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MINUS PLATO IS A BLOG ABOUT CLASSICS AND  
MODERN/CONTEMPORARY ART

MINUS PLATO IS A SITE FOR MAKING CONNECTIONS 

BETWEEN THE ANCIENT AND THE PRESENT, MYTHS 
AND PAINTINGS, MATTER AND MEMES  

IT IS A SPACE FOR TRYING OUT IDEAS

ABOUT ETHICS AND ACTIONS, LIVES AND LESSONS, 
TRUTH AND BEAUTY 

IT IS AN ARCHIVE FOR EXPERIMENTS

IN TEACHING AND CURATING, FOR THE ACADEMY AND 
THE ARTIST, FOR THE ART WORLD AND THE INTERNET 

BUT NOW MINUS PLATO HAS SOMETHING TO SAY

THE MOMENT HAS COME FOR MINUS PLATO TO MAKE 
A DECLARATION 

(NOW THAT MINUS PLATO IS SPEAKING EVERY DAY)

(NOW THAT MINUS PLATO HAS BECOME A  
MOURNING DIARY) 

(NOW THAT MINUS PLATO NEEDS TO ACT)

MINUS PLATO IS READY TO ADDRESS YOU 

YOU MAY NOT BE A CLASSICIST 

YOU MAY NOT BE AN ARTIST 

BUT MINUS PLATO IS ADDRESSING YOU 

MINUS PLATO IS TELLING YOU THAT YOU MUST 
CHANGE YOUR LIFE

MINUS PLATO WILL BE YOUR NEW GUIDE

MINUS PLATO WILL BE YOUR NEW HANDBOOK

MINUS PLATO WILL BE YOUR NEW SABOTAGE MANUAL 

YOU MAY HAVE MET MINUS PLATO WHILE PASSING 
 BY ON GOOGLE

YOU MAY KNOW MINUS PLATO FROM YOUR  
FACEBOOK FEED 

YOU MAY HAVE CAUGHT MINUS PLATO AS A RETWEET 

BUT NOW YOU MUST ACT

NOW YOU MUST FOLLOW US

(LIKE ZENO, READING ABOUT SOCRATES IN  
A BOOKSTORE, WHEN HE SAW CRATES AND 
FOLLOWED HIM) 

YOU MUST GIVE UP THINGS YOU CLING TO 

YOU MUST ABANDON CERTAIN ENTRENCHED IDEAS

YOU MUST LIVE BY EXAMPLE

THE MINUS PLATO MANIFESTO



MOURNING DIARY
CHAPTER TWO
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Unlike Jeff Koons’ kitsch and colorful 
policeman and bear, classical sculpture 
is banal in its whiteness (‘all white, white, 
white’, as you recall classicist Brooke 
Holmes put it). (March 28)

Nonetheless, classicist Sarah E. Bond’s article for Hyperallergic 
(hyperallergic.com) called “Why We Need to Start Seeing the 
Classical World in Color”, discusses the ‘irrefutable, if unpop-
ular, truth’ that ‘many of the statues, reliefs and sarcophagi cre-
ated in the ancient Western world were in fact painted’. Bond 
aligned the unpopularity of this view with the valorization of 
the whiteness of the ‘blank canvas’ of ancient statuary both as 
grounding a long history of discussions of ideal beauty (going 
back to the 18th century German art historian Johann Joachim 
Winckelmann) as well as by contemporary white supremacist 
groups (like Identity Evropa). Bond was subsequently attacked by 
a spectrum of the right, from conservatives to alt-right trolls, for 
being a ‘liberal professor’ who misrepresented her as claiming 
that ‘all white statues are racist’. Undeterred, Bond published 
a follow-up article, also in Hyperallergic, called “How Coloring 
Books Can Teach Us About Diversity in Ancient Times”, which 
she begins as follows: 

