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INTRODUCTION

In an essay on Post Modennism Cnaig Owens says the fiallowing "To impute an

allegonical motive to contemponany ant is to ventune into pnoscnibed tennitony

fion allegony has been condemned fion neanly two centunies as aesthetic abennation,

the antithesis ofi ant". (7) This was wnitten in 1980 - a time ofi change in the

A tnansition o<$ sonts was being made asdevelopment ofi antistle pensuit.

Post Modennism was emenging finom the dying embens ofi modennism. Cnitics and

ment has filounished. The netunn to fiavoun ofi painting and in panticulan a type

finamewonk fion the inconponation ofi

But some see this development as neaetionany, a neaetion by Eunopean antists

to Amenican dominance. Amenican ant became veny dominant on the intennatlonal

cincuit afiten the second wonZd wan. Eunope was in nuins matenially as well cu
spintually} unable and unwilling to

to the nescue in matenial tenms and penhaps also on a cultunal ZeveZ. Eunope

had lost many ofi its fiine antists fiZeeing finom oppnession, to Amenica, and

pnofiound infiZuenee on the

up tiZZ then somewhat pnovineiaZ outlook ofi Amenican antists.

Fnom the 1950'i onwandi, then Amenican painting fiZouniihed with the

element Gneenbeng.
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A genenal tnend wai evident in thii development

in that abitnaction, and a concentnation on fionmal meant, came to the fionefinont.

In thti antiitt wene in no tmall meatune indebted to the wnitlngt ofi

Abitnact Expneaionitt movement initially leading to othent like Hand Edgid 

Abitnaction to Minimalism.

ofi nepnesentational painting^has pnovided a 

allegony into the wonk.

these had now set up in the "New WonZd" and had a

an extent, to nevive itselfi. Amenica came

antists evenywhene wene tnying to come to tenms with these changes,in panticuian 

the netunn to fiavoun ofi painting on canvas. $ince 1980 this panticuian develop-



Theia woak mu

weae tel^-ae^eaential in that they commented on and catt a caittcal gaze on

theta own ^oamal paopeatiet. Thit led paatly ^aom Gaeenbeagt ^oamalitt

thinking and waitingt. Thit peaiod ofi High Modeanitm wat deaived fiaom hit

notion 0(j linea*. paogaettion, 0(j development tupeaceding development, movement

fallowing movement. The waitingt 0(j Gaeenbeag and otheat in combination with

the woakt foamed Thit wat to lead to the

dead end of, minimatitm in which the applying o<j paint to canvat foa example,

became in ittelf an autonomout act. A woak did not need to teek tuttenance

faom, oa aefeaence to anything othea than ittelf.

It wat that with much amazement and thock that Kmealca aeacted to the

Immeadoaf and Bateliiz and the lialiarit Chia,Cacciwoakt of Geamant Kiefea,

The aetuan to a flguaatlveand Paladino in the late 1970't and eaaly 1980't.

Gaeenbeag had waitten widely about an inteanationalitm in aat,baabaaic act.

bat heae weae painteat whote woak contained naancet of theta own nationalittic

angti and cultuae.

wat had -w*. ought on the Geaman people and

aftea the fighting had ttopped. No one wat quite paepaaed foa thit. Caitict

began to tpeak of oat at having moved beyond the confinet of modeanitm and in

came to be uted to detcaibe thit new imageay.
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on thote le^t to pick up the piecet

pastticala* modeanitm at

In the woak o(J the Geamant Kie^ea and Immendoa^ theae wat 

an attempt at coming to teamt with the teaaible taauma which the aecoad woald

etpouted by Gaeenbeag i.e. oaigionality 0|$ touace, 

conttant development and fioamal invettigation. The team Pott-modean that

a unified almott Woald View 0(j a*t.

type oi painting at oppoted to abttaact, on canvat wat teen at a degeneaate,

Gaeenbeag became a tpoketpeaton ^oa the abttaacttonitit.

geneaally devoid oi content othea than itt ^oamal content. Many o^ the woakt



The. influence of the Germans and Italians -soon began to be felt throughtout

alt 0(J Europe and then tn America itself. It became not uncommon for painting

to dominate all the major international art exhibitions,

from the former dominance 0($ conceptualism, performance and video throughtout

the seventies. The new painting concerned itself with content,either cultural

or political. Much of the new painting was dubbed Neo-Expressionist and later

other labels like New figuration, New Image and Bad Painting were also used

to describe the works.

If anything this new wave of painting showed up that something was lacking

within the general stratlegys of modernism. The modern movement dominant

throughtout the 7.0th Century had failed as far as these artists were

concerned. Greenberg had stated that modernism should disassociate itself

from content or any attempts at representation. It would thus reach a higher

There should be no pondering

to any form of populism. Art should concern itself only with Issues that

related to itself. Modern art was to be the avant-garde, the leading force.

The means by which artistic activity could liberate the masses.

new way (J orward. Socialism would

destroy the strangle hold of the ruling classes and the bourgeoisie. In

classes.

vital ingredient.

Painting saw major developments from the 1870’s onwards with Impressionism

and Post-impressionism and it was these developments that inspired the notion

of the avant-garde.

in their work as a means of advancing socialist principles.
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This may not have 

been done in a direct manner but rather, as an attitude to their output.

painting the art of the academics became to be associated with these ruling

This was a type of painting that drew heavily on Greek and Roman

a strange reversal

This notion had its origions in the 19 th Century in the Socialist thinkings 

a.nd writings of those who saw in socialism a

myth, was mainly classical in execution with allegory as a

Some artists who had socialist tendencies began to see

plain and would become more pure as a result.



The past was nejeeted,The emphasis was on finding new means, onlglnal Ideas.

eoZZabonation with the eonnu.pt establishment. AU the majon antlstie

The avant gandedevelopments 0(j the 20th centuny had this concept at heant.

was established and Its Zeadenshlp note was clean bat would the masses

follow.

this stage of modennlsm otf being Heroic.

oven Inflation of the neat ability of antlstie activity to change anything.

