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W kwiletniu 1924 roku James Joyee opublikowal na ka-
mach  Traneatlantie Review" — miesieeznika literackie-
go redagowanego preez Forda Madoxa Forda w Paryiu,
a wydawanego w Londynie — plerwszy fragment swolege
dziela, keéry ukazal sig pod znamicnnym tytulem From
Work in Progress'. Fraza ta zostatn wezednie] zastosowa-
na do utwordw Ernesta Hemingway'n § Tristana Tzary,
wiydrukowanych na lamach tego samego plama. Pletna-
fcie lat péénice] cxytelnicy ctrzymali do rak keigzke pod
tytulem Finnegans Wake (Tren Finnegandiw), a termin
~work in progress” — roboczy tytul ostatnie] powiedel
wybitnego irlandzkiegpo pisarza, ktéry zostal zmieniony
dopiero w momencie decyzji o wydrukowanio skoficoo-
nigo utwory — stal sig jednym z najwatnicjszych syno-
niméw modernistyczne] praktykl artystycenaj,

<DEieke w procesie” zostalo zawlaszczone preez
wazyatkle media axtukf, ze szczegdlnym naciskiem na
te joj formy, kvdre, rakorsenione w gestach i ekspe-
ryméentach Mareela Duchampa, rezwinely sie po obu
stronach .H.I:I::nl:y!u:l,t w drl,l,gll:l polowie XX wicku detor-
minufge ksztalt wapdlczesnych dzlalaf artystycznych.
Zawltaszceony termin, okredlajaey specyfike prakeykd
tworcze] bazujgce] na nisustannym preeksstalcaniu
i prrepracowywandu plerwotne) kencepejl, w kudre) ko-
lzjne etapy porbawions &4 pletna ontatecznadei i nie
prayblerajn skoficzonej formy, wydaje sie najlepiej okre-
filad istotg precesu graficenegoe.

Grafika jako medium ma charakter procesualmy.
Folega preode wazystkim na nieustanne] pracy = teche
nolegiy, praekaztaleaniu matryey, odejmewaniua i doda-

In April 1924, the “Transatlantic Review™ — a literary
monthly edited by Ford Madox Ford in Paris, but pub-
lished in Londen — published the first part of James
Joyce's masterpiece, introduced to the readers under
the telling title From Work in Progress. This phrase had
been uzed before as title of works by Ernest Hemingway
and Tristan Tzara, pablished in the same magazine,
Fifteon years later the readers received Joyee's book
under the title Finnegons Wake, while the term “work
in ]:nrn:rgr-u.:‘ = a working title of the last novel written
by the acclaimed Irish author, removed only when the
decision was made te publish the finished masterpiece
= became one of the major catchphrases for moderniat
artiztic practice.

“Work in progress” was then appropriated by all
artistic media, with particular currency among these
forms which, rooted in the gestures and experiments
of Marcel Duchamp and developed on both sides of the
Atlantic in the second half of the 20th century, deter-
mined the shape of contemporary artistic practice. This
appropriated term, which defines specific art practices
bazed on continuous reweorking and reshaping of the
initial concept, where consecutive stages are devoid of
the burden of finality and do not take a finished form,
seems the most apt defi nition of the printmaking process.

Printmaking as a medium is of processual nature.
It ezsence lies in the continuous work with technology,
changea made to the matrix, subtracting and adding
elerments, and transforming forms to which a printmak-
er = who works on the basis of the matrix — can comes



remnants of old writings. They are not clear enough to
allow a direct reading of an earlier text, but they present
a ¢lear réminder of its existence’. Ower time, palimpaesi
mdds fts come back ax an autonomous artistic method,
to achisve its present status a8 one of the most popular
creative practices.

