
Call for papers I Institut national d’histoire de l’art

Call for papers

Perspective
actualité en histoire de l’art
Anachronisms, no. 2025 – 2

Suzanne Husky, La Noble 
Pastorale. Non aux grands projets 
inutiles, 2016-2017, Jacquard 
tapestry, 203 × 247 cm.
© Courtesy of Suzanne Husky.

EDITOR 
Thomas Golsenne (INHA)

GUEST EDITORS 
Hélène Leroy (Musée 
d’art moderne de Paris) and 
Hélène Valance (université de 
Bourgogne Franche-Comté/
InVisu)



Call for papers I Institut national d’histoire de l’art

2 | 8
Published by the Institut national d’histoire de l’art (INHA) 
since 2006, Perspective is a biannual journal which aims to 
bring out the diversity of current research in art history, 
highly situated and explicitly aware of its own historicity.

It bears witness to the historiographic debates within the field without 
forgetting to engage with images and works of art themselves, updating their 
interpretations as well as fostering intra- and inter-disciplinary reflection 
between art history and other fields of research, the humanities in particular. 
In so doing, it also puts into action the “law of the good neighbor” as 
conceived by Aby Warburg. All geographical areas, periods, and media are 
welcome.

The journal publishes scholarly texts which offer innovative perspectives on 
a given theme. Its authors contextualize their arguments using case studies 
allows them to interrogate the discipline, its methods, its history, and its 
limits. Moreover, articles that are proposed to the editorial committee should 
necessarily include a methodological dimension, provide an epistemological 
contribution, or offer a significant and original historiographic evaluation.

The journal publishes texts with an emphasis on current questions that drive 
research in art history and neighboring disciplines, particularly those that 
speak to all of us as citizens. Each article thus calls creating links with the great 
societal and intellectual debates of our time.

In 2008, Perspective published an issue on periodisation in art history. 
In his introduction, Thomas DaCosta Kaufmann noted the “discontents” 
expressed since the 1960s by art historians like Ernst Gombrich with regard to 
sweeping western approaches that classified artworks and artists in successive 
stylistic periods and even based the discipline on these temporal and formal 
categories (DaCosta Kaufmann, [2008] 2010). This re-assessment concerned 
universalist systems such as those of Heinrich Wölfflin, Wilhelm Worringer 
and Henri Focillon at a time when research was generally moving towards a 
fragmentation and specialisation of analyses. The globalisation of the discipline 
called for putting modern European periodisation schemes into perspective, 
while the spread of iconology and the social history of art encouraged 
researchers to circumscribe their approaches to specific cultures. Each scholar is 
thus a specialist for a historically determined and geographically situated period 
with specific principles of intelligibility, such as Michael Baxandall’s concept of 
the “period eye” demonstrated so admirably in the 1970s (Baxandall, 1972). 
These critical approaches have served to call into question the 19th-century 
“historism” that confused the scholars’ temporal categories with the historical 
phenomena themselves, just as they have redefined periods as designations of 
time, or “chrononyms” (Kalifa, 2016a-b and 2020). In practice, however, it 
is clear that the period remains more than ever the temporal unit within which 
we conceive art history and study it.

