they were warmed by the sun,
Little Journey 3 100k P]d(‘(‘ in a dark room where
the artist had placed a series of colourtul objects

which she used to create a dreamlike narrative.

3. Pane's slll)ﬂ‘(llu‘m actions involved nllllli])lt‘

sequences (usually aseries of three).

4. Pane maintained a Llsling collaboration with
Frangoise Masson. On this issue, see Julia
Hountou, "Gina Pane et Frangoise Masson:

1 "accord de deux sensibilités ou la connivence des
regards’, Art Présence, no. 58, April - June 2002,
pp- 209,

5. See Blandine Chavanne and Anne Marchand

(edsy, Gina Pane, “la cuisine d’une action’, Letere
& unfe) inconnu(e) (Lcole nationale supcricure des
Beaux-Arts: Paris, 2003), p. 19, Originally
published in Artitudes International, no. 39 40,

.’\]7|‘i] November 1977, p- 38.

6. Tor example, on the verso ol an assemblage of

contact prints documenting Pane’s ascent, kept in
the archives of Frangois Pluchart, Pane indicated
the words *Escalade sanglante”. Similarly, Francois
Pluchart referred (o Escalode non anesthésiée as
‘l',\'('dld(l\‘ \‘xlllg]‘lnl\“ in ‘N()I('S sur II'S i\ﬂ'li‘)”ﬁ (I\‘
Gina Pane’, S)‘]\'it' Mokhtari (ed.y, 'Are: un acte
de participation au monde (l’?(lilions Jacqueline
Chambon: Nimes, 2002), p. 232. Originally
pul)lisln‘(l in the exhibition ('alalrlgut Ru‘qunlur
ailleurs, Musée d'art contemporain, Bordeaux,
1973, no page number. For a full account of the
correspondence between Pane and Pluchart
regarding Escalade non anesthésice, see Janig Bégoce
and Nathalie Boulouch, ‘Dossier: Gina Pane,

scalade non anesthésice, 19717, Janig Bégoc,

(" The Author 2011, Published by Oxtord University

doi: 10,1093/ oxartj/ker020

Reviving the Collective Body: Gina Pane’s Escalade Non

Anesthésice

Frédérique Baumgartner

In the spring of 1971, the ltalian-Austrian artist Gina Panc performed
Escalade non  anesthésice (Unanesthetized  Escalation) in her Parisian studio.'
According 1o her, this work should be designated as an action. For this is
how Panc, a member of the Body Art movement, detined all - her
performances, that is, all her works whose meaning materialised  through
her bodily engagement. These span an cleven-year  period,  from her
revelatory experience while making  Pierres déplacées, her first spontancous
action outdoors in July 1968, thr()ugh Little Journcy 3 in 1979, her last
public lwr['()rmam‘c.)

The single-sequence action Escalade non anesthesice consisted of the artist
climbing, barcfoot, and bare-handed, a ladder-like  structure with rungs
studded with sharp metallic shards.’ Seemingly masochistic, the performance
lasted for half"an hour when the artist, bleeding profusely, reached a state of
total exhaustion.

Although performative in nature, Escalade non anesthésice took place without
an audience. However, as with Pane’s other actions, it did involve what she called
a constat, that is, photo-documentation, exccuted in collaboration with the
l)h()l()graphcr Franqoise Masson.” For PPanc, [)hot(Hl()cumcnlali()n was an
integral part of the work, by no means sccondary to the performance itself’
She explained that a performance included three parts of equal importance:
the gr()un(lwork, consisting ol preparatory drawings, photographs, and texts;
the actual performance; and the selection of photographs taken during the
performance, which constituted the constat.” Tn this context, the presence of
an audience did not appear as essential, as the constar, in Panc’s view,
transmitted the performance most cfficiently. In fact, she made clear that the
constat was not scparate from the performance; instead, it was part of her
performative language, as it allowed her to guide more closcly the viewer’s
gaze in his/her encounter with the performance.

In the case of Escalade non anesthésice, the constat took the form of
sixty-nine  black-and-white enlarged contact prints, recording every  detail
of Panc’s painful ascension. The selected prints were affixed to a vertical
wooden panel the exact size of the ladder, 323 x 160 em. The ladder,
placed next to the panel a few centimetres apart, completed the constar of
Escalade non anesthésice (Fig. 1), If no viewer attended Pance’s  Escalade
Sanglante (Bloody Climb), as the artist and some critics occasionally dubbed
this violent performance, the constar attested to the  highly  disturbing
naturc of her gcsturc‘ﬁ

The constat of Escalade non anesthésice is kept today at the Musce national d’art
moderne-Centre Pompidou in Paris. However, some of the photographs also
circulated in magazines. In particular, the creation in the autumn of 1971 of
the French critical journal Artitudes (renamed  Artitudes  International the

¢ Press; all rights reserved.

OXFORD ART JOURNAL 34.2 2011 247-263



Fredérique Baumgartner

Fig. 1. Gina Pane, Escalade non anesthésiée, 1971, black-and-white photographs on wood panel and steel structure, 323 ~ 320 x 23 cm. Photographs:

Francoise Masson. Musée national d’art moderne-Centre Pompidou, Paris. {Photo: « Adagp, Paris 2011.)

tollowing year) provided Pane with an opportunity to disseminate her work,
Founded hy the art critic Frangois Pluchart and the Bml'\' Artist Michel
Journiac, the journal succcssi\‘c]y published in its October 1971 issue and its
October December 1974 issuc a selection of photographs trom Escalude non
uncxlhé\‘iéC.7

In addition to carctully conceived constars of her ephemeral actions, Panc

occasionally wrote about her work and art in gencral, publishing essavs in
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Nathalic Boulouch, Flvan ’/_(\lmn‘\dn (edsy, Ta
Performunce. Entre archives o pragiques contemponaines
(Presses Universitaires de Rennes: Rennes,
2010y, p. 143 52, I hank Janig Bégoce for

bringing this book to my attention.

7. See Artitudes, no 1, October 1971, p. 5 and
Artitudes International, no. 15 17, October
December 1974, po 38,



8. Pane, letrre,

9. Sce Jennifer Blcs%ing, ‘Some Notes on Gina
Pane’s Wounds', in the exhibition catalogue Gina
fane, John Hansard Gallery, Suullmmpl()n, 2002,

pp- 25 39,

10, See tor example Kathy O'Delt on
Nourriture Actaalites télevisces-Feu (1971) and the
oral stage in Contract with the Skin. Masochism,
Performance Art and the 1970 (Ulll\vl\'il)‘ ol
Minnesota Press: I\"innm])()lis and Fondon,
199%), Pp- 59 60,

11, In “Some Notes on Gina Pane’s Wounds™,
l%lrs\ing looks ])drﬁull.lrl) a1 Pane’s Arione
Sentimentale (1973, which she uses as a case ~'llu|}
tor (]\-nnm\lr.\ling the |‘v|.|ll<>n.~]1i]) between Pane's
actions and Pyveh et Po. FIClene Cixous, one ol the
main representatives ot I‘\)x/z et Po, claborated the
theory of deriture feminine, & mode of w riting
directed specitically towards female desire,
Blessing uses it as an explanatory model for [zione
Sentimentale, an action lm'll\ing on feminine

svimbols and using maternal m\"ln|»|ml\.