In a previous piece on ancient polychromy for Hyperallergic, 
I discussed how certain alt-right groups had begun to appro-
priate marble sculpture of the classical world as symbolic of 

white European superiority, when in fact most white statues 
in antiquity were painted. The piece caused some controver-
sy, to say the least. Although it was misconstrued by some as 
an accusation that all white statues were inherently racist, the 
article was in fact meant to recognize that art historical inter-
pretations of artwork have the power to influence the way indi-
vidual people, groups, and entire fields of study define beauty. 
In the piece, I suggested that museums could return color to the 
ancient world by using new projection-mapping techniques to 
colorize ancient objects (as practiced on the Ara Pacis in Rome 
or frequently used on the Egyptian reliefs at the Metropolitan 
Museum of Art in New York) and to embrace the use of 3D 
modeling in museum displays. What I had not considered was 
a more analog approach to learning about ancient polychromy: 
the coloring book.

Bond proceeds to discuss the use of coloring books, both in ped-
agogical contexts at museums (e.g. Pigments of Your Imagination: 
A Color Restoration Book by the curator of ancient art Gina Bor-
romeo at the Rhode Island School of Design Museum) and as 
part of the phenomenon of the adult coloring book (e.g. Classical 
Sculpture in Color: An Adult Colouring Book by the classicist Lisa 
Trentin). Bond also connected coloring books and the polychro-
my of ancient statues to another debate swirling around a prom-
inent classicist in the UK. She writes: 

In the past few weeks, this issue has again caused intense—and 
somewhat malicious—debate in the UK, where a cartoon de-
picting a dark-skinned Roman father elicited an uproar over 
whether there truly was diversity in ancient Roman Britannia. 
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in your ears

During our reading of Wittig’s novel, we found ourselves lis-
tening to goetz reading Judith Butler and before we knew what 
we were doing, we were reading Les Guérillères along with their 
reading of Gender Trouble. We would wait to catch up with their 
phrasing, pausing when they paused and tripping over words as 
they tripped over words. The only moment that we broke from 
this act of shadow reading was at the moment in Wittig’s text 
when the names of women are listed. Then, we would space 
them out like punctuation. A name for a comma, a name for a 
semi-colon; a name for a full stop. Then it happened, listening 
through the dissonance of our own reading, we heard the name 

M
A

R
C

H
 5 “Wittig” in Butler’s text and goetz’s voice. Somehow 

the path through the patriarchal eye of the Cyclops 
to Beatriz Santiago Muñoz to Monique Wittig, with 
her Sirens and Echo, ended in Judith Butler, with 
the name “Wittig”, echoing in our ears in sair goetz’s 
voice. (November 15) 

But before listening closer to the voices of Echo and 
the Sirens, let us spend some time occupying the 
perspective of the Cyclops as a symbol of the myopic 
male gaze. R. H. Quaytman in her 2008 book-work 
Allegorical Decoys describes her stay at the American 
Academy in Rome as the context for her beginning 
a series of works (which she continues to this day) 
as chapters. In this book, Quaytman explains that 
the choice to create a body of work as a book was 
a reaction to ‘painting’s status as an isolated target 
of a monocular and disembodied eye’. She contin-
ues to unpack this metaphor by evoking the mon-
strous figure of the Cyclops: ‘What mechanisms are 
at work in painting that assume an audience of one 
male monogamous Cyclops who will never leave?’ 
Quaytman’s language here implies that the transpo-
sition of the Cyclops onto the figure of the audience 
encouraged by painting objectifies the work as fe-
male, constrained by the male gaze. (December 15) 

Here we find ourselves as much in the world of Ho-
mer’s iconic account of the fully-grown monster 
Polyphemus in the Odyssey, as in that of the young 
Cyclops in love, as explored by the ancient Greek 
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mainly women, would evoke the poetry of the everyday by their 
subtly synchronized movements and interventions. Here is how 
Duboc writes about Les Fernands in a 2007 text, quoted in Bal-
Blanc’s essay:

It was in the middle of teaching a movement that one would 
call routine that I understood how these simple gestures, mul-
tiplied identically, could generate an incredible poetic force if 
they were lived in the same places from which they’d been tak-
en. The Fernands have been around for more than twenty years. 
After having dropped them for a while for the simple reason 
that the media had catalogued me as a “street choreographer” 
(I have always continued to love traditional stages; I’ve never 
stopped feeling the necessity to create “real shows”), I took up 
with them again during a workshop I was running and have 
since got into the habit of passing them on regularly, of talking 
about them. The positive side of this transmission comes from 
the simplicity of the acts and the playful aspect of the themes 
touched upon. No dance experience is required; understanding 
the work comes through listening exercises that, before enter-
ing into the construction phase of these little characters, will 
develop in each participant an active and critical eye on what 
is happening. One day is enough to really tackle the work and 
not just skim through it. Taking turns as an actor or spectator, 
each person can understand what is at stake in contemporary 
art (the relation to space, time, musicality, to oneself, to others). 

Duboc’s description of the ‘training’ of Les Fernands, wherein 
they undergo a process of listening and watching, taking turns 
as spectators and then actors, made us reflect on the synergy 

between the Muses (who tell the tale to Minerva/Athena), the 
Pierides (whose song had previously been paraphrased) and the 
object of the tale (the Sirens). On the one hand, the transforma-
tion of the Pierides into magpies, after losing their contest and 
the origin narrative of the Sirens, demonstrates the consistent 
perspective of the Muses as both victors and singers. At the same 
time, however, Minerva, who has been listening all along, at the 
beginning of Metamorphoses book 6, becomes embroiled in her 
own creative contest—this time a weaving contest with Arachne 
—and her role as spectator switches to that of contestant and 
performer. (October 4)
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as if, amid a complex debate with classicists about the intricacies 
of Plato’s philosophy, an artist had interrupted to say: ‘But what 
about that garden? And what do you think about his earring? 
How could he give so much to us and yet, in the end, have noth-
ing?’. That reminds us, we really need to look again at Andreas 
Ragnar Kassipis’ paintings of objects. (June 11)

[We wrote this diary entry as an imaginary letter to William E. 
Jones and Andreas Angelidakis. We will maintain the original 
epistolary form here]: 

Dear William and Andreas,

We hope this finds you both well and that you don’t mind us 
writing you this joint message. We wanted to let you know that 
we had spent the morning here in Athens looking for you both, 
first missing you and then finding you in some unexpected plac-
es. We know this sounds somewhat odd (almost spooky), so let 
us try to explain. We awoke early so that we could take your ad-
vice, William, and go to the National Archaeological Museum at 
the moment it opened at 8am to beat the crowds and to retrace 
your steps from your recent film Fall into Ruin, which had been 
on our minds during our whole time in Athens.

As we walked to the Museum, for some reason we felt a nagging 
sense of reluctance. Perhaps it was because we didn’t want to 
contaminate our memory of your creative itinerary through the 
museum in your film, where you juxtapose shots of the chrono-

ATHENS: DAY 4

logical sequence of Greek artworks with your voice-over describ-
ing the time you met the gallerist and collector Alexander Iolas 
at his house. Or maybe our unease came from the fact that vis-
iting this museum felt somehow out of step with what was be-
coming our general modus operandi here in Athens to combine an 
investigation into ancient sites with the contemporary artworks 
of documenta 14. Of course, there was one contemporary work 
there to look forward to seeing in the museum—documentation 
of Daniel Knorr’s unrealized proposal to bury the sculpture Boy 
with a Dog for the duration of the exhibition -, but still we weren’t 
so sure where museums of ancient art fitted into our own project. 
As you know, we are not art historically inclined and our inter-
est in antiquity is firmly rooted in ideas not objects, e.g. philoso-
phy, literature and mythology. For example, whenever we would 
lead a group of students to Rome, we are much more excited to 
lecture at the sites, even ones with barely anything left (e.g. the 
Temple of Veiovis), reciting passages from Ovid, than moving si-
lently through museums, from one hallowed object to the next. 
(Andreas, you could say that we share your interest in psychoge-
ography as an architect of the virtual (which sometimes writing 
as Minus Plato feels like!) and so the museum as a space, in its 
neat compartmentalization into a system of objects, sometimes 
leaves us dissatisfied).