That said, other voices had also been raised in history, philosophy and art 
history to deconstruct in epistemological terms the practice of historical 
research based on periodization. Even if the subject of anachronism in 
art history emerged much earlier (La Sizeranne, 1894), for reasons that 
merit further consideration, it genuinely became worthy of interest for the 
epistemology of the historical sciences at the turn of the 21st century. Thus, 
the historian Nicole Loraux, the philosopher Jacques Rancière, and art 
historians Georges Didi-Huberman, Alexander Nagel and Christopher S. 
Wood have all drawn attention – for different reasons – to the interest of 
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anachronism as a method. The challenge is considerable: anachronism in 
history has been denounced at least since the 17th century, when French 
theologian and orator Jacques Bénigne Bossuet defined it as “the confusion of 
time”, just as historian Marc Bloch was to characterise it nearly three centuries 
later as “the most unpardonable of sins in a time-science” (Bloch, [1949] 
1984, p. 173). Indeed, the error that (art) historians want to avoid at all 
costs is that of imposing the ideas, categories and judgments of their present 
on the societies of the past. According to historical doxa, anachronism is at 
best a necessary evil; we cannot avoid speaking on the basis of our language, 
culture and present and we will never be able to put ourselves in the place 
of a 15th-century viewer and look at Botticelli with a Quattrocento eye. But 
we can attempt to reconstruct a visual experience from the past, to produce 
a representation that is as faithful as possible, as Baxandall maintains. Loraux, 
meanwhile, defends “a controlled use of anachronism”, on the principle that 
history should be a dynamic narrative going from the present to the past 
(by raising contemporary questions) and from the past back to the present, 
“weighed down with ancient problems” (Loraux, [1992] 2004). It is more 
interesting, for example, to understand which Greek problems survive in 
today’s democracy than to examine the “modern” aspects of ancient Greek 
democracy, for such an approach would allow us to trace the phenomena 
of repetition throughout the historical periods and undertake an ethical 
consideration of the preventive or restorative virtues of anachronism. For his 
part, Rancière believes that the rejection of anachronism by historical doxa 
is the result of a rhetoric intended, on the one hand, to hide the historians’ 
construction of the past in order to assert their objectivity and, on the other, 
to make each period a cultural totality from which its members cannot 
escape (Rancière, [1996] 2015). From this perspective, the accusation of 
anachronism would be a political instrument aimed at disqualifying historical 
counter-narratives coming from marginalised minority groups. Rancière 
believes that, on the contrary, it is necessary to examine how, within each 
period and culture, “anachronies”, or forms of resistance to the dominant 
zeitgeist, manifest themselves. Didi-Huberman, meanwhile, starts out from 
a philosophy of the image which, by its very nature, would be anachronic 
or “dialectical” (to use Walter Benjamin’s term), in other words, always 
torn between the present and the past (Didi-Huberman, 2000 and 2003). 
The role of art history is precisely to study how images manifest this double 
temporality by breaking up the chronological series or the unity of the periods 
and proceeding by montage, in the manner of Aby Warburg in his Mnemosyne 
Atlas. Nagel and Wood, last of all, approach anachronism as a montage 
of temporalities within the historical cultures themselves and the artworks 
belonging to them. Their book Anachronic Renaissance thus shows that 
artists and scholars of that time continuously associated forms and references 
from different eras and that these kinds of temporal associations are what 
characterise the period (Nagel, Wood, 2020).

There are several reasons motivating us to come back to these debates today. 
First, it is worth pursuing the reflection on the use of periodisation in art 
history because, as widespread as it remains, it is hardly questioned in practice. 
How can we explain, for example, that in French universities, the history of 
“contemporary art” covers a period beginning in the 19th century, while in 
museums, “contemporary” designates the 1960s on? More generally, it is 
striking to observe that art history still makes frequent use of concepts such 
as “Renaissance”, “medieval art” and “prehistoric art” that were forged two 
centuries ago. Are these anachronisms re-examined today?

Second, the linear model of time which underlies traditional historical 
classification in the West is now confronted with other cultures of time, as 
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brought out by decolonial studies (Wainwright, 2011) and certain trends in 
anthropology (Detienne, [2000] 2008). How do these practices affect the 
understanding or presentation of the art objects? In addition, the flourishing 
of feminist or queer approaches in art history (Pollock, 2007; Sullivan, 
Middleton, 2020) in recent years has provoked as many re-evaluations of the 
ways of writing about art as criticisms of their pretended anachronism (in the 
same way that Marxist art history was accused of anachronism fifty years ago). 
How do the protagonists of these methods reply to such criticisms, which 
often imply a political point of view? To what extent can we develop Giovanna 
Zapperi’s argument, based on her research on feminist art critic Carla Lonzi, 
that these approaches promote a “discontinuous and nonlinear” conception 
of art history, where the montage of artworks and images offers a fundamental 
method (Zapperi, [2012] 2019, p. 51)? What forms of research, teaching or 
museography forego the traditional (i.e., chronological) way of presenting 
images and artworks and invent other methods of giving them meaning? 
Museums would seem to play a crucial role here, given that presentations 
based on temporal montages go back to the post-war period (Scarpa, 2014) 
and probably much earlier (we might even think of ancient Greek sanctuaries 
as anachronistic proto-museums). But within this kind of approach with 
overtly political stakes, there are also studies that assert the interest of the non-
anachronistic reading of art history. It might thus be possible to distinguish 
the anachronistic methods, which still need periods as backgrounds, from 
transhistorical approaches, which compare objects from different periods.