120 "Apres fixation de “Uobjet cchelle™ en metal,
hiérisse de |minlv\ tranchantes, sur un pan de mu
de mon atelier, déchaussée, mains nues, j'.\i
escaladé de haut en |.n'gu toute sa surface,
Escalade assaut 'une position au moven Jd'ine
cohelle strategie g CONSISTe :\‘r.nil’ les
“echelons”. Tlescalade amdcricaine an Victnam.
Vrtiste les artistes aussi aritnpent. Donlenr
louleur physique @ un paint ou I)|l|~|vu|‘~ jaints
du COrps. Douleur interne, |||niu|n|xg soullrance.

Douleur morale’. Quoted in Anne Tronche, Grna

Pane ctions (Edition Tall: Paris, 1997, p. 65,

Reviving the Collective Body

journals such as Artitudes, Opus International, and Art Press. A collection of her
many notes published in 2003 offers further insight into her artistic outlook.®

The Lacanian inflexion of Pane’s writings, as Jennifer Blessing has pointed
out, is evident.” Accordingly,  psychoanalytic  theory has  been  uscd
through  which  to
performative rationale.'"” But Panc’s writings, particularly from the 1970s,

recurrently as  a  lens understand  the  artist’s
are also strongly politicised. However,  this aspect ol her artistic practice
scems to have been under-acknowledged, despite its overlap  with  the
demonstrated  that  the
Lacanian discourse within which Pane’s practice can be situated was that

psychoanalytic dimension of her work.  Blessing
developed by the group Psychanalyse et Politique (Psych et Poy; this pointed
to the political intent of Panc’s work
. I
of Psych et Po.

analvtic theory to the I)()]iliml context ol the time scems necessary  to

, considering the feminist foundation
&

Yet, a more tangible shift of emphasis from  psycho-
£ )

place Escalade non anesthesice historically. Indeed, Pane’s explanation of” her
intention with this performance reveals how she conceived it primarily as
a political statement:

After fixing the metal ‘object-ladder’, studded with sharp metallic shards, to a wall of
my studio, | climbed/escalated barefoot and bare-handed, up and across its full length.

Escalating-assaulting a position with a ladder - strategy, which consists of climbing the
‘steps’.

American escalation in Vietnam.

Artist - artists too escalate/ascend.

Pain - physical pain in one or several parts of the body.

Internal pain, deep, suffering. Moral Dalﬂ.]?

Pane’s reference 1o the Vietnam War indicates how her work was then grounded
in I)urning issuces ul'umlcmpnmr) pulilints: The reference to the Vietnam War is
intensilicd by her use of military lvrmilml()gy (assault, position, strategy) and
reinforced by her play on the word Escalade which in French means climbing
(ascending) or escalating (inan armed conllict),

Considering specifically this political context which, in France, was also
marked by the student protests of Mav 68 this article examines the extent
to which Situationist theories, and more particularly Guy Debord’s La Socicte
du spectacle (1967), framed Pane's |)()|ili(‘d| gesture in Lscalade non anesthesice.
It argues that Debord’s theary,  which greatly influenced  the artistic
movement known as art sociologique, led Pane to place concepts such as
political action and communication at the centre of her work. Morcover,
it shows that Panc’s use of the notion ol anacsthesia emerged in response
to the discourse on alicnation developed by Debord and his folowers.
Accordingly, it argues that the viewing ol Escalade non anesthesice’s constat,
thanks to  visual strategies  highlighting  the  viewer’s connection to - the
larger  social body, produces his/her return (o consciousness as far as
moral responsibility is concerned in contexts as critical as that of the
Victnam War.

Pane, a Politicised Artist Rallied to Art Sociologique

At the time Pance performed Escalade non anesthésiée, the USA had been involved
in the Vietnamese contlict for over six years. In France, the contlict was brought
to the public’s attention through articles and photographs of the ravages of the
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war published in the recently created and increasingly popular magazines
L’Express and Le Nouvel Observateur. Within Panc’s ocuvre, a total of three
works  (le Riz  No. I, 1970 1971,

Noarriture-Actualités télévisees-Feu, 1971) reter explicitly to the Vietnam War,

Escalade  non  anesthésice  and
They constitute a unique body of work, as no other artist working in France
at the time overtly tackled the Vietham War in his/her artistic practice. In
fact, the l)ackgr()un(l of the politicisation of the avant-garde should be
nationally differentiated: radical politics in the USA and in France necessarily
developed within separate spheres, with corresponding ditferences in the way
in which the artistic a\'antfgal‘(lc responded. In the USA, the new social and
political contents which art practices entailed were intertwined not only with
the anti-war  movements, but also  with the feminist  and  minority
empowerment movements. In France, it is in the context of the May 68
events, for which the Internationale Situationniste and its leader Guy Debord
provided an idcological - framework, that a new political and  social
consciousness emerged, including among visual artists. * This political and
social artistic drive engendered in France a specific term — art sociologique
which somehow did not make it into the narrative of art history, but was in
vogue in France in the 1970s, as contemporary articles attest.

In the carly 1970s, Pance was considered a representative ol art sociologique. In
1977, Fred Forest, the instigator ol this artistic movement in the late 1960s,
member of the Collectif d’art sociologique as of 1974 with Hervé Fischer and
Jean-Paul Thenot, published a book entitled Are sociologique, defining it as *an
agent ol contestation and action” and therefore as *a behaviour direetly linked
to the transformation of S()('ivl/\".lg In his own artistic practice, Forest
rejected the traditional artistic media which he considered elitist. His works
from the 1970s (which, like Panc, he described by the generie term actions)
were characterised by an attempt to bring to the audience’s attention certain
socio-cconomic realitics by means of questionnaires, surveys, debates; ete
thus encouraging audicnce ])dl‘lici])alion.“ r\cu)r(lingl'\, Forest defined the
function of his work as cxclusi\'c]y documentary. Similarly, Panc occasionally
used documents providing socio-cconomic facts during her performances.

Some critics who associated Pane’s work with art sociologique were Frangois
Pluchart, writing not only for Artitudes but also for Combar, and Picrre
Restany. In 1973, Pluchart claimed in an essay devoted to Panc’s actions:
“The intention of bodily action is to open the individual consciousness to
major sociological facts”. " Similarly, Restany described her artistic practice
from 1970 on as m('io/o}]iquc.l() Morcover, Artitudes, the main French journal
dedicated to Body Art, simultancously became a platform for art sociologique,
which indicates how art sociologique and Body Art were perceived as related
artistic movements.

The term art soc‘i()/ogiquc may appear, at first, unspccii'ic. For any artist
commenting on social issues  which represented a very large, international
spectrum of artistic production in the 1970s - could be potentially called a
Sociological Artist. However, it is crucial to note that critics looking at art

)

sociologique argued  that  artis S()ci()l()gical intentions  were  historically
determined, therefore necessarily linked to the political context of the time.
[n his article ‘L'art sociologique’ from 1975, the art historian Bernard

Teyssédre (a subsequent contributor to Forest’s book) wrote:

L'art sociologique arises at a specific time in history: the time when many artists,
whose artistic endeavours were quite different at first, became conscious of their
common goals (is it by chance if, in France, this time arises after May 687?). . . . Instead
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13, e Riz No. T included a fragment of a rice
[m(hl_\ r\‘nking Victnam, various documents
pertaining to rice and a neon sign reading the
word Riz. The second sequencve of

Nourriture - Actualites televisees-Feu consisted o Pane
watc l)ing TV news reporting on the Vietnam War,

with a bright light dirceted towards her face.

