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PREFATORY NOTE.

T h is  d isse r ta t io n  accompanies a body  of p a in t in g s  and d raw ing s  

w h ich  w ere  executed o v e r  th e  per iod  of f o u r  y e a r * ,  1981 - 1985.

T he theore t ica l  r e s e a r c h  u n d e r t a k e n  f o r  th is  degree and the 

course  th a t  the  p a in t in g  fo l lowed were  c losely  l in k e d .  ' m t i a l l y , 

th e  th e o ry  and the  concomitan t read ing  in f luenced  the  d i re c t io n s  

in v e s t ig a te d  by  the  p rac t ica l  w o r k ,  b u t  the  e x p lo ra t iv e  n a tu re  of 

th e  act of p a in t in g  p resen ted  new conce n& wh ich  in t u r n  d e t e r ­

m ined the  k ind  of research  and read ing  u n d e r ta k e n :  p rac t ic e  and 

th e o r y  w ere  r e v e l e d .  E v e n tu a l l y  how eve r ,  th e y  were so 

c on jom ?d th a t  they  c o n s t i t u te d  a k in d  o f  d ia logue  .

A l th o u g h  th e  sub jec t  o f th is  d isse r ta t io n  m igh t  be said to  be the  

c o n t in u in g  in te ra c t io n  between the  th e o ry  and th<! p rac t ica l  w o rk ,  

t h e  d isse r ta t io n  is p rese n te d  in two halves. The f i r s t  section 

dea l*  w i th  the  many d iv e rs e  ideas th a t  were  researched  and c o n ­

s ide re d ;  th e  second i l l u s t ra te s  how these ideas came to g e th e r  in 

th e  p a in t in g s  and d r a w in g s , and sometimes to  wha t  degree each 

of the  basic ideas is p resen t  in ,  and in f lu e n t ia l  upon ,  the  p rac t ica l  

w o r k *  p resen ted



Because o f  the  s u b je c t ive  n a tu re  o f  the  p ra c t ic a l  research ,  and 

i ts  a t te n d an t  ideas of c r e a t iv i t y ,  i n tu i t i o n ,  memory and exper ience  

- as well as the  subsequen t  personal analys is  and d es c r ip t io n  of 

t h e  w o rk  (w h ich  is dependen t  on the  fac t  th a t  th e  a r t i s t  and w r i t e r  

are  one and the  same person )  th e re  is the  p rob lem of the  la n ­

guage  and s ty le  of w r i t i n g  to be used in the d i s s e r t a t i o n . I have 

dec ided,  a f te r  d e l i o e r i t i o n s  o ve r  te rm ino logy  such as the  c a n d i ­

d a te ' ,  the  art:%t the  a u th o r  etc , th a t  in those ses where  

oersona l  exper ience  and ideas are ce n t ra l  to the  arqumi i t  being  

p rese n te d ,  tha t  the  persona l  p ronoun  would most f i t t i n g l y  be 

used .  I am both the  a r t i s t  and the  w r i t e r ,  and these are my 

i n t e rp re ta t io n s  and idea* . However,  a detached c r i t i c a l  s ty le  wil l  

be u t i l i sed  w nere  possib le.



The w o rk  is a dev ice  th a t  the  a r t i s t  uses to  d iscove r  w hore  
the  b o u n d a r \  between the  acknowledged a i d  u n a c k n o w l ­
edged aspec+L * his  own im ag ina t ive  a c t i v i t y  l ie * . Th i*  
remains move. _,i , permeable, wh, - tne  w o rk  is s t i l l  in 
p rog re s s ,  b u t  a t  soon as the  w ork  - . complete, i t  become# 
d e f in in g .

Liam H u d s o n „ Bodies o f  Knowledge, p . 45.
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IN T R O D U C T IO N .

T h is  d isse r ta t io n  is essen t ia l ly  a cons ide ra t ion  of how th eor ies  and 

ideologies cons ide red  b y ,  and the  exper iences  o f ,  one ind iv id u a l  

a im ing  at c r e a t i v i t y ,  became t ra n s fo rm e d  in to  p a in t in g s .  A l th o ug h  

th is  was o bv io u s ly  an in teg ra te d  exper ience  one of m i r ro rs  r e ­

f le c t in g  m i r r o r s ,  so to  speak,  the  actual fo rm  of th is  d isse r ta t io n  

is d iv id e d  in to  two separate  halves Par t One is the p resen ta t ion  

of a co llection of d i f f e r in g  ideas and theo r ies ,  w h i le  Par t 1 wo is 

« ) i l l u s t ra t io n  of how the  p a in t in gs  embody a cons te l la t ion ,  o r  

conste lla t ions  of these icmas.

T h u s ,  in Part One. the  th eor ie s  p resen ted  are advanced not as 

a rgum en ts  to f u r t h e r  deta iled scho la r ly  resea rch ,  b u t  are shown 

as th ey ex is ted  in the  p a in te r  t  c re a t ive  c on t inuum :  th e y  demon­

s t ra te  t h m r  c o n t r ib u t io n  to the  pa in t in gs  s ubm i t ted  f o r  th is  d e ­

g ree .  4s such, th e \  shou ld  not read as fo l low ing  a log ical  l in ea r  

p rog re s s ion  tow ards  a conc lus ion ,  nor even as theor ies  r i g i d l y  

te s ted  fo r  t h e i r  t r u t h  o r  a p p l ic a b i l i t y ,  b u t  r a th e r  as a lay e r ing  

o r  accumula tion of d iv e rs e  m»thodolog,es and theor ies  wh ich  re f lec t  

a d iv e r s i t y  o f persona l  m te res

A p a in te r s  m ind is a mulcn a c o m p u t e r . '

T h e re  is , how ever ,  an im po r tan t  ' b re a d  tha t  weaves th r o u g h  the  

r e s e a r c h : t h a t  is , cons ide ra te  ( re levan t  to  th is  s u bm iss ion )

of how images of the  body  have been ; , r .smf ed m Western v isua l

t r a d i t i o n .

The  p o in t  o f d e p a r tu re  fo r  th is  submiss ion was an i n t e r  t ,n the  

way in wh ich  the  female, as opposed to  the  male, was re p resen ted ,

1 Rober t H o d g in s , 1985. Pr ivate  co n rsauon  w i th  the  a u th o r .
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and how c e r ta in  conven t ions  deve loped in European a r t ,  and la ter  

in the  mass media, wh ich  could  be seen to re a f f i rm  the  re la t ive  

p os i t io n *  of the  sexe* in the  ideologies of Western soc ie ty .

H owever, t h r o u g h  e xp lo ra t io n *  in the  p rac t ica l  w o rk ,  and a s h i f t  

in  th e  p a in t in g  medium, ano the r  concern  p resen ted  i ts e l f .  Tha t  

is , how p a in t  q u a l i t y  ould  a f fec t  the  way in wh ich  images of the  

human f i g u r e  are a pp rehended .  This led to an inves t iga t ion  of 

t h e  d i f fe re nce s  between a detached contempla tion  (o r  ce reb ra l  

seeing)  and a more phys ica l  id e n t i f i c a t io n  be tveen  the  spec ta to r  

and the  w o r k .

The p a in t  medium changed from enamel to o il . The d i f f e r e n t  

p ro p e r t ie s  of these two pa in ts  in f luenced  the  way of w o rk in g .  

The enamel pam t  tended  to 'nduce  a no re deta iled  f in ish e d  ty p e  

of p a m tm g ,  w h i ls t  the  v iscos i ty  of oi l cahed fo r  a more 

id io s y n c ra t ic  man ipu la t ion  This  change in pa in t  also engendered  

a change in scale. The enamel p a in t ,  w i th  its a b i l i t y  f o r  d e ­

s c r ip t i v e  deta il  was fa r  more su ited  to a small fo rm a t,  whereas the  

phys ica l  h a n d l in g  so lic i ted  by  the oil pa in t  r e q u i re d  a la rg e r  

a rena. A smaller fo rmat inv i te s  contem pla t ion ,  as the  eye can 

remain s teady ,  and absorb  the  whole  seen* at once l o o k in g  at

a la rg e r  scale, on the  o th e r  hand, r o u i . e r m  the  expe r ience  of

v is u a l ly  and p h y s ic a l ly  e x p lo r in g  the  w  \

The not ion of a c e reb ra l  seeing, o r  t '  r  as I w il l  now call

i t ,  was seen to  be c losely  t ied to a I u r r  i . c o n te n t io n  of p a in t in g  

w h ich  makes use o f  a one po in t  persp*  ^ ,,,d the  techn ique  of

This  te rm  has been c o i n e d  by  N rr., a B ry s o n ,  V is ion  and 
P a in t in g . p 95.
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a p p ly in g  p a in t  in a manner w here  the  process of p a in t in g  is not 

a pp a re n t ,  to  as not to d i s r u p t  the  c r e d ib i l i t y  of the  i l l u s io n . This 

t y p e  of p a in t in g  p r e s e n t :  a way of seeing wh ich  r e a f f i rm *  the  

s ta tu# of the  spec ta to r  as the  c e n t re  and hence owner o f  the  

w o r ld  wh ich  i*  o f fe re d  to h im '  by  the  p a i n f n g . It  was also 

recogn ised  th a t  th is  male ga /e  was an im po r tan t  aspect  in the  

crea t ion  of the  images of the  fema.e nude as sex object

The oppos ing  means of app rehens ion ,  which  I shal l te rm  the  

I ' ja c H ra / ,  deals w i th  those aspects of p a in t in g  th a t  canno t  eas ily 

be descr ibed  th ro u g h  in te l lec tua l  a na lys is ,  and p e r ta in s  to a more 

s u b je c t ive  g u t  u n d e rs ta n d in g  of a w o rk  which is exp l ica te d  in 

th#  manner of i ts  w o r k in g ;  and in w h ich  the  p a lp a b i l i t y  of the  

p am t  c a r r ies  a meaning o v e r  and above the  subjec t i t  is d e s c r i b ­

ing

Unl ike  the  w o rk  wh ich  inv i te s  the  Gaze, and o f fe rs  an idealised

v is io n  o f  the  w o r ld ,  p a in t in gs  wh ich  e l ic i t  a V isce ra l  responds

serve  to  remind the  v iew er  uf his h e r  own b od y .  A s tu d y  of 

va r ious  theor ie s  d ea lm y  w i th  a p s y c ho a n a ly t ic  ana lys is  o f a r t .  and 

how a spec ta to r  re la tes to p a in t i n g  in te rms of his her  own body 

( th r o u g h  concerns  of ins ide  o u ts id e ' ,  p a r t  o b je c t ' /  

who le -ob jec t  ) sugges ted  tha t  th is  more real' as opf>osed to  ideal 

response to a r t  could  evoke d i re c t  phys ica l  associations of

e ro t ic ism , c a r n a l i t y ,  and m o r ta l i t y .

A l th o u g h  the  d i re c t io n  th a t  the  p rac t ica l  and theo re t ica l  w ork

fo l lowed, deve loped th ro u g h  a symbio tic  re la t io n sh ip  m w h ich  each

'  A n d  the  no t io n  tha t  th is  spec ta to r  is essen t ia l ly  male is a v e r y  
im po r ta n t  aspect o f the  conven t ion .  See C h a p te r  One.
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in f luenced  the o th e r  they  are p resen ted  in th .s  d isse r ta t io n  in 

tw o  ha lve*  s u gg e s t ive  o f  cause and e f fec t .

However,  i t  mu»t be neted t l ia t  the  d isse r ta t io n  is o n ly  p a r t  o f  

the  w o rk  subm i t ted  Tor th is  degree, so wh i le  the  theor ie s  d is -  

cu»&ed fo rm the  c r i t i c a l  b«**e, the  p a in t in gs  must  be seen t r  be 

c o n c e n t ra t i r n s  of the  research and t h i n k in g  descr ibed  in Par t One 

of the  d isse r ta t io n  They should not be s"en as ju s t i f ic a t io n s  o r  

va l ida t ions  o f  tha t  re s e a rc h : they  should he seen as complexes 

w h ich  stand  and must  be judged  alone. Th is  is especia lly  t r u e  

because each demonstrates a p a r t i c u la r  re la t io n sh ip  between,  o r  

h ie ra rc ln ca l  a r rangem ent o f ,  ideas and ideologies, however  equa l ly  

those m, be weigh ted  in the  d iscussion  of them.

In tro d u c tio n 4
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CHAPTER ONE: IDEOLOGY

" T h e  ideal is l ike  a m y th ,  in wh ich  the  f i n is h e d  fo rm  can 
be u nde rs tood  o n ly  as the  end of a long process of 
a cc re t ion .  In the  b eg in n in g  no d o u b t  the re  is the  c o in c i ­
dence o f  w ide ly  d i f fu s e d  des ires  and the  persona l  tas tes o f  
a few in d iv id u a ls  endowed w i th  the  g i f t  of s im p l i fy in g  th e i r  
v isua l  exper iences in to  eas ily comprehens ib le  shapes.  Once 
th is  fu s ion  har  ta ken  place, the  re s u l t in g  image, whi le  s t i l l  
in a p las t ic  s ta te ,  may be e n r ich e d  o r  re f ine d  upon by  
succeed ing  g e n e ra t io n s . Or , to change the  m e tapho r ,  i t  is 
l ike  a receptacle  in to  which  more and expedience can be 
pou re d .  Then, at a ce r ta in  p o in t ,  i t  is f u l l .  I t  sets . And  
p a r t l y  because it seems to be comple te ly  s a t i s fy in g ,  p a r t l y  
because the  mythcpoeic  fa c u l t y  has dec l ined ,  i t  is accepted 
as t r u e .

The o r ig in s  o f  th is  d e c r e e s  research ,  Moth in the  p rac t ica l  w o rk ,  

the  read ing  and look ing ,  and the  w r i t i n g ,  were the  fac t th a t  men 

re ga rd  women, in both the  phys ica l  and the  metaphysica l  meaning 

of the  w o rd  re ga rd  . in a p a r t i c u la r  way.

P u rs u in g  th is  basic in te re s t  lead to the  s tu d y  of Femin is t and 

M a rx is t  t h e o ry  c o nce rn ing  the  ideo log ica l ly  dete rm ined  roles of the  

sexes. The necess i ty  to  f in d  a v isua l  e qu iva len t  f o r  these idea* , 

t h a t  is to  create  p a in t in gs  from them, b ro u g h t  me to  the  no t ion *  

of the  a.s *  n /)yv f , and the  r u y r u r ,  and how theme

issues are r e p n  sented, in the  v isua l  a r ts ,  both  in High \ r t ,  and 

the  con tem pora ry  p o p u la r  media of f i lm ,  a d v e r t i s in g ,  p h o to ­

g ra p h s  of the  p ap a ra z / i  and p o rn o g ra p h y .

" Kenne th  C la rk  , The Nude. , p . 11 
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T h ro u g h  th e  h is to ry  o f Western A r t ,  one is able to s tu d y  the  

re la t ive  social pos i t ions  of men and women th ro u g h  the  way in 

which  th e y  i r e  re p re se n te d .  A p a r t  from  the  d e s c r ip t i v e  s te re ­

o ty p in g  o f  t h e i r  ro le s , i t  is im po r ta n t  to  n o t *  the  of r e p r e ­

senta t ion .  and how the  s ty le  and medium, w h e th e r  in oil p a in t in g  

o r  p h o to g ra p h y ,  was used to  re a f f i rm  th is  s ta tus  of male v o y e u r  

and female sex objec t.

C ha p te r One: Ideo logy 1



WOMa N a s  s e x  o b j e c t / m a n  a s  v o y e u r

The conven t ion  of the  Nude ,  the  h i s t o r y  of which  has been ana ­

lysed b y  S i r  Kenneth  C la r k , *  amongst o th e rs ,  amply i l lu s t ra te s  

th is  d i f fe re nc e  in the  t rea tm en t  o f the  sexes. In v iew ing  the  

ideals o f th is  conven t ion ,  i t  is appa ren t  t h a t  th e y  are the  r e ­

f lec t ion  of a male based c u l t u re  in which  the  male nude, w h e th e r  

Apollo , o t h r r  god, o r  a th le te ,  symbolised hero ic  and g en e ra l ly  

c u l tu ra l  va lues. w h i ls t  the  nude as female Venus symbol ised the  

sensual,  and va lues of na tu re

The hero ic  male nude d e n v e s  its  c h a ra c te r  in p a r t  f rom  the  god 

Apollo , who was the  god of l ig h t  and reason and came to  stand 

fo r  the  ra tiona l  and c iv i l ised  side of man s n a tu re ;  whereas V enus ,  

as the  goddess of love and p roc rea t ion  came to  be 'd ie d  as

the  r / i / r c f  of love , and the  f o r  p roc re a t  oeing

ide n t i f ie d  as ob jec t and con ta in e r ,  the  female is imrm. y seen

as pass ive , and someth ing to be acted upon As John B e rg e r  

says, Aen act and apprai . Men look at women. Women

watch themselves being  looked a t . " *

In Western society the  impl icat ions of an unc lo thed  woman are 

g en e ra l ly  seen to be sexual Th is  may be due to  the  more 

genera lised se x ua l i ty  o f the female body ,  b u t  is more l ik e ly  the  

consequence of a soc ie ty  in which  women a r t  cons ide red  to  be the

5 C la rk ,  The Nude

6 John B e rge r ,  Ways o f  Seeing, p 47
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p r o p e r t y  of m en . A woman is kep t  covered  so th a t  o th e r  men do 

not covet  he r .  C onse q ue n t ly ,  when h er  nakedness is revea led, 

h e r  se x ua l i ty  becomes the  p r o p e r t y  of the  man who is w a tc h in g .  

Female nakedness th e re fo re  becomes assoc ia ted w i th  d es i re .

T ra d i t io n a l  male n u d i t y  c a r r ies  d i f f e r e n t  assoc ia tions The male 

nude  is a f a r  more p ub l ic  f i g u r e  I t h e  v ic to r io u s  hero  d isp la yed  

in s q u a re s , o r  the  s u f fe r in g  C h r i s t  f i g u r e  who is w o rs h ipp e d  in 

c h u r c h )  - and person i f ies  communal p r id e  and a s p i r a t io n . Thus 

his body becomes a means of sym bo l is ing  m ank ind  in g e n e ra l . *

A p a r t  from the in f luence  of the  a t t r i b u te s  of Apodo, the  a u th o r i t y  

o the  male nude is d e r iv e d  from th f  associa tion ol v i r i l i t y  w i th  

s t r e n g th  and po tency .  Th is  is app a re n t  in pha l l ic  symbohsm, and 

can be seen to re p re se n t  a bs t ra c t  pa te rna l  power.  C e leb ra t ion  

o f the  male f i g u r e  is thus  cen t ra l  to  p a t r ia rc h a l  soc ie ty ,  and is 

re a f f i rm ed  w i th in  Juda ic  C h r is t ia n  be l ie f by  the  idea of man s 

image-hkeness w i th  God the  /a . A r r . "

A p a r t  from these d i f fe rences  noted w i th in  the  sub jec t  m a t te r  i ts e l f ,  

t h e re  is the  quest io n  of the  in ten t io n  of t f e  a r t  w o r k .  We know 

th a t  h is to r ic a l l y  in Western soc ie ty , c u l tu ra l  concerns  were  c o n ­

s ide red  to he the  domain of the  male, and th a t  a w ork  of v isua l

'  Th is  read ing  of m ank ind  p resum ab ly  inc ludes women. low-
e v e r ,  i t  would be d i f f i c u l t  to read a symbol ic  i n te rp r  a tion 
o f  bo th  men and women in to  a female nude - h e r  c o n f ig u ra t io n  
is too consc ious ly  s e x u a l .

* See M arga re t  Walters, The  Nude Male, p 8.
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a r t  wou ld  h.ive been created  f o r  a p red o m ina n t ly  male p u b l i c . "  

We also know th a t  in the  e a r ly  s ix te en th  c e n t u r y ,  w i th  the  de- 

ve lopment cr oi l  p o in t in g  in S o u thern  European a r t ,  the  female 

n ude  I w ne th e r  as V e n us ,  Susannah o r  o th e rs )  gained 

p r r  eminence o v e r  ' ^ p re s e n ta t io n s  of the  male n u d e . "  These two 

facts  imply  th a t  the  image of the  female nude in S ou thern  European 

p a in t in g  was developed in a wav most l ik e ly  to  f l a t t e r  the  male. 

The pos i t ions  and s i tua t ions  in wh ich  the  nude is g en e ra l l y  p r e ­

sented do seem tn suggest th a t  th is  was so.

The idea of the  r e t im in g  V e n us ,  which  has become a p op u la r  

conven t ion  in p a in t i n g ,  developed m Venet ian  a r t  a rou n d  about 

T5U(). ' ' While th is  recumbent pose can be seen to echo e'ements 

o f  landscape, and rea f f i rm s  not ions of woman as n a tu re  , and 

ear th  mother,  i t  also c a r r ies  connota tions  of p a s s iv i t y ,  in v i ta t io n  

and trOTT. In re p re s e n t f f io n s  of Venus,  the  spec ta to r  is inv i te d  

to  look, and regard less  of his social s tand ing  o r  phys ica l  a t t r a c ­

ti veness .  her  e n t ic in g  a t t i tu d e  assures him of his a c c e p t ib i l i t y .  

Even if s h :  seems unaware of his p resence,  the  body  of th e  woman 

is g ene ra l ly  pos i t ioned  in such a way as to  o f fe r  i t  to  h i*  gaze, 

and if she is accompanied b y  a male s u i t o r ,  his c h a ra c te r  is

* In th is  d is s e r ta t io n ,  the  v iew e r  wil l  be g en e ra l ly  r e fe r r e d  to 
as h e ' , and the  model as she . While th is  ty p e  cas t ing  may 
appear  to  be se x is t ,  i t is an im po r tan t  aspect  of the  a rgum ent 
p rese n te d ,  which  i l lu s t ra te s  how h is to r ic a l l y  th is  was g ene ra l ly  
the  case.

"  As C la rk  l a y s ,  The predominance of the  female nude o ve r
the  male, of which  Raphael s Judgem ent o f Pari# is the  f i r s t
example , was to increase d u r i n g  the  nex t  2(X) years u n t i l  by 
the  19th c e n tu r y  it was a b s o lu te . "  Th# Nud#, p 343

' ' See M i l la rd  Meirs  Sleep in Ven ice :  A nc ien t  My ths  and Ren-
aissance P ro c l iv i t ies  . "  The Pa in ters  Choice.

C h a p te r O ne: Ideo logy



minim ised so as not to compete w i th  the  v iew e r .  In some cases, 

such as T i t ia n 's  Venus o f  U rb in o ,  in which  the  female nude is 

rep resen ted  g a / m g  o u tw a rd s  f rom  the  canvas,  i t  is as i f  she is 

aware of be ing  w a tched ,  is aware of b rs ,  the  v i e w e r s ,  ex is tence, 

and, because of the  in t imate  n a tu re  of h tok ing at a p a in t in g ,  the 

v iew e"  feels tha t  at th a t  p rec ise  moment in t ime, he owns h e r . "

However,  too d i r e c t  an associa tion uetween the  v iew e r  and the  

female sub jec t  te nds to mask seme of the  exc itement of being  an 

; / / vc/c v o y e u r ,  so w i th in  re p resen ta t ions  of the  nude ,  ce r ta in  

p ic to r ia l  conven t ions  deve loped which allowed the  v iew er  to 

fan tas ise  the  expe r ience  of a s u rp r is e  e nc o u n te r  . Subjects  which 

h inged upon the  concep t  of voyeu r ism  were employed to  th is  end, 

fo r  example, the  s to r ies  of Susannah and the E ld e r s ' , and The 

Bath of Bathsheba The e ro t ic  po ten t ia l  o f a naked woman at 

her  to i le t ,  unaware th a t  she i« be ing  watched ,  is c lea r ,  as it  al lows 

the v o y e u r  to enjoy the  specialness of s p y in g  on an in t im ate  mo­

ment In fa n ta s y ,  i t  also ca r r ie s  the exc itement o f the  p os s ib i l i ty  

o f even tua l  d is c o v e ry ,  and the  woman's sudden shame at her  

nakedness. Such shame would he igh ten the  man's awareness of 

his power,  wh ich  could  se rve  to p rovo ke  sexual a rousa l .

With in  the  p ic tu re s  themselves, t h *  dev ice  of i l l u s t r a t i n g  small 

spec i f i c  deta ils  was used to emphasise the  in t im acy and immediacy 

of the  moment. In many cases, the  e ro t ic  con ten t  l ies as much 

in the  objects  th a t  s u r ro u n d  the  nude, as in the  nude i ts e l f .  For 

example, in T i n t o r e t t o s  Susannah and the  E lders  ( f i g . 1 ) ,  Anne

"  In the  s ix te en th  c e n tu r y ,  when th is  conven t ion  deve loped ,  the 
o w n e rsh ip  wou ld  have been real Pa in t ings  such as T i t ian 's  
would have been oam ted  fo r  p r iv a te  o wne rs ,  who could  keep 
such images to  themselves i f  they  so w ished.
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Hol lande r  desc r ibes  how the  deta iled  natu ra l ism  of the  d isca rded

smock and f r i n g e d  towel ampl if ies the sexual s ign i f icance  of the

image, as i t  shows tha t  Susannah has re c en t ly  u nd ressed .  She

is also s u r ro u n d e d  by ob jec ts  such as the  m i r r o r  ( i n t o  w h ich  she

gazes, q u i te  conscious of her  charm s) ,  a comb, cosmetic ja r  and

necklace - al l objects  th a t  are made v is ib le  as the  pa rapherna l ia

of a l lu re .  In c o n t ra s t  to th is  deta iled  na tu ra l ism  , her  body  is

mere ly  an a bs t ra c t ion .

The e ro t ic  message has been sh i f te d  to  the  s u r ro u n d in g  
emblems, the  nude f i g u r e  i tse lf  does not have to convey  i t,  
Susannah s body has been more e ro t ic ized  by  her abandoned 
co rse t  than by any of ds e x t r a o rd in a r y  I,near 
d i s t o r t i o n s . ' *

The inc lus ion  of spec i f ic i t ies  of t ime and place, as well as deta ils  

o f clothes and personal memorabil ia, do help to sugges t  a c e r ta in  

immediacy and int imacy between v iewer ano sub jec t .  As i l l u s t ra te d  

above pa in t in gs  in which  d isca rded  ( l o t n m g ,  a id not d ra p e r y ,  

is fo u n d  in con junc t .on  w i th  = i . . . y ^ r e ,  (espec ia lly  a female

n u d e ) ,  o f fo rd  c e r ta in  e x c re m e n ts ,  as the  presence of these g a r ­

ments impl ies th a t  the  f i g u r e  has re cen t ly  d is io b e d  and has been 

s u rp r is e d  in h e r  nakedness The e ro t ic  impact lies in the  fee ling  

tha t  the  v iew er  (o r  v o y e u r )  is seeing someth ing tha t  is essen t ia l ly  

p r iv a te .