Jenks IdentifiesThis was nowhene mone appanent than In modennlst anchltectune.

the wonk of Gnoplus Mies and Le Conbaslen and says the following of theln

output - "The denote Avant Gande was Itself to be the neplaeement fan the olden

Institution of the elite with Its Intelligentsia, pnofesslonals and anlstocnats

Thus Its styles and vltunes would be picked up by the nest of society.

Le Conbuslen and the Bauhaus would set the standards fon mass pnoduction,

The Ideal types which would be endlessly nepeated and theneby nalse the level

T.S. Eliot would punlfy the language the tnlbe. Eisensteinof mass taste.

would nefonm the sensibilities of the fllm-goen as much as Picasso,Bnaque and

Neven mindLegen would tnansfonm and punlfy the visual codes of the public.

fon a moment that this neven happened pneclsely the way they Intended! The

Ideal was strong enough to canny ten genenations of Modennlsts night up to the

Lt senved to justify theln ex.penlments, theln will to powen, theln1960's.

endless housing estates and attacks

o
Towands the end of 1 830 Eugene V e la.cn o lx. began wonk

the People" painting based on the thnee day Pants nevolutlon In July 0(j that
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powenful young woman, she boldly stnldes fonwand with musket, fixed bayonet and 

flattening flag.

the social Implications of nefennlng to the past [In tennis of style and 

attitude) wene such as to nenden this type of activity - as being In

on the academics of ant" (3).

on h-is "Llbenty Leading

The denote avant gande led to an

yean. Velaenolx.'s allegonteal flgune of llbenty Is shown leading a gnoup of 

nevolutlonanles fonwand oven the bannlcades. Hene Is a veny striking pose, a

Canl Jenks In an essay entitled the 'Post-Avant Gande' [2] accuses

eonnu.pt


"Hca pictoAial chaAactCA has little in common with the pallid academic

allegoAies oa awkaAd populaA lllustAatlons which may have suggested the basic

The figuAC is dominant not only foA its placement at the apex, of themotif,.

complicated tumble of bodies above which she looms fAamed by the patAiotic

emblem of the tAicoloA but foA the vigoA and cAedibility of heA pAesence in

the midst of the combat. It is an impelling image one that is all the moAC

ACmaAkable foA its simultaneous pAojection of the Aeal and the ideal cannotations

of the stAuggle" (4].

In as sence the nation of theallego Ay foA a new splAit, foA a new nation.

avant-gaAde and modeAnism can be seen to deAlve fAom this type of heAoic

The avant-gaAde like libeAty mounts the baAAicades, in this caseallego Ay.

the constAaints of the academic tAadition and moves foAwaAd into the unknown

and hostile teAAitoAy ahead to cAeate something new and puAe.

PeteA Wollen wAiting about the Russian kAtists KomaA and Malamid in 1985

says that thelA woAk could easily be fitted into

Second the implicit and explicit Aejection of the aesthetic of oAigionality,

authenticity and puAity: the sence of

available imageAy to be scavenged puAloined and bAicolaged. Thus the employment

of postuAe paAody, quotation, simulation ect. in the intCAest of appAopAiation

and inteAestuality. ThiAdly, eccentAicity (poly-eccentAicity?) and excess,

to the woAk of post-modeAn aAtists,- appAopAiatlon. WheAas it is obvious that
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imageAy can be appAopAiated then it is also possible that traditional forms 

of the visual use of allegoAy can be appropriated.

modeAnism, his reasons being,-L'Tirst, the breakdown of the canonical distinction 

between avant-gaAde and Kitch, the foundation of the doctrine of modeAnism.

a neatly made model of post-

This contemporary version of libeAty served as an

an overwhelming profileration of

" (5).a mixing and melowing of styles, tones,idea logics,genres and subjects

This is important not so much in the way it tries to catagorise the work of

KomaA and Melamid,but that it offeAs us a view of the contrasting elements of 

modeAnism and post-modeAnism. He also uses a very important word that relates



The^se. traditional forms employed Greek c.£<U4Zca£ literature mostly and u^sed

Mode-tn-cim /t ejected thisit in a representational manner through painting.

The. fonction ofitraditional form of, artistic persuit o,' being out o^ date.

the avant-garde was to fond new ways oft expression. But wheras the allegory

o(j liberty leading the people can be applied to the avant-garde, it most

certainly cannot be applied to the post modern. Charles Jenkt iayt o(> the

poe>t-modern "it doesn't try to conquer new territories tyr the old shock of.

the new of, Duchamp it substitutes the new shock o^ the old ofi Marriani" [ 6).
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ALLEGORY AND THE PAINTING OF CARLO MARIA MARIANI

Among the*e *tytl*t* Carlo Martatwentieth century cubo futurl*t *tyle*.

In the. mid 1970 MMlanl had already cheated work* which combined photography,art.

In hl*conceptual fa*hton.

attempt at producing an entirely lmper*onal artwork Martant ha* retted upon the

mo*t traditional embodtment of Italian art to brtng tnto que*tlon the notion

0(j Mt beauty and aesthetic*". |7)