4. However, Guy Debord's theories are at times
relevant to the American political context of the
late 1960s and mrl} 1970s. Tor instance, the
Watts” riots were interpreted in the issue of
December 1965 of Internationale Situationniste in
accordance with the Situationist theories that

Debord later synthesised in La Socicte Ju Spectacle.

15. “Une conduite dircetement lice 3 la

transformation de la socidte. Agent de

contestation ot daction”. Fred Forest, Are
sociologique (Union Géndrale d'Fditions: Paris,
1977), p. 43, Prior to lorest's ])Ul)limii(m, the
Collectif d" urt sociologique published *Manifeste Tde
["art \m'in]ngixlm-' in fe Monde, 10 October 1974
In addition, Torest conducted an international
survey, in an attempt o internationalise art
uu'lulu“/nluc. l‘,lg]ll)‘ artists and critics out of the
209 that he contacted in Europe, America, and
Asia answered his theee (]uvsliuns: (i) Docs art
sociologique exist? (i) Do you teel vou belong o
this movement? (iii) What is your own delinition

of urt sociologique?

16, Tor ('\Jll]])l\', in Interragation 09 (1969,
which involved discussions with the audience,
lorest ~nllg]|l to underscore the 1]]\1‘1):\’.1:\'\'“]\'[11 ol
]mlvhx nstitutions and |>[-i\4u- firms brom cultural

initiatives.

17. This was the case, for example, in

Nourriture- Acualitds @élévisées-Teu, where magazines
were dis])l‘l’\wl on a table I)]d('(‘(] next to a TV
broadeasting the news. The magazines included
publications from the INSEE (Institut National de la
Sl.lli\li(]llt' ot des l/‘.lu(h's I’.«'(»m)miqu«‘\) and
ceonomic journals, discussing problems of nutrition
in the world. Documents were also included in

carlier installations, such as Te Riz No. 1.

18, ‘Llintention de action corporelle est
d"ouvrir la conscience individuelle a des faits
sociologiques majeurs’. Pluchart, *Notes sur les
actions de Gina Pane’, (art: un acte, p. 231).
Pluchart wrote also about the work of Michel
Journiac, the other representative of Body Art in
I'rance at the time, cmphaxising more and more
the relation between B(»(ly Art and art \Luixrlq\/lL[(zc

in Journiac's work.

19. See Pierre Restany, ‘La réalité sociologique
de Gina Pane’, Combar, 1970, an article
mentioned in Tronche's bibliography. In July
1970, Restany went to Turin specifically to attend
the opening of Panc’s show. On Restany’s career
as an art oritic, see Ilcnry Périer, Picrre I{cx[un):

U alchimsee de 'are (F(liii(m.\ Cercle d’Are: Paris,



1998). This book also mentions that Restany,
acting as the curator of the French Pavilion at the
Venice Biennale in 1976, organised a debate on are
socinfogique w ith Forest and Fischer, vy lllrm'ing the
points of contact between Pane and the Collecrf

dart sociologique.

20, In 1975, the exhibition 17 1x corporel, curated
by Pluchart at the Galerie Stadler, made clear 1o
the French public that Body Art was a major
contemporary movement. [ corpored,
considered by its organisers as a manitesto
exhibition, included works |1} Acconat, Brus,
Burden, l)m}mm]), Tox, Jonas, Journiac, Klein,
I iithi, Manzoni, Muchl, Nauman, Nitsch,

Oppenheim, Pane, Rainer, Ritke, Samaras,

Ne I]\\dl‘/l\tn\\l('l“ and Sicverding. Tor a discussion of

Pane and Journiac's work in the context af the art
produced in Fraoee fron the Late 19660 (o the
carly 1970s, see Herd Gloagaen and Anne
Bronche, art actuel en France. Do andtisme
Fhyperréalisme (ditions Andre Balland: Paris,
19731 Panc and Journiac's work s disenssed in

the section entitled “Art pauvre et art du veste’.

21 art ~‘mi(>]ugi<]uv intervient a un moment
|n‘(-&|\ de Thistoire: celui ot de nombreuses
rnln-|n'i\\'s artistigues, tres diftférentes & I'tll’gil)v,
ont pris conscience de leur visée commune est ce
hasard si, en France, co moment survient aprés mai
082y . A licu de \‘inl«'rl‘ngvl' swr ‘Lo nature de
I"Art, sur son fessence’ il .\vxlf\'i( dere situer La
pratique artistique dans [ contexte d'une Prais
saciale, Te licu du "<|kl<'.~l|nluu'|u«'nl' acte
subverti: du rovaume de PAve comme [dée, il est
descendu vers Phistoire” (Bernard Tovssedre,
1art M)('i<)|ngu|1u", Opus Internatronal, oo 55,

1975, p. 163,

22 Un processus daction destiné a dinoneer les
alicnations de toutes natures’ (Forest, It

sociologique, p. 34,

23 Flart n'est plus un objet de contemplation
ou de fétishisme, mais un choix pour le meilleur
usage de lavie! (Pluchart, ‘e coup de Journiac’,
are: un acte, p. 174). ()rigind“'\ |!Llhl|~hv<| in
Compat, 10 March 1969,

M Combattant, dénoneant et engagee dans an
combat contre fes determinismes™. Pluchart,
“Notes sur les actions de Gina Pane™, [ ore un acte,
P 232

5. ‘Pertormance of Concern. Gina Pane

)
Discusses Her Work with Etfie Stephano’, e and

1973, p. 24, 1o this

interview, published in English, Pane reiterated

lreises, vol. 8, no. 1,
publicly some views she had previouslv expressed
in her notes: “The artist, while belonging 1o a
group of individuals anong w hom exist ul‘gk\ni/ml
relations, established 1)} institutions and
guaranteed by sanctions, can il he/she so wishes
extract himselt/herselt trou sociological issues

ar, on the contrary, become sensitive to,
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of wondering about ‘the nature of Art,” about its ‘essence’, the issue is to re-situate the
artistic practice in the context of a social Praxis. The ‘questioning’ has been altered:
from the realm of Art as an Idea it reached back to history.**

TC)'SSC‘,(lrc’.s reference  to May 68 is particularly relevant to Forest’s Are
sociologigue.  Indeed,  Forest’s  emphasis lhr()ugh()ut his  book on the
interventionist quality of art sociologique, which he defined as ‘an action
process dedicated to the denunciation of all types of alicnations”, hints at the
influence ol Situationism on his thinking.22 Forest’s book is actually a faithful
ccho ol Debord’s voice, pointing out  capitalist phenomena such as the
fetishisation of the vbject and the power of the mass media as the essential
forces against which art sociologique stood. Likewise, in 1969, Pluchart wrote
that for Journiac ‘art was no longer an object of contemplation or fetishism,
but a choice for the best possible use of life'.?* His portraval of Panc in 1973
as an artist Clighting, (lcn()un(‘ing and  cngaging ina battle  against
determinisms’, precisely when discussing  Escalade non anesthésice, was also
close to Forest's \ic\\'[)(linl.”
Panc’s work, by revealing an obvious concern with current politics, was
received l))‘ its closest inl(‘l‘l)l‘clcl‘s as  dart ,\':n‘i()/n”i‘/ll(‘. However, (]L‘Sl)il(‘
Pluchart’s discussion of Pane’s work in Debordian terms and the artist’s own
familiarity with Debord’s theory as attested in her dialogue with Forest
there is no evidence of a direct engagement on Pane’s part with Dcbord, but
they were clearly part of the same intellectual milicu her position within
this network of artists and intellectuals was complex, Indeed, the way in
which she deseribed her actual artistic position in the 19705 was very
nuanced in regard to art sociologique; yet, it was most remarkable in the way
she defined the role of the body in her performances within the specitic

context of the immediate aftermath of May 68.

