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Blood, Passivity and Death
 This exhibition explores artists who use pain or blood in their work. Society has become disconnected from reality. We watch bloodshed happening across the world but no longer react.  The civil war in Syria barely features on the news despite the 465000+ death toll (Aljazeera, 2018). We are passive, detached, numb; yet horrified at people hurting themselves for art. The artists in the exhibition are Abramović, Pane and Taccardi. Abramović says, ‘The function of the artist in a disturbed society is to give awareness of the universe, to ask the right questions, and to elevate the mind,’ (Economist, 2010) however, pain in this context makes people uncomfortable. Art should challenge its audience, ‘Pane plays with masochism, letting her blood be witness to our culture’s sedated relationship to witnessing everyday violence’ (Alvarez, 2015). This exhibition will confront people with what unsettles them, creating an awareness of their surroundings. It will be held in the ossuary in Sedlec, Prague (Figure 1). [image: ]
Figure 1 – Sedlec ossuary, Czech Republic (Anon., 2018)
[image: ] This macabre setting compels people to think of their own mortality, housing 40,000-70,000 human skeletons. These have been artistically arranged into chandeliers, a coat of arms (Figure 2) and pillars.  Artists spilling their own blood here will challenge our perception of blood and death.
[image: https://orwhatyouwill.files.wordpress.com/2012/03/4-humors1.png] Blood has an important role. ‘From earliest times blood had been treasured as the liquid of life’ (Porter, 2002, p. 59). It has sacred properties in religions, such as Catholicism where Communion wine becomes the blood of Christ. From ancient Greeks balancing humours (Figure 3), to Galen’s theory of plethora, bloodletting was a common practise to cure most ailments.  They wanted to ‘remove evil humours’ (Starr, 1999, p. xii). There has never been any evidence of bloodletting helping, yet in 1920s America, doctors still bled patients (Starr, 1999, p. 16). The importance of blood was realised early on; though science has disproved many theories, beliefs prevail.Figure 2 – Schwarzenberg coat of arms – Sedlec ossuary (Anon., 2018)

Blood is still seen as having otherworldly properties. A study into self-harm says, ‘…the women believed that their blood had become evil and had tactile hallucinations involving the sensation of the blood flowing in their blood vessels’ (Himber, 1994, p. 625). Self-harmers attribute bloodletting with relieving suffering. It releases a build-up of emotional pain but they are simultaneously sickened by their actions. ‘A vortex of summons and repulsion places the one haunted by it (the abject) literally beside himself’ (Kristeva, 1982, p. 1).  These people are compelled to hurt themselves and are distressed by this behaviour, yet cannot stop. They know bloodletting could bring death and are tormented by this.Figure 3 – Properties of the four humours (Anon., 2013) 

	 Blood is the medium by which we live and die. The two aspects are intertwined, which scares people; once blood stops pumping, death awaits. It is an uncomfortable memento mori. In Stoker’s Dracula blood represents sustenance and rejuvenation for the undead vampires. Harker is abhorred by what the female vampires represent but admits he has ‘burning desire that they would kiss me with those red lips’ (Stoker, 1998, p. 37). The female vampires are the controlling actors; Harker the passive observer. This duality is what Kristeva alludes to in relation to abjection, ‘a composite of judgment and affect, of condemnation and yearning, of signs and drives’ (Kristeva, 1982, pp. 9-10), in this case the female vampires. We typically associate men with violence, Stoker proves that anyone is capable of aggression. Women can also exhibit control of their bodies through art.
[image: https://static2.timeout.co.il/media/2014/09/sizes/%D7%9E%D7%A8%D7%99%D7%A0%D7%94-%D7%90%D7%91%D7%A8%D7%9E%D7%95%D7%91%D7%99%D7%A5-Isr-88-Art-Marina-Abramovic-Rhythm-0-1974_____Rhythm-0-1974-h-h_wo_680_382.jpg]Abramović is a performance artist whose body is the canvas. Her work challenges people with their darkest desires and apathy towards violence. For Rhythm 0 (Abramović, 1974) she stood for 6 hours in front of an audience with 72 objects on a table (Figure 4). These items, representing pleasure, pain and death, ranged from feathers and a plaster to scissors and a gun. The audience split into those who hurt and those who protected. As the performance progressed people became more sadistic (Figure 5).  Figure 4 – Recreation of the table used in Rhythm 0 (Админ, 2018)

[image: https://images.inuth.com/2017/06/Marina-Abramovic-Rhythm-0-Image-for-InUth-8.jpg] Figure 5 – Abramović pictured near the end of Rhythm 0 (Hunt, 2016)