Speaking about ht* own work Martant ha* *ald the following,

the American Mtl*t* tn the Sixtle* the exponent* O(j Pop Art, they were taking

advertising hl* *aturatlon O(j Image* and making an Mtistlc statement out o<j
them. But a* fM a* I

world out*lde u*. parttcutM hl*torlcal

period that I* the last decade O|$ the etghteenth century and the earty yeM*

of the ntneteeth. My lntere*t tn this pertod l*n’t purely Mtl*tlc but also

*octal and political .... this I*

drawn to." (2)

cu> being thu*, other* *ee him a* betng Po*t-Modern. "If one took* at three

Italian Po*t-Modernl*t*, CmIo Marta MMtant . . . , one *ee* their Itallne**

atway* tn quotation mark*, an trtontc fabrication of thetr root* made a* much

Wherea*

the Po*t-Modern world It I* cho*en and Invented."(3)
- 11-

beyond - I don't want to be Involved tn the chao* I want to try and recover the 

preclou* Individuality of u* poor mortal tn order to conquer, redl*cover the

an Mt historical -legacy ha* atway* been more con*ptcuou*

wrtting and drawtng of cla**tcal *cutpture tn a

"If we took at

am concerned per*onatty tt t* *omethtng I want to go

My work reflect*, my tntere*t tn a

a pertod I have atway* fett tmmeiuety

Vartou*ty de*crtbed a* reactionary, mannert*t, and neo-(5a*ct*t, Mariani*' work 

took* to the pa*t for It* ln*plratlon. Wherea* hl* dl*tractor* may *ee hl* work

for the Hew Vork they occa**lonatty Inhabit a* from Inner nece**lty.

a mythology wa* given to the Mtl*t tn the pa*t by tradition and by patron tn

"In Italy today where

artl*t* Me producing work* tn gut*e* ranging from Pompeian wall painting* to

MMtant I* the painter who protray* then\o*t over adherence to Neocta**lcat



Mariani’s work Zi a rejection of 20th Century developments. In it we -see a

reappearance of Renaissance illusiorlsm and mythological allegorical subject

His mode of representation -neo-classism of the. eighteenth andmatter.

nineteenth centuries is immediately recognisable as familiar bat also -somehow

The shock of the old thus created placesforeign to a modern audience.

But why shouldMariani in a position to question contemporary values in art.

his work seem strange? have we forgotten the past? - "Since his themes are of

us with its strangeness that is with the recognition of our cultural amnesia.

Thus his art attempts its newness not by repudiating the past and its values

but by being ultratraditional. In its attempt to remake tradition into

contemporary representation this painting asks us to suspend all contexts and

To seek this(4)

of linearity.

synthesis and development."(5)
sets out how this may be arrived at.

uniform in each of its points drawing with it in one and the samea vast stream

current in one and the same fall or ascension or cycle alt men and with them

things and animals .... and it was this unity that was shattered at the

beginning of the nineteenth century . . It was discovered that therm existed

subsequent definition of its evolutionary outline . . . Things first 0(j all
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received a historicity proper to them which freed them from the continuous space 

that imposed the same chronology upon them as upon men. (6).

paradoxical sence of time history must lose its vertical sence of progression,

To look back is to"review history without principles of cohesion

Mariani has certainly chosen to work in the manner he does, his work is not the 

result of arvie.ve artist unaware of developments in the twentieth century.

Michael Foucault writing in The Order of Things

Stating that"history was conceived of as

a historicity proper to nature - forms of adaptation to the environment were

to seek a wholly other and paradoxical sence of time."

defined for each broad type 0($ living being which would make possible a

such antiquity that they are no longer in our memory, Mariani's work shocks



To anntve at borne bence 0(J bympathy wtth Uantant'b wonk tt Lb thub neezbbony

Mad of^ btateb

pabt." (7)

It Lb thub appnopntation cannted0(5 authentictty on autonomy ofi the ontgtnaZ.

mannen thatA coZZege 0(5 tmageny.out at nandom.

Zvokcb ntneteenth centany neo-cZabbtcaZ ant tn appeanance the Ztnk though tenuoub

Thtb ptek and choobe attitude to htbtony Lb penhapb mobt zvtdzntmubt end thene.

Whtch caZZb to mtnd WaZten Benjamin’b nemank that tttn htb ube 0(5 aZZegony.

Lb thz common pnactibe ojJ aZZegony to ptZe up ^nagmentb ceabeZebbZy wtthout any

Hz Lb not atone, howeven tn thtb anea cub benvenaZ Pobtbtntct tdea 0(J a goat.

Stephen McKenna, Koman and MetamtdModznn patntenb tube attegony tn thetn wonk.

Thebe antLbtb one ubtng the tnadttionb oj5 the pabt to ne-and Genand Gnoubte.

examine the pncbent and by dotng 40 they pabb comment on that tnadttton ttbeZ^.

Thub they one not concenned wtth mene dupttcatton non do they wLbh to pay homage.

"appnopntatton Lb thz convenbton 0(5
new tennttony. We hotd on to the pabt now by denaetnating tt, by bht^ting tt

Havtng accZtmated ounbeZveb to bpZtntened time we haveto thz pnebznt terue.

cut ^nee the nootb 0($ att htbtonteb and dnawn them to ounbeZvcb." (S).

Mantant’b nepnoduction o(J the pabt hab ttb nootb tn htb own penception o<5
He thut combtneb ^tguneb and pennon-that patt,that 0(5 a mottonte^ tnavetten.

that cneated.

He thmb

tympathy wtth att of, the tmaget, ttytet, techntquet and htttonte^ that tt coUectb
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teemtng moutng tn and out each othen pottuting any ttngutantty o(J vtbton.

The wonk Lb about the pathot 0(5 nepnoduetton . . . Whtch Lb to .bay that tt -beek-b

to come to tznmb wtth thLb finagmentatcon 0(5 cta^bt^tcatton.