The Body in Action, or May 68 at Work

In an interview from 1973 with Effic Stephano, Pane stated:

If the artist has a social conscience, he feels his responsibility in the society in which
he lives. | believe he can become a catalyst of social and moral change because he
has complete liberty of expression. He can, of course, delve into autobiographical
narcissism or shut himself up in his tower, but he does have the choice of being
responsible on a social level.”®

Key here is Panc’s emphasis on the artist’s responsibility, voiced through a
critique of modernism as a denial ol socio-political reality. However, she was
neither an activist nor belonged o any political parl(\:}(’ At the same time, in
a language reminiscent of Debord, she expressed her desire 1o challenge,
through her work, ‘the internal determinism’ propped up by ‘the regulatory
systvms’.ﬁ As a result, Panc’s provocative performances can be interpreted
as metaphorical allirmations of insubordination towards authority. But the
artist articulated in more specific terms the relationship between her Body
Art practice and the contemporary political state of affairs. In her text
‘Betore May 68, written in 1977, she recalled:

Before May 68, all living forces in Paris were working intensely to be able to get beyond
the ‘Social Criticism Theory' in order to be at peace with ‘real life’. In this broken, upset
environment, creativity was emerging everywhere. The confrontation of mine with the
post-1968 public benefited from a relationship that | could define as ‘Active’ and my
work was not only looked at, but lived.2®
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Pane’s emphasis on the word ‘Active’ is critical. If one agrees with her that
sul)jccti\'ity in Ma}' 68  was inscparal)]e from concrete action, then
Performance Art, based on the artist’s bodily engagement, logically emerged
as a highly relevant artistic mode. In other words, action, the basis of Pane’s
work (and, incidentally, the title of a journal then ran by students), was in
symbiosis with a central aspect of the May 68 rhetoric.”” In fact, the
principle of action kept expanding in the political  discourse as events
unfolded in reaction to  governmental resistance o students” demands,
jean-Paul Sartre declared in March 1969: ‘Explanation doces not interest the
students  anymore. . They have come 1o a point where only action
matters’. "
unproductive negotiations with their employer, eventually decided to occupy,
day and night, the latter’s office, declaring ‘now, we arc in the action’, a way
to signal their step into true resistance, " Pane also viewed the body in action
as the most powerful means  through  which to  express her fsocial
conscience’. Admittedly, she produced non-performative yet political works
prior to her actions, such as the installations La Péche endeuilléc (1968 1969)
and Ienezia-Acqua alta-Pali (1969 197()).” But as the body was increasingly
being exploited by artists to address social and political issues, Pane’s shilt to
Body Art indicates that May 68 oriented her artistic direction. It iy in this
sense that her statement ‘my language is that of the body since 1968, which
is to say that all of my work is materialized direetly by my body as the main
medium and tool for my concepts’ takes on its full lm‘aning‘”

Though she considered hersell” a member of the Body Art movement in
the carly 1970s, Pane simultancously emphasised  the importance of the
sociological body” in her work. As she explained in her cssay,  The

Language of the Body™:

The systematic study of the body never isolated from others’ bodies allows not only to
locate but to deduce that the body is the primary and natural instrument of sociology.
For these reasons, for my own commitment (68/70: ecological body, 71/74:
sociological body), | wish a good journey to companions who are involved in a
sociological practice, accompanying them from time to time but remaining
fundamentally involved in my artistic practice which is called: Body Language/Body Art/
Sociological Body.>*

Therefore, Pane felt a kinship with the Sociological Artists, all the while
dilferentiating hersell. She drew an explicit line between art sociologique and
the sociological body: it her work resonated with a form of resistant
subjectivity that emerged correlatively to May 68, she somchow rejected the
kind ol artistic practice that Forest defended. In this context, it scems that
the relevance ol the body 1o sociology is what led Pane to engage in a
dialogue with the Sociological Artists in the first place. Indeed, for her, the
body was in essence sociological, insofar as it did not exist by itselt” but
always in relation to a community. Hence, the relevance of using her own
body as the medium through which 1o address socio-political issucs on a

collective plane. In this sense, it can be argued that Pane’s choice to wound

hersell during Escalade non anesthésice was motivated by the virtual effect of
s b

her wounds on a largcr social group.

Communicating Through the Collective Body

Pane’s re-focus on her body in the late 1960s first involved a series of outdoor

acrions, rm'caling a new interest in environmental issues. At the same time, they
& J
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Similarly, a group of women workers, after months  of

concerted on, such issues™. ‘1artiste, tout en
appartenant a 'ensemble des individus entre
lesquels existent des rapports organiscs, Ctablis
par des institutions ¢t gammis par des <anctions,
peut sabstraire, s'il lo desire, des I)r()l)l(‘mk‘s
\()Liul()gi(luvs ou au contraire y Stre sensibilise,
concerte’ . Pane, Tlartiste ot la soci¢te’, Lerre,
P43, Written on 2 February 1972,

26. On this issue, sce “Art is what makes life
more interesting than art. A conversation
between Bernard Blisténe, Caroline Collier and
Stephen Foster”,in Gina Pane (Southampton and

Bristoly, p- 21 and ik)ll()\\i|1g_

27, ‘Lo déterminisme intéricur’ and ‘les
svstemes régulateurs”. Pane, Flartiste et a
socicte’ Tetire, p. 44 Pane’s stance also related to
Herbert Marcuse's ideas, which sere w i(lx'l)
circulated <]\n'ing May 68, Indecd, One Dimensional
Han, disc ussing repression, conditioning, and
administered treedom; was translated into French
in 1968 and received immediate attention,
nurturing students” discourse inaddition to
Debord's writings. Anindication ol Marcuse's
Impu].lril} can he a])])rm‘inl\-(| |!} his portrait
featured on the cover ot the 8 14 May 1968 issuc
of Te Nouvel Observateur, with the caption Qidole
des Ctudiants rebelles” (“The Rebel Students”
Idol’). The article discussed Marcuse’s reception
in the USA, while r\[v]‘lining the central themes
ol One Dimensional Man. Inc I(l('ll(.l]]}‘ the

{ollow ing month, Sartre, in his article 1 idée neave
de mai 1968, made a reference 1o Marcuse:

1 Universit¢ ne fabriquera plus des hommes
“uni dimensionnels™ (“The l[ni\rr.xil} will no
longer produce “one dimensional men™). This
positions Sartre as an important link between
Marcuse and the French supporters ol Mav 68,
considering the former’s commitment to the
revolt, See Serge Maltet, T idole des ¢tudiants
rebelles: Tlerbert Marcuse’, fe Nowvel Observatear,
8 T Mav 1968 pp. 5 T and Jean Paul Sartre,
Iidée neuve de mai 19687, Le Nowvel Observareur,
26 June 1968, pp. 21 4.