Hext to collage, palimpeest 8 an Important composi-
tion model employed by Deborah Cornell. In contrast to
collage, whoere various qlnmm:-:l are casually juxtaposed
ar overlapping, partly covering the ¢lements contained 'h:,r
lowrer lovels, palimpsest is a result of layering of o num-
ber of semi-transparent or transparent strata of images
and texts, which tegether form a whole that thematizes
it lnyered nature. Whereas collage is a typical modernist
composition model, with ivs emphasis on complete or par-
tial substitution of one ¢lement with another, palimpsest
manifests more links with the pestmodernist practice,
with its hybrid structure of interconnected elements,
They reveal themstlves to us simultancously, inviting us
to percelve the world not as a sequential linearity, but as
hyper textual layers, synchrony of co-existing elements,
indeed, az a chaos through which we try 10 navigate to
read the meanings inscribed on varfous levels,

Deborah Cornell’s use of the structure of palimp-
sost is o natural consequence of her focus on the issues
of flows betweon nature and culture, as well as within
each of these sphoeres separately. The form of palimpsest
allowa the artist to ahow numerous parallel information
chanmnels, through which we receive the knowledge re-
quired to build the image of reality. At the same time,

fragmentariness, as an immanent feature of palimpsost,
whereby some parts of information remain unreadable
or distorted by other overlying strata, constitutes one
of the most characteristic features of prezent patterne
of human pérception.

An example of the artist’s use of this practice iz her
installation The Sfeap of Reason®™ It containg computer
prints mode with lithe-ink on Plexiglas plates, inserted
between two transparent vells. The viewer porceives each
of the images through the text printed on the external
layer, which determines the reading of meanings in-
herent in the work. One of them containg a meandngful
excerpt from the writings of William Butler Yatea: Al
changed, changed utterly: A tafrible beauty Ie barm. Through
the presence of this quotation, the three images placed
underneath are imbued with almost sinister meaning.
An Xeray image of & hand — a eultural symbol of cre-
ation — becomes juxtaposed with processed imagos of
living organisms and fragmented parts of their bodies.
Other works from this series contain further quotations,
including the famous motto of TBM: Think, combined
with forms that evoke cell division process, or, in an-
other print, an excerpt from a "New York Times® arcicle
from March 1995 which cautiously informed about the
breakthrough in genetics with the discovery of master
control gene PAXG, responsible for the creation of one of
the most complex organs, namely, the human eye. The
quotation ends with a poctic phrase, which suggeata that:
tha equivalent gene In human embryes may diregt the creatien of
tha palfed windowt (o the Lol

Prints included in the installation The Sleep of Rea-
gont surround a boat-shaped object filled with forms
resembling fessils, casts of the artist's hands, or reptiles
created by her imagination. As a whele, the plece works
as a warning against the hubris of human endeavour,
which can blind us and lead us to uncontrolled expari-
ments with indefinite results, such as the one envisioned
in Steven Spielberg’s series of catastrophic films, furessic
Park, whoas first part hit the cinemas in 1993, At the
sarme time, we can read it as an expreazion of awe in
the face of possibilities of creation or fascination with
the power of nature and still undiscovered mysteries at
wiotk within its mechanisms.,

Two prints in this installation feature the image of
compass. In medieval iconography. this technical drawing
instrument was an important attribute of God as the
Creator of the Weorld. One of the most famous images of
thiz type, signed as DMew erdateur du monde, comes from
the Bible moralisde, made in Paris between 1215 and 1230,
and at present stored at the Austrian Natlonal Library
in ¥ienna under the name Codex Vindobonensis 2554,
Farticularly interesting in this illaminated page is the
image "drawn” by God, resembling organie forms. Perhaps
it iz how the medieval artist imagined the cell. Employing
thi image of a compass and juxtaposing it with images of
chromosemes of the ¥-ray image of the chest, the artist
makes another reference to cultural flows, offering an

update of the iconcgraphy present in Western culture
for almost efght hundred years,
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Palimpsestic composition is alss present in the se-
ries titled Bisgems® The term used by Cornell is a port-
manteay — & cluster of words which combines the biclog-
fcal with the symbol of what culture considered priceless.
The first layer is made by images of hands covered with

patterns referring to mehendi — the tredition of decorat-

ing the bride's hands and feat with henns drawings, an
important element of the Hindu wedding ceremony made
to ensure the couple’s future happiness. In subseqguent

prints these images are covered with fragmented chro-

mesomes, geothermal maps, and pictures and diagrams of
DMA strands. Yet again, biology is combined with calture
to create an inssparable whole. This is a metaphor of

contemporary world, where increasingly precise meth-

ods of wisualisation of natural phenomenas are combined
with deeply rooted superatitions and beliefs based on
enchanting reality.