"Po-bt Modenn patnttng doeb not cane ^on the nobtatgta o{, a untven^aZ totaZZLbed 

hppnopntatton 0(5 tmageny, 0(5 AtyZe, nLfae tn Pobt Modenn wonk and

tn the wonk 0(5 Mantant, doeb not ocean tn a mannen that htghZtghtb the .bcnee

an tdenttty tnanbtattng the pabt tnto ttb

Wheneab Mantant patntb tn a

alaZtttzb f,nom the pnuent and path them tn tbL anehate betting. Vtbuntty Lb

Madhof). bpeaktng about Gtanoubtebwonk noteb a. btmtZan dLbuntty, 

noting pabbageb f^nom the patntingb o<5 VetacnoAbc and Rubenb tn htb wonk.
w

thz iottouotng impo/itant conctLUton^ Tnz^iz axe. a. h.0At



Carlo Ifom UUmhi
Castellasibne del Leone. (La Scualx di Rmj



This constant movement away

The stAange juxta-

MaAina. WaAneA -in heA book 'Monuments and Maidens" offZAS the following

definition of allegoAy - "AllegoAy means otheA speech [alia OAatio} fAom alios

possesses a double intention to tell something which conveys one meaning but

which also says something else iAony and enigma oaz among its constituents but

its categoAy is gAZateA than both and it commands

moods. [JOI

MaAiani expAZSses a conception thAough his use of neo-classism, but though

layeA o^ meaning.

elaboAate allego Ay on the cunnent Post Modean School of

MaAiani himself, seated in the centne is suAAOunded by fAiends, enemiesRome.

The setting an idealised landscape and the manneAaAtists, caitics and dealeas.

MaAiani both solemn and supeAcilious sits belowof painting is neo-classical.

Ganymede being abducted to Heaven by Zeus; Gaaymedz is not only the beautiful

boy of GAzek mythology being captuAed in the eAotic zmbAace of the eagle Zeus,

but a poAtAait of the peAfoAmance aAtist Luigi Ontani. To the Aight FAancesco

bathtub, an aAt dealZA waddles to the watZA peASonfied as a tuAtle and cAitics

WAite and admiae theia own pAofiles. Hzaz is an attempt at documenting the

paesent couched in tZAms of classical antiquity.

and out of which Zmzage its collage zxistance.

faom a unified vision can be said to be allegoAical".(9)
positions in Maaiani's woak implies something diffeAZnt faom what is AepAesented.

a aichea aange of possible

painted in 7 980 is an

one to look fuathea.

Michael Kohn, "is subject to a sence of veabal detachment .... Any naAAative 

oa moaalizing theme is so fan aemoved faom what is paesented visually that 

attention is focused almost exclusively upon the oanamental natuae of the image" (JI) 
Consideaation of the allegoAical content of the woak might lead
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othea and aqoACuein, to speak openly, to haaangue in the aqoaa; it signifies 

an open declamatoAy speech which contains anotheA layeA of meaning. It thus

Clemente gazes past a canvas held by Sandso Chia Maaio Mzaz is HeAcules in a

But what aae we to make of 

this allegoAical pastiche? "The content in MaAiani's paintings" waites

the use of allegoAy dAaws one away fAom this expaessed conception to foam anothea 

Maaianis painting Costellazioni del Leone (La Scuola di Roma)



Madhoff that tn Mariani'* work "the allegory lt*elf ha* been

tran*mltted by Zii *hlft In time. I* It Intended that we -'tememfae-'t the*e

To do *o would be prepo*terou* - to Imply thatconcept* cm they once lived?

The allegory ha* tn factMariani hlm*elf 1* only the mo*t obvlou* lronl*t.

It ha*It ha* been turned ln*lde out.

over content and hence lo*e* the authenticity the depth of po*t hl*torlcal context*"

In thl* *ence Mariani'* work become* ju*t a *tudy tn allegorical motif(72)
another spectacle tn the Information saturated culture tn which we live.

value the new or the present.

the ba*l* by which art continually tran*form* cogrltlve and aesthetic material*

extant tn the culture) mu*t go toward* something more than Idle defence* of

appropriation of popular Image* or convocation* of art hl*torlcal reference*.

resource* that might lay claim to *ome critical distance from the meaning* of

the dominating and al*o a*

continuity of Interest* with the pa*t." [13)

In hl* work. Mariani *how*

doe* he Invoke thl* pa*t to only engage In contrived pa*tlche. The Interrelation

dip* that hl* allegory Imply mu*t largely be lo*t to a modern audience and

one can get the *ence that he I* engaged In parody. Can Mariani for example

compare hl* allegorical work to that of the nineteenth century French Neo-

Cla**lcl*t David?

15 -

become a material,

been *ub*umed by the narrative allegory which value* appearance*, material *lgn*

But the goal that Mariani *et* hlm*elf I* to re-lnvoke thl* Imagery to re

John Robert* *tate* that"Intertextuallty [l.e.

a cloth of Image*.

a theory of art a* produced production that ha* a

a continuity of lntere*t* with the pa*t", but

Thl* In effect mean* addre**lng Intertextuallty both a* a *et 0(j expre**lve



Vavld lived through the French Revolution and knew most of Zi6 teadZng
- Zndeed he had seen Marat sitting -in his bath [because of a skin

Thus when he came to paint thecondition) the day before his assassination.

-6c?na 0(5 Morale -asslnatlon, he could recall that scene vividly from memory.

Vavld was also an active participant In the Revolution and he had a committment

Vavld drew parallels between this struggle and the greatto It and Its Ideals.

But hisstruggles ojJ the Roman Empire and the Ideals o(J the Roman Republic.

use of allegory In this manner was questioned In his own time,In terms of Its

Greeks or Persians who one should see In this great composition; (Leonidas at

Thermopyle), that It Is the enthusiasm of 92 which the painter had In view and

But why this allegory? what needRepublican France saved from the Coalition?

Mariani has made copies 0(J some of the works of Vavld. Each copy Is

rendered In a precise manner duplicating the style and content of the original.

profound link

formal elements of these works, the political comment Inherent In them cannot

Even Z(j Mariani wishes to reassertbe as relevant to him as It was to Vavld.

the democratic Ideal associated with the martyrs of the French Revolution his

work cannot possibly have the same Impact that the original had on the events

of 1793 and 1794.

Michael Kohn comparing the work of Vavld and Mariani questions the

the basis of one's great acclaim and the others mereof the two works as

portray.^,.
16 -

assumptions In Marianis work, "However petty this type of detailed comparison 

between the prototype and Its Imitator may seem the fundamental differences

temporal disjunction^ by Proudhon'.