28, Avant Mai 68, toutes Tes forces vives de Paris
travaillaicnt intensément pour parvenir 4 dépasser
la “Fhéoric de Ta Critique Sociale™ atin d'en
assunier son “véeu”, Dans ce climat ¢elatd,
renverse, la crcativite (-nn'rgmil de toutes parts.
La confrontation de la micnne avee fe public
dlapres 1968 bencliciait done d'un rapport que jo
pourrais dddinir “dActif”™ ¢t mon travail n'éait
pas sculement regarde mais véeu™ (Pane, “Avant
Mai 687, Lettre, po45). Written on 12 December
1977.

29, The ])I\ilnmp]n‘r Paul Ricacur, to whom Pane
once referred inher notes, may also have been an
important figure for the artist’s conceptualisation
ot the action. Ricaeur, in the 1950s, claborated a
philosophy of will which became, in the carly
1970s, a |)]|i|uw>|>]1)‘ ol action, examining

questions of cthics, passivity, and moral



consciousness. See Pane, “Notes”, Lettre, p. 149,
date unknown, and Paul Ricocur, Frem Text to
letion. Easavs in {ermeneutics I, trans, Kathleen
Blamey and John B, Thompson (University Press:
Eranston, [L, 2007y, For a discussion of Ricacur's
theory of action, sce Trangois Dosse, A
Philosaphy ol Acting: Paul Ricocur’, in Empire of
Heaning The Humanization of the Social Sciences,
trans. Flassan Mulvll_\ (University of Minnesota
Press: Minneapolis and Tondaon, 1999) pp. 139
4N,

30, 1 ‘vx|x1|\’.lliun, an lond, ne les intéresse
plus.. s en sont arrives aun point ou seule
I"action compte a leurs }&'ll\‘ (Jean Paul Sartre,
Lajeuncsse piegey *obe Nowvel Observatear, 17 233
March 1969, p. S

31, Maintenant, nous sommes dans Maction”,
Jle

Nowvel Observanear, 17 23 March 1970, p-42).

The presence ol the workers at the students” side

(Michc¢le Manceaux, ‘Des vmpln\('\'s maodeles’

was kev to the unfolding ol the May 68 events,

37 These two works testify o Pane’s vu)lngi&.ﬂ
concerns. The first one related to an atomic
r\|yl<>\iu|| in the Pacific Occan in March 1954,
which spread radioactive ashes that allected the
health of some tishermen. The second had to do
with the recessian of Venice, |n||'li.\||} due 1o

industeiad pu”ullun.

340 Mo langage ctant celui du corps ‘l\'l\lli\
1968, Cestoa dire toute ma ercation est
matcrialisee dircctement par maon corps entant
que pring il>.x| niaterian er ounl de mes nnmrplx'

(Yane, Letre, po 720 Date mknowny.

3. etude svstomatigue ducorps janais isol¢
du corps des autres permet non sealement de
situer mais de dédune e le corps st
Finstrument premier o naturel de Lo sociologic.
Pour toutes ves risons, pour mon cngagement
In-rmnln'i (6N, 70: le corps «'urlngiqm‘, T/ 74 e
COTps won |n]n:\\ix|l|\-;‘ jo sothaite bonne route a des
compagnons qui s engagent dans une démarche
sociologique enles accompagnant par moments
niais restant fondamentalement cngages dans ma
pratique artistique qui se nomme: Langage du
Corps Body At Corps \mlnlni\vlqm-v (Pane, Te
|Anf\v.1;\u- du u-l'|h'< Tetire, p. 19, ()rigin.\ll}
}m|\|i\||u| in Opuns Tiernational, no. 55, .\Pri|
19475, P 451,

a0 Terformance of Concern, po L

S6. Guy Diehard, The Soceny of the Spectac fe,
trans. Danald Nichalson Smith (Zone Books:
New York, 1994, |- 29

37 Debord, Seaen, pp. 200 1L
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raised the question of communication, which she continued to explore in her
in-studio and public performances. Her desire for communication was
alrcady tangible in her action Continuation d’un chemin de bois pour aller d'un
lieu a un autre dans le hut d"une quelconque communication (Extension of a Wooden
Path to Go from One Place to Another for the Purpose of Any Communication),
performed on 16 November 1970 (Fig. 2). The fact that Pane performed this
action in a remote environment  without an audience, while  claiming
communication as its purposc, makes it an imp()rtant antecedent to Escalade

non uanesthésice. Pane commented on Continuation ' un chemin de bois:

This action took me a day to complete. In this isolated sand and rock landscape |
found the beginning of a road formed by pieces of wood, but it had no continuation.
There were many logs laying around in haphazard formations and | had the impulse, in
terms of my communication research, 1o join this broken road with a real road. So, one
by one. | carried and laid down the logs until the connection was made.*”

This description relates 1o concepts developed by Debord in La Socicte du
spectacle. This book was {irst and foremost a virulent critique of capitalist
consumption, where the term spectacle stood for all social relations and
modes  of - exploitation  generated by modern socicties: “The  spectacle
c()rrcsl)()n(ls to the historical moment at which the c()mm(xlity «'()mplvtos its
colonization of social life. It is not just that the relationship to commoditics
is now plain to scc commoditics are now aff that there is to see; the
world we see is the world of the c()lnm(nlit{\".% Accordingly, Debord
advocated the destruction of both the State and the cconomy and  the
abolition of the commodity. But beyond this cconomic discourse, Debord, in
alignment with a hamanist Marxism secking 1o counteract alicnation, decricd
sodiety for its separation between individuals and its negation: ol authentic
communication. This aspect ol Debord’s thinking helps to - understand - the
context in which Pane conceived her work. In the chapter titled *Separation
Perfected”, which characterised the .\'()('i(‘l)’ ol the sl)('(‘l.u']v as the ultimate

form ol isolation between workers, Debord wrote:

Separation is the alpha and omega of the spectacle. . . . And it makes no secret of
what it is, namely, hierarchical power evolving on its own, in its separateness, thanks to
an increasing productivity based on an ever more refined division of labor, an ever
greater comminution of machine-governed gestures, and an ever-widening market. . . .
The generalized separation of worker and product has spelled the end of any
comprehensive view of the job done, as well as the end of direct personal
communication between producers.”’

Debord primarily blamed the organisation of labour for the separation between
individuals. The economic system, he argued, was responsible for the seclusion
ol the workers, in the sense that the technical process of labour, in separating
the workers from the final product, was itsell” inherently insulating henee
the enunciation of Situationist slogans such as *Abolition du travail alicnd”
(‘Abolish Alicnated Work™y. Morcover, the organisation of labour affected the
relation between workers, as it [)urlmscl_\' prevented them trom interacting
with one another. Panc’s persistent labowr "until the connection was made™ in
Continuation J"un chemin de bois can be interpreted as materialising the form
ol production that Debord defended. Indeed, the entire action was carried
out by the artist with the objective of eventually establishing a form of
communication through the construction of a new passage.