This  a t t ra c t io n  of a fan tasy  e ncoun te r  seems to re ly  on such a 

balance between the inc lus ion  of spmrif ic  deta ils  ( to  set the  

scene ', so to speak) and .in idealised o r  a bs t ra c te d '  se x ua l i ty  of 

the  female nude. I f  h e r  body is desc r ibed  too n a tu ra h s t ic a l l y ,  

the  nude  is no longe r  seen as an ob jec t  onto  wh ich  the  v iew er  # 

fan tas ies  can be p ro jn c te d ,  b u t  becomes an in d iv id u a l  w i th  h e r

' 1 H o l lander ,  Seeing T h ro u g h  C lo thes,  p . 16 0 f .
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own demands and des i re s ,  and p rese n ts  her  own, and o f ten  not 

ideal , s e x u a l i ty .  c be d iscussed  more fu l l y  in C h a p te r  T h r e e . )

The  u n d e r l y in n  p r ' r ,c  "s  un w h ic ' '  thp  J i s p l r y e d  female Nude**  

was pa in ted  emerges ( ^ ' i te  ' " * r l y  today m the  same Nude p h o ­

to g ra ph e d  (-ven a lthough  the  hu irnn  hant j has nov !)oen abo lished 

as m ie r m e d w r y ,  the  fu l l  pu rpose  of (tie dis t l<#y is not i n t e r r u p te d .  

In 'he  pm  up ' ,  the successor  to endless Vcuuses .  the  aims and 

ideals th a t  have been d iscussed  m term': of t l \ r  S u d e ,  remain the  

same. The p in  up c o n t r iv e s  to o f fe r  to the spec ta to r  the  p o s s i ­

b i l i t y  of an imagined ' i t im a r \  ^ s  John H e rd e r  p o in t *  o u t ,  in 

typ ica l  examples of bo t l i  t^ese rnt the  ^ ' 'Tien share  a common

express ion  of cumula ted charm U .t t l i e y  offe? ! ; the  man whom 

they  .rz/K.N," r.\ . i f (ever  a lthounh  ' * y  do not know

' m ) . ' *

Pemini"nT\ na^ hecome assoi. i^ ted w i th  th is  se lf -consc inusness of 

be ing  sur\.*» L ike  B e rb e r .  I w ry  . ippa rd  comments on the  fac t

tha+ womer aware th a t  e ve ry  m iv e  th e \  make in p u b l i c  is

supposed t. i a v f  sexual conno ta t ions  fo r  the  oppos i te  sex . She 

also 'X ffs o' to say 'h a t  -

Sex ^ vt.iy of un ta irung  o u r  des ires  and it is also the  key
*(/ i- . e and afu-- t ion tha t  we a^p supposed to  be de-

' * f-rom l ie re on in th is  d iss e r ta t io n  the  use of the  w o rd  Nude ' ,
w i th  a r.amtal N . w il l  re fer to the  conven t ion  of the  Nude
as an ideal, whereas nude . w il l  be used s imply  tu  desc r ibe  
the  naked sta le

!S Be r ge r ,  Ways of Seeing, p.  35.

"  L ip p a rd ,  Fragments '  From th #  C#. , p 69.
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Th is  not ion tha t  an a t t r a c t i v e  woman is ensu red  of a man's p ro -  

tec t ion  and s u p p o r t ,  an^J co n v e rs e ly ,  t h a t  a m a n ' :  s ta tu *  and 

a b i l i t y  to o tec t and p ro v id e  w il l  secure him an a t t r a c t i v e  spouse 

- is th e  basis  o+ a Western conception  of m a s c u l in i ty  and fem i­

n in i t y .  These ideal s te reo types  of the  p o w e r fu l  man and bea u t i fu l  

woman are common both  to p op u la r  cinema and a d v e r t is in g .

E r v m g  Goffman in his s tu d y  on e nd e r  ro les in a d v e r t i s in g ,  ' ^

i l lu s t ra te s  how g e s tu re ,  e xp re ss io n ,  and p os tu re  used *n co r i-

mercia ls  reveal and en . ody the  accepted c u l tu ra l  va lues and ideas

of m a scu l in i ty  and fe m in in i t y  Adve r t isem en ts  dep ic t  f o r  us how

we f / u n *  men and women want to  behave, th e y  have the  power

to in f luence  o u r  ideas of p leasure ,  of h av in g  a good time , and

p resen t  us w i th  the  beh a v .o u r  mo<jels t h r o u g h  which  we may

achieve such p e a s u r * .  (.ummercials cari th e re fo re  be seen as a

process o( conscious m an ipu la t ion  t h r o u g h  w h ich  th e y  re m fo rc e

many sex is t  roles and expecta t io ns  in o r d e r  to crea te  a m arket  in

w h ich  th e i r  p ro d u c t  can be sold. They p erp e tu a te  many of the

m yths  of m ascu l in i ty  and fem in in i t y  to th is  end.

. . . w h i l e  adver t isem ents  appear to be p ho to g ra p h in g  male 
and female human beings,  what th e y  are ac tua lly  p h o to ­
g ra p h in g  is a dep ic t ion  of m ascu l in i ty  and fe m in in i t y  tha t  
s f i l t e j  o r  matched in such a way as to make i t  func t ion  

socia lly  . ' *

From the  examples th a t  ( ,o f fm a r  p resen ts  in his book (w h ich  may 

not necessar i ly  be re p re s e n ta t iv e  of gen d e r  b eh a v iou r  in real l i fe, 

bu t  never the less  seem r i g h t  as rw r f . \ ,  and are i ;u i te  r e p re s e n ­

ta t i v e  as a dv e r t is in g  images), he : l l i , s t r d le t  c e r ta in  gen d e r  ru le s ' .  

Women caress, th e y  n ev e r  q ras p  or c lu t c h ,  men are ta l le r  than

' * E rv in g  Goffman. G#nd#r A dve r t isem en t# .

11 Vi  an G o rn ic k ,  in i n t ro d u c t io n  to G o f f r  n's G endor  A d v e r t i s e ­
ments, p . v 111.
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women, unless th e y  are her  social i n f e r io r ,  men in s t r u c t  women, 

men take  c o n t ro l ,  the  man is always a le r t ,  whi le  the  woman is 

d ream y, and w i t h d ra w n ,  r e ly in g  on the  man to luok a f te r  both  of 

them. The examples j f  s te reo types  are end less, b u t  th e y  g e n e r ­

a lly  re in fo rc e  the  concept o f men hnm g  n a tu r a l l y  dominant and 

women as n a tu ra l l y  su bo rd ina te  o r  submiss ive.

Due to  the  a u th o r i t y  o f the  p ho tog ra ph ic  image, and the  p r o l i f ­

e ra t ion  of the  media, these s te reo types  have now, more than  any 

o th e r  t ime in h is t o r y ,  a f fe d n d  a w ide aud ience in te rms of t h e i r  

g ende r  ideal. For example, the  con tem pora ry  w es tern  obsession 

fo r  women to dep i la te  themselves has become accepted as normal,  

and is even suggested  by some a d v e r t is in g  as be ing  essent ia l f o r  

hyg iene.  This association of fe m m ,n i ly  w i th  smooth sk in  and the 

lack of body  ha i r  mav have been b o r row ed  from the  look of nude, 

o r  may have ar isen from the  same social base th a t  es tab lished  the  

ideal in the  f i r s t  [,.ace. H o l l a n d e r "  wou ld  a rgue  the  fo rm e r .  

She see* th is  conven t ion  of female ha ir lessness a* h av in g  ar isen 

o u t  o f fo rmal *f»tr Arr  c r i t e r ia ,  and po in ts  out tha t  in males shown 

in Greek vase p a in t in g ,  pub ic  h a i r  helps to  fo rmalise  the  actual 

t r a n s i t io n  between gen i ta ls  and body flesh (and becomes a ku .d  

of a b s t ra c t  b o d \  o rnam en ta t ion !  whereas the  women's bod ie*  

have no i n t e r r u p t io n s  of shape, and in f a r t ,  the  inc lus io n  of h a i r  

w ou ld  spoi l ' ,e smooth formal t ra n s i t io n s  which  are c h a ra c te r is t i c  

o f the  female fo rm

19 H o l lander ,  Seeing T h ro u g h  C lo th e s , p 136 
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However,  body ha i r  i:> also d n v c t i y  associated w i th  sexual 

pass ion , 2 0 and the  I :k  of i t  becomes an ind ica t ion  of 'ob jecthood' 

and p a * * , v i l y , and could  also imply c h i ldhood ,  and by  associa tion, 

\  : r g m i l y  and p u r i t y .  An abundance  of h a i r  is seen as th r e a te n ­

ing .  and has become p a r t  o f the  im ig e  of the  d e v o u r in g  female, 

the  d / n .

As John B e rg e r  says:

( . . . .  in the  European t ra d i t io n  g en e ra l l y ,  the  conven t ion  
of not p a .n tm g  the  hn i r  on M woman s u..,d^ helps towards 
the  same end. Hair  i? assoc ia ted w ith  sexual pow er ,  w i th  
passion. The woman s sexual passion needs to be minimised 
so th s t  the  spec ta to r  may feel tha t  l ie has the  monopoly of 
such p . .ss ion ) .  Women are th e re  to feed an a ppe t i te  not to 
have any of t h e i r  o w n . * '

Germain*  G ree r  e x te n d i  th is  a r y u m e r t .

The ra tiona le  of dep i la t ion  is c ru d e .  S exua l i ty  is q u i te  
fa lse ly  th o u g h t  to be an animal c h a ra c te r is t i c ,  desp i te  the  
obv ious  fac t  tha t  m jn  is the most sexua l ly  ac t ive  of the  
animals, and the  o n ly  one who has sex ind e p e n d e n t ly  of the  
ins t in c tu a l  re p ro d u c t iv e  d r iv e  In the  p o p u la r  im ag ina t ion , 
h a i r m * * s  is l ike  f u r r m e s s ,  an index )f b e s t ia l i t y ,  and a* 
such ind ica t ion  of a gg ress ive  s e x u a l i ty .  Men c u l t iv a te  
i t ,  j * 1  as th e y  are encouraged  to deve lop com pe t i t ive  and 
agg ress ive  in s t in c ts ,  women suppress  i t ,  jus t  as th e y  s u p ­
press all the  aspects of th e i r  v ig o u r  and l ib ido  I f  th e y  
do not feel s u f f i c ie n t  repu ls ion  fo r  th e n  body ^ a i r  them- 
se ivus, o the rs  wil l  d i r e c t  them to  dep i la te  themse lves. In 
extreme cases, women shave o r  p lu ck  th e i r  p ub ic  area, so 
as to seem even more sexless and i n f a n t i l e . * ^

I t  is i ron ic  th a t  women ,ire cond i t ioned  to b?heve th a t  they  wil l  

be more sexua l ly  (desirable to men if they  suppress  those c h a r a c

"  In e a r l ie r  t imes,  women w i th  a bu n d an t  and u nco n t ro l le d  h a i r  
were  cons ide red  wan ton ,  h u t  the  association of h a i r  and 
( ,e x u a l )  potency is not ( in ly  rese rved  fo r  *nmen as i llum- 
t ra te d  by  the  s to ry  of Samson and Del i lah and is perhaps  
the  subconsc ious reason fo r  men's \ a m t y  and fea r  co nce rn ing  
ba ldness. Also, the c u t t i n g  o f  ha i r  is a well known symbol  
o f c a s t ra t io n .

' '  B e rg e r ,  Way# o f  Seeing, p 35.

2 2 Greer  The  Female Eunuch  p . 38,

C h a p te r One: Ideo logy 16



t e n s t i c s  th a t  are most d e s c r ip t i v e  of th e i r  s e x u a l i t y .  In her  book 

Women and Film, E. Ann Kaplan specula tes th a t  women's a ccep t ­

ance of sexual submissiveness is so p e rv a s iv e  th a t  it d ic ta tes th e i r  

sexual fan tas ies . L ike  B e rge r ,  she suggests  th a t  women gene ra l ly  

t end  to  accept the  passive  role and o n ly  see themselves in te rm *  

of t h e i r  d e s i ra b i l i t y  fo r  men

We could  say th a t  as loca t ing  h e rse l f  in fa n tasy  in the 
e ro t ic ,  the  woman places h e rs e l f  as e i t h e r  pass ive  rec ip ien t
of male des i re  o r ,  at one remove, as w a t c h i n g  a woman who 
is passive  re c ip ien t  o f male des ires  and sexual a c t i o n s . "

The woman is g e n e ra l l y  the  dream er,  and she a r ranges  events  in

her sexual fan tas ies in which th in g s  are done to  her  - she v e ry

ra re l y  in i t ia tes  o r  dominates the  a c t io n . Even when she does 

w a t c h , she does not the  des i re ,  she places the  re sp o n s ib i l i t y  

fo r  sexua l i ty  a t one remove. S im i la r ly ,  Bea tr ice  Faust  w r i tes  "sex 

researches and c l in ic ians  agree th a t  I f  a woman see": a sexy  p i c ­

t u r e . . .  she lends  to p ro jec t  herse l f  onto  the  screen, onto  the  

p ic t u r e  and to imagine what i t  would be l ike  to  be tha t  woman'.

The woman v iew e r  may even change the  s to ry  a l i t t le  so th a t  it

meshes more re a l is t ica l ly  w ith  h e r  own l i fe ,  mak ing  the  p ro jec t ion  

more c re d ib le .  She also feels th a t  she is lea rn in g  a good few 

lesson* from the  woman up th e re .  She wil l  then  be able to  p u t  

the  lessons in to  p rac t ice  in her owi sexual and romantic l i f e ' . The 

male v iew er  is q u i te  d i f f e re n t  - "he o b je c t i f i e s . He takes the  g i r l  

down o f f  the  screen and has sex w i th  her  on the  s p o t ’ " . 2  ̂ The 

man th e re fo re  owns both  the  des ire  and the  woman, and his des ire  

n a tu r a l l y  c a r r ies  power w i th  i t .  ". . .men do not s imply look; t h e i r  

gaze c a r r ies  w i th  it  the  power o f action and o f  possession which

21 K a p la n , " I s the  Ga/ e Male7 Women and Film, p . 26

Faust,  Women and P o rno g ra ph y ,  p p . 29/30. Source of in te rn a l  
quo ta t ions  not acknowledged by F a u s t .
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is la ck in g  in the  female gaze. Women receive  and r e tu r n  the  gaze, 

b u t  canno t  act on it "

Kaplan goes f u r t h e r  to say th a t  voyeu r ism  is l in ked  to the  

scopoph il ic  i n s t in c t  ( i  e. the  m.' le p le asure  in his own sexual 

o rgan  t r a n s fe r r e d  to p leasure  in w a tch ing  o th e r  people hav ing  

s e x ) .  She ide n t i f ie s  the mechanisms of both voyeur ism  and 

fe t ish ism  as male opera t ions ,  y e t  allows tha t  in rep re se n ta t ion s  of 

the  recen t  women s movement, women have been allowed to  assume 

the  social ro le de f ined  as mar.cuhne (b u t  o n ly  if the  man then 

steps in to  Aer shoes, keep ing  th e  whole s t r u c t u r e  of 

domination ' 'subord in a t ion  in t a c t ) .  From th is  she conc ludes,  in 

answer to  her  own quest ion Is the  Gaze M a l e ? ' , "  t h a t  the  gaze 

is no: necessar i ly  male, b u t  th a t  to own o r  ac t iva te  i t  is to  be in 

the  'masculine o r  dominant pos i t ion .

The s te reo types  of masculine and feminine" thus  seem to  be 

s t r o n g e r  than actual sexual c h a ra c te r is t i c s .  Th is  t y p e  o f  role 

re ve rsa l ,  w here  the  woman takes on masculine c h a ra c te r is t i c s ,  and 

the  male fem in ine  ch a ra c te r is t i c s ,  can be found  in some fem in is t  

im agery .  An example in p a in t in g  is t h a t  of the  w ork  Ph i l ip  Golub 

re c l i n in g  by  S y l v a  Sleigh ( f i g . 2 ) ,  in wh ich  she has shown herse l f  

- the  female a r t i s t , p a in t in g  the  male nude However,  the  male 

nude is v e r v  fem in ine ; the  c . r v e s  of his s l ig h t  body and his long 

lu x u r io u s  h a i r ,  are seen as female t r a i t s .  A lso, he has his back 

to us m a pose remin iscent of Velasquez Rokeby Venus ( 1657)

2 8 ib id  p . 31

26 Th is  is the  t i t l e  of the  f i r s t  c h a p te r  m h e r  book Woman and 
Film
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(so th a t  one is not aware of his  sex ) ,  and looks co y ly  in to  a m i r r o r  

in w h ich  the  a r t i s t ' s  image is re f lec ted .  Sle igh 's  image., a l though 

i t  is obv ious  tha t  she is a woman, has a sense of mascul ine 

to u g hn e ss ,  and it  is as if she is mak ing  an i ron ic  comment on the  

dom inant ' 'm ascu l ine  ro le of the  a r t i s t ,  and the  coyness ' o f the  

t r a d i t io n a l  (female) Nude.

So fa r ,  th is  d iscuss ion  has cen t red  a round  the  fem in ine  ideal, 

and how th is  panders  to the  male be l ie f  i r  r ig  , i.  ! mascul ine 

dominance. However, men have also p resen ted  an a l te rn a t iv e  

v iew  of woman which  has es tab l ished  its own conven t ion .

Once, Venus  was g iven  two p e rs o n a l i t ie s . She was e i th e r  the  

Cefesr f a /  krnu.t o r  tvnu.s l ' u / * 4 r / s .  *  ̂ The Celestia l Venus 

symbol ised love  tha t  is aroused b y  contempla tion  of the  e te rnal  

and the  d iv in e ,  whereas the  e a r t h ly  o r  common Venus re p resen ted  

th e  p roc re a t iv e  p r in c ip le ,  and the  bea u ty  to be found  in the  ma­

te r ia l  w o r ld .  She la ter  came to symbol ise e a r t h ly ,  phys ica l  des ire .  

Th is  d is tm c t :o n  between the female re p re s e n t in g  e i t h e r  d iv in e  

love  , o r  sexual love'  is taken f u r t h e r  w i th in  C h r is t ia n  re l ig ion .  

Vfoman is e i t h e r  v i r g i n  o r  who re ,  as t y p i f i e d  in the  two  Mary s, 

and in the  opposi tes of Eve, who b r o u g h t  abou t  man's expu ls ion  

f rom  parad ise ,  and M ary ,  m o the r  o f  C h r i s t .  One s tands f o r  the  

fa l len  woman, who was the  tem p tress ,  and the  c o r r u p to r  o f love 

to  lu s t ,  whereas the  o th e r  s tands fo r  redemption  th ro u g h  s p i r i tu a l  

p u r i t y ,  and more s pec i f ica l ly  th ro u g h  a den ia l o f carna l  love 

(sym bol ised  by  her  v i r g i n i t y ).

2 7 A cc o rd in g  to C la rk ,  th is  d i f fe re n t ia t i o n  was in i t ia l l y  mentioned 
in Plato 's Symposium, when he makes one of the  guests  asser t
th a t  th e re  are two V e n uses , whom he ca lled Celestia l and 
V u lg a i  - o r  to  g ive  them th e i r  la te r  t i t l e s ,  Pecus Coe/e.st/s
and Vnnus N#t  u r a )  i s  . The  Nude p . 64
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C er ta in  images m l i t e r a tu r e  and a r t  have helped to  re in fo rc e  th is  

psycho log ica l  and theolog ica l separa tion  of women in to  two s tock 

ty p e s  d iam e tr ica l ly  o pp o s e d . 2 A pa r t  from the  v i r g in  and the  

w ho re ,  th e re  are the  images of w iU :h /s a in t ,  n u n / 's u c c u b u s ; snow 

w h i te / ro s e  red ;  w icked  s te p m o th e r ' f n i r y  godm other ,  e t c . .  J u n g  

w ou ld  call these oppos i t ions  the  two c harac te rs  o f  the  an / -  the  

female a rche type ,

J u n g  def in es  the  amma as the  pe rso n i f ica t io n  of al l the  fern,nine 

psycho log ica l  tendenc ies  w i th in  a man's psyche  - f o r  example, in 

v ague  fee l ings ,  moods, p ro p h e t ic  hunches ,  recep t iveness to  the  

i r r a t io n a l ,  capac i ty  f o r  persona l  love, fee lings  f o r  n a tu re ,  and 

his  re la t io n sh ip  to the  u n c o n s c i o u s . "  H owever, th e re  is also a 

nega t ive  amma f i g u r e  which  is a ty p e  of death  demon, and is r e ­

spons ib le  f o r  d a rk  moods, nega t iv ism, fe a r  o f impotence, acc iden ts  

e tc .  It  is th is  side of the  amma which  re lates to the  image of th e  

femme fa ta le .  Such an image of woman is not re s t r i c te d  to  w es tern  

c u l t u r e ,  b u t  is a more u n ive rsa l  f i g u r e .  In the  O r ie n t  th e re  is 

the  c h a ra c te r  o f the  poison damsel a b e a u t i fu l  seduc t ress  w i th  

h idden  weapons o r  secret poisons w i th  wh ich  she k i l ls  h e r  love rs  

d u r i n g  th e i r  f i r s t  n ig h t  t o g e th e r  Th is  ty p e  of e ro t ic  fa n ta sy  is 

seen by  M L von Franz as a c ru d e  p r im i t i v e  aspect of the  anima

11 T he re  are also the p o la n fe s  of the  male c h a ra c te r  wh ich  are
based a rou n d  what Paul Hoch ca lls  the w h i te  hero/ b lack 
beast d iv is ion  a pp a re n t  not o n ly  in m y th ica l  and re lig ious
f ig u re s  eg A p o l lo /D io n ysus,  C h r is t  Satan, bu t  also in p op u la r  
comic book c u l tu re  and science f i c t io n .  For example in the  
ch a ra c te r isa t ion  of Superman and t ex L u th o r  P. Hoch Whitt '  
Hero , B lack  Beast

29 M. L von F r a n z ,  "T h e  Process of In d iv id u a t io n " ,  Man and His 
Symbols , p. 177.
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which  he believes becomes compuls ive  when a man does not s u f f i ­

c ie n t ly  c u l t iv a te  his fe e l ing '  r e la t i o n s h ip s .10

The denia l  o f women's se xua l i ty  (a pp a re n t  not o n ly  m the 

ido l i ia+ ion  of the  V i r g i n ,  b u t  also to some e x te n t  in the  ins is te n t  

p a s s iv i t y  of the  N u d e ) , has as its oppos i te , the  image of woman 

a* te m p tress  and d e v o u re r ,  whose d is q u ie t in g  sexual p resence is 

used to  lu re  men in to  d an g e r  and d e s t ru c t io n .  M yth ica l  and h is ­

to r ica l  c harac te rs  inc lude  Eve, Salome, C irce ,  the  S p h in x ,  and 

Del i lah . Th is  p reoccupat ion  w i th  ev il  and d e s t r u c t i v e  women is a 

p a r t i c u la r  fe a tu re  of late n in e te e n th -c e n tu r y  c u l t u r e ,  and the 

p ro l i fe ra t io n  of the  image of the A***?  fa fa V r  m both  the  l i t e r a tu r e  

and a r t  o f the  t ime.

A l th o u g h  the  concept o f th is  d a rk  side of woman was not a new 

on#, the  development of the  im a je  of the  /came fa r  a / *  as such a 

p op u la r  s te reo type  at th is  tima can be seen to  co r resp o n d  w ith  

c e r ta in  social c ond i t ions .

V i r g i n ia  A l l e n ' '  suggests  th a t  the  femme fata le  was created  a* a

react ion  against what men saw in women who were  b eg in n in g  to 

dec lare  th e i r  sexual as wel l as po l i t ica l  freedom - both  issues which  

w ere  b eg in n in g  to be ra ised o ve r  a c e n tu r y  ago. The agi ta t ion  

fo r  such freedom abroga ted  the  con t ro l  tha t  men had o ve r  women, 

and cha l lenged the  roots of p a t r ia rc h a l  s o c ie ty . It  is also in te r  

e s t in g  to  note tha t  the  fasc ina t ion  f o r  images of woman as 

te m ptress  and d e v o u re r  developed w i th in  the  same per iod  of t ime

16 Ib id  p . 179

11 A l len ,  The Femme Fatale : E ro t ic  Icon, p . x 
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as F reud 's  'd iscover ies '  c o nce rn ing  female se xua l i ty  and his d e f i -  

n it ion  o f  the  male fe a r  of W r n / a f d . "

The  fe a r  o f the  c a s t ra t in g  and d e v o u r in g  power o f the  vag ina  i* 

exp la ined  by  F reud  as the  male (O ed ipa l)  assumption th a t  a 

woman's lack of a penis  is the  re s u l t  o f c a s t ra t io n ,  and th a t  by  

i d e n t i f y in g  w ith  th is  cas tra ted  f i g u r e ,  he endangers  his own o r ­

g a n . * '

Some fem in is t th e o r is ts  (such as K ap lan ) ,  suggest th a t  i t  is l in ke d  

to  a male fea r  of the  m y s te ry  of w^oman s capac i ty  f o r  m o th e r in g ,  

m ens t rua t io n ;  and also of los ing h imse lf t h ro u g h  the  sexual e x ­

p er ience.  However,  the  s t ro n g  associa tion of sex w i th  death in 

the  image of the  /afaVp could  also have a h is to r ica l  basis

in the  mater ia l cond i t ion*  of the  t ime. As Pa tr ick  Bade po in ts  o u t ,  

i t  must  be remembered tha t  in the  n in e teenth  c e n t u r y . p ro s t i t u t i o n  

was p a r t i c u la r ly  r i fe ,  and th a t  th e re  was s t i l l  no e f fe c t iv e  cu re  

fo r  s y p h i l is ,  so these women could  q u i te  l i t e ra l ly  have been seen 

as the  c a r r ie r s  o f disease and d e a t h . ' *  Also, the  n ine teenth  c e n ­

t u r y  had its own real l i fe  femme fa ta les. The c h a ra c te r  of the  

Couf Cretan o r  id  am/,'.'. i /o n f  a /r .s , f i ts  in to  th is  s te reo type .

"  A l th o u g h  f r e u d  s theor ies  are u n l i k e ly  to  have had a d i r e c t  
in f luence  on the  a r t i s t "  of the  t ime (h is  In terp re tation  of 
Dream# was on ly  pub l ished  at the  end of 1R99), w i th  the  e x ­
cept ion  of perhaps K l im t , a con tem pora ry  of his  in V ienna ,  
P a r t ick  Bade ment ions tha t  the  in te re s t  in female s e x ua l i ty  
was one tha t  was d iscussed and debated in in te l lec tua l  c i rc les  
of tha t  t ime, The Femme Fatal#: Images of Ev i l  and Fasc i ­
na t in g  Women, p . 21

11 S ta f fo rd -  C la rk  , What F reud  Rea l ly  Said

1 * Bade, Femme Fata le: Images o f  Ev i l  and Fasc ina t ing  Women, 
P 9
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Women such a j  Cora Pearl became the  'sex ido ls ' of the  t ime, 

how ever ,  i t  warn t h e i r  s ta tus  ra th e r  than  phys ica l  d e s i r a b i l i t y  th a t  

was sough t  a f te r .  I t  became fash ionable  to  be ru in e d  b y  one of 

these women, and in rac t ,  t h e i r  re pu ta t io n s  were  based on the  

num ber  of lovers  th e y  had ru ,ned .  o r  the  fo r tu n e s  th e y  had d e ­

vo u re d .  I t  was is i f  they  were a necessary a n t ido te  to the  to ta l ly  

su bo rd ina te  ro le tha t  the  w ife  and mother  occup ied  at t h a t  t ime.