Third, in the wake of Rancière, and Nagel and Wood, what are the studies, 
that address historical anachronies? We can cite, for example, those carried 
out in recent years on modern and contemporary perceptions of prehistoric 
art (Labrusse, 2019; Stavrinaki, [2019] 2022) and “medievalisms” (Powell, 
2012; Denoël et al., 2023), as well as the crucial role of the 19th century, with 
the triumph of both chronological historism and all the “neo-” styles. There 
are also studies and exhibitions on anachronisms in popular visual cultures and 
film (Valance, Zhurauliova, 2002), or paleofuturism and the imaginaries of 
the future (as attested by the period room on Afrofuturism at the Metropolitan 
Museum of Art in New York). This issue of Perspective will attempt to make an 
initial assessment of these efforts.

To this end, three main topics emerge for proposed articles:

DISCIPLINARY ANACHRONISMS
Investigations of the anachronisms that implicitly or unconsciously inform 
the categories currently employed in art history and archaeology in order 
to understand why they are still operative and determine whether it is 
possible to break with them and substitute other classifications.

METHODOLOGICAL ANACHRONISMS
Studies and museographical approaches, drawing on other disciplines or 
not, which accept certain forms of anachronism and propose non-linear 
art history narratives.

HISTORICAL ANACHRONISMS
Analyses of the anachronistic configurations produced by artists and 
observable in collective visual cultures, ancient and recent.
[English translation: Miriam Rosen]
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Editor: Thomas Golsenne (INHA)
Guest editors: Hélène Leroy (Musée d’art moderne de Paris) and Hélène 
Valance (université de Bourgogne Franche-Comté/InVisu)
Editorial board members here.

Please note: Proposals are expected to be grounded in a historiographical, 
methodological or epistemological perspective. A summary of 200-500 words/ 
2,000-3,000 characters, a working title, a short bibliography on the subject 
and a brief biography should be sent to the editors (revue-perspective@inha.fr).
Proposal deadline: 17 June 2024.
Proposals will be examined by the editorial board regardless of language (the 
translation of articles accepted for publication is handled by Perspective).
The authors of the pre-selected projects will be informed of the editorial board’s 
decision in July 2024. The full articles (4,000-7,500 words/25,000-45,000 
characters, depending on the nature of the project) must be received by 
1 December 2024. These will be accepted in final form after an anonymous 
peer-review process. 



Call for papers I Institut national d’histoire de l’art

6 | 8

SELECTED 
BIBLIOGRAPHY
• Bacot, Douzou, Honoré, 2008: Paul Bacot, 
Laurent Douzou, Jean-Paul Honoré (eds), Mots. 
Les langages du politique, no. 87: Chrononymes. 
La politisation du temps, 2008 [URL : https://doi.
org/10.4000/mots.11552].
• Bal, 1999: Mieke Bal, Quoting Caravaggio: 
Contemporary Art, Preposterous History, Chicago, 
ILL, University of Chicago Press, 1999.
• Baxandall, 1972: Michael Baxandall, Painting and 
Experience in Fifteenth-Century Italy: A Primer in 
the Social History of Pictorial Style, Oxford, Oxford 
University Press, 1972.
• Beaune, Hilaire-Pérez, Vermeir, 2017: Sophie A. 
de Beaune, Liliane Hilaire-Pérez, Koen Vermeir (eds), 
L’Analogie dans les techniques, Paris, CNRS Éditions, 
2017.
• Besson, Blanc, Ferré, 2022: Anne Besson, 
William Blanc et Vincent Ferré (eds), Dictionnaire 
du Moyen Âge imaginaire. Le médiévalisme, hier et 
aujourd’hui, Paris, Vendémiaire, 2022.
• Bloch, (1949) 1984 : Marc Bloch, The Historian’s 
Craft (1949), Peter Putnam (trans.), Manchester, 
Manchester University Press, 1984.
• Boilard-Lefebvre, Dorion, Leblond et al, 2019: 
Alexandra Boilard-Lefebvre, Emmanuelle Dorion, 
Maxime Leblond et al (eds), Être en phase avec son 
temps ? Anachronisme et anachronie dans la littérature, 
AECSEL annual study day, Montréal, Université du 
Québec à Montréal, 23 April 2019, videos available 
on the site of the Observatoire de l’imaginaire 
contemporain (UQAM, Montreal) [URL: https://
oic.uqam.ca/mediatheque/etre-en-phase-avec-
son-temps-anachronisme-et-anachronie-dans-la-
litterature].
• Careri, Lissarrague, Schmitt, Severi, 2009: 
Giovanni Careri, François Lissarrague, Jean-Claude 
Schmitt, Carlo Severi (eds), Traditions et temporalités 
des images, Paris, Éditions de l’EHESS, 2009; Images 
Re-vues, special issue 1 : Traditions et temporalités 
des images, 2008 [DOI : https://doi.org/10.4000/
imagesrevues.60].
• Cole, 2005: Michael Cole, “Response: ‘Nihil Sub 
Sole Novum’,” The Art Bulletin, vol. 87, no. 3, 2005, 
p. 421-424.
• DaCosta Kaufmann, [2008] 2010: Thomas 
DaCosta Kaufmann, “Periodization and its 
Discontents,” Journal of Art Historiography, no. 2, 
June 2010 [URL: https://arthistoriography.