"shall we say .... that It Is neither Leonidas and the Spartans nor the

These were works with which , as previously mentioned^Vavld had a 

as with his painting of the death 0(j Marat. But Mariani has only taken the

to pass through Thermopyle and go backward twenty three centuries to reach the 
heart of Frenchmen? Had we no hereos, no victories of our own! [14)



I hesitate to say failure because Marianis paintings should not faa judged tn

terms Davids rather it is more important to try and trace the significance

of the similarity tn style and the social structers within which these styles

one mooted .... For David the new political ideals were democracy and

patriotism embodied tn the lessons of virtue of the Roman Republic and other

Then for Carlo Mariani what does this resurgence of sombre Neo-CZassismscenes.

Here we must return to the motion of splinteredand allegory painting mean? (15)

Mariani creates hts own relevance by creating

become part thts personal history, tt forms the framework tn which hts concerns

However, Kohn detects tn Mariani a trace of Romanticism - "Thts definition

the mythoZogtcaZ and allegorical subject matter of the Neo-cZastctsts , Angelika

of beauty taken from the ancient Greeks and bZend of Rococo sentimentality and

allegorical allure .... while the tradition Mariani foZZows is stylistically

figures tn antique dress or heroic nudity . . . set amidst a backdrop of Arcadian

melancholic gaze appear to us a type of dusty relic fuZZ of mystery . .

classical Ideals of beauty perfectly rendered, ask the viewer to reconsider

the juxta position of

painting." [16}
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Ztnked to Vavtd Kaufi.fr- Mann and Mengs, conceptuaZZy Mantant -is mone concerned 

wtth the metaphystcaZ schooZ of Ve Chtntco - Mantan-cs Ztfe stze fuZZ standtng

KauZfman and Anton RaphaZZ Mengs, both 0(J whom worked and Ztved tn Rome duntng 

the Zatten haZf of the etghteenth centuny . . . they wene concerned wtth tdeaZs

time^of htstony without Ztneantty.
The concepts and tdeaZs whtch he chentshes

fon contemporary society and the interreZationship of artist,critic and deaZer 

for example are worked out.

a Greco-Roman concept of eternal beauty and contemporary

a history reZevant to himseZf.

of Romanticism is closer to what we see in Marianis oeuvre. Mariani wisely 

avoids the more provocative issues of the "exempjLum vlrtutis" and used Instead

landscapes and classical architecture staring off into the distance with a



Lo it thur hlr Intention to ree beauty ar the ultimate goat tn ant? It would

Marlanlar wonk cu being the mart

Important to ray that any particular concept Ir at x£r foundation. For whatever

contemporary audience.

To rekindle a rence of beauty and allegorical reference to rcrutlnlze and

deliberate on contemporary roclety or culture would reem at thlr potnt tn time,

ar Craig Owenr har raid har been condemned for nearly two centurler ar"aesthetic

Faced with thlr attitude can Mariani find

Nowhere war thlr more evident than tn ttr totaltraditional artlrtlc conceptr.

non-acceptance of allegorical rubject matter.

allegory Ir one legacy of romantic art theory that war Inherited uncritically

The hlrtory 0($ modernlrt painting Ir begun with Manet and notby modernlrm.

Courbet who perrlrted In painting real allegorler. Even the mart rupportlve

0(5 Courbetr contemporarler were perplexed by hlr allegorical bent, one war

either a reallrt or an allegorlrt they Inrlrted, meaning that one war either

1/7)

Ft war the are of allegory In hlrtory palntlngr that rent uneary rlppler

up the rplner of the modernlrtr. Allegory had been ured In the 19th Century

to produce Image upon Image of the prerent In termr o(> the clarrlcal part.

Thlr allurlon to clarrlcal Idealr bertowed a rence of rlghtenournerr to the

Ft war an age of certainty where broad liner could be drawncaure or rtruggle.

between right and wrong.

IS -

a worthlerr exerclre doomed to falter In a rec. 0(j mimicry and parody. Allegory

------ o---
Fn the Introduction we dlrcurred how Modernlrm had turned Itr back on

be Imporrlble to Irolate any rlngle arpect a

varied and rometlmer controverrlal rerponce from a

modernlrt or hlrtorlclrt."

abberatlon the antltherlr o^ art".

any rolace In contemporary renrlblllty?

the artlrt may ^eel, Interpretation o{, thlr type of, reprerentatlon Invoker a

"The critical rupprerrton 0($



and by the. mid-nineteenth century was flourishing.

These catagories were discussed by S-c-t Joshua Reynoldsbroadly determined.

in his Discourses.

This was history painting.one tach category reigned supreme over all other.

He required that the artist should "instead of endeavouring to amuse mankind

with the minute neatness of his imitations endeavour to improve them by the

grandeur of his ideas, instead of seeking praise by deceiving the superficial

sence of the spectator he must strive for fame by capturing the imagination".{1S].

The natural vehicle for this attainment o(j fame or dignity was history painting

especially the representation of mythlogical allegorical historical subjects.

Indeed throughtout the subsequent history of the Royal Academy it was pictures

Tor a

great number of artists such as Reynolds, West, Barry, Copley Maclise the

pre-raphaeltites and Alma-Tademan history subjects were the vehicles for the

most serious and elevated efforts.

by the industrial middle class. It was a prediliction produced by an educational

In private city squares

past.
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system based largely upon the Classics and it in fitted in with the greater 

world view that the aristocracy wished to create.

Allegorical paintings of themes derived from classical mythology were much 

to the taste o the eighteenth century aristocracy uko were later aped in this

the different catagories of art, i.e. landscape^Rostraiture^that were to be 

explored in the Royal Academy over the following two centuries were already

The Royal Academy 0(j Arts in London was established on 29th November 11 bi

By the time of its foundation

on precisely these themes that formed the artistic centre of gravity.

or countryhouses and parks they wished to see a reconstruction of the elasical

a hierachy in art^ a classification 

of subjects graded according to propose and inherent quality. Without doubt

Reynolds had no hesitation is asserting

Living in a culture that was supremely certain of its values.