Panc investigated further the question of communication on the occasion of
her public performance Hommage a un jeune drogue (1971), in which she had a
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Fig. 2. Gina Pane, Continuation d'un chemin de bois pour aller d’un lieu & un autre dans le but d’'une quelconque communication, 1970, black and
white photographs on plywood. Photographs: Hervé Gloaguen. (Photo: « Adagp, Paris 2011.)

256 OXFORD ART JOURNAL 34.2 2011



38, Performance of Concern, p. 22

39 Antoine de Baceque, The Body Politic,
Corporeal Metaphor in Revolutionary Irance, 1770
1800, trans. Charlotte Mandell (Stanford
l]nl\vlt\i!} Press: Stantord, 1997). The idea of
“the great body ol the citizens” was formudated I»)
the Thied Istate spokesperson Enymanue] \'in-_\n\

in Lssar sur fes privileges, 788,

40, 1t should be noted, however, that in \i('}'r~'
mind, the Narion meant the Third Lstate nn|r\A
Morcover, in spite ol its dllvgv(l]) universalist
ambitions, the public sphere «luring the French
Revolution was fundamentally male and
attermpted 1o setitself up without, and even
against, women, as Joan Landes .u'guul in Homen
and the Public Sphere in the Age of the French
Revolution (Cornell University Press: Ithaca,
1988).

41, David undertook Le Serment du Jeu de Paume
on his own initiative, but (lui('kl\ received
financial support from the Jacobin Club (then

known as the Sociéeé dev Amis de fa Constitutiony.

42, 'I’homme “isolé” est inconcevable; toutes ses
manifestations sont propres a la vie sodiale” (Pane,

‘Lo angage du corps’, Tetre, p. 18).
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Fig. 3. Jacques-Louis David, Le Serment du Jeu de Paume, 1791, pen, wash and chalk, 66 x 101 cm.
Chateaux de Versailles et de Trianon, Versailles. (Photo: ¢ RMN (Chateau de Versailles)/Gérard Blot.)

verbal exchange with the audience. I her other actions did not involve such an
exchange, Pance still focused on communication without the viewers” active
participation: “Afterwards [i.e., alter Homuge to a Young Drug Addict] 1
established a communication by using mysell as a “medium” factor. The
public participated with their bodies but remained immobile. Their organs
participated  with  my organs; there  was not a need  for  physical
manifestation”. ™ This remark pinpoints another fundamental principle in

Panc’s work that ol the collective bady a concept with historical
ramilications going back to the ¢nd of the French Ancien Régime.

In France, the notion of the collective bady developed during the French
Revolution. As Antoine de Baceque pointed out in his book about the bodily
metaphors that invaded the political sphere during the French Revolution,
the Jacobins promoted the idea of ‘the great body of the citizens'. " This
regenerated body consisted of one large, coherent, organic entity, formed by
the multiplicity of the citizens’ smaller bodies, now responsible for the
political power. At the core ot the Jacobins’ argument was the notion of
universalism, an ideal attainable since all citizens now shared a common
interest in the Nation, catalyst for cquality.40 Therefore, when Jacques-Louis
David undertook Le Serment du Jeu de Paume (1791), a depiction of the oath
taken l)y over 600 Deputies to give France a new Constitution on 20 Junc
1789, human bodics and politics were the two forces he had to take into
account for his composition (Fig. 3).4] As de Baccque cmphasiscd, David’s
work shows a dense and compact crowd physically unificd through a
common  political commitment, visually conveying the reality of the
collective body at one (brief) moment of the French Revolution; individuals
connccted with one another and C()ming t()gcthcr to constitute, litcrally, a
political body.

The notion of ‘the great body of the citizens’ resonates with Pane’s
understanding of the body as sociological, that is, as inscparable from the
greater entity of sodicty: “The “isolated” man is inconceivable; all his
manifcstations  are part of sodial life” she asserted. Furthermore, the
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collective body as represented in David’s Serment du Jeu de Paume is cchoed in
Panc’s performances, insofar as these relied on an understanding  of the
human body as a shared entity, pointing up the political impact of her acrions,
which involved effort, exhaustion, and wounds. Panc’s sclf-inflicted wounds,

pivotal to  Escalade non anesthésice and numecrous other actions, not only

focused  the viewer’s consciousness by placing him/her ina position of

empathy, but also challenged the audience to face its participation in the
collective body through the discomfort that the visualisation of the constats
involved. Exploiting the biological fact that cach individual is a body, Panc
reflected on the collective implication of our corporal condition evidenced in
her query is your body mine?’ and her declaration ‘T am the others” Luey
Lippard’s emphasis on the fact that Pance ‘used her body as a “conductor™
was, in this sensce, insightih].ﬂlﬂl Morcover, it was consistent with Pance’s
conception of a wound as ‘an establishment of a relationship with the other”,
for it indicates the link Panc created by the act of wounding hersell in her
attempt to communicate with others. " In this respect, Escalade non anesthesice
departed from Le Serment du Jeu de Paume: while in David’s composition, the
citizens were united through a unanimous political stance which transported
them  to a near-costatic state,  Pane shared pain with  her  audicnce,
simultancously testing her own bodily Timits and symbolically overstepping

& o

the viewer’s.

Anaesthesia as a Metaphor for Alienation
Pane’s efforts to destabilise the collective body, which she indirectdy wounded
through the pain she inflicted on herself, implicd her fight against - the

anesthetised state of individuals in modern socicty. Exposing the vulnerability

ol the physical body became an almost common gesture in- performances of

the 1970s. As a vesult, Performance Art from this period has often been
labelled  as masochistic, notably by Kathy - O'Dell for whom artisty”
masochistic - gestures evidenced the breakdown  of  the social order. For
masochism precisely involves a contractual aspect which places the act of
wounding  onesell” within - the wocial realm. ' Maore gcm'mn‘\', Martin Jav
interpreted artists” tendencies 1o harme themselves as g challenge to the
Kantian aesthetic experience based on disinterest and contemplation. While

emphasising  the heterogencity of the works enga

g sed in this nnt()l()gi('al

C
K9
battle, Jav characterised this anti-modernist impetus as a “mobilization of

L . L 47 . Lo . .
acsthetios against anesthesia’, Again, this issue, a primary clement of

Escalade non anesthesice, can be placed historically, in relation to Debord’s

theory on alienation:

The spectator's alienation from and submission to the contemplated object (which is
the outcome of his unthinking activity) works like this: the more he contemplates, the
less he lives; the more readily he recognizes his own need in the images of need
proposed by the dominant system, the less he understands his own existence and his
own desires.*®

The principle of alienation discussed by Debord emphasised how the individual,
dispossessed of himsell7herselt, saw his/her existence submitted to an order in
which he/she participated but which ultimately dominated him/her. Pane
addressed this in her seminal essay from 1974, “Letter to an Unknown Person’:

Civilization . . .is taking back the body's language . . . in order to transform the threat it
contains into an entertaining, ostentatious, perverted, lustful game, giving the
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43, “Ton corps est-il Je mien?” and *Je suis les
autres” (Pane, Letre, P 83, Date unknown).
44, Lucy Lippard, "The Pains and Pleasures of

Rebirth: Women's Body Art™, e in dmerna, vol.