"The femme fa ta le  may be seduc t ive ,  b u t  she has a se xua l i ty .

The  s te reo typ ica l  image th a t  developed is p e c u l ia r ly  a nd ro g y no u s ,  

and w ith  the  except ion  of h e r  I o n ]  abundan t  h a i r ,  (w h ich  can be 

seen to c a r r y  sexual connota tion  of the  gen i ta ls )  h e r  body  is not 

v e r y  v o lu p tu o us .  (See f ig  3) Even the  m uscu la tu re  of both  her  

body  and face is o ften  more mascul ine than fem in ine . These a t ­

t r i b u te s  may be an ind ica t ion  of the  sexual fan tas ies  o f  the  a r t i s ts  

who crea ted  them, b u t  never the less ,  they  are also an ind ica t ion  

o f the  femme fa ta le s  independence from the  t r a d i t io n a l  female 

s te reo type .

Dep ictions of the  feirme fa ta le  were r a re ly  set out as a n a r ra t iv e .  

She had become an icon (o r  fe t i s h )  in which  she seemed s i len t ,  

immobile, and q u i te  remote The way in wh ich  she has been 

p o r t ra y e d  can be seen to  have been set up in oppos i t ion  to  the  

icon of the  V i r g i n  7 he con t ras ts  of the  two f i g u re s  are q u i te  

d i r e c t ,  f o r  whi le  M ary  remained a v i r g i n ,  ye t  conce ived a ch i ld .

1 s Allen d iscusses K r a f f t  [ b m g  s s tudy  of ha i r  as one c ( the
most common of sexual fe tishes amongst men. k r a f f t  Fbm g
took F reud  s d e f in i t io n  of fe tish ism as be ing  based on an
avers ion  to  real female gen i ta ls ,  and a p p a re n t ly  d id  a case 
s tu d y  of what he called the  h a i r  despo i le r 's "  - a number of 
d is t u rb e d  men who a ttacked  women in pub l ic  by  hack ing  sway 
at t h e i r  h a i r ,  an act which  he saw to be a s u b v e r te d  des ire  
to  rape and hum i l ia te , ( ib id  p .  188)
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t i le  femme fa ta le  indu lges  her  s e x u a l i t y ,  b u t  always remains,  as 

A l l ' in  po in ts  o u t ,  b a r r e n .  It must  be more than a co inc idence tha t  

th is  image developed at the  same time as the f i r s t  s ig n i f i c a n t  b i r t h  

con t ro l  campaigns (w h ich  were s ta r te d  in France in the  ear ly  

1800 s) .

The femme fata le  ' 'age ha* become a p op u la r  s te re o typ e  on which  

many women model themmelve*. A p a r t  from the  conno ta t ion *  of 

the  con tem pora ry  *ex object which b o r ro w *  many of i t *  t r a p p in g *  

f rom  th i *  image (h o o t * ,  b lack pmnt ie*, h igh hee l* ,  * u l t r y  use of 

makeup etc  h  the  conno ta t ion*  of h av in g  power o v e r  a man are 

c o n* ide red  a t t r a c t i v e  by many women.

Manet's  O lympia  ( f i g . 4) is based on the  f i g u r e  of V ic to n n e  

M eurend. one of Le* G rande*  Hor izon ta le * ,  and a* such,  i t  can 

be *een to  f i t  m w i th  the  conception of the  femme fa ta le .  But 

th e ra  i* one i n k i n g  d i f fe re nce ,  Olympia i* a p o r t r a i t  o f a rma/ 

woman, and i t  i*  the  ahock of th is  know ledge, wh ich  wou ld  have 

beer q u i te  app a re n t  to  the  Paris ian p u b l ic  of the  t ime, tha t  cau*ed 

such a p ub l ic  o u t c r y  when th i *  p a in t in g  wa* f i r * t  e x h ib i te d .  

T he re  i*  al*o  the  uneasy fac t th a t  a lthough  th is  image does not 

c o r resp o n d  to the  s te reo typ ica l  ty p e  of rep resen ta t ion  of the  femme 

fa ta l# , ft does b o r ro w  from the  convention  of the  classical 

N u d e . 1® H e re , the  ideology of the two are at odds The idealised, 

consc ious ly  s e d u r t iv e  ye t m yth ica l  c h a ra c te r  o f the  t ra d i t io n a l  

Nude is bel ied by  the  a sser t ive  p resence  of V ic to n n e  M eurend.

1 * Th is  p a in t in g  has as its p ro to ty p e ,  T i t ian 's  Venus o f  U rb ino ,  
(1538).

C h a p t e r  O ne :  I d e o lo g y 24



By c re a t in g  a p a in t in g  which  called its conven t ion  in to  quest ion ,  

Manet seemed to  quest io n  the  t ra d i t io n a l  ro le o f women, both  in 

soc ie ty  wna (he e ro t ic  imag ina t ion . Th is  p a in t in g  se rved  as a

reminde, to men of the  b ou n d a ry  between th e i r  e v e ry d a y  appeti tes

and the  a r t i s t i c  im.iqe Whereas T it ian s Venus is heavy w i th  

lan g u o r ,  and is i n v i t i n g .  Olympia s i ts  up. . d asserts  he p r e s ­

ence b y  m y  s t ra ig h t  o u tw a rd s ,  challen ,m g  the  v iew e r .  Her

hand does not t«m ta l is ing ly  sh ie ld  her  p ub ic  area, b u t  si ts  v e r y

f i r m ly  on h e r  u p p e r  leg and b y  do ing  so, emphasises the

p a lp a b i l i t y  of tha t  I rg  She is v e r y  real.  Liam Hudson suggests  

tha t  even if  nne WJS unaware of the  c i rcumstances of th is  w o rk ,  

her  bold  yiaze would ind ica te  tha t  s.he is a whore .

!t is t ins  re c ip ro c i t y  | t h i n k ,  tha t  must have b ro u g h t  the 
n i fa  of w h o rm g  su forL il. : l \  to m ind. P ro s t i tu te s ,  a f te r  al l , 
were at that t ime the  on ly  women men knew about who, while  
naked, could ; 'pp ia '5P while be ing  a p p r a i s e d . ' '

F u r th e r ,  Hudson sees her Action ot p lac ing  her hand on her  leg 

as a p ro te c t iv e  g es tu re ,  h id ing  tha t  p a r t  of her t h a t  her  ma,e 

\ i s i to r  has come to use This g es tu re  is then jud g e d  indecent ,  

as it recognises the  i . i d n  enc\ of the male v i s i t o r - c u m  spec ta to r  s 

in te re s t  in h e r  This is a p a in t in g  in which  the  s p e c ta to rs  

presence becomes p a r t  of the  w u rk  i tse lf .  The p a in t in g  is about 

a mommnt of in t ru s io n  emphasised by the cat s a larm and b e ­

cause the  specta to r  witnesses th is  react ion , he becomes s y n o n y ­

mous w i th  the  i n t r u d e r .  The f lowers  tha t  the  maid i o f fe r in g  to

her  are the  f lowers  tha t  he has jus t  sent in. Here, Manet is v i ­

o la t ing  yet ano the r  code, he is v io la t in g  the  spec ta to r  s p r iv a te  

fan tasy  in his in te rac t ion  w i t ^  an image of a naked woman, as the  

scenar io  fo r  in te rac t ion  has a lready  been set, h e r  p ro fess io n  is 

s ta ted ,  and the  v iew er  can not p re te nd  o th e rw is e . It is almost 

an expose of the re la t ionsh ip  between the  spne ta tor  and the  female

17 H u d s o n , Bodies of Knowledge, p 105 
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nude ,  and d i f f e r s  q u i te  s ig n i f i c a n t ly  f rom  the  male v iew er 's  fa n -  

ta cy  of a s u rp r i s e  mnc.cunter (see p. I l l  as O lympia  does not 

respond w i th  feminine shame , b u t  challenges his p in sence.

Hudson also nakes .%n in te re s t in g  o h s r r v a t io n  in ' p r ^ s  of the

t rea tm en t  of O lympia 's  f lesh .  One of the  c r i t ic ism s at the  t,me 

was th a t  she was an ind ia  r u b b e r  d e fo rm i ty  . an ass ' i . i t ion w w c h  

Hudson relates to  n.udern p o rn o g ra p h y  as he tha t  th e re

seems to  be some inh e re n t  'endency  whe mei tu  ' The female

body  i r t o  a fe t i s h ,  to  s tress Hie impermr h i l i t ,  m Me \ k i r .  and

to  conceive of i t  4* smooth ly  res i l ien t  l ike  an me '  Tubn ' '

While the  concept of the  d e v o u r in g  ferr.4 " ma\ seem to :Tand in 

oppos i t ion  to * he w^man as sex o b |e i /  . w c h o u n a ly t i c  th e o ry  

suggests  tha t  : A are conven t ions th a t  Knowledge * deep *ear 

of women.

..  sexuahzation  and ob jec t i f ica t ion  o* ^  n is i o t  s im r  v
fo r  the  purposes of e ro t ic ism ; from „  . fm ana lv t ic  O' - t
of v iew, it is des igned to  ann ih ila te  t* ',  - 'ea t  tha t  w r i - T  
(as cas tra ted  and possessing a e- s e \ua l  o r r - i )
pose* ' *

Th is  fan tasy  of male domination is . is enami 'ed  by

many fe m in is ts ,  and has been the  ff - %% " ^ ' rei.ent  th e o ry

especia lly  on the  subjec t o f L. \ ' ts seen as th is

des i re  to dominate taken to its e xvem e

"  Ib id  p 105. f i x a t i n g  the  \ i . n  m th is  » ay  becomes a means 
of de-persor iM l is ing  (he f les ii f m^k in t;  i separate  Sdmeihing 
to be acted upon, bu t  whi , b wil l  nut espnnd. There '% a 
c e r ta in  k ind  of dumbness inh e re n t  in such a fe t i s h .  The 
fe t ish  is more an ex tens io n  f the person  us ing  it than some­
th in g  in its own r i i j h t .  It % l ike  a r u b b e r  sex dol l .

1 ’ K a p la n , Women and Film, r  31.
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In h e r  book P o rno g ra ph y  and Si lence, Susan G r i f f in  a t t r i b u te s  the

b - sis o f th e  p o rn o g ra p h ic  imaginat ion on a deep g rou n d ed  fe a r  tha t

man has of his best ia l s ide, and how i t  causes him to  lose c o n t r o l .

When th is  happens he t u r n s  a rou n d  and blames the  woman fo r

te m p t in g  him, and u$e* p o rn o g ra p h y  as a means of p u n is h in g  he r .

( I n p o rn o g ra p h y  the  man is s t i l l  the hero. ) Th is  fea r  o f the

know ledge of the  body ,  and the  power of n a tu re ,  also leads to

an acknowledgement of m o r ta l i ty  and v u ln e r a b i l i t y ,  and as G r i f f in

e xp la ins ,  the  death  of se lf image, of p r id e .  She uses as her

basis , the  concept of woman as n a tu re ,  and man as c u l t u re ,  and

sees th is  tempta tion  of c u l t u re  by  n a tu re  «s be ing  demeaning, as

c u l t u r e  bel ieves i ts e l f  to be inv u ln e ra b le  to  n a tu re  ( ju s t  as the

mind is be l ieved to  be in cont ro l  of the  b o d y ) . The essence of

the p o rn o g ra p h e r  (* be l iev ing  the  woman to be the  ve**e l  o f  ev il

(and  m th is  way is v e ry  c losely  t ied  to Judaic , C h r is t ia n  r e l i g io n ) .

The p o rn o g ra p h e r ,  l ike  the  c h u rc h  fa th e r ,  hate :  and den ies 
a p a r t  o f  h,mself He re jects his know ledge of the  phys ica l  
w or ld  and of his own m a t e r ia l i t y . He re jects  know lcuge  of 
his own body  This  is p a r t  o f his mind he wou ld  fo rg e t .
Bu t  he cannot re jec t  th is  know ledge e n t i r e l y .  I t  comes back 
to him th ro u g h  his own body :  th r o u g h  d es i re .  Ju s t  am h# 
pushes away a p a r t  of h im se l f . he des ires  i t .  What he hates 
and fe a r s , what he would loathe, he des i res .  He is in a 
te r r i b le  c o n f l ic t  w i th  h im s e l f . And  instead he comes to  im­
agine th a t  he s t ru g g le s  w ith  a woman. Onto  her  body he 
p ro jec ts  his fea r  and his des i re .  So the  female b od y ,  l ike 
the  whore  of Babylon  in C hu rc h  ic o n o g ra p h y , s im u l taneous ly  
lures  the  p o rn o g ra p h e r  and inc i tes  his rage * *

In th a t  p o r n o g ra p h y  conta ins th is  fe a r  of m o r ta l i t y ,  and base 

human s e x u a l i t y ,  i t  is also obsess ive ly  concerned w i th  f l e s h .

H ow e v e r , i ts obsession w i th  f lesh l ies in its t r y i n g  to reduce the  

fe a r  o f i t ,  t r y i n g  to o b je c t i f y  i t,  make into  a th in g  tha t  can be 

c o n t r o l l e d . G r i f f in  exp la ins  the  a t t ra c t io n  of the  s t r ip - te a s e  in 

th e s *  \e rms -

*,e G r i f f i n ,  P o rno g ra ph y  and Silence, p . 20 
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P a r t ic ip a t in g  in the  c h u rc h 's  fa n tasy  tha t  it  is a woman's 
body  th a t  des t roys  a man s sou ! , now the p o rn o g ra p h ic  mind 
takes ou t  its revenge aga ins t th a t  same body  which  has 
humbled i t .  For th is  is the  u nde rs ide  and secret message 
in the  p o rn o g rap h ic  reve la t ion  ot beau ty :  i ts pu rpose  is to 
rob the  female body of bo th  its  na tu ra l  power and its s p i r ­
it ' .  1 presence So in the  s t r ip tease ,  c u l t u re  real izes its 
revenge  aga ins t n a tu re .  The m y s te ry  of the  female body 
is revealed to be no th in g  more than f lesh ,  and flesh u nd e r  
c u l tu re 's  con t ro l .  1

In th is  way flesh becomes fe t ish ised  in to  an object th a t  is removed 

f rom  its o r ig ina l  c o n te x t ,  a.id th is  dumb aspect  o f f lesh th a t  can 

become acted upon, is something * ,* is recogn ised w i th in  the

p o rn o g rap h ic  language.

Such an in te rp re ta t io n  of p o rn o g ra p h y  allows fo r  an in te re s t in g  

re v ie w in g  of ce r ta in  conven t ions .  Representat ions  of Adam and 

Eve can be d iscussed m terms of how th e y  were used to i l lu s t ra te  

the concept of O r ig ina l  Sin, and the  w ea k i "  s and v u ln e r a b i l i t y  

of morta l f lesh, b u t  it is also in te re s t in g  to t r y  and d ec ip h e r  the  

meanings conveyed in the  way they  in te ra c t  w i th  each o th e r  The 

s to ry  of the  tempta tion becomes an expos i t ion  o f  women s 

* c k len e s s , and also makes her  the p ro ta go n is t  in the  d is c o v e ry  

of carnal  love. A lso, th is  s to ry  can be seen as a parab le  about 

blame. The woman is made g u i l t y  o f d isco v e r in g  lasc iv iousness, 

fo r  wh ich  she in t u r n  accuses the  snake. A F reudian in te rp re ta t io n  

of th is  o f fe rs  an a l te rn a t iv e  read ing ,  as p resum ab ly  th e  snake 

wuuld  be seen to  represen t  the  pha l lus ,  and not j u s t  the  d ev i l .  

Th is  in te rp re ta t io n  can be seen to t ie  in w i th  G r i f f i n ' s  v iew  on 

p o rn o g ra p h y ,  as it shows man s best ia l (as opposed to  c u l t u r a l )  

na tu re ,  as the  o r ig ina l  s i n .

“ 1 ib id  . p 33
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STYLE AND THE VOYEUR

The  social l icence tha t  vo yeu n sm  implies also c z r n e s  some a p p ro ­

p r ia t io n  o f  povver. 1 he spec ta to r  is not o n ly  look ing  at something 

th a t  is essen t ia l ly  p r iv a te  (an imp' .ent acreptance o f  the  r i g h t  

to  w itness  secret e v e n ts ) ,  and is able to watch  someone w i th o u t  

them seeing him; b u t  he also lias the p r iv i le g e  o f  a v is ion  th a t  is 

unimpeded by  c l u t te r in g  objects.

To d ig ress  - a l though on a \ p r y  p e r t in e n t  theme - i t  is w c r th

e- amminn the  not ion tha t  the  s ing le  p o in t  p e rsp e c t ive ,  an Ital ian

Renaissance conven t ion  based on A lbe r t ian  p e rs p e c t iv e ,  is on: in 

which  the  a r t i s t  places lumsulf w ith  the  v iewer A r / c r r  the  p ic tu re d

w r - ld .  as if  to say I see the  w Id". 11,e \ o r t h e r n  conven t ion ,

basica l ly  Flemish, is on the o the r  n a n d , mor? d e s c r ip t i v e .  The 

w or ld  o f fe rs  images of i tse l f  as if m a m i r ro r ,  w i tho u t  the  i n t e r ­

vent ion  o f  a human maker, tha t  the  w or ld  is seen

Th,s god l ike v iew ing  presen ted  by a sm ( ; le -po ,n t  pe rspec t ive ,  

which  became the t rad i t iona l  means of rpa t ia l  represen ta t ion  in 

Southern  European p a in t in g ,  also serves to re a f f i rm  the  sta tus  of 

the  spec ta to r .  When th is  device is coupled w i th  the  concerns of 

i l lus ion iam to erase the phys ica l  process of p a in t in g ,  th e y  both 

manage to c o n t r iv e  to address a s spec ta to r ,  and to  make

him feel tha t  he is v iew ing  a w or ld  th a !  centres a round  him. Also,

**  Th is  d is t in c t io n  between these two modes of v isua l  re p re s e n ­
ta tion  is suyncstPd by Svetlana A lpe rs  in a paper  g iven  in 
c on junc t ion  w i th  Michael t r i e d ,  ca lled The A p p l ic a b i l i t y  of 
L i t e ra ry  C r i t ic a l  Methodology to the  Ana lys is  of P a in t in g . " ,  
at the  December convention  of the Mode Language Assoc i­
a tion ,  1981. Quoted by  C ra ig  Owens, R ep resenta t io n ,  A p -  
p r o p n a t io n  and P o w e r . " ,  p. 15.
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the  size, and p o r ta b le  na tu re  of the oil p a in t in g ,  helps crea te  a 

moment when the  eye contemplates the  w or ld  alone - ( to  p a ra ­

phrase  Norman B ry s o n )  . . . a  w or ld  of si lence in which bodies act 

th ro u g h  frozen g es tu res  at po in ts  in which  normal v is ion is unable  

to  immobil ise - and a w or ld  in which  the body of the  perce  v e r  is 

reduced to  its op t ica l  anatomy and no o th e r  sensat on*  impinge 

on h i*  consciousness. The spec ta to r  s Gaze in to  th is  a l te rn a t iv e  

ex is tence  is not d is tu rb e d  by the  presence of the  a r t i s t ’s labour 

and he can bel ieve himself to be the  owner of the  scene before 

h im . * '  B ryson  stresses tha t  th is  ab i l i t y  to p resen t  the  v iewe '  w ith  

an image tha t  he feels he can own (as it  does not bear a t race  of 

the  a r t i s t s  w o rk in g  p resence ) ,  is p r im a r i ly  a Weste rn, o r  as 

B e rge r  wou ld  say, a mate r ia l is t  not ion of a r t .

Th is  not ion of the  Gaze is s ign i f i c a n t  in the  ph i losophy  of se r /n g  

th a t  i t  p resupposes .  It suggests  a w or ld  of wholeness, log ic and 

o rd e r ,  and one th a t  the  a r t i s t  o r  v iewer co n t ro ls .  Bu t  as such, 

i t  does not s u rp r is e  o r  c o n f ro n t  the  v iew er ,  b u t  ex is ts  to  please, 

and o f fe rs  i tse l f  as a possession, which  a f f i rm s  the  specta to r 's  

s ta tu s .

I t  is th is  o th e r  space of the  s tud io ,  of the body o f  labour ,  
which  Western p a in t in g  negates; we are  # ; r r n  the  body  w ith  
an in te n s i ty  o f d isc losu re  and p u b l i c i t y  w i tho u t  c o u n te rp a r t  
ou ts id e  Europe, b u t  it is the body in a d i f f e r e n t  gu ise  as 
p ic t u re ,  to be app rehended  s imul taneous ly  b y  the  Gaze; the  
Gaze takes the  body  and re tu rn s  it in a lte red  fo rm , as 
p ro d u c t  b u t  never  as p rod u c t io n  of the  w o rk ;  i t  pos i ts  the  
body o n ly  as c o n te n t ,  never  as source. Compensat ing th is  
impover ishment of the  body ,  the  t r a d i t io n  rewards  i t  w ith  
all the  p leasures of seduct ion , f o r  the  body of the  gaze is 
n o th in g  o th e r  thnn a sexual mask: the ga l le r ies  of the  West 
c o ns ta n t ly  d isp lay  the  Gaze of p leasure, as an a rch ive  tha t  
is th e re  to be c r u is e d . * *

* 1 B r y s o n , V is ion and P a in t ing ,  p 9 5 f .

Ib id .  p . 164
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T h i s  a r g u m e n t  is echoed  b y  Bei g e r ' s  p r e m is e  t h a t  The re  is an 

ana logy between po.s.s'w.s/n# and the  way o f  seeing tha t  is in h e re n t  

in the  a b i l i t y  o f oi l  pa in t to  achieve p ic to r ia l  l i k e n e s s .* *  The l in k  

between the  convention  of th i  Nude, and th is  way of seeing is 

im po r ta n t ,  as i t  helps estab lish the  sex' of the  (,aze as being  

male, and also reveals  how h is to r ic a l l y ,  women have always been 

viewed by  men in a way tha t  a ttests  to men s dominance o v e r  them, 

and allows men to  s tay where  they  th in k  th e y  belong, at the  cent re  

of the  w o r ld  the  heroes of c u l tu re .

B e rge r  f u r t h e r  asserts  th a t  while  the  conven t ion  of the  Nude in 

a r t  is less im po r tan t  to d a v , the  essentia l way of seeing women has 

not changed and ne i th e r  has the use to which it has been p u t .

The contem pora ry  media have replaced the  need fo r  H igh  A r t  to 

cont inue  th is  conven t ion .  Vshereas t ra d i t io n a l ly  High A r t  had a 

near monopoly as a source  of images fo r  a r t ,  and a r t  fed o f f  a r t ,  

w i th  the inven t ion  of p h o to g ra p h y ,  and the subsequen t  p r o l i f e r ­

ation of p ub l ic  images m newspapers, a d v e r t is in g ,  the  movies 

etc. - H igh A r t  became only  one exper ience  among o th e rs .

The s ing le  v iewpo in t  of the camera (and the movie camera) w orks  

much in the  same way as the  conventiona l  o ne -po in t  pers  ec tive  

used in p a m t in g ,  and thus assumes the  v iew ing  subjec t to be an 

actual b o d i ly  p resence, and the  scene p resen ted  to be q u i te  spe ­

c i f i c a l l y  d i re c te d  at him. However,  p ho to g ra p h y  has two major 

advantages over  p a in t in g  which makes it  the obv ious means of

**  B e rg e r ,  Ways of Seeing, p . 84 B e rge r  suggests  tha t  th is  way 
of seeing was not fu l l y  estab lished before  the  16th c e n tu r y ;  
and th a t  it was underm ined  by Impression ism and Cubism, and 
re p /a c rd  by  p h o tog ra ph y .

C h a p te r One: Ideo logy 31



re -c re a t in g  the  expe r ience  of the  v o y e u r .  The f i r s t  is the  a u ­

t h o r i t y  of the  p ho tog ra ph ic  image. Photographs are used as ev-  

id tm ce  of an actual even t ,  end the  soph is t ica t ion  and speed of the 

modern camera means th a t  i t  is idea l ly  su i ted  fo r  c a p tu r in g  i n ­

stances of r e a l i ty ' .

A lso, as Sontag says:

Pa in t ings  in v a r ia b ly  sum up, p ho tog raphs  usua l ly  do not . 
Pho tograph ic  images are pieces of ev idence in an ongo ing 
b io g ra p h y  o r  h is t o r y .  And  one p ho tog ra ph ,  u n l ike  one 
p a in t in g ,  implies tha t  the re  wil l  be o t h e r s . ^

This  notion tha t  th e re  wil l  be o thers  adds the  f u r t h e r  d imension 

of a n t ic ipa t ion ,  of the  possib le  u n fo ld ing  of a scene, l i t e ra l ly  

achieved by the movie camera.

Secondly , the  v e ry  r e p r o d u c ib i l i t y  of the  pho tog ra ph ic  image, as 

well as the  ab.h ty  of te lev is ion  and the  cinema to reach a la rge  

aud ience at one time, means tha t  one image can serve  to invo lve  

the  fan t  t ies of many vo yeu rs  at the  same ins tance .  Th is  

" . . . p o s s ib i l i t y  o f a r ra n g in g  a scene from the v isua l  p in p o in t  of 

view of a s ing le  camera's eye in to  which  ang le  and d is tance of 

vis ion  vast  hordes of v iewers  can be t h r u s t . . .  " is , as as I r v i n g  

Coffman says, " . . . a  social l icence as well as an opt ica l  one. * *

The t r u t h  of the  pho tog ra ph  manages to en fo rce  f u r t h e r  the  

s p ec i f i c i ty  of the image in a way tha t  a p a in t in g  could  n eve r  do. 

For, even it the  v iew er  is aware of his phys ica l  d is tance  ( in  te rms 

of location .«nd t im e) ,  from what is being  p resen ted ,  he is always

"  Sontag, On P ho to g ra p h y ,  p . 186

k '' Coffman , Gender A d v e r t i s m e n ts , p. 19. 
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conscious tha t  the  p ho tog ra ph e r  must have been the re  to w itness

the  scene. The audac i ty  of the  camera man’s voyeu r ism  re in fo rces

the  v iew er 's  own exc itement.  T h e re fo re ,  while  the  commercial and

the fi lm  may o f fe r  us many p ic tu re d  scenes, f o r  example " . . . t h a t

of husband  and w ife  in th e i r  bedroom, th a t  no bus iness of

acqua in tancesh ip  could  w a r ra n t  us s e e in g " , * '  we are aware of the

a r t i f i c ia l i t y  o f the  scene, both  in th a t  these are pa r ts  p layed by

ac to rs ,  and th a t  we are o f fe red  th is  glimpse f rom  an ideal view-

p o in t  (much in the  way of t r a d i t io n a l  p a in t i n g ) .