Cornell employs a palimpaestic composition alse in
a series of Scripes®, juxtaposing texts taken from Reouw
ulf and Gilgamesh with images known from her earlier
works: the X-ray image of hands, images of chromosomes,
and a variety of diagrams.
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back after many vears Lo piek up previously abandoned
exporiment and work on it with new strength and in
new cifcumstances,

In artistic printmaking. for at least two recent de-
cades, we have observed a migratlon of forms and com-
positional sohations betwoeen various graphic vechnbgques
and other modia employed by given artist. This stems
from new posaibilities offered by digital tools whose
potential iz employed by printmakers to transform ear-
lier motifs and use new forms to continue with the ex-
perimonts they began years earlier with classic pring
media. At the ssme time, they continuslly try to reahape
and é¢xpand the methods of image making with the use
of classic technigues, now joined by new teols whose
frameworks allow non-atandard salutions.

The abeve-defined tendency is powerfully manifest-
ed in the practice of Deborah Cornell, an artist who for
almost fifty years has been an active representative of
American printmaking,

flow as a symbolic form

“Impurity of media® is a characteristic feature of works
that Cornell has made since the 19802, Among them, it
iz difficult to find works made with the uze of only one
graphic technique or one medium. Woodeuts are com-
bined inte callages, deawing is mixed with monotype
and relief printing, some parts are covered with oll paing,

while paper gives way to Hydrocal plaster (a mixturs
of plaster and Portland cement) and Plexiglas plates.
Despite this diversity of materials and tools used by the
artist, the viewer of Cornell’s works made over a course
of almost forty years Is confronted with a particularly
unified aesthetic vision,

Tha source of thia unity is the artist’s longterm
interest in the complexity of natural phenomena and
cultural preceases. Hotably, these two spheres of influ-
ence, with thelr imnmediave impact on human life and
developrnent, remain — according to Cornell — in an
incessant mutaal relation, best defined by the notion
af fow.

Tectonic Afterimage. Trocer Over the Edge, Coperni
cus, Arrhythmia, Digtoms, Chromosomes, Viruses, Bacill,
Sraing (Water, Oilz. Blocd). Acgqua Alta, Spectfes Roundaries,
Bipgems, Games of Chanee, Binary System or Particle Ac-
caleration are merely some of the titles of series made by
Cornell. Together, they form a kind of artistic treatise,
with each work as a chapter where the artist reflects on
various cultural processes, both local and global in scope.

In her reflections, Cornell often draws on texts
by other poets, writers, philesophers, and sclentists,
making them integral paris of her compositions. An
unguestioned patron of her artistic approach ig Leon-
ardo da Vinel — artist, philesepher. reacarcher of natu-
ral phencmena, who dizmizsed the boundaries betwosn
mathematical and natural selences and wisual aris and
regarded the symbiosis of these two sphéres of human
activity an a necossary condition of knowledge, Artiseic

appreach s a source of frecdom that allows one 1o ¢scape
carefully systematized sclentific procedures. This, in
wurn, welcomes the perception of the cbecure, cpening to
various possibilities of interpretation of phenomena and
creating new ways of representing reality, alternative ta
the scientific procedures bue imbued with the povential
of uncovering the visual nature of natural phenomena.

On the visual level, Cornell’s works are built up of
images of DHA strands, single chromosomes, processid
microscople images of bacteria and viruses, aguatic
vortexes, diagrams of atmospheric events, or views of
constellations of atars. These nature-detived imagery
is combined with images of domine blecs, playing cards,
fragments of poetry and prose printed on the image, az
woll as images of hands that are of particular signif-
fcance to the artist, since they constitute, ¢.g. in The
Sleep of Reasent, the metaphor of human velition and
evalved forem.