wordpress.com/wp-content/uploads/2011/02/
media_152489_en.pdf; orig. ed.: “Malaise dans la 
périodisation”, Perspective, no. 4: Périodisation et 
histoire de l’art, 2008, p. 597-601 (URL: https://
journals.openedition.org/perspective/2554)].
• Deffarges, Valance, 2022: Anne Deffarges, 
Hélène Valance (eds), Textes et contextes, no. 17/1: 
Anachronismes, 2022 [URL : http://preo.u-
bourgogne.fr/textesetcontextes/index.php?id=3469].
• Dempsey, 2005: Charles Dempsey, “Response: 
‘Historia’ and Anachronism in Renaissance Art,” 
The Art Bulletin, vol. 87, no. 3, 2005, p. 416-421.
• Denoël, Dryansky, Verhagen, Marchesin, 2023: 
Charlotte Denoël, Larisa Dryansky, Erik Verhagen 
and Isabelle Marchesin (eds), L’Art médiéval est-
il contemporain ?/Is Medieval Art Contemporary?, 
Turnhout, Belgium, Brepols, 2023.
• Després, Chassay, Cortopassi, 2023: Elaine 
Després, Jean-François Chassay, Gina Cortopassi, 
et al. (eds), Temporalités alternatives. Uchronies, 
mondes parallèles, rétrofuturisme, international 
conference, Montréal, Université du Québec, 
17-19 May 2023; videos available on the site of 
the Observatoire de l’imaginaire contemporain 
(UQAM, Montreal) [URL : https://oic.uqam.ca/
mediatheque/temporalites-alternatives-uchronies-
mondes-paralleles-retrofuturisme].
• Detienne, (2000) 2008 : Marcel Detienne, 
Comparing the Incomparable, Janet Lloyd (trans.), 
Stanford, CA, Stanford University Press, 2008 
[orig. ed.: Comparer l’incomparable, Paris, Le Seuil, 
2000].
• Didi-Huberman, 2000: Georges Didi-Huberman, 
Devant le temps. Histoire de l’art et anachronisme des 
images, Paris, Minuit, 2000.
• Didi-Huberman, (2000) 2003: Georges Didi-
Huberman, “Before the Image, Before Time: The 
Sovereignty of the Anachronism”, Peter Mason 
(trans.), in Claire Farago, Robert Zwijnenberg (eds), 
Compelling Visuality: The Work of Art in and out of 
History, University of Minneapolis Press, Minneapolis, 
2003, p. 31-44 [orig. ed.: “L’histoire de l’art comme 
discipline anachronique,” in Didi-Huberman, 2000, 
p. 9-55].
• Didi-Huberman, (2002) 2017: Georges Didi-
Huberman, The Surviving Image. Phantoms of Time 
and Time of Phantoms: Aby Warburg’s History of Art, 
Harvey Mendelsohn (trans.), University Park, PA, 
Penn State University Press, 2017 [orig. ed.: L’Image 
survivante. Histoire de l’art et temps des fantômes selon 
Aby Warburg, Paris, Minuit, 2002].
• Dryansky, 2014: Larisa Dryansky, “Paléofuturisme. 
Robert Smithson entre préhistoire et posthistoire”, 
Cahiers du Musée national d’art moderne, no. 126: 
Préhistoire/Modernité, 2014, p. 72-81.
• Dufrêne, Taylor, 2009 : Thierry Dufrêne, Anne-
Christine Taylor (eds), Cannibalismes disciplinaires. 