O n ly  a peep 'ng  Tom of unpreceden ted  capab i l i t ies  could 
manage the v iew. L ike  readers of what a novel suppl ies of 
his  ch ara c te rs ,  the  v iew er  becomes g o d - l ik e ,  uncons tra ined  
by  any need of leg it imate social g rounds  fo r  being  p r i v y  to 
what is dep ic ted  in the  scene.**

The role of the  docum enta ry ,  o r  the  p ap a rd /z ; ,  is qu i te  d i f f e r e n t .  

By  look ing  at these images, we are also w i tness ing  the  actual 

presence of the  p h o tog ra ph e r ,  and the  re a l i ty  o f  the  scene. The 

role of the  paparazz i p ho tog ra ph e r  is essen t ia l ly  to take photo- 

g rap h s  of the  r ich  and famous w/ro do not wfrA f o 6e 

pAofn jrapArd  Thus e v e ry  image (wh ich  is p ub l i s he d )  can be seen 

as a v io la tion  of these people s p r iv a c y .  The ty p e  of image is 

d i f f e r e n t ,  we are not p resen ted  w i th  an ideal v iew p o in t ,  b u t  ra th e r  

an i l legal g l impse th ro u g h  bushes, t h ro u g h  doorw ays ,  o r  even 

th ro u g h  the  f la t tened  focus of the  te lescopic  v is io n  of a p r iv a te  

moment. For the  paparazz i p ho to g ra p h e r ,  n o th in g  is sacred , 

he t r ie s  to expose the l ives , hab i ts  and re la t ionsh ips  of famous 

people. These people, a r r  so hounded by  p u b l ic  eyes , tha t  they  

s ta r t  behav ing  f c r  tne  camera, and in t u r n ,  the  p ho tog ra ph e r  

becomes in te re s ted  on ly  in the moment when he can catch them

*" ib id .

** Ib id .
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unawares,  s p l i t  open th e i r  facade, and become the  v o y e u r  on be-

hal f of the  p u b l i c . He is in te res ted  in s h a t te r in g  the  i d e a l .

T he  s ty le  of con tem pora ry  v isua l  pornography relies q u i te  heav i ly  

on the  camera, and the  supposed presence of the  p ho to g ra p h e r .  

However,  th is  p resence is on ly  im po r tan t  in tha t  i t  c e r t i f ie s  the  

a u th e n t i c i t y  o f the  even t ,  and allows th a t  it took place in the  

p resence of a t h i r d  person (o r  m o r e ) . P o rnog raphy  relies not 

o n ly  on the  act o f voyeu r ism , b u t  also ,n the  a b i l i t y  o f the  

s pec ta to r  to make d i re c t  iden t i f ica t ion  w i th  one of the  p a r t ic ip a n ts  

in the  sexual ac t.  T he re fo re ,  u n l ike  tha t  convention  p re v io u s ly  

d iscussed in which  s p ec i f ic i ty  o f t ime and place enhance the  e ro t ic  

impact o f the  image, in tha t  they  p resuppose  a ce r ta in  in t im acy ,  

in p o rn o g ra p h y  they  on ly  get in the  way of a d i re c t  in te rac t ion  

between the  v o y e u r  and the  sexual image. The p o rn o g ra p h e r  is 

not in te res ted  in the atmosphere of the  scene, b u t  is o n ly  c o n ­

cerned w i th  the  specif ics  o f sex, and the on ly  deta ils  th a t  are 

im po r ta n t ,  are the  gen i ta ls .  P o rnog raphy  is noted fo r  its  /ac*  

o f s ty le '  and emotional rep re se n ta t ion .  On ly  in the  absence of 

d i r e c t l y  s ta ted emotions can the  spec ta to r  o f p o rn o g ra p h y  f in d  

room fo r  his own responses .* *

The emphasis is on content  at the  expense of all  o th e r  c o n s id e r ­

a t ions , (wh ich  may expla in  the  lack of q u a l i t y  - c l iched language, 

had f i lm ing  e t c . ) ,  and a lthough  it is usua l ly  anonymous, and 'ts  

f unc t 'on  is to record  ra th e r  than in t e r p r e t  and u nd e rs ta n d ,  

p o rn o g ra p h y  s t i l l  re l ies on the  concept of the  vo y e u r ,  and the

"  Th is  p a r t i c u la r  aspect of p o rn o g ra p h y  is d iscussed both  by
Steven Marcus, in his essay " Pornotop ia  in The O th e r  V ic ­
to r ia n s ,  p 2 6 8 f . , and by Beatr ice  f aus t , in Women, Sex and 
P o rn o g ra p h y ,  p 14f.
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represen ta t ion  of a real e v e n t . Th is  real ism which  b r in g s  the 

v iew e r  c lose r  to  the  e ven t ,  used in represen ta t ions  of the  Nude 

by  the  conven t ion  of i n c lu d in g  a r t ic les  o f c lo th in g  e tc . is 

s t ressed  in p o rn o g ra p h y  b y  the  realism of sex; w here  the  man 

is shown in the  act o f p en e t ra t in g  the woman, so th a t  the  specta to r  

can be su re  th a t  i t  rea l ly  happened. [T h is  impor tance of the 

genu ine  e v en t  is taken to the  extreme in s n u f f  mov ies ' , in which  

the  know ledge th a t  the  episode fi lmed in wh ich  a woman is 

muti la ted  o r  even k i l le d ,  ac tua l ly  d id  take place, creates the  major 

exc itement f o r  the  v ie w e r . )
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REALISM AS A NEW IDEALISM.

T ra d i t io n a l ly ,  the  women most f r e q u e n t l y  p o r t ra y e d  in Western 

c u l t u r e  were the  V i r g i n  Mary o r  Venus (bo th  set up as ideals of 

wom enhood). o r  as d iscussed ,  t h e i r  oppos i te * .  As s ta ted ,  both 

these f ig u re s  can o n ly  be seen as idea l isa tions , conventions of 

dep ic t ion  th a t  in t h e i r  f u l l y  developed fo rm had v e r y  l i t t le  to  do 

w i th  red /  people, b u t  were created  ou t  o f abs t rac ted  formulae. 

However,  major social changes in the  nmeteen*h  c e n tu ry  b ro u g h t  

about a new focus on the  concept o f r f d / j . s * ,  and the  des ire  to 

rep resen t  real men and women in real s i tua t io ns  . Ye t ,  th is  

quest  f o r  a new realism was not i n i t ia l l y  separa ted from cer ta in  

conventions of a r t ,  such as the  Nude; and these two in te res ts  

became fu sed  in an in te re s t  in the p ro s t i t u te ,  who was f re q u e n t ly  

p o r t ra y e d  at the t u r n  of the  c e n tu ry .  C e r ta in ly ,  th is  in te re s t  in 

p ro s t i t u t io n  d id  not develop on ly  f o r  aesthet ic  reasons as a means 

of combin ing  an in te re s t  in realism w i th  nude s tud ies ,  b u t  in the 

n ine teenth  c e n tu ry  the  v e r y  p rop o r t io ns  tha t  p ro s t i t u t io n  had 

reached due to  the  move to the  ci t ies and economic necess i ty  

( th e re  being  l i t t le  o th e r  employment f o r  women) - had become an 

issue. Also, in his new bohemian h fe s ty le ,  the  a r t i s t  cane into  

close contact w i th  many of these women Th is  is appa ren t  in the 

w ork  of a r t i s ts  l ike  Manet,  C ou rbe t  and Degas, and th e i r  work  

in many ways echoes the  developments of the  l i t e ra ry  realism of 

the  t ime of Maupassant , / o l a , F lauber t  etc.

Whereas p r e s t i t u t io n  at th is  t ime was dealt w i th  w i th  a ce r ta in  

candou r  and fasc ina t io n  (due to its apparent  newness ) , images 

of p r o s t i t u t io n  have come to be used as a m etaphor  fo r  a social 

malaise . Th is  is most apparent  in w orks  of the  Neue Sach l ickhe i t ,  

tw e n ty  years in to  the  c e n tu r y .  Both  O t to  Dix and Georg Grosz
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use the  image of a whore  as a m etaphor  fo r  a c o r r u p t  soc ie ty . 

A l th o ug h  Degas is considered to l ia v t  been a m isogyn is t ,  his im­

ages of p ro s t i t u te s  caugh t  in p r iv a te  int imate  moments, show a 

ce r ta in  s y m p a th y . (See f i g . 5) Dix and Grosz however , in th a t  

th e y  are us ing  these women as symbols of c o r ru p t io n ,  are not so 

k in d .  These women have rea l ly  become icons of m isogyny .  L inda 

Nochl in  a t tacks  these rep resen ta t ions ,  and sees them,

. . . a s  an em in en t ly  s a t is fy ing  t ro p e  in pa t r ia rch a l  c u l t u re  
because i t  does double  serv ice. It  al lows male a r t i s ts  to 
a r t i c u la te  th e i r  ha t red  of .women s sexual being (and th e i r  
d eg ra d in g  need f o r  her)  unde r  the  j u s t i f y in g  ck iak of social 
c r i t i c u m .  The hate - f  i l led d is to r t io n  of female b o d ie r , the  
t e r r i f y i n g  g ro te s q u e n e  of the images of women in the  w orks  
of Grosz, Dix and o th e rs ,  is p resum ab ly  sanct ioned b y  a 
la rg e r  social rage. * '

I re ga rd  th is  a t tack  of Nochlm s as be ing  too ha rsh ,  as both Grosz 

and Dix were also concerned in debas ing  the  ideal o f the  hero ic  

s o ld ie r ,  which  can be seen as a male c o un te rp o in t  to the  demeaning 

of the  p ro s t i t u te  (see f ig  6 ) .  It is t ru e  never the less ,  th a t  they  

have taken the  c h a u v in is t  (o r  his to i,L .a l)  pos it ion of l in k in g  the  

female to  se x ua l i ty ,  and the male to  hero ism, and attempted to 

p e rv e r t  both these ideals. \ e t . as Nochlin  says - these images 

do double  se rw ce  - as they  also se rve  as social c r i t i c is m .  Both 

the  c r ip p le d  ex so ld ie r  and the diseased p r o s t i t u te  can be seen 

as v ic tims of the  social condi t ions of the  I 'me. These images also 

i l lu s t ra te  the  es trangement of sex from plea&ure, and the  f ig u re s  

in the  p a in t in gs  f rom  each o th e r  a f u r t h e r  c r i t ic ism  of an a l ­

i ena t ing ,  and an alienated society

While th e re  are  count less images of in te rac t ions  between men and 

women in the  h is to ry  of Western a r t .  these dep ic t ions  are ra re l y  

concerned w i th  the  speci f i c  emotions between the couple , b u t  

re p re se n t  an ideal o r  descr ibe  some l . i s to r ica l  o r  m yth ica l  even t .

' N och l in ,  R e tu rn  to U rd e r  A r t  in America Sept 1981 p . 80
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V e n us ,  a :  the  goddess of love, was re p re se n ta t ive  not so much 

of a woman, b u t  o f  the  concept of love i tse l f .  Even T i t ia n  s

Venuses - those exhaus ted  ladies d im pled '  w i th  sex - were not

p resen ted  as real ladies, b u t  f a th e r  as objects of d es i re ,  and the  

(male) / ( / ra /  o f sexual des i re .  Tw ent ie th  c e n tu ry  cons iderat ions  

on the  o th e r  hand, can be said to be less about these ideals , than 

the  inves t iga t ion  o f  re la t ionsh ips  between people. Th is  may be 

so f o r  any  number of reasons,  i n c lu d in g  a change in the  overv iew  

of men and women, the  inve n t io n  of the  camera, and the  new 

p ub l ic  in te re s t  in psycho lo gy .  As C h r is to p h e r  Lasch ment ions in 

his book The C u l tu re  of N arc iss ism , the re  is a new emphasis on 

the  rn r r f  at r mn.s between peo p le . * *  As in te ra c t io n s ,  these r e ­

la t ionsh ips  do not embody any a bs t ra c t  concept of love o r  des i re ,  

b u t  are more concerned w i th  a real in te rp 'a y  between two i n d i ­

v idua ls .  w ith  th e i r  p a r t ic u la r  social and personal concerns .  I n ­

ves t iga t ions  o f ,  and images based on, ih  new in te re s t  in

in te rpe rsona l  re la t ionsh ips ,  have been h ighh i :  i led  by  the  Feminist 

focus on the d i f f e r e n t  rules th a t  the  sexes p lay ,  and the  fac t  tha t  

many h is to r ica l ,  and up u n t i l  recen t ly  unquest ioned  s te reo types ,  

were the  re su l t  o f a male-based soc ie ty .  Now, in much contem­

p o ra ry  a r t  and l i t e ra tu re ,  even i f  the  woman is s t i l l  seen as the  

sex ob jec t  , the man is no longer  the  hero.

Lasch a t t r ib u te s  th is  new focus on the  in te ra c t io n  between 
yndn 'f/w///'. to a number of fac to rs ,  inc lu d in g  mode, ,i soc ie ty 's  
lack of a sense of both a s p i r i tu a l  and c u l tu ra l  c o n t in u i ty  (due  
to a loss of fa i th  and the  fea r  of an im pend ing  nuc lear  
ho locaust , as well as the  b reak  down of the  idea of a c u l tu ra l  
her i tage  ss e th n i r  g roups  berome d is p e rs e d , e t c . ) .  He a t ­
t r i b u te s  the  emphasis on 'he  emoiiunal in te rac t ion  between me" 
and women in p a r t  on the  decl ine of ( h i ldbea. inq as a major  
p reoccupa t ion ,  which has f reed  sex from its  bondage to p r o ­
c rea t ion ,  and made it possib le  f o r  people to va lue e ro t ic  l i fe  
f o r  i ts  own sake and to  see th e i r  re la t ionsh ip  w i th  th e i r  
p a r t n e r  as a means of ach iev ing  th is  The C u l tu re  of 
Narc iss ism, p 188.
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WOMEN'S S E X U A L ITY .

In the  conven t ion  of  the  Nude the  woman is den ied any passion 

o r  sexua l i ty  o f h e r  own, and in the  conven t ion  of the  

f a t a l e ,  she has bt-.ome the  sexual c a s t ra te r  o r  d e v o u re r .  Both 

these conven t ions  re fuse to acknowledge women’s real sexua l i ty .  

Par t o f the  reason fo r  th is  could  be th a t  t r a d i t io n a l ly  the  a r t i s t  

and specta to r  are male, and are thus  comment ing on, o r  r e ­

spond ing  to something th a t  is essent ia l ly  fo re ig n  to  them, and to 

which  they  re la te  on ly  as outs ide  s p r r f  a f r r s . The recep t ions  to 

these ste reotypes are, as wil l  la te r  be d iscussed, gene ra l ly  

pa in t in gs  done by  men of the  women they  know and love i n t i ­

mate ly . These images, in tha t  they  express  the  ewof/omA/ r e ­

la t io nsh ip  between a r t i s t  and t u b ie c t , are o ften v e r y  e r o t i c . Many 

c ontem pora ry  femin is ts  such as G r i f f i n ,  Owork in  etc. call upon 

th is  need fo r  an emotional erot ic ism in day to day l i fe . T hey  see 

p o rn o g ra p h y  as the  outcome of an es tranged  in te rac t ion  between

the sexes, and the  denia l of a na tu ra l  s e x u a l i ty .  Also, th e y  ac­

knowledge the  fac t  th a t  most of the images of women - in a r t ,  in 

the  media, in re lig ion  - are images th a t  have been created by men 

and not women; and th a t  the a u th o r i t y  o f these images (b y  v i r t u e  

of th e i r  pub l ic  c u l tu ra l  c o n te x t ) , cons tan t ly  re in fo rces  these 

s te reo types  in a way th a t  inf luences not o n ly  men s re la tionship#  

to  women, b u t  women s concept) i o f themselves.  T he re  is a move 

b y  women in con tem pora ry  a r t  to t r y  and b reak these s te re o typ e*  

th ro u g h  the  use of a more d i re c t  and au tob iograph ica l  mode. 

H ow e ve r , these attempts  s ti l l  remain a p a r t  of H igh A r t  and the 

p op u la r  media cont inues as before.

Germaine Greer  s book The Female Eunuch is dedicated to  an a t ­

tempt to  expose how female sexua l i ty  has been masked and d e ­
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fo rmed; and how the  idea of sex iness ' which  is sold by the  media,

I p resum ab ly  des ired  by  men, has l i t t le  to do w i th  women's 

actual  s e x u a l i t y . She i l l u s t ra tes  how women's sexua l i ty  has both 

been den ied and m is represen ted  by  being  ide n t i f ie d  w i th  p a s s iv i t y ;  

and how t ra d i t io n a l l y  the  vagina  ha* been o b l i te ra te d  f rom  the  

imagery of fe m in in i t y  in western  soc ie ty  11 O f t e n , when the  vagina 

i* emphasiaed, the  woman a image sh i f ts  from be ing  an in v i t i n g  

sexual one, to  one of the  o v e rp o w e r in g  d e v o u re r .  Vag nal 

icon o log y , however ,  has become p a r t  o f the  fem in is t  a r t  language, 

and many women are now concerned w i th  an a r t  t h a t  is based on 

th e i r  own bod i ly  exper ience  and des ires .

So fa r ,  these t ra i t s  of mascul ine and feminine have been d i s - 

cussed in terms of ideology and c u l tu ra l  c o nd i t io n in g .  However,  

the  a c t i r , l  phys ica l  d if fe rences  of male and female, and how these 

may engende r  an in te re s t  in voyeu r ism , o r  not , must also be 

noted.

In her book Woman and P o rn o g ra p h y , Beatr ice  Faust po in ts  uut 

how t ra d i t io n a l l y ,  response to  v isua l  s timu la tion  has been co ns id ­

ered a mascul ine t r a i t ,  w h i ls t  to uch  is a woman s t u r n  on , and 

sk in  is seen as v i ta l  to female e ro t ic ism . And  tne  fac t  th a t  the  

m a jo r i ty  o f  p o rn o g ra p h ic  mater ial  has been aimed at men (and  its 

re la ted concern  of the  male Gaze th ro u g h o u t  h i s t o r y ) ,  may, a*

Th is  is emphasised by  C h r is t ia n  adu la tion  of the  i f r g /n  M ary .

As James Hil lman says. imagine a c u l t u r e  whose main 
God-image ha* no gen i ta ls  and whose Mother  is sexua l ly  
immaculate, whose Fa ther d id  not sleep w i th  his M o th e r . Th is  
is a co llec t ive  image, a r rp rcA cn f  ar mn f / r r  th a t  ru le *
the  c u l t u r e  and leaves a psycho log ica l  h e r i t a g e . . . "  
In te rv ie w s ,  p /5.
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she sugges ts ,  have as much to do w i th  spec i f i c  gen d e r  in te re s t  

as it does w i th  sexual chauv in ism.

Faust ci tes (amongst o th e r s ) the  K insey re po r t  on Sexual 

B ehav iou r  o f the  Human v.hich is A s tudy  of these d i f

fe rences.  She s u p p o r t *  the  f i n d i n g s , which  conclude tha t  the  

*exe*  g ene ra l ly  c'o d i f f e r  in t h e i r  capac i ty  to respond to 

p&ychosexual s t im u l i , * * b u t  she stresses tha t  the  re p o r t  does not 

make any h a rd  and fas t  r jn c f i ' s i c n s  conce rn ing  m i le  ve rsus  female 

s e x u a l i ty ,  and tha t  it is the  case of most men and on ly  some' 

women who respond to v isua l  s t im u l i .  L ike  Kaplan, Faust makes 

a g rea te r  d is t in c t io n  be tweer m a i L u i i e  and fem in ine ',  say ing  

tha t  gende r  roles are set a round  these charac ter ,? t ic s  ra th e r  than 

the  p rec ise  p h \s 'c a l  differenc.es 01 m^le and female.

However,  she also discusses specif ic  sex d if fe rerx .es and relates

fem in ine  t r a i t ;  of d i f fu s e  to u ch in g ,  lh?  need fo r  in t im acy ,  e tc.

to t h *  concept of m o ther ing  ; and ment ions the  phys ica l  fa c t  th a t

the  female h r , , , . . ' ' *  oestrogen is known to voften arid re fm e  the

sk in .  To i l l u s t ra te  th is  po in t ,  she quotes the  response of a

male-to -female  transexua !  ( I . e .  a man who has u r  "  ,ie s u rg e ry

to  become a woman.)

I do not mean merely  the  bedy h a i r ,  n o r  even the  
lea ther iness of the  sk in ,  nor  all the  hard  p ro tu s io n  of 
muscle: al l these indeed vanished o ve r  the  nex t  few \ e a r s ,  
b u t  the re  went w i th  them something less tang ib le  too, which 
I now know to be something spec i f ica l ly  mascul ine - a k ind  
of unseen layer  of accumulated res,hence, which  p rov id e s  a 
sh ie ld  fo r  the  male of the  species, bu t  at the  same tima 
deadens the  sensat ions of the  b o d y . . . "

$" Faust , Women, Sex and P o rno g ra ph y ,  p .3 3 f .

ss i b i d . p . 43.
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T h e re  is a s t rong  movement in Feminis t a r t  to exp lo re  th is  fem ­

in ine '  in te re s t  in t o u c h ; and women’ s intense awareness of t h e i r  

bodies. Th is  is a phenomenon tha t  is mentioned by  Lucy  L ip p a rd  

who notes tha t  "the images most f r e q u e n t l y  appear ing  in women's 

a r t  have b io h g ic a l  and sexual u iurces She speculates th a t

the  reason fo r  th is  l ies m the  fac t tha t  women are more obsessea 

w i th  s exua l i ty  than men; both because th ey  have been cond i t ioned 

and raised to Think of Inemselves and th e i r  f u tu re s  in sexual 

te rms, and because of th, rr b io logica l make up.

A p a r t  from women s sociologica l co n d i t io n in g ,  L ip p a rd  quer ies  tha t  

the  phys io log ica l  d i f fe rences  between male and female could i n f l u ­

ence th e i r  respect ive  a r t .  l o r  example, t h ro u g h  m ens t rua t ion ,  

p reg n a ncy  e t c . ,  women arc  kept  in more constan t  touch w ith  the  

ins ide of t h e i r  bodies than men. an int imate  re la t ionsh ip  which  

m ust in some wa\ a ffect the  images tha t  they make. Also, women s 

sexua l i ty  is fa r  more gene ra l ,  and they are fa r  more aware of th e i r  

whole bod ies, whereas, accord ing  to L ip p a rd .  men are more aware 

of *heir penises . * ^

F u r th e r .  L ippa rd  pom is out th ^ t  the feminine is t ra d i t io n a l ly  r e ­

p resen ted  by  the  m.s/Vr,  wi,areas ouf t jd r  represen ts  male. Whils t 

these d is t inc t ions  may be a t t r i b u te d  to so c io lo g ra !  gende r  roles 

conce rn ing  c u l tu ra l  power ve rsus  domestic in te re s ts ,  th e y  can also 

be a t t r i b u te d  to basic pnys ica l  d i f fe rences .

T ra d i t io n a l ly ,  ins ide  p resents  female, ou ts ide ,  male. We 
have b r o r d l y  accepted the  male concern w i th  facade and

As d iscussed by  I ipp a rd  in her essay Fragments ' . From th#
C en te r ,  p . 69.

ib.d  r- 93
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monument, the  1* t ie c u ' t c r m  w i t h  f u n c t i o n  ,m d  r r i v i r n n  
ment; t h e  male c o m '  n w i t h  p r f n i . i n e m c  ,*nd s t i u c t u i a l  rii 
p os i t ion ,  th e  fem„ ' r .oncern  w i t h  J a p t a b i l i t y  ,m d
psycho log ica l  need*; t  -nale c n n i . c i n  w t h  p u b l i c  im age,
the  femaTe res is tance to  " i . t l i z a l i o n  1 Me r . u l f  c o n c e rn  w i th  
abs t ra c t  t h e o r y ,  the  fem.i  ̂nn r .p rn  w i th  ,i . j r a p h y  ^ n d  
au to b io g ra p h y .  "

Th is  in te re s t  and awareness of tnm in s id r  s appa ren t  m Ihe  w f ' i k  

o f  a num ber o f women a r t i s t s ,  who acknowledge the  role of in te r io r  

space, and tend  to  use cent ra l  core imagery. These a r t i s ts  dis 

p la y  a conscious p reoccupat ion  w i th  formal relatidnKhip*. between 

th e  ins ide and the  ou ts ide .  L i p p j r d  ci tes Louise H ow yeo is  and 

M ary  Miss as examples, and th is  imagery can also Ur seen m the 

a r t  of Georgia O' Keefe, Judy  hicago, .md o the rs

The 'ssues p resen ted  th us fa r  suggest ,* ;ioss : ' ^lect ( h r t *

the  conventiona l  male concern in a r t  w ith  u  i ' ' s id e  

possessive gaze, and the \ o v e u r ; and the  f . r  e n  w r h

to u c h /s k in  and the  in te rn a l i t y  of the  body Ih ese  arguments  

seem to have 4 b asu  both in biologica l and sociologica l concerns .

The logic o f th is  d iss t " ' .4 t i  n tand tne pa in t ings  com ple ted) a p ­

pears to  be based a round  th ,  , i t ies f and the /. (o r

phys ica l  e x pe r ie nc e ) .  But I would I 'ke tn s. th a t  d r \  the  

neat con junc t ion  between masculine and fem^  ̂ - indes of e x p e ­

r ience and these two ways of re p re se n t ing  the  human f ig u re  in 

Western a r t ,  th e re  are those examples in h is t o r y  (namely the  

pa in t ings  of R em b ra n d t , Rubens , etc which  descr ibe  th is  

i n t e r n a l i t y  o f the f i g u r e  albei t g ene ra l ly  in rep resen ta t ions  of 

women), th . t  d i . p r o v e  such con jec tu res .  Con tem porary  images, 

and the  adve n t  of Modern A r t ,  also re fu te  the s im p l ic it y  of such 

an argument.