Anyway, we tried to ignore these nagging doubts especially as we 
knew that today was going to be our only day to do it, so we head-
ed off to the Museum thinking about how it would all be worth 
it so long as we could take a photo that recreated the first shot in 
your film, post it on Instagram and write some witty comment 
like: ‘On the set of William E. Jones’ new movie, Fall into Ruin’. 
But when we got there, the Museum was closed (in spite of what 
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One implication of artists explicitly and responsibly expanding 
“the classical” world beyond Greece and Rome to the Middle 
East and North Africa, is that the US as a Roman imperialist 
model can be undercut through the voices coming from immi-
grant communities from these regions. Writing during the in-
troduction (and legal upholding) of Trump’s Muslim ban, we fo-
cused on artists whose cultural identities crossed the borders of 
the banned countries with Europe and the US. We examined the 
work of Iraqi-American artist Rheim Alkadhi, with its oscillation 
between intervention and object, and bridging the self and the 
other, sight and insight, as an ‘eye-odyssey’ at the very moment 
of the inhumanity and violence of Trump’s Executive Orders on 
Immigration and Refugees (January 30). 

We turned to Italian-Libyan artist Adelita Husni-Bey, who cre-
ated a five-monitor installation called Lethe as part of extensive 
research trips around Lake Como to uncover exact sites of parti-
san executions in the years leading up to 1945. While the history 
books vividly record the executions of Mussolini in this region in 
April 1945, this was also the site of many executions of partisans 
and anti-fascists during Il Duce’s oppressive regime. The fates of 
these victims is less well-established and each of the monitors 
are set up on plinths, to correspond to the imagined heights of 
the victims. Husni-Bey’s references to Lethe, the ancient Greek 
underworld ‘River of Forgetfulness’, emphasizes the way that 
forgetting is a key part of historical narratives and also the way 
landscape and mythology come together. Each monitor imag-
ines the perspective of the partisan’s last moments as they look 
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Through his work as Citizen, Bennett therefore 
finds a way to include the reflective Narcissistic 
pond alongside his disruptive Heraclitean river, 
both of which act as topographical markers within 
the interior of Plato’s cave. (May 27)

Coming full circle back to Cecilia Vicuña, whose 
red wool and blue threads opened this chapter, 
again in pages of the Afterall journal, we found 
an extended discussion of the artist in terms of 
the idea of indigeneity (a term that combines the 
adjective indigenous and the noun identity). In her 
essay ‘Floating Between Past and Future: The In-
digenisation of Environmental Politics’, Lucy R. 
Lippard discusses Vicuña (of Chilean, Basque and 
Spanish heritage) and her claim that We Are All 
Indigenous—a video she made with her partner, 
poet Jim O’Hern. Lippard quotes Carcross/Tagish 
curator, Candice Hopkins’ critique of such a gen-
eralization of indigeneity, who writes:

the perspective that everyone is indigenous can 
be harmful, as it erases or speaks over the voices 
of those who have been quite radically dispos-
sessed. Is it the same as the call for Black Lives 
Matter being met with “all lives matter”? 

Yet Lippard defends Vicuña’s specific claim by 
showing how she situates indigeneity in the deep 
past, quoting the following poetic text by the artist: M

A
Y

 3


	02 PhilosopherKing_FRONTCOVER_low res
	SPD Sneak Peek_No Philosopher King_ISBN- 978-1-939901-13-2