64, noo 3, .‘\L\'\' June 1976, P SO,
45, Panc, fetrre, P 102 Date unknown.
46, See O'Dell, Contrac

47 Martin Jay, “Somacsthetics and Democracy
Dewer and Contemporan Bodv Art’, Journal of
teschern Educarion, vol. 36, no. 4+, winter 2002,

p. 67

A8, Debord, Socien, i [N



49, “Civilisation . .

corps ... pour transformer la menace qu'il

. recuperant la language du

contient en un jeu divertissant, ostentatoire,
pervers, lubrique, donnant T'illusion & Pindividu
de le libérer alors qu'en réalité la Socictc I'aliene,
tranformant sa ])<}'C|1()In()ll‘i(‘ilk" enoune puissance
de rendement: “corps eyhernétique/ corps
competitif’. Mun découlant des socicics
industriclles, autre des sportives, officines du
muscle, du m(‘mni(luc, de Ualicnation et de
Poppressif ™ (Pane, “Lettee a un(ey inconnu(e)’,
Lettre, pp. 1415, ()rigimll_\ published in
Artitudes International, no. 1517, October
December 1974, p. 34

50. T douleur contre toute espeee danesthésic

morale” (Pane, Tetrre, p- 155, Date imknown),

51, Discussions on alicnation proliferated in
Internationale Snuationmiste. See {or ern])lv ‘D
Palicnation. ixamen e plusicurs aspects
conerets’, Internationale Sttnarionniste, no. 10,

March 1969, pp. 56 82,

57, Neil Shechan, *Should We Thave War Crime
[rialse’, New York Times, 28 March 1971, scec.
BRI Shechan's article was translated into French
and rr])rmhlu‘(l inits lull |4'ngl|1 in /e Nouvel
Obscrvatenr, 1925 '\lwri| 1971, pp. 67 82,

33 Quoted in Shechan™s article.

54 This story (including photographs) was
|‘<‘|m|‘lv(1 in the French prress. See Tanile
Guikovaty, 17 Amnerique saccuse’, 1 prosy,

N 14 Decombor 1964, Pp RS
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individual the illusion that it gives him/her some freedom, whereas, in truth, Society
alienates individuals, transforms their psychomotricity into production power: ‘cybernetic
body/competitive body’. One results from industrial societies, the other from
sport-oriented societies, with the muscle, the mechanical, the alienation and the
oppression.*®

In agreement with Debord, Pane associated man's state of alienation with the
functioning of late industrial socicties. Civilisation, although potentially
a“owing people’s  liberation  from  the  force  of production, actually
manipulated their minds to the point of numbness, thus securing  the
perpetuation of society’s domination and power. Therefore, Panc's criticism
was a follow-up to her statement from 1972 about determinism, as well as a
sign of her rallying to the Sociological Artists” political agenda vis-a-vis the
socicty of the spectacle. While contrasting the human body emanating trom
entertainment with the human body resulting from labour, Pane emphasised
their similarly alicnated condition. In this context, her deliberate choice in
Escalade non anesthesice 1o climb feet and hands unprotected a ladder studded
with  shards, indicated  her effort to ‘re-corporalise”  the  abstracted
body-as-image, as its authenticity was annihilated by the sodiety of the
spectacle which contined it to the role of an object of representation.,

Among Panc’s gestures of resistance to so(‘icty’s ()l)l)rcssi()n, escalade, in the
sense of climbing, was particularly emblematic, as it significd both an eftort to
overcome an obstacle and an affirmation of free will. Pane’s first ascent took
place in 1970, when she climbed a sand quarry near Paris. This physically
demanding action, titled  Deuxiéme projer du silence, involved danger as the
quarry wall might have collapsed at any moment during Panc’s ascension
(Fig. 4). This performance denoted an act of individual resistance, reiterated
in Lscalade non anesthésice, which, additionally, caused her to bleed. Panc's
cimbing of the ladder was intended to - wake  her physical sell” and,
consequently, the viewer, from an artificial sleep: “Pain against any kind of
moral anacsthesia’, as she wrote.”” Panc’s introduction of the notion of
non-anacsthesia - resonated ina - particular way  with  the  discourse on
alicnation.”! Indeed, anacsthesia as such was a powertul image for expressing
the fact that individuals were fundamentally conditioned.

The conscequences of alienation, so central to the preoccupations of Pane and
her peers, reccived dramatic illustration at the time of her performance, with
the accounts of the trial of Licatenant William Calley on his involvement in
the My Tai massacre in March 1968, Calley’s defenders pleaded  the
Licutenant’s ‘robot personality” in order to exculpate him.” Thercfore,
instead ol referving to the Manuel of Military Campaign which stated  that
soldiers were ‘not expected to evaluate, in the context of the discipline of
the war, the legal value of a received order’, Calley’s defenders emphasised
their client’s memtal inability to question his Captain’s orders, rcgar(lluss of
what they entailed.”’ I other words, they dismissed the fact that Calley was
‘legally” not allowed to exercise a moral choice when he was assigned the
My Lai mission, l)oiming out instcad his automaton nature and mental
calalcpsy. A (‘()umm‘fimagc also came out of the rcp()rting on M}' 1 ai the
story of a soldicr who wounded himself deliberately in - order not to
participate in the massacre.” This gesture was somchow  reminiscent  of
Pane's action, which had a military dimension, although the contexts in
which the soldier and the artist wounded themsclves were obviously very

different (on the one hand, a soldier caught in the urgency of the war and on
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Fig. 4. Gina Pane, Deuxieme projet du silence, 1970, black and white photographs on plywood, 106.8 x 180.5 cm. Photographs: Hervé Gioaguen. Musée

départemental d'art ancien et contemporain, Epinal. (Photo: Adagp, Paris 2011.)

the other hand, an artist rellecting in her studio on events unfolding at a
distance).

Considering the political significance of Pane’s wounds in Escalade non
anesthésice, the performance also raised the question of an individual's
responsibility. In - this respect, it related to such works as Michel Journiac’s
Piege pour unc exceution capitale (Trap for a Capital Punishment), which consisted
ol a white full-scale guillotine displayed in the garden of the American Center
in Paris in June 1971, As FEscalade non anesthésiée, Journiac's work was leatured

in the October 1971 issuce ol Arrirudes. Frangois Pluchart wrote about it:

Art. . .is a critical exercise and its efficacy is even greater when it confronts more
overtly the defects of society. Death penalty. . .is an intolerable phenomenon for
anyone who has not given up being human. One needed Journiac's courage to dare
show publicly to any being who accepts capital punishment not to be immediately
sentenced to death, that at every moment that goes by, he/she is the accomplice in a
potential assassination.>®

Picge pour une exéeution capitale and  Escalade non anesthésiée both sought to
¢

challenge  passivity, with the purpose of stopping  the ‘segregation  of

individual consciousnesses”.”® In both cascs, the viewer was contronted with
cthical questions in which his/her responsibility proved to be involved. At
the same time, Piege pour une execution capitale and Escalade non anesthésice
offered a major difference: unlike Jouniac’s purely sculptural work, Panc’s
constat was the result of a painful performance that she subjected herscelf to,
even though no audience witnessed it directly.
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Return to Consciousness: Reading Escalade Non Anesthésiée’s Constat