Call for papers I Institut national d’histoire de l’art

7 | 8
Une helléniste à la croisée des sciences sociales, 2004, 
p. 127-139 [orig. ed.: in Miguel Abensour, Adauto 
Novaes (eds), Tempo e história, São Paulo, Secretaria 
Municipal de Cultura: Companhia das Letras, 1992, 
p. 57-70].
• Montandon, Nelva, 2018: Alain Montandon, 
Saulo Nelva (eds), Anachronismes créateurs, Bordeaux, 
Presses universitaires Blaise-Pascal, 2018 [URL: 
https://books.openedition.org/pubp/3853?lang=fr].
• Nagel, 2012: Alexander Nagel, Medieval Modern: 
Art Out of Time, London, Thames and Hudson, 
2012.
• Nagel, Wood, 2005: Alexander Nagel, 
Christopher S. Wood, “Towards a New Model of 
Renaissance Anachronism,” The Art Bulletin, vol. 87, 
no. 3, September 2005, p. 403-415.
• Nagel, Wood, 2010: Alexander Nagel, 
Christopher S. Wood, Anachronic Renaissance, 
New York, Zone Books, 2010.
• Pérez Oramas, 2015: Luis Pérez Oramas, 
“Parangole Botticelli,” in Andreas Beyer, Angela 
Mengoni, Antonia von Schoning (eds), Interpositions. 
Montage d’images et production de sens, Paris, Éditions 
de la MSH, 2015, p. 111-129.
• Perspective, no. 4: Périodisation et histoire de l’art, 
2008 [URL: https://journals.openedition.org/
perspective/2445].
• Pollock, 2007: Griselda Pollock, Encounters in 
the Virtual Feminist Museum: Time, Space and the 
Archive, London/New York, Routledge, 2007.
• Porras, 2016: Stephanie Porras, Pieter Bruegel’s 
Historical Imagination, University Park, Penn State 
University Press, 2016.
• Powell, 2012: Amy Knight Powell, Depositions: 
Scenes from the Late Medieval Church and the Modern 
Museum, New York, Zone Books, 2012.
• Rancière, (1996) 2015: Jacques Rancière, 
“The Concept of Anachronism and the Historian’s 
Truth,” Noel Fitzpatrick and Tim Stott (trans.), 
InPrint, vol. 3, no. 1 : The History of the Present, 
2015 [URL: https://arrow.tudublin.ie/cgi/
viewcontent.cgi?article=1020&context=inp; original 
ed.: “Le concept d’anachronisme et la vérité de 
l’historien,” L’Inactuel, no. 6, autumn 1996, p. 53-
68].
• Rebecchini, 2011: Guido Rebecchini, “Temporalité 
de l’œuvre d’art et anachronisme,” Perspective, 
no. 1, 2011, p. 461-468 [URL: http://journals.
openedition.org/perspective/976].
• Scarpa, 2014 : Carlo Scarpa, L’Art d’exposer, 
Philippe Duboÿ (ed), Zurich/Paris, JRP Ringier/
La Maison rouge, 2014.
• Stavrinaki, [2019] 2022: Maria Stavrinaki, 
Transfixed by Prehistory: An Inquiry into Modern Art 
and Time, Jane Marie Todd (trans.), Princeton, NJ, 
Princeton University Press, 2022 [orig. ed.: Saisis par 
la préhistoire : enquête sur l’art et le temps des modernes, 

Quand l’histoire de l’art et l’anthropologie se 
rencontrent, conference papers (“Histoire de l’art et 
anthropologie”, INHA/musée du quai Branly, June 
2007), Paris, Musée du quai Branly/INHA, 2009.
• Farago, 2005: Claire Farago, “Response: Time 
Out of Joint,” The Art Bulletin, vol. 87, no. 3, 2005, 
p. 424-429.
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