Sl Ib id  p . 74.
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CHAPTER TWO: R E A LITY

I f  sociologica l o r  ideolog ical '  fac to rs  are a l l - im p o r ta n t  m 
a work of a r t ,  how can we enjoy w orks  of a r t  of the  past 
even when we know l i t t le  o r  no th in g  about the  social con ­
d i t ion  u nd e r  which  th ey were produced? M a r t  s own attempt 
to answer th is  quest ion  was ine p t .  For T impanaro , one 
reason fo r  th is  c u l tu ra l  c o n t in u i t y  is simple: "Man, as a
biological be ing , has remained essen t ia l ly  unchanged from 
the  beg inn ings  of c i \  .usation to the  p rese n t ;  and those 
sent iments  and represen ta t ions  which  are closest to  the  b i ­
o logical facts o f human ex is tence have changed l i t t l e . . . " * *

While issues conce rn ing  ideology and represen ta t ions  of the  human 

f i g u r e  in terms of th e i r  sociologica l meanings ( i . e .  how these 

represen ta t ions  could be said to tel l  us something about the  soc ie ty  

in which th e y  w r re  made) were the  s ta r t i n g  p o in t  o f th is  research ,  

the  pa in t ings  themselves poin ted  to  a much more basic communi­

ca tion than tha t  o f a social c r i t i q u e .  For, r e ra id le s s  of the  

c r i t i c a l  message th a t  the  e a r ly  p a in t in gs  were in tended to convey ,  

the  implie s erot ic ism of the  f ig u re s  became the  ovei r id in g  fa c to r  

in all the  w o rk .  This common ch a ra c te r is t i c  o f the  p a in t in gs ,  

which  was sometimes at odds w i th  the  conscious in ten t ion  beh ind  

the  w o rk ,  p rompted an in te re s t  in e x p lo r in g  b roade r  th eor ies  of 

w hy  we make images of Hie body.

* * Real ity  in th is  c hap te r  is based on the  fac t of the b io logica l
c ons tan t  o f the  body.

* * Peter Fu l le r ,  The Naked A r t i s t ,  p 23 No source re fe rence
g iven  fo r  T impanaro .
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Th is  chap te r  is concerned w i th  in v e s t ig a t in g  ce r ta in  psychologica l  

theor ies  cen t red  a round  represen ta t ions  of the  human f i g u r e  and 

th e  aesthet ic"  reaction these dep ic t ions  i n d u c e . * '

As Peter Fu l le r  ;to in ts ou t ,  psychoanalys is  recognises th a t  the 

ch a ra c te r  and l im i ta tions  of the  sub jec t ive  w or ld  wh ich  th e ra p y  

a f fec ts  are  in t im a te ly  re lated to  the  b io logy  of the  human cond i-

t i o n . 6'

T he  importance of the  body to a r t  is something th a t  is s tressed 

b y  many th e o r is ts ,  such as b tokes.  Hudson and F u l le r  - and as 

Stokes says,

the re  is a sense in which all a r t  is of the  b od y ,  p a r t ic u la r ly  
so in the  eyes of those who accept tha t  the  pa in ted  sur face  
and o th e r  media of a r t  re p re se n t  as a genera l fo rm , which 
th e i r  employment p a r t ic u la r is e s ,  the ac tua li t ies  of the  h idden 
psych ic  s t ru c tu r e  made up of evaluations and phantas ies 
w i th  co rporea l  c o n t e n t . * '

However,  to dwel l on the  idea th a t  the  materia l o f  a r t  i tse l f  stands 

f o r  the  b od y ,  would  at th is  po in t  confuse the  issue. Th is  chap ter  

is concerned w ith  how these bio logica l constants are seen to i n ­

f luence o r  genera te  images of the  human f ig u re .

As the  na tu ra l  focus of ambivalences and d is c o n t in u i t ie s ,  
the  body  is well su ited  to se rve  as a symbol o r  p ub l ic  image.

A l though  the  ccncerns  of th is  and the  next  c h ap te r  p resen t  
an a l te rn a t iv e  v iew ing  of images of the  b od y  in a r t  h is to r y  
(and  the  reason: beh ind  th e i r  i n v e n t io n )  to  those p resen ted  
in the  f i r s t ,  they  are not in tended to stand in co n t ra d ic t io n  
Beth must be seen as equa l ly  v iab le  approaches, and should , 
most im p o r ta n t ly ,  serve  to en r ich  each o th e r .

* 3 Fu l le r ,  A r t  and Psychoana lys is , p 23 

61 S tokes , Ref lections on the  Nude, p 40.
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It  al lows us to p lay  w ith  poten t  and co n f l i c t in g  emot ions; 
and, in the  fo rm of p a in t in g s ,  s cu lp tu res  and p ho tog raphs ,  
to do so at one remove. In the  hum b le r  exerc ises of these 
a r ts ,  the  body  * more complex connota tions  are  igno red .  It 
is idealized, o r  made to seem a b s u rd ly  a la rm ing, Only  
simple b o u n d a ry  games are p layed ,  in the  s p i r i t  of a 
s t r i p  tease. B u t  the  centu r ies  have seen a pat ien t  a ccu - 
mulation of know ledge about the more e loquent of the  body 's  
am bigu it ie s ;  and in the  works  of m M l i t y . we c o n f ro n t  the 
body laden w i th  messages th a t  ar» ch ara c te r is t i c a l l y  
two edged; the  shades of d ou u l  and nuance tha t  make i t  the 
ideal vehic le  fo r  susta ined imaginat ive e x p lo ra t io n . * *

In his book Bodies of Knowledge, Liam H ud so n , who is a psy-  

cho log is t  and not an a r t  his + o n a n , says tha t  we make images of 

o u r  bodies in o rd e r  to  a r t icu la te  o u r  f . a r s  and desires about them. 

He ta lks  about the  body s re la t ionsh ip  to  the  imaginat ion it houses, 

and bel ieves tha t  we perce ive  o u r  body  m ambiva len t te rm s,  as 

it  houses c o n t ra d ic to ry  fu n c t io ns ,  and demands c o n t ra d ic to r y  r e ­

sponses. For example, the re  is the dual fu n c t io n  of the  genita l ia  

- the  e x c re to ry  ve rsus  the  r e p ro d u c to ry  func t-ons ,  which  creates 

the  r i s k  of con fus ing  des ire  w i th  d i s g u s t . ' *  Tne d u a l i t y  of ;ns 

and our.wde creates f u r t h e r  ambiva lences.  We may acknowledge 

the  presence of o u r  in te rna l  o rgans,  bu t  we make no connection

* * Hudson, Bodies of Knowledge, p 12

* I ' j i d  p. 10. This  seems to be v e r y  basic to  human behaviour . 
As an th ropo log is ts  l ike  Mary Douglas have o bse rve d ,  the  
symbol ic  l ives of both  p r im i t i v e  and more soph is tica ted socie­
ties are o rgan ised to  a remarkab le  degree around  the  oppo ­
s i t ions of p u r i t y  and d i r t  ( ib id  p . 9 ) .  A lso, o u r  fea r  of what 
is most d i r t y  is associ«.*ed w ith  o u r  in te rn a l  o rgans and th e i r  
fu n c t io ns ,  w h u h  a l tho u r  ^ clean when ins ide ,  become d i r t y  
when th»y  leave the  body.

Th is  r i s k  of con fus ing  d *s i re  w i th  d isg u s t  is a problem which 
D .H .  Lawrence cons ide red  to b -  t h f  basis o f the  p o rnog raph ic  
imagination which  he sees as th** i n a b i l i t y  to d is t in g u is h  b e ­
tween ih e  sex and the  e xc rem en to ry  f lows, which  happens 
when the  psyche dete r io ra tes  and the  p ro fo u n d  c o n t ro l l in g  
ins t in c ts  collapse.

F hen sex is d i r t  and d i r t  is sex. and sexual exc itement 
becomes p la y in g  w i th  d i r t ,  and any s ign m a wrxnan of
h e r  sex becomes a sho,v of h e r  d i r t .

Lawrence, P o rno g ra ph y  and O bsce n i ty  p .  15
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between them  and ourse lves Ith e  s e n s ib ility  th e y  s e rv e ) . Sexual

in te rco u rse  p resen ts  a fus ion between ins ide  and outs id e ,  and the  

re p ro d u c tiv e  o rg a n *  seem to be in te rn a l o rgans w hich  a s itu a te d  

on the  e x te r io r  o f o u r  bodies - y e t, d esp ite  these tra n s it io n s , 

th e re  is s t i l l  a d is c o n tin u ity  in s m inds h p tw fen  the  ins ide

and the  o u ts id e , between the knowat and the h idden We p er -  

ce ive  these p a r t ic u la r  fe a tu re s  of o u r  body as be ing  dan g e rou s , 

because th e y  rem ind us o f o u r mo, ta h ty , and th e  s tre n g th  o f the  

body o v e r the  m ind.

Hudson v iew s idea lised conven tions  such as the  N ude, on th e  o th e r

hand , as bem g o n e -s id e d , as th e y  he lp  us to  deny those aspects

o f the  body th a t f r ig h t  - .

Such t id v m g  ano sm oothing creates an image th a t we imme­
d ia te ly  recogn ise  as idea lised ; and m so d o in g , we ac­
know ledge. w h e th e r we rea lise  i t  o r  no t, th a t the  a la rm ing ly  
e a rth ', aspects o f the  body and its  fu n c tio n s  are associated 
m o u r m inds w ith  its  u n t id y  d e ta il : its  p im p les, creases, 
p u c k e rs , ha i^s, b lo tc h e s . C ru c ia lly , a fo rm a l tre a tm e n t o f 
the  body encourages in us the  den ia l th a t these d an g e rou s ly  
p a r t ic u la r  fe a tu re s  of the  b o d \ are in fa c t t h e r e "

He q ue rie s  the  e d u c a tio n a l. and also a rs tn r t io  im po rt o f these

co n ve n tio n s , and sees them a : m -re ly  p la y in g   ̂n u n d a ry  gam es'.

F u lle r o ffe rs  a s im ila r v iew p o in t in h is ana lys is  on th e  po tency c f

the  image o f the  fragm en ted  Venus d# MUo, v h u h  he a rgu e s , is

more p o w e rfu l b y  v ir tu e  of be ing  b r c k in .

The K le nian v iew  pos its  a esthe tic  expe rience  b r in g ,  m 
th e ir  te rm in o lo g y , in t im a te l\ ro ta ted  tu  the  w o rk in g  th ro u g h  
of d e p re ss ive  s tru g g le s . H rnce the  b roke n  Ver ,,-: is , w ith  
its  adm ission of a tta ck  . a deeper" and more sm lis f'» ug wor k 
than an in ta c t, complete o r ig in a l w hich  denies it

A cco rd in g  to  H udson, it  i t  th. &e m.'yes w hich  p rese n t wnp * i t h  

am bigu ities  o f expe rie nce  (ha t re ta in  th r  'Tif'St s tre n g th  o v r r  t / r ie

"  H udson, Dodiem o f K now ledge, p 51

6 7 F u l le r ,  A r t  and Psychoanalys is , pp. 27 28.
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He bel ieves in the symbol ic  power- of these rep resen ta t ions  as they 

become the  arena w i th m  which  we can then exp lo re  o u r  confus ions , 

ga in  manageable exc item en t from  them , and a ttem pt th e ir  reso lu tion

at one remove.

Both  H udson and Fu lle r p rese n t the  b io log ica l co nstan ts  o f deacA

and ao.vua/ e * c e m r n f  as im po rta n t am bivalences w hich  th e y  feel

a re  bound  to  shape o u r  im ag ina tive  liv e s . The notion  th a t sexual

d es ire  and death are  c lose ly  Im ked  m o u r im ag ina tion  is exp lo red

fu r th e r  b y  H udson, who says.

A t a fa i r ly  s tra ig h t fo rw a rd  level o f in te rp re ta t io n , death  is 
th e  em bodiment o f decay, d is g u 't .  More s u b t ly ,  i t  also 
s :gna ls  the  a n n ih ila tio n  th a t awaits us in love ; th e  co llapse, 
as Roland B arthes observes m A Love r # D iscour##  of all 
o u r  most c a re fu lly  m arsha lled  s k ills  and c a p a b i l i t ie s . "

The lin k  between the  two is im p o rta n t, as it p o in ts  to  th e  doub le  

edged nuances conta ined  in images conce rn ing  e ith e r e ro tic ism  o r 

m o r ta li ty . The one is a re m inde r of the  o th e r.

F u lle r  also o ffe rs  the  th e o ry  th a t not on ly  is the  human body (in  

the  w orldJ re la tr /e ly  speak ing  a co ns ta n t o f human e xpe rie nce , 

b u t ,  so is " the  Mother's  body (of thp e te rn a l w o r l d ) " . ‘ * Th is  

notion  is an issue th s t A d ria n  Stokes deems to  be c e n tra l to o u r 

c re a tio n  and app re c ia tio n  of a r t .  He p rese n ts  th is  in a d iscussion  

on the  d if fe re n c e  between the  f / m / r  c / / " c r . and th e  Tar:

(te rm s  w h ii.li he tsorrows from  K le in ian  p s y c h o lo g y ), and show* 

how these can be id e n tif ie d  th ro u g h  a r t .

"  H udson , B od,#* o f K now ledge, p

6 9 F u l le r ,  A r t  and P sychoana lys is , p, 126 
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As Stokes e x p la in s , an in fan t 's  f i r s t  re la t io n sh ip  w ith  the  outs ide  

w o r l d , is usua l ly  his mother's  b reas t .  Yet th is  is not fe l t  to be 

a lto g e th e r separa te  from  h im te lf , and i* th u s  a / 'a r f-o A J rc f.  

G ra d u a lly , he w ill be able to  id e n t ify  h e r as a k A o / r - o A , and 

th ro u g h  h e r, be able ' id e n t ify  o th e r pnople and th in g s  - in th a t 

th ey  ex is t ,  ye t  are not p a r t of h e r Th e re fo re ,  in normal de- 

ve lopm ent. the  in fa n t is able to  g iv e  g ro u n d  on the  question  

w h e th e r th e re  is an o u ts id e  w o rld  w hich  is rea l, and separa te  to  

h i*  own a c tiv it ie s . T h is  recog n ition  th a t th e re  is indeed an o u t ­

s ide w o rld  th a t is d is jo in te d  and concre te  is p ro b a b ly  necessary 

fo r  s e lf-p re s e rv a tio n , and an in fa n t s g ro w in g  in te g ra tio n  depend* 

on his re a lisa tio n  of h is separateness from  tS is  e x te rn a l w o r ld . 

The re cog n ition  of o th e r people as w ho le -ob iec ts  is th u s  seen a* 

a goal o f deve lopm ent, and as Stokes says, is bo th  a p rom '*e  of 

s a n ity , and a seal on o u r respect fo r  o th e r  human be ings.

H ow ever, when we have a close, o r in tim a te  re la tio n s h ip  w ith  

someone, we te n d  to  set up a p a r t  ob jec t re la tio n s h ip  w ith  th e ir  

a tt itu d e s , g e s tu re s , fac ia l express ions e tc . We may also re la t#  

to  a person in term s o f a spec ific  p hys ica l a t tu b u te .  The act o f 

love -m ak ing  is also som eth ing in w hich  th e  phys ica , separa tenes* 

o f a n o the r human bem q b* comes b lu r re d , and one re la te * to  spe 

c if ic  p a rtk  o f th e  b od y , w hich  take  on a c e rta in  autonom y.

In  a r t ,  idea lised images such as the  Nude and o th e r classica l 

conven tions  w hich  re ly  on notions of sym m e try , ba lance, and 

harm ony, are teen as whole o b je c ts . They u f fe r  a sense o f com- 

p le teness, and the  a b il ity  fo r  r ;nn. ^  The fa c t of th e ir

" As Stokes says, the  w ^ rd  contem pla te  ind ica te s  i t  th is  p o in t 
a s ta te  w he re in  fu r th e r  p ro je c tiv e  and s p li t t in g  a c tiv it ie s  are
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a s p ir in g  to an ide a l , and becoming es tab lished as a convention  is 

im po r tan t  when viewed in con junct ion  w i th  C la rk 's  d e f in i t io n  of 

the  ideal. For, as C la rk  says, it is " lik e  a receptacle  in to  which 

more and more exper ience can be p ou red  Then at a ce r ta in  poi i t  

i t  is fu l l .  It se ts . d . p a r t ly  because it  seems to  be com ple te ly  

s a t is fy in g , p a r t ly  because the  m ythopoe ic fa c u lty  has dec lin ed , it 

is accepted as t r u e . " ' '  The ideal as such does not o ffe r  its e lf  as 

an expe rience  to  be w orked  th ro u g h , b u t p rese n ts  its e lf  as com­

p lete a removed ob jec t fo r  contem pla tion .

Th is  a b il ity  fo r  detached con tem p la tion , fo r  example in the  co n ­

ve n tio n  o f the  N ude, is im po rta n t as i t  a llows us to  detach o u r ­

selves from  o u r complex emotions of be ing  m the  b od y , and to  

see ou rse 've s  as whole and com plete we canno t d isco ve r in o u r 

own naked bodies the  nude in its  e n t ire ty ,  as we re la te  

c s jm n te d ly  to  separa te  p a rts  o f i t .  A lso , we are  too 

se lf - conscious to  be able to obse rve  an image of o u rse lves  in a 

de tached , o b je c tive  m anner. The co nven tion  o f the  N ude, o r , as 

Stokes m entions, the  a rt-s c h o o l nude, s t i l l  m a in ta ins th is  

separa teness, th is  com pleteness.

A ll endeavou r shou ld  be to  contem pla te  th is  ob jec t as an 
e n t ire , to g e th e r w ith  the  s u r ro u n d in g s . The face and head 
are b u t p a r t o f the  body fo r  th a t con tem p la tive  w o rk  in 
w hich  we do not seek to  reduce the  fo rm  to  the  term s of 
mouth o r eye, to  the  te rn s  of s in g le  f u n c t io n . "

Th is se lf s u ffic ie n c y  w hich  is a llowec the  N ude, g ives  i t  immense 

pow er. The human body seen so com plete is , a cco rd 'n g  to  S tokes, 

a prom ise o f s m ty .

at a d isco u n t in fa v o u r  of the  w id e r re co g n itio n  of the  ob jec t 
as a com plete ob jec t R e flec tions  o f th e  N ude, p . 35.

71 C la rk ,  The N ude, p . 11.

72 Stokes, R e flec tions  on the  N ude, p 6.
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propose  th a t th e  respect th u s  founded  fo r  th e  genera l 
b ody is th e  seal upon o u r respect fo r  human be ings as such 
(and  even fo r  c o n s is te n tly  o b je c tiv e  a ttitu d e s  to  th in g s  as 
s u c h ); an im po rta n t fa c to r , th e re fo re , in  re g a rd  not on ly  
to  re spe c t b u t to  'o le ra nce  and benevolence.

H ow ever, whereas the  Nude may se rve  as a veh ic le  fo r

con tem p la tion , trea tm en ts  o f the  body w h ich  deal w ith  the  

p a r t - c b ju t ,  i . e . ,  m w hich  d if fe re n t p a rts  a re  seen w ith  d if fe re n t 

in te n s itie s  and changes in focus , may be responded to  on a more 

immediate and ; lev,"! th ro u g h  id e n tif ic a tio n  a^d  expe rience .

A lth o u g h  Stokes sets up a c o rre la tio n  between the  w ho le -o b jec t

and the  idea lised Nuoe, he does also assert th u t the  a r t  w o rk  i ts e lf

can he seen essen tia lly  as a whole o b je c t. L ike  Hudson s notion

o f the  fu n c tio n  of the  sym bolic , w hich  he sees as a llow ing  us to

e x p lo re  o u r  emotions at one rem ove, Stokes suggests th a t m e  a r t

o b je c t a llows us to expe rience  oneness w ith  the  w o r ld ,

. . . n o t  d iss im ila r from  the  expe rience  o f m ys tics , o f in fa n ts  
at the  b rea s t and o f everyone  at the  deeper p o in t o f sleep.
We e x p f ie n r e  it  to  some e x te n t also from  passion , manic 
s ta te s , in to x ic a tio n , and perhaps d u r in g  a ra re  moment in 
w hich  we have t r u ly  accepted d ea th . . V '

H ow ever, he believes th a t v e ry  o the rness o r s e lf-s u ff ie n c y  of 

th e  a r t w o rk  p reve n ts  us from  los ing  o urse lves in th is  expe rie nce .

Both  th e o r is ts  acknow ledge the im portance  of th e  accre tions  of 

images o f the  body as th e y  a< cum ulate lik e  a so rt o f geology - 

in the  h is to rv  of a r t ,  as be ing  im po rta n t avenues th ro u g h  w hich  

we can reconc ile  tne  ambivalences we feel abou t o u r bod ies.

7$ Ib id . p 4/5

7‘* S .okes, An Image in Form, p 177
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CHAPTER THREE: A R T

I w ou ld  lik e  my p a in tin g s  to  look as i f  a human be ing  had 
passed between them , lik e  a sn a il, lea v in g  a t r a i l  o f  the  
human presence and memory tra ce  of past e v e n ts , as the  
sna il leaves its  s lim e .' F rancis  Bacon, 1955V*

C ha p te r One was concerned w ith  i l lu s tra t in g  how a r t m d  th e  media 

have been em ployed to  re a ff irm  the  ideolog ies o f sex and pos­

session. I t  was shown how ce rta in  techn iques of p a in tin g  and 

p h o to g ra p h y  were used to  U is end.

C h a p te r Two p rese n te d  va rio u s  p sycho log ica l th e o rie s  o f how we 

re la te  to  the  o o d y , and suggested  some c o rre la tio n  between the  

d ichotom ies of ins ide  o u ts id e , p a r t  ob jec t whole o b je c t; and th a t 

o f s e x u a lity  and m o rta lity  ve rsus the  ideal and ideo logy .

Th is c h a p te r is a d iscuss ion  of those excep tions  in a r t  w h ich  re ­

pu d ia te  th e  s te re o typ es  d iscussed  in C h a p te r One. Its  concerns 

ce n tre  a round  an a lte rn a tiv e  means n f a p p re h e n d in g  a v isu a l image 

of th e  human b od y , and i t  deals w ith  th e  no tions of th e  nror ic  

and th e  worfaV in p a in t in g .

E a r lie r . I d iscussed  the  com ep t o f the  C a /r, w h ich  p resupposes 

a c e rta in  detachm ent of the  v iew e r from  what he is o b s e rv in g , and 

th u s  c o n tro l o v e r i t ,  and re la tes  to  some e x te n t to  S tokes d e f i­

n it io n  o f the  w / i f / r  f ih / r r f  . As B ryson  says, th e  Gaze is V is io n

* Bacon quo ted  in C h ip p , T heo ries  o f M odern A r t ,  p . 621
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d isembodied. V is io n  deca rn^ l ised .  " 76 However,  both  the  theore-  

:ic?l r e s ea rc h , and the  course th a t  the  p a in t in g  fo l lowed, s u g ­

gested  ano the r  means of v is t  >p re he rs ion , which  in p a r t ,  

became +he sub jec t  of the  later m g s . This  concern is th a t

o f  the  V i s c e r a l ,  wh ich  can bo seen as tha t  'ca rnabsed '  v is ion, 

i t  is the  ty p e  of p a in tin g  th a t  does not c o n t r iv e  to appeal to the  

in te lle c t o r  c e re b ra l, Auf se rve* fo  r r jr /n d  tAn v /ew er o f  /u s /A e r  

o u r  b o d y . As s u c h , it  is tha t  response to p a in t in g  tha t  al lows the  

v iew er  to id e n t ify  w i t h , ra th e r than ’poss.-ss' the w o r k . It  i n ­

volves being  able to see w ith  one's s tomach ' , and is about the  

ins ide , and the  p a r t-o b je c t .

In o rde r  to d iscuss th is  a lte rn a tiv e  vis ion  of the  v isce ra l ,  and the  

more p hys ica l responses o f the  e ro t ic , and o f fe a r o f m o rta lity  in 

reaction to images of the b o d y , it is necessary to d is t in g u is h  be- 

tween images of n u d ity ,  and re p re se n ta tion s  of nakedness.

As Anne H o llan d e r says.

For C h r is t ia ns  the  c o r r u p t i b i l i t y  of the  b o d y , dressed o r  
und ressed , lies m its  fra g ile  s u s c e p t ib ility  to  decay and s in , 
b u t the  specia l c o r r u p t ib i l i ty  o f nakedness among n a tu ra lly  
c lo thed  humans lies in its  readiness to  seem not o n ly  e ro t ic , 
b u t w eak, u g ly  and r id ic u lo u s . I f  n u d ity  w ere go ing  to  
represen t  a n y th in g  good besides cru de  sexual d e s ira b il i ty  
ai r  g  the  much d ressed W estern C h r is tia n  n a tio n s , a r t  was 
going to  be re q u ire d  to make it b e a u t ifu l. s t ro n g  and a p ­
p a re n t ly  n a tu ra l. M o reo v e r , th is  tra n s fo rm a tio n  had to be 
accompanied m ways th a t  expressed  the  b e a u t ' f u l  t r u t h  of 
n u d ity  and also a llowed fo r  the  requ is i te  sense of its  
shameful s e x u a lity . ? ’

In h i:  book The N ude, C la rk  po in ts  out th a t the  Nude is f i r s t  and

foremost an a r t  fo rm  o r a c o n v e n t io n , which  c a rr ie s  its  own a t-

7< B r y s o n , V is ion  and P e in t'n g , p . 95.

77 Hol lander , Seeing T h ro u g h  C lo thes , p.84.
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te n d a n t  meanings o v e r  and above  rep resen ta t ions  o f  n akedness . 

T h e  Nude s tands fo r  an i d e a l  - and can be viewed in the  Platonic  

sense as a m i r r o r  of d iv in e  p e r f e c t io n . The concept of the  Nude 

developed ou t  of Greek ph i lo sop h y ,  which  ce le b ra ted  abs ; lu te  

nakedness and the  bel ie f tha t  the  body and s p i r i t  are one, and 

are both  to  be d isp layed  and w o rsh ipp e d .  Th is  element o f the  

pe r fec t ion  of the  Nude was emphasised by its formal reduc t ion  to 

harmonious un i ts  and its  f lawless  sk in .  71 A f t e r  an in i t ia l  reaction 

aga ins t  all images nakedness, and then the  awareness tha t  

nakedness could  be used as a sym bol fo r  fa lle n  m an', the  a r t  of 

C h r i s t i a n i t y  began to  recognise th a t  th is  classical t r a d i t io n  of the 

Nude could also be inco rpo ra ted  in to  its i conography  ( u n d e r  the 

gu ise  of pagan m y th o lo g y )  to stand fo r  an ideal of the  Humanist 

s p i r i t ,  and immortal p e r fec t ion  - of man before  the  fal l , 79

Th is  d e f in i t io n  of the  Nude may seem to s tand  in c o n t rad ic t ion  
to  rep resen ta t ions  of the  female Nude d iscussed in the  f i r s t  
ch a p te r However,  as exp la ined ,  I am us in g  the  word  Nude 
to stand fo r  an ideal, w h e th e r o f sexual a t t ra c t ive n ess  o r  
d iv in e  pe r fec t ion  , as opposed to the  more real and 
id io s y n c ra t ic  re p re s e r,;at;on of a ncked f ig u re .