Lea Vergine noted about the presence of an audience at a performance: ‘The
public is nceded to complete the event; it must be involved in a collective
expericnce that leads it to reconsider its quotidian existence and the rules of
its ordinary behaviour”.”’ Vergine's remark relates to the conventional
un(lcrstan(ling of performance as a practice requiring the inclusion of the
viewer  within its  spatial and temporal  sphere,  thus overlooking  the
imp()l‘tancc IPanc l)laccd on ])h()t()fd()('umomati()n in her artistic stratcgl\zgs
The term photo-documentation should actually not be understood as I)urcly
documentary. Rather, it is indicative of Panc’s conception of pertormance as
a non-sclf-sufficient practice, which only photo-documentation could make
c()mplct(\

The relationship between performance and documentation gave rise to
controversy in the 1970s as many artists cxprcsscd scepticism towards
photo-documentation. As Carl Andre famously put it:

The photograph is a lie. I'm afraid we get a great deal of our exposure to art through
magazines and through slides and | think this is dreadful, this is anti-art because art is
a direct experience with something in the world and photography is just a rumor, a kind
of pornography of art.>®

Il some artists considered photo-documentation a poor evocation of a unique
event, others, including Pane, integrated photography into their performance
practice, hence the secondary importance of the presence of an audience.
Pane wrote about the role of photo-documentation: “The body, which is at
the same time: project/matter/exccution of an artistic practice, finds its
logical medium in the image, by way of the ])h()t()gl‘aph'.(’“ Thus, Panc and
Frangoise Masson determined  the series of shots to be taken during the
performance (Fig. 5), and the making of the constat then involved: thoughtful
editing, resulting in a visually compelling photographic account.

A significant example of Pane’s wish to leave a lasting trace of an cphemeral
action, Escalade non anesthésice’s constat not only includes a carefully selected set
ol black-and-white photographs, but the ladder itsclf, adding a sculptural
dimension 1o the work. The ladder against a wall placed next o the
photographic pancl, forcing a {rontal viewing, is a departure from the type of
phenomenological experience prompted by Pane's carlicr minimalist works.®!
At the same time, this frontal presentation, reproducing the position of the
ladder in her studio, facilitates the principle of a re-cnactment of  the
performance triggered by the editing of the photographs.

The performance is re-cnacted through the constar by means of the large
number of prints, a total of sixty-nine displayed on a sizeable pancl; as a
result, the viewer cannot take in the whole panel at once, but must ‘read’
the successive sequences ol shots. The progression of the viewer’s rcading
therefore implies a temporal unfolding which intensities his/her experience.
Furthermore, the prints are arranged in groups of three, nine, or twelve,
most groups composed of different framings of the same motif. This visual
rhythm infuses the pancl with a dynamism effectively evoking the physical
effort of the performance itself. Finally, though no print is the same, their
repetitive content stresses the length of the performance in time and, more
importantly, the artist’s physical suffering. Thus, the constat functions as a
‘live” narrative of the performance.

As discussed carlier, Panc’s actions, including her sclf-inflicted wounds, were
motivated by her ambition to promote an idea of the body as a communal
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Fig. 5. Gina Pane, Escalade non anesthesiée, 1971, black and white contact prints. Photographs: Francoise Masson. (Photo: + Adagp, Paris 2011.)

entity. Indeed, for her, this was the condition for a collective de-anesthetisation.,
Accordingly, the constat sought to encourage an identification of Pane’s own body
with the viewer’s so that the viewer’s return to consciousness could occur. Pane
described this process as follows: ‘Contrary to the happening which tended “to
make one participate”, performance tends to the assimilation of the other
through operations of identifications both by projection of the conjunctival
tissue: the membrance, and by cncrg‘\".(‘Z A psychoanalytic subtext is tangible
here and consistent with Pane’s use of psychoanalytic terms to define the
psychic processes at play when one attended her performances or viewed
the constats. The process of “identification” was staged by the artist through the
juxtaposition of the ladder and the photo-documentation two pancls of
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identical dimensions whose visual structurcs, resembling grids, are similar: the
rungs of the ladder, placed irregularly between the vertical posts, echo the
assemblage of the prints. As a result, the boundary between the actual ladder
and the prints is somchow blurred, as though the prints were inscribed within
the ladder structure. This allows the viewer to visualise himself/herself
climl)ing the ladder, thus establishing a kind of fluidity of subjectivities between
the performer and the viewer. Accordingly, Pane, who asscrted that her
‘attitude’  was ‘absolutely  not autobiographical’, carefully  concealed  her
identity in Escalade non anesthésiée in order to facilitate the identification
between her body and the viewer’s.®® The relatively neutral outlit worn in
Escalade non anesthesice black pants and a sober checked shirt is a first
indication of this cffort.” Morcover, most shots avoid showing her facial
features bcy()n(l the profile. Similarly, the shots sh()wing the ladder in ity
entirety and (l()cumcnling different moments of Pane’s ascension are taken
from a distance, preventing a clear insight into her pvrsmm.“ Operating as
images of a generic, universal suffering body, the photographs arc meant to
transmit to the viewer’s physical self” the sensations of the climb. Thus, Panc’s

performance was not so much about her hody but rather the image ol o body.

g
Jennifer Blessing defined Pane as ‘a generic actor’, recognising the artist’s
g g & &

. L S o .
resistance to performing in a narcissistic manner.” In this respect, Pane agreed
with Forests stance against an artistic practice centred primarily around the
promotion of the artist’s identity. Forest warned  that ‘through  his/her
conspicuous presence, the artist can become the “thing” instead of animating
g &

<« . » i T R L - .".VA'|(\/ , . el
the thing” (subjectivity instcad ol intersubjectivity)”.”" By suggesting an
atfinity between art sociologiyue and Pertormance Art, this remark identifies the

J g4 ,

connection between artist and viewer as an element crucial to the art of the 1970s.

Epilogue

The political content of Escalade non anesthésice a unique contribution to are
sociologique, an artistic movement influenced by the discourse of May 68

raises  the  question ol its significance  beyond its - art historical  value.
Admittedly, the performance unfolded in a present that cannot be recovered,
which  was marked by the Vietnam  War. However, the  constar also
commemorates the ravages of the war in the name of collective mmnur.\:hx
This shows a corrclation between Pane and Debord's thinking. Indced, as
Jonathan  Crary wrote, ‘Debord sces the core ol the spectacle as the
annihilation of historical knowledge in particular the destruction of the
recent past. Inits place, there is the reign of a perpetual l)rcscnt"()‘) This
observation underscores Pane'’s view  that a performance is inconceivable
without a constar, for no other temporalities than  the present would
otherwise be at play in her work. The continuous  and repetitive visual
de-anesthetisation that the constar commands allows for a lasting cffectiveness,
mediated by the artist’s staging of her own body as a generic one. Panc
wrote that ‘memory is not ncccssarily treated as a souvenir but as a duration
of consciousness’.”” The reading of the constat of Escalade non  anesthésice
l)rings about a duration of consciousness on the viewer’s part that reveals the

relevance of this work for current and future audiences.

This article originated as an essay written in 2005 for a graduate seminar taughe by
Carrie Lambert-Bearty ai Harvard University. I thank her for her extensive feedback and
generous advice.
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