Standardized, abstrace aymbols that sarve 48 Tapre:
sentations of natural phenomenda, images of forms oo big
or too small to be seen by the human eye bat preserved
by micre- and macra-photography, and diagrams that
describe natural processes are all freely combind, cre-
ating a unified composition with man-made patterns and
symbols, which preserve rituals and customs. Thanks to
this collage, found both on the level of employed tech-
nigues, as well as in the compositienal layer of particular
works, this compilation of images achieves pn'm.-rl‘ui
coherence. It becomes a metaphor of flow. It highlights
the dependance of symbelic systems developed with-

Ca ]

in particular culture on the observed forms of natural
phenomena which, transformed into abstract systems
designed by man, work as foundations of wisual patters
that help capture the laws and mechanisme operating
within natural environment. An image rooted in natu-
ral forms, subject to processes of abstraction, becornes
a cultural symbeol. An example of this process can ba
feund in the aystern of “stars” — completely conventional
forms — that iz present on the right-hand side of the
Australian Aag, symbolising the Southern Cross and
constituting an emotional stimulus for identification
for Australians, as well as citizens of Papua Hoew Guinea,
Mew Zealand, Samoa, and Brazil, whoe also placed it on
thedr national banners.

palimpsest as
a composition model

The notion of palimpaest (Hteral Greek meaning
“again scraped”) has itz origine in the history of writing
and it was inftially linked with the effect atermrming
from the repeated use of parchment on which manu-
seripts were written. The ]:ugh east of this animal-based
materinl forced seribes to rimove earlier, outdated texts
and cover the reused parchment page with new wornds,
Since despite the production of remewval devices of cer-
tain precision it was still imposaible o fully climinace
an older text, numercus present books still carry the



for the scientist,

the virtual reality is a way

to gain control, for the artist,
it's a way to share it®

The difference in the approach to one of the most spec-
tacular tools of digital image generation seems particu-
larly relevant in an analysiz of Deborah Cornell's work,
Continudusly confronting the legacy of contemporary
science, the artiste seeks to offer the viewer a simul-
tandous pleasure of immersing into the amazing world
of images, of reaching their depth, as well as, in some
projects, alse of taking control of generated shapes.

In 2001, the Computer Graphics Laboratory, Uniwer-
gity of Boston® showcased a project titled Spirited Ruins.
It featured a collaborative work by Deborah and Richard
Cornell, titled Linea Australis. The viewer entered the
space through an epéning resembling an entrance Lo
a groteo Lo immediately become immersed in an amazing
warld generated by digital instruments. The initial idea
came when Richard Cornell was commissioned to create
a musgical plece for the Spirituel Ruing project. Searching
for inspirations, he reached for a reproduction of one
of Deborah’s pictures, After it was scanned, it served
a3 & foundation of a virtual visual envirenment which
enveloped the viewer, Images drawn from the rock carv-
ings of Australian Aboriginals achisved a spatial devel-
epment. Schomatic human figures and shapes of aimple

beats filled the space. Stepping inside it the viewer soon
realiaed that his every movement changed the pattern
of images and type of sound flling the space. Through
the use of technolegy, each viewer could move 1o creats
his own audio-visual composition.

Experiences gencrated by this experiment ingpired
Daborah Cornell to create works whose immersive poten:
tinl was revealed by the combination of printed graphic
images, video projection, and composed sound plece.

Refecting Ploce” installation, awarded in 2015 the
Grand Prix at the International Print Triennial in Kra-
kow, was a result of the artist’s previous experiences. Ona
of the walls of the reom built specially for the instal-
lation was covered with a graphic mural plece made of
digital prints. A video image was then projected on this
screen, while the whole was completed with a musical
plece by Richard Cornell. The installations main thems
was the izsue of migration, with a starting point in the
observation of annual bird migratfon. The artist found
in this eyelical element of naturse a potential for telling
a story about forced migration — a cultural experience
that in our time is shared by an increasing number of
people. The issue of migration suggests obvious links
with the artist’s carlier interest in the mechanics of
eultural flows, This way, yet again, Deborah Cornell has
proven that natural phenomena find thelr reflection in
culture. The viewer, immersed in asdio-visual space, was
offered a way o give in to the power of s2ound and images
to experience the work in a new, truly Zlst-contury way.
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