Second Sight: The Paradox of Vision in Contemporary Art
March 1-June 3, 2018

Second Sight prompts audiences to reconsider vision and its implicit power, particularly the perceptual and
political implications that govern our frameworks of experience. Terms such as “insight,” “brilliance,” and
“enlightenment” equate the eye with superior understanding, betraying a prejudice so deeply naturalized in our
minds and in our social practices as to pass virtually unnoticed. To have “vision” is to have privilege, to be seen
is to matter. But the notion of “second sight” disrupts that equation, alluding to the critical awareness—and even
clairvoyance—held by those whose beliefs and bodies do not “look the part.”

In works created from the 1960s to today, twenty-two contemporary artists draw attention to the liminal zone
between the seen and the unseen, and between vision and knowledge, as a site of radical experimentation.
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written correspondence. Deaf since childhood, he questions how sound can materialize, in this case through
conversational handwritten notes from friends who cannot communicate in sign language. What Did | Say?
embodies a tension between the desire to recall and organize memories, on the one hand, and on the other, the
realization that memory is a non-linear accumulation that resists organization. “Imagine how different it would
be if every word we spoke took on a material presence,” notes the artist. “There would be scraps of language
lying on the counter; sentences would be piled on tables, and words would litter the floor.” In this work,
conversational fragments in the form of handwritten notes and doodles are organized by color and freed from
narrative sequence, reorienting the relationship of the auditory to the visual.

JOSEPH GRIGELY
American, born 1956

Postcards to Sophie Calle, 1991
edition of 100

The Postcards to Sophie Calle were written in the spring of 1991, in response to Sophie Calle’s exhibition, Les
Aveugles, at Luhring Augustine Gallery in New York. A selection of 16 were published in English and German
in the Swiss art quarterly Parkett (No. 36, 1993, p. 88-101). All of the postcards are published here,
accompanied by a new preface by the author written on the occasion of the exhibition.

ANN HAMILTON
American, born 1956

left to right

face to face ¢ 39, 2001
pigment print

face to face ¢ 3, 2001
pigment print

face to face « 2, 2001
pigment print

face to face ¢ 53, 2001
pigment print

face to face « 28, 2001
pigment print

face to face « 43, 2001
pigment print

face to face » 11, 2001
pigment print

face to face « 57, 2001
pigment print

From the series face to face. Sixty-seven pinhole photographs in an edition of three with two artist’s proofs.
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Courtesy of Ann Hamilton Studio.

These photographs conflate one sensory organ—the mouth—with another—the eye. Using her mouth as a
pinhole camera, Hamilton stands facing the photographic subject, exposing a piece of film inside her open
mouth to light. This portable photographic method suited Hamilton’s frequent international travels (often to
install the large-scale, architectural—and performance-based installations for which she is well known). Freed
from the machine-like optic apparatus of the camera, she felt able to pursue her interest in the sensorium,
particularly the embodied threshold between inside and outside. “I’m not interested in making pictures of the
body,” she has remarked, “but | am interested in the experience of the condition of the body.” The open mouth,
which frames the image, resembles the aperture of the eye, suggesting a symbolic link between perception and
expression. Ironically, the photograph comes into existence through the disabling of the artist’s speech.

EDWARD AND NANCY REDDIN KIENHOLZ
American, 1927-
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Focusing on Sonny Liston’s prone body, Shaun Leonardo’s drawings reinterpret an iconic 1965 photograph of a
victorious Muhammad Ali (then Cassius Clay) hovering over the former heavyweight champion following a
bout in Lewiston, Maine. The image captures the aftermath of Ali’s so-called “phantom punch,” delivered so
quickly as to render it virtually invisible. In both drawings, Ali is omitted and the image is cropped to the area
immediately around Liston’s body. In one drawing, Liston is seen lying limp on the ground. In the other, he is
smudged out of the scene, suggesting his unconscious but physical presence. The
drawings evoke the fleeting nature of power achieved through displays of
hypermasculinity captured by the mechanical eyes of cameras in the background. This
poignancy of the defeat is heightened by Liston’s struggle to achieve glory in the brutal
sport of boxing—which he learned in prison—a professional ambition that often
conflicted with his racially tinged interactions with the criminal justice system.

Kinaya Hassane , Bowdoin Class of 2019

TONY LEWIS
American, born 1986

Domain, 2015
pencil, graphite powder, and tape

Collection of Adam Fields

Lewis is interested in how words, both written and spoken, explode the boundaries of language when they are
placed in a non-linguistic context. This work depicts the mark for the word “domain” written in Gregg
Shorthand, a stenographic system developed in the nineteenth century. It is also a phonetic writing system
whose fluid, cursive, and efficient visual qualities make it ideal for transcribing speech. Yet it is a code only
decipherable with special training. Lewis’s meticulous and labored drawings of words infuse these otherwise
ephemeral, invisible elements of daily life with a material presence. “Domain” by definition indicates spatial
containment, but it conjures expansive associations: territory, power, expertise, mathematics, and control. Here,
the mark is rotated ninety degrees clockwise, where it takes on the appearance of half of a house—a play on
domain as dwelling place.
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TONY LEWIS
American, born 1986

Rubber, 2018
rubber bands, graphite powder, and screws

Courtesy of the artist

This abstract gesture represents the word “rubber” written in a stenographic language known as Gregg shorthand,
a phonetic writing system used to take dictation. The work’s constituent parts evoke both material and
conceptual tensions. Rubber erases graphite with the right amount of friction, and hundreds of rubber bands—
whose elastic potential energy make them more powerful than they look—strain against the perpendicular force
of the screws in the wall. Fixed to the wall in a labor-intensive, collaborative process, the drawing nonetheless
evokes buoyancy and movement in its elegant curves.