After 6 hours she moved, the participants, terrified, ran away screaming (Renzi, 2013, p. 130).  As Arbus says ‘the shock of immersion in experiences that cannot be beautified, the encounter with what is taboo, perverse, evil,’ (Sontag, 1979, p. 43) is what is happening here. People were fine observing; joining in whilst Abramović was an object, but upon her ‘transformation into a living object’ (Renzi, 2013, p. 133), they were confronted by their disgusting behaviour. It shows our propensity for group violence and disconnection from the feelings of others. Abramović was dehumanized by some and protected by those who empathized. Abramović’s experiences growing up shaped her ability to tolerate pain. ‘I was punished frequently, for the slightest infraction, and the punishments were almost always physical... I had bruises all over’ (Abramović, 2017, p. 7). These experiences allow her to experiment with pain in her performances, yet she has a fear of her own blood (Abramović, 2017, p. 10). In her performance, Art Must Be Beautiful (Abramović, 1975) Abramović combs her hair continuously with a metal comb drawing blood. She continues to abuse herself in adulthood through her art whilst using it to evoke a response, to stop indifference towards violence.
Violence, pain and gender are central to Pane’s work. Her body, a vehicle to destroy and recreate. By hurting herself she is attempting:
 ‘To destroy the passive status of femininity that has to endure pain and violence inflicted on it and the attempt to re-create "autonome Zeichen der Frau" (autonomous signs of women), which develop out of the self-inflicted pain (Pane, 1973).
[image: http://www.artandpoliticsnow.com/wp-content/uploads/2014/04/Gina-Pane_AzioneSentimentale-517x620.jpg]She wants to take back control of her body. For Pane vision and bodily pain are connected. Through her performances she wants us to engage with our surroundings, feel pain, however the audience rarely gets to see this. Unlike Abramović most of her performances are solitary, when there is an audience it is carefully selected. Pane’s work mostly consists of images of her performances. In her piece Azione Sentimentale (Figure 6) she inserts 8 thorns into her arm then cuts her hand, bleeding whilst poetry is read. Pane is not seeking to shock the audience but immerse them in the experience, to question their own vulnerability. ‘ For to be oneself in pain is to be more acutely aware of having a body… to see from the outside the wound in another person is to become more intensely aware of human embodiedness’ (Scarry, 1987, p. 199). By seeing pain, we become mindful of our own fragility. The visual display is heightened by the poetry. Music can have the same effect.Figure 6 – Azione Sentimentale (Pane, 1973)

[bookmark: _GoBack][image: Image of Darkthrone]Taccardi paints using his own blood to music. He cuts his wrist deeply, using it as palette and medium. The ritualistic way he works is interesting. He dresses in white robes in a room with crucifixes in the background. The video highlighting the razorblade cutting his wrist is disturbing yet fascinating, accompanied by self-composed music, it is anything but ritualistic. Taccardi says he is not doing it to shock, ‘I see art as some sort of a ritual, a chat between spirits and my mortal flesh... the manifestation of spirits through artist bodies’ (Taccardi, 2017). This results in blood pictures of demons and dream creatures (Figure 7). He wants to create an open wound between our unconscious and reality.  ‘Self-cutting is accompanied by higher blood levels of endogenous opioids’ (Winchel & Stanley, 1991, pp. 306-317). This is what Taccardi is seeking and it can be a cleansing process. He needs this high to create his work as in this moment the mind can have most clarity. Abramović and Pane are suffering to highlight issues important to them whereas Taccardi gets pleasure out of his work. Painting in blood amidst the plague victims is fitting of his style. ‘Death would thus be the chief curator of our imaginary museum;’ (Kristeva, 1982, p. 17) and witness to flowing crimson treasure.Figure 7 – Darkthrone (Taccardi, 2017)
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Appendix 1 - 360° image of Sedlec Ossuary


Aspect A				   Aspect B				   Aspect C				Aspect D





[image: ]Appendix 2 – Floor plan of Sedlec Ossuary showing locations of artists and work

Appendix 3 – Installation keyGP-A - Azione Sentimentale [Sentimental Action], 1973. 16 black and white photographs. 80 × 120 cm overall (Saltoun, 2018)


[image: See the source image] 

[image: https://www.domusweb.it/content/dam/domusweb/it/arte/2012/04/02/gina-pane--per-amore-vostro/big_378412_6360_web_08-Pane-Action-m%C3%A9lancolique-Polastri.jpg.foto.rmedium.jpg]GP-B - 3 Works: Action mélancolique 2 x 2 x 2, 1974. Collages of paper, felt, ink, graphite and black and white photographs and colour
Largest 124 x 87 cm (Domus, 2018)


[image: ]
GP-C - Psyché, 1974. Colour photos, 29.3 x 40.2 cm each (Galleria-Elefante, 2018)









Display order for Taccardi works
[image: ]


[image: ]
MT-A – Too Late, 2015. Blood, ink, paper. 21 x 29.7 cm (Taccardi, 2018)

[image: ]MT-B – Sacrifice the Lamb II, 2017. Blood, acrylic. 21 x 29.7 cm (Taccardi, 2018)


MT-C – Transilvanian Hunger, 2015. Blood, paper. 24 x 32 cm (Taccardi, 2018)[image: No automatic alt text available.]

[image: ]MT-D – Hate, 2014. Blood, black paint. 50 x 65 cm (Taccardi, 2018)


MT-E – Self Portrait, 2015. Blood, canvas. 40 x 48 c[image: ]m (Taccardi, 2018)



[image: Image may contain: food]MT-F – I Can’t Blink Anymore, 2015. Acrylic, blood, canvas. 38 x 46 cm (Taccardi, 2018)



MT-G – Desolation, 2013. Blood, paper. 38 x 46 cm (Taccardi, 2018)[image: ]
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