79 The psycho log ica l  implicat ions of the  Nude d iscussed  in the  
p rev ious  section co r respond  q u i te  closely  to  its phi losoph ica l  
and re lig ious poss ib i l i t ies  as d iscussed by  C la rk  and o th e rs .
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FLESH AND M O R TA LIT Y

Flesh is one of the  most basic metaphors fo r  o u r  m o r ta l i t y .  Th is  

is recogn ised w i th in  the  B ib lica l * '  myth  of the  fal l  of man', in 

th a t  the  f i r s t  awareness tha t  Adam and Eve had of t h e i r  sin a f te r  

hav ing  eaten from the  t ree  of know ledge, was tha t  o f th e i r  naked 

bodies. Nakedness implies defencelessness and v u ln e r a b i l i t y ,  and 

in C hrim tian ico n o g ra p h y , n ake d n c** i*  sym bolic no t o n ly  o f a los* 

of innocencM and an awareness of the  f lesh - b u t  a fa l l  from the  

* ta te  o f Grace and e te rn a l l ife  . Once m ortn l . the  m eaning of 

the  body changes , i t  is no longe r a re flec t ion  of G ^ d ’s p e r f e c t io n , 

b u t  has inhe ren t  in i t,  lus t ,  and fears of age ing, i l lness and 

d e a th . I t  is man's nakedness th a t separates him from the  gods;  

and nakedness i tse lf  becomes symbolic of the  p l ig h t  of h u m a n i t y ' .

W ith in  C h r is tia n  ico n o g ra p h y , fle sh  is also synonym ous w ith  sin

and c o r r u p t i b i l i t y , The ab i l i t y  to  w i ths tan d  tempta tions  to the  

f l e s h , and pun ishm ent of i t ,  is seen as a symbol o f m a r ty rdom .

( I t  is as if  by  d en y in g  the tempta tion of c a r n a l i t y , and the  fea r  

o f m o r ta lity , one can become im m o rta l) . F lesh, and s u s c e p t ib ility  

to  its  d e l ig h ts ,  is made into  the  te s t in g  g ro u n d  fo r  man's s p ir itu a l 

i n t e g r i t y .

The sca rred  and p u s -e x u d in g  body of G runewa id  s C h r is t  ( f i g . 7), 

amply conveys the  message of decay ing  f l e s h , and the  power of 

the  e te rna l  s p i r i t  o ve r  the  e a r th bo u nd  vehic le  of the  b o d y . Th is

* 6 It  says a lot f o r  C h r i s t i a n i ty  th a t  th is  is one of the  few m yths
taken from Judaism  and the  Old Testament th a t  became of 
cent ra l  iconograph ic  im portance in C h r is tia n  a r t .
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empha< is on the  c o rp o re a l i ty  of His body ,  w ith  its s u p p u ra t in g  

sores, f u r t h e r  becomes a symbol of the  sins and ev ils  o f the  worl« 

th a t  C h r i s t  takes upon h imse lf  th ro u g h  His death and acceptance 

o f m o r ta l i t y .

The symbol ism of nakedness as a p l i g h t  of humani ty  is an aspect  

t h a t  is not only  appa ren t  m C h r is t ia n  iconog raphy ,  b u t  has been 

taken up  w i th in  the  con tex t  c f  tw e n tie th  c e n tu ry  Ex is ten t ia l is t  

ph i losophy  to i l l u s t ra te  the vu ln e ra b le  and poin tless cond i t ion  of 

m ank ind .

The meaning 01 m o r ta l i ty  n such E x is te n tia lis t-  based images ts 

how ever d if fe re n t .  W he.ea* p e v io u s ly  m o rta lity  stood fo r  man *

c o r r u p t i b i l i t y  and f r a g il i t y  >n c o n t ra s t  to the  s p ir itu a l ideal and 

p rom ise  o f a s ta te  of g race , w h ich  was a tta in ab le  th ro u g h  re li-

g ious devot ion - in the tw en t ie th  c e n tu ry  it is closely t ied  to the  

’ loss of fa i th ',  and the  senselessness of any poss ib le  

t ra n s u bs tan t ia t io n  of the  body .  Flesh has become the  last d e s - 

pera te  m etaphor fo r  something th a t we cannot a rgue  w i t h . We 

cannot escape the  fa c t tha t  we have a b o d y , and in the  face of 

o u r  doub ts  of s p i r i t u a l i t y , th is  co ns ta n t ly  rem inds us o f the  hmi- 

ta tio n s  o f o u r co rpo rea l e x is tence .

T h is  a t t i tu d e  to the  flesh  is f i rm ly  based w ith in  C h r is tia n  dogma, 

and has found  its place in tw e n t ie th  c e n tu ry  re p re se n ta tio n s  as a 

p o l i t ica l ,  sexual o r  E x is te n tia lis t sym bo l , on ly  as an inhe r i tance  

of the  C h r is t ia n  a t t i tu d e ,  and the meanings of these contem pora ry  

images become c le a re r t h ro u g h  an u n d e rs ta n d in g  of C h r is t ia n  

sym bolism , and the  te r r i f y in g  p rosp e c t o f d ecay ing  flesh  once 

th is  sym bolism  fa lls  away
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Well, of course ,  we are meat, we are p o te n tia l carcasses.
If  I go in to  a b u tc h e r 's  shop I always th in k  i t ' s  s u r p r i s in g  
th a t  I w asn ' t  th e re  instead of the  a n im a l .11

Elsewhere in th is  d isse r ta t io n  I have discussed the  not ion of s k i n ’ 

as f e t i s h , 12 as a way of o f removing it  from its  b io logica l con te x t .  

In th is  way it is seen separa te ly  f rom  the  body - l ike  ru b b e r ,  I ke 

lea the r ,  in a way tha t  the  f lesh c a r never  be. Flesh is o f the 

body ,  and whereas one can ta lk  about f la y in g  o r the  pee l ing  o f f  

o f the  sk in ,  one cannot separa te  the  f lesh .  Because if  one does, 

i t  become: n e a t, and reduce* the  body to  ju s t th a t. T h i*  fe a r 

o f the  ano n ym ity  o f the  body a* meat, (and  m o n a h ty ) , is one o f 

o u r deepest fe a r*  co n ce rn in g  o u r bod ies.

Stanley Spencer 's  Double  S e l f -P o r t ra i t  w ith  Leg o f Lamb ( f i g . 8 j , 

can be in te rp re te d  am co nve y in g  th is  notion  o f m o rta lity  and fle s h . 

The format is t i g h t l y  packed by the  bodies of Spencer and his 

w ife , and in the  fo re g ro u n d  the re  is a leg of lamb. The inc lu s io n  

o f th is  p iece of meat is an essentia ! element o f the  p a in t in g  (and  

p re v e n ts  i t  be inn  read in the  de tached o b je c tiv e  m anner ch ara c - 

te n s t tc  of Phil ip  P earls te in  s p a in tin g s  which s u p e r f ic ia lly  resemble 

th is  w o r k ) . Here, fle sh  is ju s t  flesh  (in the  se m e  of being  

meat ) N e ith e r the  a r t is t ,  nor his w ife  are p o r t ra y e d  as co n ­

v e n tio n a lly  p ro vo ca tive  o r  sensua l ly  a l lu r in g .  T h e ir  age, and the  

decay o f th e ir  bodies seem to  be a ccu ra te ly  d esc rib e d  w ith  re a lis t 

p re c is io n  The woman's b reas ts  are f la c c id  and s ca rre d  by 

s tre tc h m a rk * . The d e s c r ip tio n  o f h e r s c ra g g ly  p u b ic  and a rm p it 

h a ir  does in no way co rresp o n d  to  the  idea o f sexua l p o te ncy  ( * *  

d iscussed  in  ch a p te r o n e ), b u t is re p re se n te d  s y m p a th e tic a lly  in

* 1 F rancis  Bacon, quo ted  by S y lv e s te r m In te rv ie w s  w ith  F ranc is  
Bacon p . 46

* 2 See p . 26.
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the  manner of a smalt animal . The v u ln e r a b i l i t y  o f his gen i ta ls  

is emphasised b y  his u n g a i n l y  c ro uch in g  pose - and his a w k ­

wardness is s t ressed  by the inc lus ion of h i*  glasses w i th  th e i r  

d an g l in g  c o rd .  He is no hero, nor is she a p rovo ca t ive  Venus .  

T hey  are t rea ted  equa l ly ,  and a l though he crouches o v e r ,  looking 

a t h e r , th e re  is no sense of dt s i re. However,  th e r  does seem 

to  he ra th e r  a le n d e r  acceptance of th e  fa c t th a t th e y  both  share 

the? m o r ta l i t y  - a common fa te

S pencer s re lig io u s  c o n v ic tio n *  are well know n, and h i*  s tro n g  

b e lie f in  C h r is t ia n ity  could  exp la in  such ta n d e rn e **  n, an image 

abou t mv, ta h ty . Y e t, much a tre a tm e n t of flesh  in an image th a t 

doe* not hold any s p ir itu a l p rom n e , ha* e n t ire ly  d if fe re n t  

c o n n o ta tio n *.

For exam ple, O tto  D ix * p a in tin g s  of the  im p e rfe c tio n *  of th e  flesh  

are  no t to  be seen as tokens of re lig io u s  o r passionate im age ry , 

b u t ra th e r ,  a* emblems o f a la rg e r  social m ala i*e. Im p e rfe c t flesh  

is *een as an icon o f social decay. In many w ays, D ix bo rrow s 

h is  language from  U run e w a ld . where the  decay o f C h r is t  s flesh

becomes sym bolic , not on lv  of His m orta l se lf, b u t o f the  whole

decay and sin o f m ankind , whose s ins ^nd c o rru p tio n  He is

p u rg in g  th ro u g h  His m a rty rd om  It is as if in tha t  p u t r i d  fle s h ,

all the  sm s of m ankind  are focused Y e t, fu r th e r ,  in D ix . the  

open p u t r id  sores (w ith  th e ir  im p lica tions  of venerea l d ise a se ), 

can be recogn ised  as the  o f a decay ing  and decadent

so c ie ty . (See f ig  9)

A contem pora ry  p a in te r  who makes images conce rn ing  flesh and 

m o r ta l i ty  , is Francis  Bacon. He acknowledges th e  o r ig in  of these 

images in h is  concep tion  of the  po in tless  co n d itio n  o f m ank ind  .
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Also, I th in k  tha t  man now realizes tha t  he is an acc ident,  
th  >t he is a complete ly  fu t i l e  be ing ,  th a t  he has to p lay  out 
the  game w i th o u t  reason I th in k  th a t ,  even when Velasquez 
was p a in t in g ,  even when Rembrandt was p a in t in g ,  in a pe ­
c u l ia r  way they  were s t i l l ,  w ha teve r  th e i r  a t t i tu d e  to l i fe, 
s l ig h t l y  cond i t ioned  by ce rta in  types  of re l ig ious p os s ib i l ­
i t ies , which man now, you could say, i.as had complete ly  
cancelled out f o r  him. Now. of course , man can on ly  a ttempt 
to  make som eth ing v e ry , v e ry  p o s itiv e  b y  t r y in g  to  begu ile  
h imself  fo r  a t ime by the  way he behaves, by  p ro long ing  
poss ib ly  his l i fe  by b u y in g  a k in d  of im morta l i ty  t h ro u g h  
the  d o c to rs . You see, a ll a r t  has now become com ple te ly  a 
game by  which man d is tra c ts  h imself ; and you may say tha t  
i t  has always been lik e  th a t ,  b u t  now it 's  e n t i r e ly  a 
gam e . ' 1

Th is  fe e lin g  of Bacon s is convey* d in his p a in tin g s  by the  way 

in . ich he d ism isses th "  image of th e  classica l N u d e " ' and s tr ip s  

h is f ig u re s  of al l  d ig n ; ’ o ften  p re s e n tin g  them, l ike  slabs of 

m eat, in dosed  and um dei h fia b le  spaces. As Hughes says, these 

spaces become an arena fo r  » o lence, and in them , " . .  becomes 

a d o g like  g ra p p lin g  and all env tions are subsum ed ,n a rage and 

its  han g o ve r, the  sense o f is o la t io n . '" '

T h is  g ra p p lin g  of Bacon & f ig u re s , w he th e r fo r  sex, pow er, o r 

th e  need le ', manages to  h ig h lig h t the  way in w hich  these f ig u re s  

are  tra p p e d  in th e ir  fea r o f m o rta lity .

Image", o f sex are  used by Bacon as images o f lu s t ;  and the  re ­

d u c tio n  of the  body to  its  b es tia l s ide , th ro u g h  J u s f, can be 

re la te d  to  the  fe a r of m o rta lity , as n is associa ted  w ith  los ing  

onese lf o f be ing  out o f c o n tro l The v e ry  w o rd in g  of these

11 S y lv e s te r In te rv ie w s  w ith  F ranc i Bacon, pp  28 29

1 * In some w ays, Bacon docs cont inue  the tra d it io n  by u s ing  the  
* a I r  nude as an icon to s tand fo r m ankind  and c u l t u re  in 
genera l  H ow ever, th is  v is io n  of hum an ity  is g re a t ly  changed, 
and the concep t beh ind  the  idea, has been s h a tte re d .

18 H ughes, i he Shock o f th e  New p . 298.
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phrases (w h ich  have become c lic ke d  desc r ip t io ns  of the  in ten s i ty  

o f  pass ion) , i l l u s t ra te  the  ambiva lent a t t i tu d e  we have to wards  

such passion. We des ire  i t ,  ye t are scared of i t ,  as we are no

lon g e r ourse lves  . I t  ca r r ies  w ith  i t  a fea r  of anonym i ty ,  of

no th in gness ,  which  echoes o u r  fe a r of  the  f lesh.

One of the  pa in t in gs  which  was an im por tan t  in f luence  on my I- 'te r 

w o rk  and d ire c te d  my th in k in g  to  the  re la tio n sh ip s  between fle s h , 

c a rn a h ty , m o rta lity  - and the  c o rp o re a lity  o f o il p a in t, was T itia n 's  

p a in t'n g  of The Death o f Actaeon ( b g , 10) , In th is  w o rk ,  the 

s u rfa ce  of p a in t, ;n term s both  of its  c o lo u r, and its  ta n g ib i l i ty ,  

becomes analogous to  fle s h , and seems to  tra p  the  f ig u re s  and 

drama w ith in  i t .  I t  was o n ly  a fte r  long fa m ilia r ity  w ith  th e  

p a in tin g  th a t I began to  analyse the  m eaning of th e  m y th , and 

saw how the  m anner in w hich  it  was p a in ted  re in fo rc e d  its  co n te n t. 

The s to ry  is abou t Actaeon, the  h u n te r , who goes in to  the  fo re s t 

in  search o f p re y . By chance he comes upon the  goddess D iana, 

who is b a th in g  in a pool. A ngered at be ing  d iscove red  in h e r 

nakedness, shm tu rn s  him in to  a s tag , and once he is a s ta g , h is 

own h u n t in g  dog i tu rn  upon him , and te a r him to  p ieces. Th is  

m yth  seemt to  re vo lve  a rou n d  the  idea o f c a rn a lity ,  and the  idea 

th a t the  s ig h t o f a women s body calls a man back to  h is own animal

n a tu re , and th a t 'h is  animal n a tu re  e v e n tu a lly  d es tro ys  him

th ro u g h  the  most p hys ica l o f w ays, th a t is , th ro u g h  the  h u n t in g  

dogs a tta c k in g  the  scen t' o f th e  beast and te a r in g  at h is fle s h . 

A lin k  between c a rn a lity ,  s e x u a lity , and m o rta lity  e x is t s , "  and

' 6 Th is  notion  th  -akening of ca rna l d es ire  b r in g s  about
the  dow n fa ll o f . cen t ra l  to many m y ths ,  in c lu d in g  the
b ib l ica l  m y th  of the  c re a tio n .
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th is  p a in t in g  f u r t h e r  emphasises it by  the  f le s hy  corporeal na tu re  

and app l icat ion  of the  p a i n t . 17

" G r i f f in  c it# *  th i*  same n y .. as an exp la n a tio n  of h e r th e o ry  
o f p o rn o g ra p h y , in w h ich  she fu r th e r  e xp lica tes  th e  m eaning 
of Actaeon as a h u n te r , as be ing  a c u ltu ra l c o n tro lle r  o f Na­
tu re  and th a t h is death i l lu s t ra te ' f ie actua l tra n s ie n ce  and 
weakness o f c u ltu re , and the  in a b ili ty  o f man to  re ta in  c o n tro l. 
Th is  loss of c o n tro l is p a ra lle lle d  by  man s in ca p a c ity  to  re ­
s tra in  th e  s tre n g th  o f h is p h ys ica l needs and d e s ire s , fo r  
w hich  he blames woman for  a rou s in g  them w i th in  him,

G r i f f i n ,  P o rno g r. hy  and Si lence, p . 31,
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THE CORPOREALITY OF O IL  P A IN T

"Flesh was the  on ly  reason why  oil p a in t  was in v e n te d ”
Willem de K o o n in g 1'

" I would suggest tha t ,  in its v e ry  s e n s u a l i t y , oi l p a in tin g  
helped to  in i t ia te  an unprec edented fo rm of im ag ina tive , 
c re a t iv e ,  ye t  th o ro u g h ly  secular a r t  which  ( th o u gh  in i t ia ted  
by  the  bourgeois ie)  represen ts  a genu ine  advance in the  
cu l u ra l s t ru c tu r in g  of fe e lin g  and e xp re s s iv e  p o te n t ia l ity . "
- Pete r Fu l le r *  *

In  th e  f i r s t  c h a p te r, the  use of o il p a in t was d iscussed as an 

e ra s in g  medium w ith  re ga rd  to  ts  s u ita b il ity  fo r  illu s io n is t ic  

r e n d e r in g , and the  concept of +he Gaze. However, o il p a in t is

also a p h ys ica l m ateria l substance , and as such has its  own

p a r t ic u la r  q u a lity  wh,ch car, be e xp lo ite d  to  em phasise the

corraoreal and the  p h y s ic a l, and w h ich  I feel to  be p a r t ia l ly  re ­

spons ib le  fo r  the  concept I p rese n t o f th e  in p a in tin g .

B e rg e r d iscusses the  fa c i l i ty  la te n t in o il p a in t fo r  th e  c re a tio n  

o f illu s io n s  o f s u b s ta n t ia lity , and m entions th a t th is  v e ry  

m a te r ia lity ' is recogn ised  by  B lake in h is re jec tion  of i t  as a me­

d ium , in p re fe re n ce  fo r  the  more s p ir i tu a l in s u b s ta n tia l q u a lity  

o f w a te rc o lo u r. Peter F u lle r e x tends  th is  a rgu m e n t, and suggest#  

th a t th e  co rpo rea l c h a ra c te r o' o il p a in t was one of the  ways in 

w h ich  men and women b rgan  to  conce ive  of them selves in th e ir

own image ra th e r  than  This secu la r c h a ra c te r o f the

medium is a p p a re n t, at as d iscussed  e a r lie r , could  be used to

re a ffirm  the  m a te ria lis t r  ncip les o f o w n e rsh ip  and possession.

"  Q uoted b y  J . V  » i S ty lessness as P r in c ip le . . . "  p . 115. 
E xact source  d e l, not g iven

19 f u l l e r ,  Seeing 0* - .d. 16.

"  Ib id .  p .15
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Both  FuMer and B o roe r  l in k  the  use of th is  medium to the  g row th  

o f  the  bourgeois ie .

Thus ,  th is  m a te r ia lity  is li ked to the  ,dea of the  r e a l , and not 

to  a s p ir itu a l Willem De K ooning * quo ta tio n  e x te n d : th i#

no tio n . The  c o rp o re a lity  o f o il p a in t a c t: a : a rem in d e r o f o u r 

own c o rp o re a lity , and o f the  p hys ica l a&pect* o f se n su a lity  and 

decay, e ro tic ism  and m o rta lity .

F u r th e r . I propose th a t the  v e ry  substance  o f o il p a in t its e lf is 

l ik e  the  ins id e  of the  body - (ike m asticated  food and faeces, and 

th a t th e  specia l action o f p u t t in g  it  on the  canvas is rem in iscen t 

o f the  e xp re ss ive  c h ild  sm earing faeces on a w a ll. These two 

c h a ra c te r is tic s  ind ica te  o il p a in ts  e xp re ss ive  p o te n t ia lity . The 

uneasy q u a lity  o f its  v iscous substance , and its  a b il ity  to  congeal, 

can a ffe c t the  v iew er on a v isce ra l leve l (as it  ca rr ie s  conno ta tions  

o f the  ins ide  wiO, the  u n c e r ta in ty  and squeam ishness th a t o u r 

ins ides  hold fo r  u s ) . * '  F rancis  Bacon w ords th is  d if fe re n t ly ,  h# 

says

T h e re  is an area of the  ne rvous system  to  w hich  th e  te x tu re  
o f p a in t communicates more v io le n tly  than  a n y th in g  e ls e .* *

T h is  cu rio u s  d ire c t com m unication is v e ry  d if f ic u l t  to  e xp lica te  

v e rb a lly ,  b u t Bacon s sta tem ent suggests th a t th e re  is an 

im m ediacy o f id e n tif ic a tio n  and a p a r t ic u la r  srnsar /on th a t th#  

q u a lity  o f o il p a in t arouses m the  v iew e r. The idea o f th e  gem-

tu ra l  exp ress ive  potent ia l of oil pa in t is fa r  more c le a r . Norman 

B ryso n  describes  the  medium o f o il p a in t as be ing  p o te n tia lly

"  A c ry lic  p a in t on the  o th e r hand has a p la s tic  q u a lity  th a t 
suggests  a ce rta in  a r t i f ic ia l i t y ,  and henc* fo re ig n n ess  to  the
b o d y .

92 Q u o t e d  b y  Russell,  F ranc is  Bacon, p 32. No source  g i v e n .

C ha p te r  Three:  A r t 13



(A ';c f ,c ,7 / / y  e x p re s s iv e . Th is  vx ;rd  is used w ith in  l in ­

g u is tic s  to  dep crib c  an u tte ra n ce  th ; it  contam k in fo rm a tio n  about

its  locus- o r as B ryson  exp la ins  "D e 'x is  15 u tte ra n c e  in ca rna l 

to rn , and p o in ts  back d ire c t ly  . . . t o  the  body of the  s p e a k e r . ' "  

One can th u s  say th a t the  use of ^n s tu r . i l p a in t supp lies  us w ith  

in fo rm a tion  co nce rn ing  the  a r t is t  as w f r  of the  image anu th ? t 

th e  read ing  of th a t y e s tu re  becomes a means w he reby to  re -c re a te  

th a t s ite  (o r memory tra ce s ) fo r  the  v iew m y su b je c t.

There are two o th e r quo ta tions  by Hacon w h ich , fo r  me, touch 

on th a t p a r t ic u la r  a b il ity  p a in t tv  be more t. ia n  p u re ly  d e ­

s c r ip t iv e . In one. hp make* the  d is t in c t io n  between illu s tra tio n a l 

form  (a n fl the  illu s tra t io n a l po ten tia l of p a in t)  w hich  te lls  tne

,n tr " 'g e n c e  im m ediotely what the  fo rm  is About, and

nor. 'Itus^ ra tio n a l form  w nich w orks  f i r s t  upou the  sensation and 

then ; low ly leuks back in to  fa d  " "  !n m.my ways th is  helps to 

e luc ida te  the  m eaning of the  \ isuera l w hich I have set up as a 

ce n tra l a rgum ent of th is  pape r I a te r in the  same in te rv ie w  Bacon 

w en t on to  s a y :

I don  t w a n t  to  a v o id  l e l l m - j  a , b u t  I w .n i t  v e r y ,  v e r y
H'Uch to  d r  the  th in g  th a t V a le ry  said tc g ive  the sensation
w ith o u t the  boredom of its  c o n v ', a n c ? . "

V a le ry  also said th a t the  p a in te r 'akes h is body w ith  him , and 

Merleau Ponty ( who (quotes \  . 'l^ ry  on the  abo ve ), ex tends th i#  

concept b y  saying

* '  B ry s o n , V is ion  and P a in tin g , p 88.

** S y lv e s te r, In te rv ie w *  w ith  F ranc is  Bacon p 56.

^  Ib id . p 65
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Indeed, we cannot imagine how a m in d  could  pa in t .  I t  is 
by  lend ing  his body to the  w or ld  th a t  the  a r t i s t  changes 
th f  w o rld  in to  p a in t i n g s .96

Th is  a rgum ent depends on the  notion of o u r  bod i ly  percep t ion '  

and the  fac t  th a t  i any expe r ience ,  the  body as p e rc e iv in g  o rgan ,  

is c o -p e rc e iv e d . Thus o u r b o d ily  expe rience  is im p o rta n t in o u r 

concept o f ’ r e a l i t y ’ , and the  images tha t  we make wil l  in some way 

be a p ro je c tio n  of o u r  own body image * Some p sych o lo g is ts  see 

the  hand as h av ing  a special ro le,  and stress th a t  it is not a 

pass ive  agen t in the  a r t  m aking  p rocess, b u t ra th e r, an a c tive  

c o lla b o ra to r. A n ton  Ehrenzw e ig  suggests  th a t in instances w here  

an a r t is t  is fo rce d  to  s tru g g le  and in v e n t, ra th e r  than a p p ly in g  

well known conven tions  and te c h n iq u e , the  hand then does have 

a ce r ta in  autonomy and power, and helps the  a r t is t  cu t  t h ro u g h  

se lf-con sc io us  m annerisms and p reconce ived  images w h ich  w ould 

o th e rw ise  s t i f le  h is  s p o n ta n e ity . He calls th is  the  "Innocen t 

H and". "  O th e r psycho lo g is ts  take  th is  notion  fu r th e r .  Rose c ites  

the fac t th a t  from  in t ra u te r in e  l i fe onw ards ,  the hand is seen as 

closely all ied to the  mouth as it helps to re lieve  oral  te n s io n . 

Later i t  ca r r ies  these tens ions fro,.; the  mouth to the  body The 

hand of the  a r t is t  (and b ru s h  o r pe n c i l ) ,  can th e re fo re  be seen 

as a means to c a r r y  tens ions of love or  hate onto  the  c a n v a s .

56 Merleau Ponty Eye and Mind ' in The Pr imacy o f P ercep tion
Chicago, N or thw es te rn  U n iv e rs ity  Press 1964. p. 163. (Quoted 
by Rose, The Power o f  Form p . 98 )

97 Leonardo da V in c i a p p a re n tly  w arned  a r t is ts  aga ins t the i n ­
c l ina tion  to lend th e i r  own bod i ly  experiences to the  fig u re s  
th e y  re n d e re d , and suggested  tha t  long s tu d y  (of a na tom y,
of co n v e n t io n s ) would  p ro te c t  them a ga ins t th is  des ire  to 
p ro jec t  th e m se lve s .
Ib id .

Ehrenzwe ig ,  "A liena tion  Ve rsus  S e l f -E x p re s s io n " ,  The  L is ­
te n e r , 25 Feb. 1960.
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T h is  th e o ry  f u r t h e r  suggests  th a t  the  canvas can be re la ted to 

the  body.