Fnom the. Gneek on Roman scenes on theln walls they could look thnough neo-classical

windows on to a landscape that was onganlsed to make those dnearr wonlds a neallty.

AUegony wtu a natural off shoot of this awareness fon tt allowed comment upon

the pnesent thnough the qulse of classlsm.. Patriotism, self-esteem, monal and

splnltual centalnly all of these could be essayed and nepnesented thnough the

use o/j allegony.

In oun own time this centalnty has been enoded by the potent waves 0(J
2.0th Centuny enudltlon. The conviction with which neo-classical allegonles

o(J the nineteenth centuny wene executed Is lost to us. How then can Mariani

hope to nelnstlll this conviction on create a nelevance fon hit wonk. Marianis

allegonles remain a denial o(j the pnesent and In doing this he Is also asking

us to look anew at oun own clncumstances. He takes a somewhat extremist stance

so that we are mudged Into reaction whethen we want to on not.

Michael Kohn sums up Manlanls wonk as follows -

new to oun contemporary sensibility Is not as retrogressive as It seems at first

Manlanls superb rendering of; Neo classlsm Is subvenslve In a convolutedglance.

most ultra traditional tradition 0($ ant. It Is a type 0(5 Infiltration (J^om
the Inside o(J the ant world. Rathen than the hints and glimpses 0(5 classical

motifs In the wonk of de Chlnlco we one given the whole painting as a concentrated

Its conception and execution.

the Romantic elements of the subllne which are current In painting.
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message, one which Is ambiguous In Its dlnectness and subtle In Its Interpretation.

As a nesult the viewer Is pnovoked and puzzled mone puzzled by ant than penhaps 

he on she has been fon along time.

serious statement about contemponany painting 

It Is also a statement about Romanticism and

classlsm Is not mere Idle play but a

"the contradiction that

Fon ultimately Manlanls rendition of neo-

mannen nathen than the anti ant 0(J the Vadalsts we are confronted with the

consists 0(5 an eighteenth centuny mode o<5 nepnesentatlon pnesentlng Itself as



Finatty, MaAiani^ painting i-t> evidence. 0(j

- I aue^t/ good idea ha-t> a&ieadtj been thought Auf^iee it onty toGoethe

1/9).

- 21

thdnk it again."

a p^n-ionat dictum which eotnu ^om



ALLEGORY AMP THE PAIMTIMG OF STEPHEM McKEMMA

Perhaps Z(j one we-te to annuSote all the. historical associations O(j Meo-
and its indentification with nineteen century academics then by such

However, Z(J one take-6 a painter tike Stephen Mckenna one cannot helpwork.

bat engage in comparison with academic tradition.

still life and allegorical illusion all fit nicety into the catagories that

In his writingsReynolds formulated a,j being worthy O(J proper artistic persult.

' McKenna also identifies with the nineteenth century arlstocraiay "After dinner

The conversation

them the history of the estate and its uncoordinated architectural form. In

lecture or rather a discourse titled parables of painting, Stephen McKennaa

described such a proverbial weekend in the country on an otd estate owned by

two brothers. The elder of the two had decided he would analyze all the various

elements used at different times in the building of the house in order to establish

The guests were invited

(20)

The word fragments is important here for fragments seem to litter McKenna^

work.

replete with a mined assortment of classical debris. One is immediately reminded

The architectural remnants in McKenna's painting recall such ruins.estate.
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the ladies retire with the heavy brandy the men light cigars.

touches upon war and agriculture and topics of general cultural interest among

a new method of describing the theory of architecture.

to join the search for these ancient fragments"

a fragmentation O(J historicity we could look anew at the allegory in Marianis

If one takes the painting 0 Llium {1982) we are presented with a canvas

and nineteenth century to erect an old ruin based on classical ruins on ones

of an eighteenth or nineteenth century English garden bedecked with Gazabo and 

the plunder from a Greek escapade. It was common practise in the eighteenth

His range of works, landscape,



Stephen ITi-hennA 0 Ilium/

.W»t
T":!

-



excettance" (21) The ruin mark* the. de*truction of the work* of man^it identifie*

with the power of nature to reab*orb the*e creation*. It at*o identifie* wtth

the cycte* of hi*otry the irrever*ible proce** of di**otution and decay.

Craig Owen* quote* Benjamin a* fottow*. "Tn attegory the ob*erver i* confronted

wtth the facie* hippocratica of hi*tory a* a pertrified premordiat £and*cape.

Everything about hi*tory that from the very begtnntng ha* been untimety *orrowfut

un*ucce**fut t* expre**ed tn a face or rather tn a death* head. And atth.ou.gh

*uch a thtng tack* att *ymbottc freedom of expre**ion att cta**tcat proportton,

att humanity - neverthete** thi* t* the form tn whtch man* *ubjection to nature

t* mo*t obviou* and it *tgntftcantty give* rt*e to not onty the enigmatic

que*tion of the nature 0(j human existence a* *uch but at*o of the btographtcat

ht*tortctty of the individual. Tht* t* the heart of the attegortcat way of

*eeing." (22)

Tn McKenna* patnttng the ruin a* executed t* a reproduction of the contrived

e*tate garden rutn tt*etf a reproduction of the cta**icat rutn. What we are

*eetng t*

tt* me**age, tt*

of a fa*cinated perptexed gaze who*e de*ire i* that they di*clo*e their *ecret*

image*.
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but the re*utt i* onty to make the picture* att the more picturetike to fix.

forever in an etegant object our distance* from the hi*tory that produced the*e

That distance i* att the*e picture* *ignify." [23)

an image that ha* pa**ed *everat time* through the rite of reproduction.