The artist created these drawings on-site in collaboration with fifteen Bowdoin students.
GLENN LIGON
American, born 1960

Come Out #6, 2015
silkscreen on canvas

Lonti Ebers, New York
Viscerally moved by hearing Steve Reich’s evocative sound piece Come Out, which featured the spoken

testimony of a young African American victim of police brutality in the 1960s, Ligon captures the magnitude of
its tragic echoes today. In this monumental s C
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the common metaphorical linkage of vision with intellectual perception (or “insight™) and blindness with the
lack thereof (or being “in the dark™). The book’s raised letters are Boston Line Type, which was eventually
superseded by Braille. The photograph of what was once an educational tool for the blind troubles such
associations, however, by demonstrating the ability of light not only to illuminate, but also to obscure.

Kinaya Hassane , Bowdoin Class of 2019
NYEEMA MORGAN
American, born 1977

Like It Is: Those Extraordinary Twins, 2016
graphite

Museum Purchase, Barbara Cooney Porter Fund
2016.27

Pudd’nhead Wilson and Those Extraordinary Twins were published simultaneously by Mark Twain in 1894.
Portraying a partial scan of the title page of a 2005 publication of the texts, Morgan omits the name of the author
and the title of the better-known novel. The conjoined twins in the short story to which Morgan directs our
attention inspired the protagonists in Puddn’head Wilson—one mixed-race African American child and one
white child—who are switched at birth and go on to play opposing social roles due to their perceived racial
identities in the antebellum South. Though none of Twain’s characters are represented in the drawing, the text
that shows faintly through the title page suggests a substructure that remains unseen, perhaps alluding to
frameworks of thinking that govern perceptions of difference. Morgan’s suppression of a direct visual reference
to the theme of racism central to Pudd’nhead Wilson is doubled by the withholding of her own racial identity
from the work. Indeed, only her shadow remains. Signaling the artist’s experience of drawing as an
unpredictable struggle and uncanny transformation, the work resonates with Twain’s observation about the
original story, which “changed itself from a farce to a tragedy while | was going along with it.”

Kinaya Hassane , Bowdoin Class of 2019
ROBERT MORRIS
American, born 1931

Blind Time XII1, 1973
graphite

The Museum of Modern Art, New York. Acquired with matching funds from The Lily Auchincloss Foundation,
Inc. and the National Endowment for the Arts, 1974

In the early 1970s, Robert Morris covered his hands in plate oil and graphite powder and began making
drawings while blindfolded according to specific instructions (seen at bottom right). Each one includes a “time
estimation error,” a measurement of the difference between the imagined and the real execution of the work.
This informational quality belies Morris’s broader interest in phenomenology and the body, particularly the
haptic, or tactile, experience of drawing as an act of physical resistance against a material, and of drawing as a
document of the body’s efforts. He has made over 300 such “blind time” drawings in seven series; they are some
of the best-known examples of creating art by denying vision. This work is from the first series, in which Morris
made marks in relation to seemingly fixed parameters: a certain shape, the paper’s coordinates, and the body’s
own reach. For Morris, unsighted drawing gave intention and error equal opportunity to generate visual form.

Inscription: With eyes closed and estimating a lapsed time of 10 minutes, the right hand begins at the lower
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begins in the upper right working downward while the left begins in the lower left working upward. Time
estimation error: 1°7”.

ROBERT MORRIS
American, born 1931

Blind Time 11, No. 2, 1977
lithograph

Blind Time 111, No. 3, 1977
lithograph

Blind Time 111, No. 5, 1977
lithograph

Williams College Museum of Art, Gift of the Artist, through the Williams College Artist-in-Residence Program

In these three lithographs, Morris hired a woman who had been blind since birth to execute the drawing
according to his instructions. Known only as “A.A.,” she made fifty-two drawings with Morris, which were at
times accompanied by transcriptions of the dialog that occurred during their drawing sessions. If in the first
Blind Time drawings Morris sought to instrumentalize his own body in pursuit of mark-making, in this series the
body of another becomes the drawing tool. While the body under instruction might seem mechanically
compliant, the gestural handprints and fingerprints on the page suggest a unique human presence that feels and
probes the surface in real time. In this state of “blind time,” the body follows a task but is not reduced to it. With
no visible instructions on the work, we are left to ponder the graphic motives for A.A.’s marks.

CARMEN PAPALIA
Canadian, born 1981

When We Make Things Openly Accessible We Create a Force Field, 2018
cloth banners, text, pillows, and posters

Courtesy of the artist
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Carmen Papalia, 2018

ADAM PENDLETON
American, born 1984

The Refusal Work, 2006
screenprint in two colors on mirror finish stainless steel plate

Christine A. Neptune, Washington, DC

The Refusal Work is a tribute to the conceptual artist Robert Barry, a regular contributor to Art & Project
Bulletin (1968-1989). Art & Project, associated with an Amsterdam-based gallery, caught on quickly among
conceptual artists as a means of developing international artistic networks through publication. Pendleton’s own
conceptual practice, like that of Barry, explores

art and language, and extends to the relationship between blackness and invisibility. The Refusal Work is both
homage to Barry’s commitment to the unseen and an artwork that refuses, or turns away, from visual legibility.
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Notes after G.M. Cowan references methods used in the field of social anthropology to translate sound through
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