Does the  canvas then rep resen t  the  sk in? C lin ica l  evidence 
suggests  tha t  i t  can. The hand a t tacks ,  caresses,  bu i lds  
up, and o th e rw ize  touches the  canvas as in in fan cy  it c a r ­
ries s timula tion from the  mouth o r  o th e r  erogenous zones 
to the  res t  of the  b o d y . "

T h is  close re la tio n s h ip  between the  body and the  p a in tin g  not o n ly  

in the  substance of p a in t and the  su r face  of the  canvas, b u t  also 

in the  p ro je c tio n  o f bodv image, is an im po rta n t one, as i t  becomes 

a fu r th e r  means w he reby to  lend persona l em otions, sentim ents 

and memory to  th e  co n te n t o f the  p a in tin  I t  is one w h ich  I

be lieve  to  be c e n tra l to  my own w o r^ .

The ideas p resen ted  in th is  section suggest th a t the  apprehension  

o f a p a in tin g  re lies not so much on the  conscious su b je c t o f the

w o rk , b u t on the  sen.sar/on th a t i t  arouses in th e  v iew e r. Th is

sensation has been passed from  the  a r t is t  to  th e  v iew e r v ia  the  

p a in tin g  its e lf .  The p a in te r ly  o r  g e s tu ra l use o f p a in t, can be 

seen as the  "memory traces of the  a r t i s t ' s  consc, 'u s ne s s . Munch 

and Bacon are  c ite d  as two a r t is ts  who, th ro u g h  th e ir  p a in t, th e ir  

bod ies , and th e ir  persona l expe rie nce , manage to  make sta tem ents 

t h a t  re la te  to the  human c o nd i t io n ' ,  and a ffe c t the  v iew er  on a 

v e r y  immediate level "  They  are p resen ted  as examples of 

E x is te n tia lis t p a in te rs , who, by p a in tin g  th in g s  as th ey themselves 

feel them to be, come c loser  to to u ch in g  on the  core of t r u th  tha t  

is in tu i t iv e ly  recogn ised by  o th e rs . They do n o t i l lu s tra te , th e y  

id e n t ify .

"  Rose, The Power of Form, p 102.

"  S c h re in e r, The C oncre te  Im a g in a tio n : A P e rspe c tive  o f Se­
lec ted  W orks b y  F ranc is  Bacon and E d va rd  M u nch .
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Bacon p o r t ra y s  fee ling  as bod i ly  sent ien t ,  l iv in g  in a s i t u ­
ation net an e nv i ronm en t.  He has managed to  separate  out 
and expl ica te  his fee lings  in p a in t His fa c i l i ty  w i th  pa in t
manipula tion has p o r tra y e d  what I wil l  call " in '"  fe e lings ,  
of the  self " in "  the  b o d y . 101

S im ila r ly , Schre ine r  ta lks  about Munch 's  a b il ity  to reveal sensa­

tions as a sta te of consciousness. " . . . t h e  a r t i s t ' s  sensation is 

c o r respond ing  to e v e ry  act of memory, expecta t ion ,  re p re se n ­

ta t ion ,  imaginat ion, t h in k in g ,  j u d g in g  and vo li t ion  th a t  can be 

conf ined in his sensat ion f ie ld  which  Munch has b racke ted  on 

c a n v a s . " " *

Both a r t i s ts  show an attempt to make the  p a in t and idea be one 

- and not fo r  the  p a in t to  lag b e h in d , o r  seem m erely  to  be a 

vo lu p tu o us  a u x il ia ry  to  the  image. T h a t is , th e re  is a balance 

between th e  image and th e  p a in t and one canno i be read se pa ra te ly  

from  the  o th e r.

161 Ib id . p . 36.

162 I b i d . p . 46. 
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THE EROTIC

By d iscuss ing  the  notion of the  e ro t ic  in th is  chap te r ,  and so 

separa t ing  it from th e  notion of the  ideal, and also from the  con ­

cept  o f p o rn o g ra p h y  (seen v e r y  much as an ideolog ical ly  based 

co n v e n t io n ) .  I endeavour  to comment on two th in g s :  f i r s t l y ,  tha t

e ro tic  a r t  re lies less on a conve n tio na l code, b u t is th e  persona./ 

exper ience  of the  a r t i s t ;  and secondly , th a t  the  e ro t ic  is 

in e x tr ic a b ly  tie d  to  co n ce p tio n : and expe riences o f / d e n t j f jc a t io n  

o f th e  b o d y , and does not o f fe r  i ts e lf as an a bs tra c te d  v ie w in g . 

The e ro tic  d e fined  as such re lies more on Stokes conception  of 

th e  p a r t-o b je c t as opposed to  the  w h o le -o b je c t, and also c o n ju re *  

up images and fe e lin g s  o f the  ins id e  o f the  body

The images of n u d ity  w i th in  ‘ h is t c r y  which engage me are 

p rec ise ly  those tha t  do not 4 Stokes o r  C la rk  s d e f in i t ion

of the  N u d e . R ather ,  I am i dd in images of the  body tha t

a re  made up of c o n f lic t in g  p a rts  and em otions, d ea ling  w ith  th e

fle s h , s k in , fe e lin g s  o f the  stomach, w here  th e  ins ide  echoes th e

o u ts id e , and th e re  i*  a d isp a ra te  fo cu s in g  on th e  mt u th , th e

b re a s t, the  hands e tc . :  th a t is , those images w hich  are n o t sym ­

bo lic  o f an a b s tra c t ideal o f im m o rta lity , p u r i t y  and t r u th ,  b u t 

re p re se n t th e  enf rapmenf o f the  m orta l fle sh  and its  passions and 

em otion#.
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Rem brandt ,  i t  seems to me, pa in ted  the  female nude as the 
sagg ing  re po s i to ry  of jewels and d i r t ,  of fabu lous babies 
and magical faeces despoiled ye t la te r  repa ired  and res to red ,  
a body o ften  fla cc id  and creased ye t  s t i l l  the  des irab le  
source  of a s ca r red  b o u n ty :  not the  bou n ty  of the  p e r ­
fec ted ,  stab le  b reast  housed m the  temple of the  in teg ra ted  
psyche  th a t  we possess in the rounded  forms of classical 
a r t ,  b u t  r iches and drabness jo ined by the in fan t 's  i n t e r ­
fe r in g  e n v y ,  sometimes w i th  the  c harac te r  of an oppress ive  
w e igh t  o r  l is t lessness le f t by  his t h e f t s . T he re  supervenes 
none the less, a noble acceptance of ambivalence in which 
love sh ine#.

From th is  quo ta t ion ,  i t  seems tha t  A d ria n  Stokes has read in to  

Rembrandt 's  female nudes h is to r ies  and emot ions; the  body  e x p e ­

r ienced and watched; ins ide  „n d  outs id e .  In these p a in t in gs ,  the  

female s tands fo r  a confus ion  of des ires - she is both mother and 

love r ,  v i r g in  a,id whore. (A n d  the p oe t ry  of Stokes' p rose seams 

to open up as many c o n f lic t in g  emotions as the  pa in ted  images 

them se lves . )

A l th o ug h ,  as ment ioned e a r l ie r ,  Stokes discussed the  not ion of the  

com plete idea lised  Nude a a "prom ise o f *a n ity  , i t  i :  th e  a lte r ­

n a tive  image* of R em brandt e tc , th a t p re se n t one w ith  c o n f lic t in g

emotions and ambiguit ies w h ich  often re ta in  th e ir  most v i ta l  power 

o ve r  t ime. How ever an image like  th is ,  a l though co ns t ru c te d  out 

o f c o n tra ry  fe e lm g * , i*  s t i l l  o ffe re d  to  u * as a s ta b le  fo rm a t ; fo r ,

as d iscussed, Stokes sees w orks  of a r t as be ing  essen tia lly  

w ho le -o b jec ts . Hudson f u r t h e r  suggests  tha t  a r t ,  and in p a r t i c ­

u la r ,  images of the  body ,  become the  avenue th ro u g h  w hich  we 

can exp lo re  and a ttem p t to resolve o u r  confus ions and excitements  

at one remove. While idea lised conventions c a r ry  th e ir  own mes­

sages and meanings (and genera l! re a ffirm  some ideological  

s ta n d p o in t ) ,  i t  is o ften images th a ' remain o u ts id e  these c o n ­

vent ions  tha t  can be seen most s t ro n g ly  to serve  th is  pu rp o se

103 Stokes,  R e flec tions on th e  N ude. p . 36
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B e rge r ,  in Ways o f Seeing, isolates c e rta in  p a in t in gs  from w ith in

the  H is to ry  o f Western a r t ,  a : hav ing  such a u th o r i t y .  L ike

Stokes, he ci tes Rembrandt , b u t  focuses on Ruben's  Helen©

Fourm ent w ith  a F u r Coat ( f ig  11) which he discusses in terms

o f i t *  e ro t ic  p ow e r. He a ttr ib u te s  th is  pow er to  the  h ig h ly

persona lised  v is io n  th a t i t  p re s e n ts , based on an in tim a te  reaction

to the  woman seen. These p a in tin g s , of both Rembrandt and

R ubens, o f fe r  the  d ire c t b o d ily  in te ra c tio n  between th e  a r t is t  and

h is  su b je c t as an expe rience  fo r  th e  v iew e r to  share . Th is q u a lity

of th e  expe rience  o f the  body p rese rve d  depends upon a num ber

o f fa c to rs , in c lu d in g  the  tre a tm e n t o f th e  body as th e  sum o f a

num ber o f d isp a ra te  p a r ts , and not as a p e rfe c te d  whole conceived

of th ro u g h  a b s tra c t fo rm u lae  As Hudson sa ys ,

W ith in  th e  e ro tic  realm , we dea l, not w ith  people as e n tit ie s  
o r system s, b u t as fra g m en ts : p a rts  o f the  b od y ; s itu a tio n s  
th a t hove r in the  m ind lik e  s ti l ls  from  a f ilm ; personal 
id e n tit ie s  th a t f lo a t fre e  of th e ir  owners like  labe ls , as th e y  
so o fte n  do in dream s. '*

The dynam ics o f d es ire  can be said th e re fo re  to  be p a r t ia l ly  c re ­

ated b y  th e  slow m oving  of the  eye across the  b od y , respond ing  

d is p a ra te ly  from  p a r t to  p a r t .  I t  is a look ing  th a t does not c o r ­

respond to  a detached con tem p la tion , b u t ra th e r  holds the prom ise 

o r memory o f in tim a cy .

In  p a in t in g , such d ire c t e x p e rie n c in g  can be c rea ted  th ro u g h  

d is loca tion  and a m b ig u ity . (See p re v io u s  c h a p te r . )  In h is ana l- 

ys is  o f Helene Fourm ent in a F u r C oat, B e rg e r i llu s tra te s  how 

R ubens, th ro u g h  d is loca tions of trea tm en t g ives  th e  body 7 d y ­

namic w h ich  serves to  c o n fro n t us, not as an immediate s ig h t.

! 8“ Hudson, Bodies o f Knowledge p. 114,
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b u t  as an exper ience  - the  p a in te r  s e x p e r ie n c e . " 10'  F u r th e r ,  he

di*cu*%es th e  im portance of th is  dynam ic crea ted  b y  the  s u b je c tiv e

v ie w in g  o f the  b o d y , in w h ich  the  legs are im poss ib ly  jo ined  to

th e  to rs o . For, as lie po in ts  o u t, th e re  is a p rob lem  m c re a tin g

a image of smxu.il uakednrss

In l iv e d  sexual experience  nakedness is a process ra th e r  
than a s ta t If wne moment of th a t process *s iso la ted , the  
image w ill s  ̂i.m bana l, and its  b a n a lity , instead o f s e rv in g  
a* a b r id g e  between two in tense  im ag ina tive  s ta te s , w ill be 
c h il l in g . Th is  is one reason w hy e x p re ss ive  pho tog raphs 
of th e  naked are even ra re r  than p a in tin g s . The easy 
so lu tion  fo r  the  p h o to g ra p h e r ,s to  tu rn  the  the  f ig u re  in to  
a nud e , w hich  by  g e n e ra liz in g  both  s ig h t and V iew er and 
m aking  s e x u a lity  u nsp e c ific , tu rn s  des ire  in to  f a n ta s y . " *

In d e s c r ib in g  th is  image, B e rge r also illu s tra te ?  ho«v the  im possible 

re la tio n s h ip  between the  legs and to rs o , causes Helene Fourm ent 

to  sw ive l a round  the  ce n tre , w hich  is h idden b y  h e r d a rk  fu r  coat. 

The e r^ t.L  fu n c tio n  of th is  coat does not on ly  lie in the  fa c t th a t 

i t  appears to be s lip p in g  o i l  h e r sh ou ld e rs , and th e re fo re  holds 

the  prom ise  of h e r re vea lin g  h e rse lf to  the  sp e c ta to r, (o r  suggests 

th a t she has ;u s t covered h e rs e lf) ,  b u t the  d a rk  sensuousness of 

h e r fu r  also becomes a m etaphor fo r  h e r sex.

O u r inca rn a te  awareness of the  body is so well developed th a t 

we c o n s ta n tly  read sexual u rwgery in to  o th e r c o n f ig u ra tio n s , and 

d is lo ca tion s  and a m b ig u ity  make th is  even more p ocs ib le . This is 

am ply d iscussed  b y  Freud in h is in te rp re ta tio n  o f dream im agery 

and the  sym bolism  in ;okes and th e ir  re la tio n s h ip  to  the  unco r

**  B e rg e r  W a y* o f  Seeing p 61

16‘  I b i d . p . GO
H ere , B e rg e r seems to  be a s c r ib in g  the  e ro t ic  pow er of the  
female Nude to f a n t a s y ,  whereas the pow er of des ire  lies in 
its  more d ire c t phys ica l e xpe rience .
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s c io u s . 10 7 This  fa m i l ia r i t y  also allows th a t  in o u r  m inds, pa r ts  of

the  body become in te rchangeab le  and can stand as metaphors fo r

o th e r  pa r ts  of the  b o d y . For example, a mouth can s ta r d fo r  a

v a g in a , o r  an arm pi t  could  c a r r y  an in tense sexual m ean ing . Thts

in te rch a n g m o b ility  o f p a rts  of the  body is an aspect th a t :n t . ested

the  a r t i s t  Hans Be llmer. As he s a y s :

Since we m ust assume th a t the  e n t ire  a lphabe t of the  body 
is a lw ays at the  ready in the  b ra in , even a fte r  am pu ta tion , 
i t  fo llow s th a t p a rts  o f th e  body w hich  lie  w ith in  the  
fram ew ork  I have d escrib e d  ( i .e .  the  c h i r , the  s h o u ld e r, 
th e  arm ) can in  a d d itio n  to  th e ir  in t r in s ic  s ig n ifica n ce  be 
o v e rla id  w ith  ana log ies . These analogies are imayes of the  
sexual areas and of the  legs and so on, and th e y  have b e ­
come ava ilab le  because they  were r e p r e s s e d . '"

H ow ever, Bellm er s images also re ly  on a d is loca tion  th a t tends 

to  v io la te  o u r inca rn a te  body awareness, and creates a sexual 

uneasiness w hich  does not remain i r  the  . ealm o f the  e ro t ic , b u t 

, many instances an be seen as p o rn o g ra p h ic . He makes use 

o f the  body fragm en t (p a r t o b je c t) as a fe t is h , and in th is  way 

im plies a removal and o b je c tific a tio n  of the  body ra th e r  than a 

s u b je c tiv e  emotional in te ra c tio n

In C ha p te r One, s p e c if ic ity  wa* d iscussed  in re la tio n s h ip  to  th e  

e ro tic  n th a t it  helped locate the  f ig u re  w ith in  time and space to  

allow fo r  a presum ed in tim acy between the  sp ec ta to r (v o y e u r )  and 

the  nude H ow ever, B e rg e r suggests th a t s p e c if ic ity  in term s o f 

a s u b je c tiv e  b a n a lity  A /rnf ; /  (A r f f / a f  n'n.sA /p  o f a / o r r r . and 

no( a r o y n / r .

Here such b a n a lity  is to be fo u n d  in Ruben s com pu ls ive  
p a in tin g  of the  fa t so ftness of Helene Fourm ent s flesh  w hich

16 7 f reud .  In te rp re ta tio n  of Dreams and Jokes and th e ir  Re­
la tio n sh ip  to  the  U nconscious

"  Hans B e llm er, Die Puppe Quoted by  Kahmen, E ro tic  A r t  T o ­
day , p . 64.

C hap te r  Th ree :  A r t 72



cunm tantly  b rea ks  e v e ry  ideal conven tion  o f form  and ( to  
h im ) c o n tm u /illy  o ffe rs  the  prom ise of h e r e x tra o rd in a ry  

- t i c u l a r u , ' "

Tr.,s bd a h ty , o r s p e c if ic ity , w h ich  id e n tifie s  th e  naked f ig u re  

as an in d iv id u a l, b iru fs  the  re la tio n s h ip  between the  a r t is t  and 

f ig u re  p a in te d , so th a t the  sp ec ta to r on ly  becomes a w itness 

" . . . h e  can do no more he is fo rce d  to  recogm&e h im se lf as the  

o u ts id e r  he is . " ' "

Not o n ly  does the  im plied in tim acy between the a r t is i  and h is model 

get m the  way of the  \p r (  ta to r 's  fan tasy  of ow ne rsh in  and pos­

session, b u t h e r p a r t ic u u i 't y  and re a lity  p reve n ts  him re ­

d uc in g  her to a sexual oh t.  h e r  sp ec ific  p resence is s ta te d , 

and h er e ro tic ism  lies in her be lievab le  ta n g ib i li ty  and not in the  

;dea o f a sexual ob jec t.

Hudson makes the  d is t in c tio n  between the  o r p m -u p '

w hich  o ffe rs  the  v iew e r magical access to  the body of someone 

who is not re a / ,'r r A r , - and the  gen re  es tab lished  by T it ia n , 

Manet and Degas, w hich  cons tra ins  the  sp ec ta to r, as i t  in s is ts  th a t 

he e n te rs  as h im se lf, and th e re fo re  subjects  h im self to  a pp ra isa l. 

As such , th e re  is a suggested re c ip ro c ity  in th e  e ro tic  image, 

and Hudson suggests th a t w hile  the  Nude is v e ry  a ttra c tiv e , i t  

is the  Naked th a t " th o ro u g h ly  in f il t ra te s  o u r d e fe n c e s ." ' '*

" *  B e rg e r, Ways o f Seeing, p 61

110 Ib id .  p . 38

‘ 11 H udson, Bodies o f Knowledge, p . 54.
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The logic of th is  a rgument thus  fa r  seems to  be in e s tab l ish ing  a 

re la t io n sh ip  between the  e ro t ic ,  the  persona l,  and the  spec i f ic .

1 believe th a t  e ro t ic  impact is crea ted  by a s t range  fu r ,o n  of 

phys ica l  sp ec i f i c i ty  and mem ory . It is th is  association w i th  erno- 

t io n *  and expe rience  th a t g iv e : an image i t *  s tre n g th , and i t  i*  

o ften  the  s p ec i f ic i ty  i tse lf  th a t  p rom pts  such assoc ia t ions . A lso, 

the  inc lus io i  of p a r t ic u la r  phys ica l  deta ils  (which  Hudson men- 

tio ne d  ca ll u* to  the  awareness of o u r  ow:i c o rp o re a lity  and m or- 

. j l i t y ) aerve  to  rem ind the  s p e c ta to r o f h im /her own b o d y , and 

crea te  a ce rta in  id e n tif ic a tio n  between the  sp ec ta to r and th e  w o rk .

Lucy L ip p a rd  stresses th is  p o in t. She says:

A t th e  core o f e xp e rie n c in g  any sensuous to  sexual a r t  is 
body id e n tif ic a tio n . I have used , o u t o f c o n te x t, th e  p s y ­
cho log ica l te rm  "b o d y  ego" and Gaston B achalard  s "m u s :u la r  
consciousness" to  re fe r  to  sensations o f phys ica l id e n t if ic a ­
tio n  between a w o rk  of a r t  . . and th e  body of the  m aker 
a n d /o r  v ie w e r. ' '  *

Images in w h 'ch  the  in te rn a h ty  o f the  body is also su gg e s te d , 

s tre n g th e n  th is  n o tio n , and the  am biva lence of o u rs id e  and in a jd #  

c a rr ie s  w ith  i t  im p lica tions  o f s e x u a lity . S tokes d e sc rib e *

Rembrandt 's  female nudes in term s of these am biva lences. He 

accepts the  p o e try  o f the  c o n tra d ic to ry  elements of in s id e /o u ts id # . 

" je w e l*  /  d i r t "  w h ich  the  body re p re s e n t* , and s ta te * th a t i t  i*

im po r tan t  to d isco ve r in a r t  the  recoun t ing  of al l aspects 
th a t th e  body ha* possessed, the  ins ide  (as seen from  
w i th o u t )  as well as the o u ts id e . (T h u s  the  g lim m ering  of 
a tu f t e d  f i n e r y  th a t c lothes many sombre R em brandt f ig u re s  
can m ir ro r  the  c h a ra c te r o f ;n n fr  ob jec ts  fo r  whose s ta te  
th ' in d iv id u a l is m assive ly  re s p o n s ib le . ) '" '

This notion  of in te rn a h ty  is recogn ised  by Meyer Shapi , in

Picasso s G ir l B e fo re  a M irro r  ( f ig .  12) L ike B e rg e r and S tokes,

1 11 L ip p a rd , Fra lents*' From the  C e n te r, p . 75.

1 11 Stokes, " A r t  and the  B o d y " , The Image in F o rm :ehp2 , .p .  122,
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S hap iro  recogn ises a connection  between th is  k ind  of image and

the  body loved ' . As a body loved by  the  a r t i s t ,  i t  is a body

'k n o w n ' ,  and a p a in t in g  of i t  serves not to exp l ica te  an ideal, bu t

to re -c rea te  a des ire .

P icas fo  proccm d* from  h is m iens** fe e lin g  fo r  the  g ir l ,  whom 
he endows w ith  a co rre s p o n d in q  v i ta l i t y .  p a in ts  the
body contem pla ted, lo .e d  and se lf-c o n te m p la tin g . The v i ­
sion o f ano the r s body becomes an in te n s e ly  ro usm g  and 
m ys te riou s  p rocess. Picasso and o th e r moderns have d is ­
covered  fo r  a r t  the  m te rn a lity  of the  b o d y . . .

Thus the  body is re p re se n te d  both  from  the  ou ts id e  and 
w ith in , and m the  m ir ro r  is s t i l l  a n o th e r image o f th e  b od y .
I th in k  th a t it  is a w o n d e rfu l m agica l, poetic idea, to  show 
th e  human body w hich  u  o rd in a r ily  re p re se n te d  in one way 
- in be lo n g in g  to  th re e  d if fe re n t modes o f e xpe rie nce , w ith in  
one p ic tu re .

Th is  in te re s t in the  dynam ic re la tio n s h ip  between the  a r t 's t  and 

th e  female nude became in its e lf ? conven tion  a t the  b e g in n in g  of 

the  tw e n tie th  c e n tu ry , when th e re  was a move to  r e - in s t i l  the  

Nude w ith  sexual g en e ra tive  va lues. A t th is  tim e, th e re  w *s a 

new ve rs io n  o f an old m yth  (p a r t ly  su p p o rte d  b y  F re u d ) con ­

c e rn in g  the  equation  of c re a t iv ity  w ith  m a s c u lin ity , and male 

v i r i l i t y  P a in tin g  the  female nude came to be seen as a means o f 

em phasis ing  th is  assoc ia tion , and the  ro le  of the  woman changed 

from  be ing  a veh ic le  o f the  male sp ec ta to r s fa n ta sy  to  a c ting  as 

a s ign of the  a r t is ts  po tency H er s e x u a lity  e rhanced  h i s . ' "

The v ib ra n c y  and e xp re ss ive  use of p a in t in the  a r t o f the  Fauve 

and De B ru cke  g ro u p s , w ere means w ith  w h ich  to  echo the  po te n t

' ' * Meyer Shapiro  quoted by I ipman . What Happnns in A r t ,  p . 80. 
No source re fe rence  g ive n  fo r  S hap iro .

A re ve rsa l o f the  sex roles ,n th is  m yth  st-em u n lik e ly ,  #* 
d esp ite  the  in fluences  o f fem inism , th e re  is s t i l l  to  some e x te n t 
the  p o p u la r be lie f (s u p p o rte d  b y  F reud ian  th e o ry )  th a t a 
woman's c re a tiv e  ro le  be longs to  n a tu re  in h e r p ro d u c in g  and 
re a r in g  c h ild re n  She is not c re d i te d  w i th  hav ing  cu l tu ra l
c re a tiv e  pow ers as w e ll, as a ll h e r tim e and e ne rg y  are  s u p ­
posed ly  d ire c te d  tow ard  m otherhood o r its  a n tic ip a tio n .
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expe r ie nc in g  of the  nude, and also se rved  to emphasise the  

se n s u a lity  a n d  sexual recep t iveness of the  f l e s h . A f u r t h e r  vi 

ta l i t y  was created  by the  sexual f r isson  between the  a r t i s t  and 

model which  served to s t re n g th e n  the  metaphor ic  l in k  between the 

' g e n e r a t i o n '  of p a i n t i n g  and of love making, la ter i l l u s t ra te d  qu i te  

l i t e ra l ly  by  Picasso in his e tch ings  Suite  34 / (1968) .  Here he d e ­

p ic ts  the  in tense sexual f r isson  between the  a r t i s t  and model, and 

the  f ina l  e tch ings  in the  su ite  descr ibe  the supreme ecstasy  of 

th e i r  union .vhile the  a r t is t  s ti l l  re ta in s  his pale tte  and b rushes 

in his hands.

A l in k  has a lre a d y  been es ta b lish ed  between the  q u a lity  o f o il p a in t 

(b o th  in its  _ 'a ra c te n s t ic  substance , and its  e xp re ss ive  p o te n ­

t ia l) ,  and its  a b il ity  to  re p re se n t the  c o rp o re a lity  o f M e  fle sh  and 

the  b o d y . Tn is  d ire c t p hys ica l m etaphor o f p a in t can s tre ss  the  

e ro t ic  presence of the  b o d y ; b u t also, p a in t used in such a way 

th a t e x p lo its  these sensuous and e xp re ss ive  q u a lit ie s , fu r th e r  

enhances the  sense of immediacy th a t rem inds the  sp ec ta to r o f the  

a r t is t  as . t i f r  o f the  image; a d , as d lu s tra te d  above, can be used 

to  e xem p lify  the  v ib ra n c y  o f in te ra c tio n  between a r t is t  and model.

Willem De K ooning makes use of th is  e x p re ss ive  mode in his 

p a in tin g s  of Women ( f ig .  13). H ow ever, these w orks  can be seen 

as re ve rsa ls  of the  concepts th u s  fa r  d iscussed , fo r  th e y  cannot 

be said to descr ibe  the  e ro tic  f r isson  between a r t is t  and model , 

and the  way in w hich  t ^ e y  are pa in ted  are not s im p ly  su gg e s tive  

of in te rn a l em otions. The ou ts id e  does no t echo the  ins id e . 