an etegant object our

Thi* ha* the effect 0(j emptying the image of it* re*onance, 
authoritative (lim to meaning. Speaking of the work of Tony Brantuch, which 

tnvotve* the reproduction of Hitter* drawing* and tho*e of concentration camp 

victim* exhibited without captior* Dougta* Crimp *ay* the fottowtng - "Every 

operation to which Branfu.ch ' *ubject* the*e picture* repre*ent* the duration

"Attegory" write* Craig Owen* "i* con*t*tentty attracted to the fragmentary 

the -cmpe^at the incomptete - an affinity which find* tt*mo*t comprehen*ive 

expre**ion in the ruin which Benjamin identified a* the attegoricat embtem par



Something similar cou&f fee of the wonk of McKenna on indeed of Mariani.

hint 0(5
gaze with a tinge. 0(5 melancholy - "If the object becomes allegorical under

the gaze o(5 melancholy, 7(5 melancholy causes life to flow out of Lt and Lt

remains behind dead, but eternally secure then Lt Is exposed to the allegonist,

Lt is uncondLtLonatty Ln his power. That Ls to say Lt Li now quite Incapable

0(J emanating any meaning on significance 0(5 its own. Such significance as

Lt has Lt acquires from the allegonist.

thus exists on two levels Ln McKennas wonk both Ln the content o<5 what Li

painted and Ln the process o<5 recycling that content. In that necyctLng process,

the image loses its original content and Lt becomei a stylized gesture. "The

penceptable present to

Images are teaped upon this pane anteriority. ThLi neitnuctunLng 0(5 the past

Ln whLch the historical Instant Li bunLed unden a ceaselessly fragmentary present

is a schizophrenic revision 0(5 temporality . . . the allegorical tendency Ln

ThLi Li Ln opposition to

where formally attegony depended on vertical levels 0($ hidden meaning and the

"hieratic difficulty of interpretation". (26)

Madhoff further states "It may be said that what is most attractive about

attegony to the post modern mentality it the possibility created by temporal

The fissure upended by allegory between anterior and presentdisjunction.

(27).
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post-modern painting intends precisely to erode the past and indeed to erode 
n 

the levels of allegory to an even iunface. (25).

He places it within Lt and itandi 
n 

ontological sence (24). Mlegony

McKennas painting 0 lULum has at Its heart a

piychotogLcal but Ln an

attegony movei backward from a an Lnpenceptable past.

a fascinated perplexed

imagei and the rift of meaning allowi the poit modern wonk of art to exhaust 

allegonical meanLngi and finally to fill the fiaune not with meaningi but 

with appearances. Indeed the post modern wonk does not appropriate attegonicat 

meaningi Ln the old ience which would return the work of art to that verticatnea 
ii 

those infinatety descending levels of knowledge and consequent difficulty.

behind it not in a



At the heant ofi Madho^fp assentation Is the belief that the pnesent Is

finagmented tn a state o^ chaos. Post modenn allegontcal ant looks to a bnlghten

butane by necycllng the past.

this panadox Is the dLbcoveny that this ^utune antenlon ant still desInes to

(,tnd catagontes taht would ^tt some table unity, albeit an extnaondlnanly

expanded one. Its destne to fionmulate nules that one at this point panadoxlcal

tells us two things - ^tnst that -bach ant appeans ostznslblLty to the tnontc,

It wishes to ^tnd an onden tn the &ace o& sannoundlng chaos, and second that

Its tnoney Lb polled that each ongantzatlon Lb unsonmountable, that nules 0($
unity one unneachable tn oan epoch tnnevenslble time. Onden Lb etthen tn

the ^utune on tn the past yet tt eludes oan pnesentness. The pnesent made

up o{> ^nagments ^nom alt conditions o^ ttme, not only appeans to make eveny

epoch eqat - vocal with the moment bat now fiabntcates appeanances tn so naptd

only be valued ^on Its own matenlal

It cannot, tn oun teculan ttmee, wtth any mea-bune o^ convtcttonpneeence.

appeal to a htghen onden on tnetttt

poet.

In 0 llttam the tnventony o^ eeattened (piagment-b, that tt embodtee, become

on on pltnth-b.

and exLbttng apant and ttmeteeety.

- 25 -

1(5 we can no longen Identify wtth the ^Ldeltty o^ the poet wtth tte tmpttcatton 

o^ a htghen goal on that whtch pnopoeee that appeanancee tnanecend thetn

a pnoceee o^ consumption that memony knows the pne-bent only by the tangibility 

0(5 hte appeanance that has just taken place’ {28).

matenlallty, the allegontcal subject can

a notion 0(5 candlnal centalnty as tn the

"In a museum the object has pnlontty pneceedtng Its audience

" (29)

He states taht - "what Lb most nemankable about

like displays tn a museum with Items nepnoduced as they might be fiound tn cases



The. museum taieA to .iituA fAom the past that which tAeathenA to diAappeaA.

It has been the Aole of allegoAy thAoughtout histoAy to function in the gap

hie can only identify with the chaoA and deAtAuetton thatthem in fAont of us.

the objects Aeflecfawe ate reminded of what has happended and can happen again.

belief in ceAiainty but

to identify with the cuAAive cycleA of deAtauction.

With O'Illium one is faced with the dilema 0(J whether McKenna wiAhes to

deconstruct his classical motifs oa if they are being used to Aeapply a sence

TheAe iA, however

an element o(j deconstAuction in this activity. McKenna haA rejected a tot

of what haA been teamed aAt in the late modeAnist period and continuing tot

he pAesent Aejects that which takes fan. its subject either itself oa the Ufa

of itA makeA. McKenna iA of the opinion that both artists and public have

been educated to reject those metaphysical, inconographical and technical

foundations upon which art has been baAed faom earliest times. "Although

strongly conscious of the seperateness of hiA positions he haA not given

Working in thiA way has allowed

McKenna to maintain links with the literate tradition of hte art of the past

oa well as to preserve hiA own integrity and autonomy. He would make few

lavish claims about what art can and cannot do, and would, of course accept

that as part of a broader cultural context aAt can only follow in the wake

of other developments - in metaphysics oa the natural sciences for example.
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himself up to polemic but more poAittvely to the formulation of proposals and 

suggestions both tentative and speculative.

In this way the paAt iA not called up to underpin a

thingA he AeeA new

between past and pACAent, a paAt which without allegoAieal AeinteApAetation 

might have Aemained foAecloAed. McKenna takeA the objects of the past and pufa

value to them. The anAweA is not cleaA but if one takeA into account otheA 

woAkA in McKennas output the latteA would Aeem to apply.

He AtaAts fAom a pAagmatic baAis knowing that oat of making a deACAiptlon of 

peAceptions oa thoughts may well aAiAe." (30).



There -c4 a danger -in this deconstruction of current norms, that the work

"Thismay taken on some of the norms and conditions it sets out to expose.

is of course the constraint to which any deconstrutive discourse is subject

Derrida for example,as the deconstructors themselves frequently remind us.

speaks of the methodological necessity of preserving as

whose truth value is being questioned. There is thus a danger wherent in

decorstruction; unable to avoid the very errors it exposes, it will continue

to perform what it denounces as impossible and will in the end affirm what

There is in McKenna a hint of High hrt^of tin autonomyit set out to deny". (37 J
of mythical allegory which seems at odds with the notion that art can only

follow.

De Man writing about Rousseau's Second Discourse as the narrative of

its own deconctruction speaks about the allegories of unreadibility - "To the

extent that it never ceases to advocate the necessity for political legislation

legislation could be based,

it resorts to the principles of authority that it undermines. We know this

structure to be characteristic of what we have called allegories of unread-

Such an allegory is metafigural; it is an allegory of a figure whichability.

relapses into the figure it deconstructs. The Social Contract falls under

this heading to the extent that it is structured like

in performing what it has shown to be impossible to do. Ks such we can call

it an allegory." [32)

Perhaps in this sence the allegory in O'Illium and in McKenna’s other

allegorical work is metafigural - by the assertion that art is passive and

submissive to outside forces yet producing an art that owes its conception

tot he idealisation of a past when art was sacrosanct.

these tools to destroy, when he believes that what must be destroyed are the

toots themselves.
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an aporia; it persists

and to elaborate the principles on which such a

Why then does he use

an Instrument a concept



McKenna’ * critical proponent* are quick to point out that he repre*ent* a

rejection of innovation.

adequate alternative to thi* tendency Zi more problematic. We have *een that

allegory exi*t* in hi* work on several layer* indeed hi* work remain* the

Craig Owen* make* the a**ertion -allegorical *ymbol par excellance.

"de*pite it* *uppre**ion by modern theory - or perhap* becau*e of it -

Quite the contray:allegory ha* never completely disappeared from our culture.

it ha* renewed it* [ancient] alliance with popular art form*, where it* appeal

Throughout it* hi*tory allegory ha* demon*trated acontinue* undimin*hed.

capacity for wide*pread popular appeal *ugge*ting that it* function i* slid

a* well a* ae*thetic." (33) Both McKenna and Mariani might be accu*ed to

Their imagery i* morepandering to populism in the manner in which they work.

appealing to a ma** audience than the cerebral disertation* abundant in much

"Allegory may well be that mode which promi*e to re*olve themoderni*t art.

contradiction* which confront modem*ociety - individual intere*t ver*e*

general well being for example. The withdrawal of the moderni*t* art* from

allegory may thu* be one factor in their ever-accelerating los of audience".(34)
doubt comply with thi*, it

i* work that beg* to be looked at and in our troubled pre*ent,when genuine

public di*cour*e i* more important than ever before,the*e work* mu*t *urely

provide an important cataly*t for *uch di*cu**ion.

Whatever mi*giving* one may have about po*t moderni*m it* greate*t

achievement may be it* decon*truction - that unavoidable necesity of

to denounce it.

moderni*t art in general and mu*t be di*tingui*hed from the *elf-critical

tendency of moderni*m.
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participating in the very activity that i* being denounced preei*ely in order 

"Thi* decon*turcive impul*e i* chara*teri*tie of po*t -

The allegorical work* of McKenna and Mariani no

The corollary that McKenna'* work provide* an



Modennist theony pnesupposes that rnZme-S-U the adequation of an -image, to a

nefenent can be bnacketed on suspended and that the ant object itself can be

This is the thetonical stnategy o(J self -substituted fon its nefenent.

Post Modennism neithen bnacketsas the sounce of aesthetic pteasune . .

non suspends the nefenent but wonks instead to pnobtematize the activity of

When the post-modennist wonk speaks of itself it is no tongen thenefenence.

pnoclaim its autonomy, its self sufficiency, its tnanscendence; nathen it is

to nannate its own contingency, insufficiency, tack of tnancendence. It

tells of.

be penpetualty defenned; as inch its deconstnuctive thnust is aimed not onty

against the contemponany myths that Mannish its subject matten, but also against

the symbolic totalizing impulse which chanactenizes modennist ant." (35)

If modennism has ptayed its note and must now succumb to this latten day

scnutiruj ther> Post Modennist deconstnuction is to be welcomed. Howeven, thene

is anothen aspect to this pnocess.and that concenns this new ants active

panticipation in the cunnent capitalist manket stnuctunes. Painting on canvas

is by its natune,a dealable pnoduct and it atso has "collectibility". Its

In this scenanio of counse the content of the wonk becomesinvestment.

immateniat.

Thene is an inhenent dangen with contemponany attegonical painting that

it may be misnead and misintenpuited and become soaked up by the mop of fiscal

nejuvenation.

Penish the thought but I do hope that the wonk of McKenna and Maniani do

not become allegonies that will give sustanence to the thinking of the New Right.
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a desine that must be penpetualty fnustnated, an ambition that must

penmanance, its allusion to Hight \nt thus nendens it a suitable entity fon

nefenence upon which modennism is based and fnom Kant onwands it is identified
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