R ather ,  i t is i f the  body has been tu rn e d  ins ide  ou t  so th a t  i t  is 

th e  ins ides  - the  c h u rn in g s  of the  em otions, d ig e s tio n  and o rgans 

- th a t  we are c o n fro n te d  w i th .  Woman is shown at her  most 

th re a te n in g , as c a s tra to r /d e v o u ro r ,  and the  analogies between 

m outh and g e n ita ls , and th e  no tion  of r a f in a  d e n fa fa , emphasise
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th is .  The  d i re c t ,  ges tu ra l  app l icat ion  of p a in t does not se rve  to 

s tress  the  a r t i s t ’ s po tency ,  b u t  ra th e r  becomes a means of showing 

the  eno rm i ty  of the  woman's appe t i te .  She is no longer  the  focus 

o f the  v iew er 's  des i re ;  th is  in te ra c tio n  has been reversed ,  so tha t  

the  spec ta to r  has become the a t ten t ion  of h <,- r a th e r  overpower ing  

des ire .  She is the  fo.mme f s u a l e  who has been f reed  from the 

romanticism o f  the  n ine teenth  c e n tu ry .

The way of seeing the naked female seems to be set up in to  two 

major c a te g o r ie s . The f i r s t  «s tha t  of the v o y e u r , who both con ­

templates ( th ro u g h  the  Gaze) , and objec ti f ies  (b y  reduc ing  the 

whole female fo rm  in to  a f e t i s h ) the  woman as sex ob jec t.  Th is  

requ i res  ce rta in  conventiona l ised  form al dec is ions where the  body 

vo ca b u la ry  o f b re a s ts , th ig h s , skm  e tc . become c ip h e rs  of a 

la rg e r  idea lised form - th a t s tand fo r  the  fan tasy  of woman.

The v iew  of the  l o v e r ,  however, is made up of a f a r  more 

persona lised  v o c a b u la ry , and p resen ts  look ing  ( in  th a t it  is made 

up o f d isp a ra te  fo cu s in g  on d is c re te  p a r ts ) ,  as an e xp e rie n c in g  

and not an o b je c tiv e  contem pla tion . As such , the  Da-ic vo ca b u la ry  

o f the  female fr rm  becomes jum b led , and c a rr ie s  nuances of am- 

b ig u i t y  and poe tic  m etaphor, which become a means o f d e s c rib in g  

fee lings  and in t t r n a l emot ions. However , as shown in De 

K oon ing ’s w o r k , conscious d is loca tions and exaggera t ions  of th is  

body vocabu la ry  can also be used to  make c r it ic a l comments con ­

ce rn in g  female sexua l i ty .
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A L IE N A T IO N  BETW EEN LO VER S

Liam Hudson quest ions  the  need fo r  an a r t i s t  to make int imate  

p ic tu re s  of his w ife  o r  love r  p u b lic . He suggests  th a t  th is  enables 

the  a r t i s t  to exp lo re  and colonise his own fee lings of 

possessiveness and sexual jea lousy Because of th is ,  he bel ieves 

th a t  the  close r the  re la t ionsh ip  between the a r t is t  and his model, 

the  more p repa red  th ey are to take r isks '  in te rms of the  expo ­

su re .  As s u c h , it is always possib le  th a t  the  a r t i s t  and model 

wil l  be d isg  js te d  by  th em se lves . He goes on to s a y : -

However s te rn  th e i r  commitment to  a h ig h e r  cause, few seem 
capable of p r o f fe r in g  fu l l  exposure ,  e i the r  of themselves or 
of someone they  love, w i tho u t  the  sentiments of a l i e n a t i o n  
o r  dismay re a r in g  up a r b i t r a r i l y  w i th in  them. 5 16

Th is  may exp la in ,  in p a r t ,  the  emotions o f a l ienat ion which are 

o fte n  p rese n t in p a in tin g s  of lo v e rs . H ow ever, th is  notion  o f a l- 

ienation is one which is most b la tan t  in tw e n tie 'h  c e n tu ry  images, 

and th e re fo re  must also be looked at in te rms of the  new p s y - 

cholog ica l awareness and e x is te n tia l q u e s tio n in g  and p h ilo so p h y .

In h is monograph on Francis  Bacon, Russell d iscusses the  change 

in Western contemporary  be lie fs  ( which he sees re flec ted  in 

Bacon's w o r k ) .

We d isb e lie ve  in the  monolith ic v iew of human natu re ;  we 
are r o t  awed qu i te  the c o n t ra ry  - by  the  t ra p p in g s  of 
power; we see human beings as flaw ed , v a ria b le , 
s e lf - c o n tra d ic to ry , subject, to  the  fu g i t i v e  and the  c on t in -  
g e n t . ' ' '

T ra d i t io n a l  male/female re la tionships  have been questioned  in th is  

way. The heroic  male f ig u re  accompanied by  the passive  female 

are in te ra c tio n s  which are ou tworn  and c liched  in contem pora ry

i i S  H u d s o n ,  B o d  es o f  K n o w le d g e ,  p p . 33 /4  (em phasis is m in e )

117 R u s s e l l ,  F r a n c i s  B a co n ,  p . 70.
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High  a r t .  Rather ,  n u d i ty  has come to  stand fo r  a new p s y c h o ­

log ical awareness, and the  in te rac t ion  between the  sexes is o ften 

used as such to  i l l u s t ra te  psycho log ica l  re la t ionsh ips  between men 

and women, and the  alienation between the  sexes. These in v e s ­

t iga t ions  a re  noted in the  w orks  of H opper  ( f i g . 14), K ita j ( f i g .  15), 

Lucien F re u d  ( f i g .  16), and o th e rs .  These th ree  a r t i s ts  are 

p a in te rs  whose in te re s t  in the  human f i g u r e  co n tin u e d  desp i te  the 

concerns of the  a va n t -g a rd e  and mainstream a r t . ' ' * They are  also 

th  ee of the  a r t i s ts  p a in t ing  in th is  c e n t u ry  who have p ro fo u n d ly  

in f lu enced  my own w o r k .

1 ’ 1 Recent t rends  in a r t  have, however ,  re v iv e d  the  f i g u r e ,  and 
the in s ta b i l i t y  of the  presen t  in te rna t iona l  p o litic a l s i tua t ion  
has p rom p ted  a re look at s im ila r  per iods o f  the  h is to ry  of th is  
c e n tu ry ,  and the  concerns of German express ion ism and the  
Neue Sach lichke i t .  However,  cons iderat ion  of these re cen t 
movements is not cent ra l  to th is  a rgum ent,  and wil l  not be 
dealt  w i th  in th is  d isse r ta t ion .
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PART TWO



NCTES O N TH E  W ORKS S U B M IT T E D  FOR TH E DEGREE

"J u s t as th e  in d iv id u a l 'vho p roduces a poem, film , p a in tin g  
o r s c ie n tif ic  th e o ry  has an in te r io r  l ife , so too, I w ould want 
to  p ropose , has th e  w o rk  he p r o d u c e s . " '"

The  e a r ly  p a in tin g s  (1981 - 1982) were p a in t'.d  in response to  t i e  

same question  th a t p rom pted the  th e o re tica l research : th a t is , th a t 

men look at women in a ce rta in  w ay. They w ere in tended  (al 

th o u gh  th e ir  f in a l m eaning is q u ite  changed) to s tand  as a 

o f these re la tio n s h ip s .

These w o rk s , and in fa c t most of the  p a in tin g s  subm itted  fo r  th is  

deg ree , have as th e ir  source m a te ria l, images of love rs  taken from  

some p ub lic ise d  p h o tog ra ph ic  co n ve n tio n , such as the  film  s t i l l  o r 

th e  p ic tu re s  o f the  paparazzi. As s u c h , these images can be 

Teen as illu s tra t io n s  of the  s te re o typ ica l poses and g estu res  w hich  

cou ld  be sa id to  be p a r t ly  respons ib le  fo r  o u r  con tem pora ry  con ­

ception  of the  language of love '.

119 H ud so n , Bodies of Knowledge p . 45

! 2 6 A p a r t  from be ing  a su pp ly  of a lready e x is t ing  images tha t  il-  
lu s tra te  s te re o typ ica l b e h a v io u r, the  source m ateria l i ts e lf  is 
o f l i t t le  im portance . There is no re co rd  o f w here  most o f these 
images came from  , as many of them were scavenged from 
h a lf- to rn  magazines, o r  were even g iven  to me by 
w e ll-w is h e rs . A l though  somn of the  charac te rs  are 
recogn isab le  (eg . T a y lo r and B u r to n ) ,  th e ir  p e rso n a litie s  are 
not im p o rta n t, and often  the anonym ity  of the fig u re s  was 
essentia I fo r  the  us ing of them .
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Love , here, is not a v e ry  accurate w ord ,  b u t  is used to never 

t h a t  p a r t ic u la r  re la t ionship  tha t  ex is ts  between lovers , and i n ­

c ludes (ah.vr-qst o the rs )  the  many complicated emotions of anger , 

a l ienat ion, a nx ie ty  and despa ir .

These q uo ta tions  o f emotional states m the  p ho tog ra ph ic  sources 

have a ll become conven tions  th a t we recogn ise  and know as t ru e ,  

and on w hich  we model o u r lives and responses. This language 

is co n s ta n tly  be ing  re a ffirm ed  b y  the  media in a d v e r t is in g , film s , 

novels and te lev is io n  - and w hich  helps to  form  o u r  know ledge of 

love . A ny personal e xp e n e n re  is in some way measured aga ins t 

o u r  v ica rio us  experience  o f (ove th ro u g h  the  media - o f how we 

feel we o u g h t to  behave, and o u r d iscou rse  of love becomes 

chched .

Love love , love all the  w re tched  cant o f i t ,  m asking 
egotism , lu s t . m asochum , fa n ta sy  und e r a m ytho logy of 
sentim enta l p os tu res , a w e lte r of se lf induced m iseries and 
;oys , b lin d in g  and m asking the  essentia l p e rsona litie s  in the  
frozen  g estu res  of c o u rts h ip , in the  k iss in g  and the  d a tin g  
and the  d es ire , o f the  compliments and the  q u a rre ls  w hich  
v iv if y  its  b a r r e n n e s s . " '

The im portance of the  rom antic sub jec t in l ite ra tu re  and the  a r t*  

suggests th a t people have always yearned  fo r  love, and as B arthes 

says, the  notion  o f the  amorous su b je c t is one to  w hich  we all 

respond because of the  t r u th  it  tH Is  us bou t o u r own e x p e r i­

ences; o r because we feel th a t we w tll d isco ve r the  t r u th  abou t 

e ve ryone  else. ( Tha t s so tru e , I recogn ise  th a t scene! ' ) " *

The e x is te n t ia lis t concerns of the tw e n tie th  c e n tu ry  and the  

p h ilosoph ica l s h if t  in focus from man's ex is tence  as s p ir itu a l being

111 G reer ,  The Female Eunuch p 169

12 2 B a r th e s , The L o ve r's  D iscourse , p . 4 f .
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w ith  at least a chance of a s p ir i tu a l  im m orta l i ty ,  to th a t  o f merely 

a biologica l and ecological a c c id e n t , hat also in f luenced o u r  notions 

of love. Love between two people has now become the  focus of 

o u r s p ir itu a l happ iness; and many con tem pora ry  images o f 'ove rs  

a re  concerned w ith  the  a lienated loneliness of tw o people d e sp e r­

a te ly  search ing  fo r  some in te n s ity . This has been compounded 

by  con tem pora ry  notions o f sex, and the  re la t iv e ly  recen t ( in  

p o s t-V ic to r ia n  te rm s) sexual re v o lu tio n .

In his book The H is to ry  o f S e x u a lity , Michel Foucault d iscusses 

th e  im portance in the  las t two c e n tu rie s  o f a d;scowr-t*' on .sex, 

and says th a t sex has moved out in to  the  p u b lic  im ag ina tion , and 

has become som ething to  d iscuss and confess. We have g ive n  it  

a ce rta in  pow er, and look to  i t  as h o ld ing  a ce rta in  t r u t h . ' "  

W ith in  th is  c e n tu ry  i t  has become a p u b lic  obsession, both  th ro u g h  

the  recogn ition  of female s e x u a lity , and the  fa c t th a t it was g iven  

a c e rta in  s ta tus  b y  4eich  and M arcuse (stem m ing from  the  notions 

o f de Sade) as being  th e  in s tru m e n t fo r  o u r lib e ra t io n , and the  

'dea th a t freedom  from  sexual rep ress ion  w ould lead to  p o litica l 

freedom . In th is  w ay. o u r a ttitu d e  tow ards sex has become one 

o f despe ra tion  as we be lieve  i t  to  be a last hope fo r  some k ind  

of redem ption . This is co n s ta n tly  re in fo rce d  b y  a rtic le s  in con ­

tem pora ry  magazines th a t sell because th e y  claim  to  hold th e  secret 

to  the  u ltim a te  orgasm Sex in th is  way has begun to  ty ra n n is e , 

ra th e r  than lib e ra te , and the  e xpecta tions  th a t s u rro u n d  i t  have 

helped to  cloud persona l re la tio n s h ip s , because th e y  have placed 

a heavy b u rd e n  on the  need fo r  each to  please h is /h e r  mate: the

conven tion  of rom antic love has long been replaced b y  the  search 

f o r  sexual sa tis fa c tio n .

111 Foucault , The H is to ry  o f S e x u a lity , p . 1 9 f.
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As d iscussed, the  pa in t ings  completed fo r  th is  degree are all taken 

from some pho tograph ic  source . Al l o f these pho tographs were 

selected as a lready e x is t ing  images, and at no t ime d id  I ac tua lly  

set up a scene, o r  use a photograph  of an even t  in which I had 

been p a r t .  These pho tographs in th is  sense are  no t about acfwa./ 

peop/e, o r  r e * /  e rc n fx  (a lth o u g h  the  source may have been o f a 

spec ific  c e le b r i t y ) , b u t  were seen in terms of the re la tionships  

between a man and a woman, and codes of in te ra c t io n s . I f any 

n a rra tiv e  o r  l in k  is seen between the  images, then it  is p rec ise ly  

th a t - a n a rra tiv e  of male female in te ra c tio n s

H ow ever, desp ite  these removed sources, »he genera l response 

to  th is  w ork  has been cen tred  around  the  po tency o f the  emotions 

expressed , and th u s  the  presum ed au to b io g ra p h ica l inc id e n ts  th a t 

p rom pted these p a in tin g s .

In o rd e r  to  d iscuss th is  aspect o f the  p a in tin g s , i t  is necessary 

to  describ e  how the  pho tog raphs were s ing le d  o u t. T hey  were 

not se lected a r b i t r a r i ly ,  n o r were th e y  in ten d e d  as p a r t  o f a la rg e r 

system , b u t each was fin a lly  chosen because it  f i t te d  in to  a p a r ­

t ic u la r  a es the tic , e ith e r m term s of tne  q u a lity  o f the  image, o r 

the  evocation of a p a r t ic u la r  mood w ith  w h ich  I id e n tif ie d . T h u s , 

th is  recogn ition  may be seen as th e  s ta r t in g  p o in t o f the  w o rk s . 

V e t, in com paring the  source m ateria l to  the  f in a l p a in tm g , i t  is 

obvious th a t the  images have been tra n s fo rm e d , and o fte n  the  

m eaning has changed. The process o r reason beh ind  these t r a n ­

s form ations cannot be d e fin e d , and aga in , the  c losest means of 

d e s c r ib in g  these perm u ta tions of c o n te n t, is to  say th a t each 

p a in tin g  developed (o r was pushed) u n t il a sp ec ific  a tm osphere 

was evoked  th a t touched on some *n *o ry .
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T h is  aspect o f memory and m p a in tin g  s m eaning re s id in g  in th a t 

s tu m b lin g  across the  reco llec tion  of an em otion, is the  one way in 

w h ich  I can describ e  the  process of the  w o rk . Once the  mood o f 

th a t memory was es tab lished  I w he th e r o f a sp ec ific  live d  e x p e r i­

ence o r a q u a lity  rpmemhernd from  film s o r  n o ve ls ), it  became 

im p o rta n t to push  th a t emotion b y  c re a tin g  fu r th e r  analogies 

th ro u g h  ac tions, exp re ss io ns , and the  q u a lity  o f p a in t its e lf .  

T h is  notion  of the  p a in te r ' e qu iva le n t was how ever not a pp a re n t 

in the  e a rly  w o rk , b u t was to  become a c e n tra l concern in the  la te r 

p a in tin g s .

The idea th a t these memories a rc  not only based on d ire c t persona l

expe riences, b u t are a confus ion  of th is  liv» d  experience  w ith  a

reco llec tion  of episodes in n o ve ls . film s , and even o th e r p a in tin g s ,

is v e ry  im p o rta n t. In some ways th is  denies an au tob iog raph ica l

ana lys is  o f the  w o rk , b u t in J th e r ways re a ffirm s  th is : I as the

a u th o r and p a in te r have become the  locus of these memories, and

the  in fo rm a tion  taken from  the  pho tog raphs has been tra n s fo rm e d

b y  my pam tm gs  in to  an in v e n to ry  of my own experience  and

know ledge. I have become the  s to ry te lle r  in the  way th a t W alter

Benjamin describes .

. . .  i t  is not the  ob jec t o f the  s to ry  to convey a happening  
p r r  v f,  w hich  is the  purpose  of ir,fo rm a tion ; ra th e r, i t  em­
beds it  in the  life  o f the  s to ry te l le r  in o rd e r  to  pass it  on 
as expe rience  to  those lis te n in g . It th u s  bears the  m ark
of the  s to ry te lle r  much as the  earthen  vessel bears the m ark
of the  p o t te rs  h a n d . ' '*

B enjam in, On Some M otives in N a u d rla ire  Illum in a tio n s  p 1G1

The idea of expe rience  is im p o rta n t. As Penjamin says, 
jo u rn a l's t ic  conven tions e .g . the  new spaper and the  d o c u ­
m enta ry  p ho tog ra ph  are about in fo rm a tio n  and not expe rience . 
In fo rm a t.on  is a re la t iv e ly  new mode. I t  was preceded b y  
n a rra tio n  ( th e  essence of the  s to ry , and the  p a in tin g  as op~ 
posed to  the  p h o to g ra p h ).

Notes on the  w orks  subm itted  fo r  th e  degree 85



In th is  way the  q u ite  banal repor tage  of the  paparazzi has been 

tra n s fo rm e d , and these im age: can be seen as th a t m ateria l ob jec t' 

th a t P roust describes as a rou s in g  the  'mo/ro /n ro /o n C /n r* , w hich 

is, as he says, "somewhere beyond the  reach of the in te l lec t ,  and 

unm is ta ke n ly  p rese n t in some m ate ria l ob jec t (o r  in the sensation 

w h ich  such an ob jec t arouses m u s ) . . . ' " *

As Benjamin said.

We know  th a t in h is w ork  P roust d id  not describe  a life  as 
it a c tu a lly  was, b u t a We as it  was remembered by  the  one 
who had live d  i t .  And ye t even th is  statem ent is im precise 
and fa r  too c ru d e . Kor the  im po rta n t t i l in g  fo r  the  re ­
m em bering a u th o r is not w ha t he expe rienced , b u t the  
w eaving of h is memory, th e  Penelope w o rk  of 
re c o lle c t io n . ' **

The meanings of these p a in tin gs  as th is  Penelope w o rk  o f re c o l­

lec tio n " re lies th e re fo re  on the  a u to b io g ra p h ic , and the  confidence 

th a t a n y th in g  one experiences in te n se ly  is quo tab le . B u t it  also 

re lies on the  conven tions o r d iscou rse  of d e p ic tin g  these emotions 

th a t we have all come to  recogn ise  as tru e '.  Th u s , in these 

w o rks , one w l l  fm d  evidence of many s te re o typ es , ra n g in g  from  

the  p m -u p  to  the femme fa ta le .

W hile th e  in it ia l in te n tio n  had been on the  leve l o f a c r i t iq u e , w ith  

th e  notion  o f the  vo y e u r be ing  an added comment on th#  ro le  of 

th e  conven tiona l N ude, the  o v e r r id in g  con ten t o f these w orks  re - 

sides in th e i r  q u ite  e xp l ic i t  e ro tic ism  This e rot ic  charge l ies not 

so much in the  trea tm en t o f the  in d iv id u a l f ig u re s , b u t in the  

tensions and em otion* created b y  th e ir  in te ra c tio n  The sp ec ta to r 

as vo y e u r re lies less on the  fa n ta sy  of a one -to  one re la tio n sh ip

111 Beniamin quo t ing  P roust, ib id .  p. 160

i J I  Ben jam in , " The Image of P r o u s t " , I l lum inat ions , p . 204.
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between h im /he rse l f  and the f ig u re s ,  than on being  able to iden ­

t i f y  w i th  the  emotion, and a ttem pts at communication between the  

sexes. The vo y eu r 's  re la t ionship  to the w ork  thus depends on 

memories of h is /h e r  own expe rience .

E a r lie r , I d e fined  the  e ro tic  as re ly in g  on the  emotional a* opposed 

to  th e  idea l, in th e  re la tio n sh ip  of e ith e r  a r t is t /s u b je c t ,  

s p e c ta to r/s u b je c t, u r  between the  sub jec ts  them selves. 

(P o rn o g ra p h y , co nve rse ly  is cha ra c te rise d  by  its  lack of em otion .) 

I p rese n t th is  w ork  as an em otional, and th e re fo re  e ro tic  in v e s t i­

gation  of re la tio n s h ip , between nen and women.

T h ro u g h  a d e s c rip tio n  o f many of the  p a in tin g s  it  w ill be i l lu s ­

tra te d  how the  e ro tic  se nsu a lity  changes from  the  in it ia l w o rk , 

w hich  draw s upon many tra d it io n a l s te re o typ es , and whc^.e fig u re s  

hdve a more classica l sta tuesque  s o lid ity , to  the  heavy, b u lk y  

hot fig u re s  of Ihe  Mediterranean A ffa irs  By the  .ic tua l process 

of w o rk in g , the  way m w hich the  fig u re s  w ere tre a te d , changed. 

T h e ir p hy s ic a h ty  became emphasised th ro u g h  the  p a in t app lica tion  

ra th e r than th e ir  b u lk  and s o lid ity  Th is  em otional, nervous 

mmudgmg of p a in t may a ffe c t the  v iew e r m an a lte rn a tiv e  m anner. 

R ather than  re la tin g  to  the  fig u re s  th ro u g h  th e ir  s ire  and s c u lp ­

tu ra l a u th o r ity ,  the  v iew er apprehends these fig u re s  th ro u g h  a 

more persona l v isce ra l id e n tif ic a tio n , w here  the  way n w h ich  th e ir  

skm  is p a in ted  comes to  stand fo r  the  in n e r tu rm o il o f emotions 

and fe e lin g s . In the  la te r w o rks , the  fle shy  se nsu a lity  begins 

to  cover the  whole su rfa ce , and the  p a in tin g s  beg n to  take  on 

th e ir  own p hys ica l presences In some ( P a r t ing  Is A ll We Know

o f Heaven   and The Sphinx and The Swing) the  f-’ames

them selves become d e s c r ip tiv e  of fle s h , and g ive  the  p a in tin g s  a 

c o rp o re a lity  th a t o v e rr id e s  the  actual su b je c t m a tte r.
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F irs t  S eries. (See p la tes 1-5)

These f i r s t  pa in t ings  are ent it led  keyho le  voyeu rism  because of 

th e  s.ze o f the  w o rk s , and elso th e  size and p o s itio n in g  o f the

f ig u re s  w i th in  the  fo rmat,  as well as the  c la r ity  of focus

C rit ic is m  o f th is  e a r ly  w ork  is p r im a r ily  l i te ra ry .  Th is  is the  case 

because o f the  n a rra tiv e  ch a ra c te r o f the  se rie s , and th e  emphasis 

on sub jec t m a tte r. The formal c r it ic is m  of the  p a in tin g s  them ­

selves, is more on a d e s c r ip tiv e  le ve l, w here  the  spaces and 

d eco ra tive  in te r io rs  become a way of s e ttin g  the  scene. There  is 

a ce rta in  p rec iousness in the  way these are p a in te d , due to  the  

small scale used, and the  c a re fu l, de ta iled  p a in tin g  in enamel, 

w hich  was then g lazed . These are all means w hich succeeded in 

sh a rp e n in g  the  focus , g iv in g  i t  th a t sm all, c lea r de ta il th a t one 

has when one looks th m u g h  a small a p e rtu re , such as a keyho le . 

Th is  way of p a in tin g  can be likened  to a c la r ity  of d e s c r ip tiv e  

language. The p o in t bem g made is th a t u n like  the  la te r p a in tin g s , 

where th e  p hys ica l presence o f the  p a in t begins im pacting  on a 

g u t /v is c e ra l leve l, these e a r lie r  w orks  are read more as n a r ra ­

tiv e s , and the  of th e ir  execution  is not p r im a ry .

As w ith  the  conven tions of one po in t p e rs p e c tiv e , and the  v isua l 

n a tu re  o f p h o tog ra ph y  and film , these p a in tin g s  c o n tr iv e  to  

p rese n t th e  sp ec ta to r (and  assumed v o y e u r)  w ith  an unim peded 

v is io n . The way in w hich  these p a in tin g s  are e xecu ted , re in fo rce s  

the  concep t o f the  6 a /r .
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INFLUENCES.

B e fo re  d iscu ss in g  these p o in tin g s , i t  is w o rth w h ile  to note ce rta in  

a c tiv it ie s  p reced ing  the  research fo r  th is  degree b rcause , w ith  

h in d s ig h t, these can be seen to  have e xe rte d  some in flu e n ce  on 

th e  n a tu re  of the  w o rk  In the  two years between com ple ting  an 

honours degree and em bark ing  on the  w ork  fo r  th is  degree, I had 

been invo lve d  in teach ing  a rt at a secondary school le ve l, and 

had then tra v e lle d  e x te n s ive ly  th ro u g h o u t N orth  Am erica and 

E urope. One of the  in fluences common to  both  these a c tiv it ie s  

was on the  scale of the  w o rk , w hich  may have been a ffec ted  by  

the  re s tr ic tio n s  of d raw ing  in small notebooks w h ils t t ra v e ll in g , 

b u t ,  more in te re s t in g ly , shows an in flu e n ce  of adolescent d raw ing  

and p a in tin g , w hich  w ould hnve been acqu ired  w hile  teach ing  a d ­

olescents

Th is adolescent in flu e n ce  is noted not on ly  in the  size o f the  

p a in tin g s , b u t also m the  way the  fig u re s  are placed v e ry  secure ly  

w ith in  some space g e n e ra lly  a box - lik e  room. The way in w hich 

the  f ig u re s  are f i t te d  in to  the fo rm a t is also v e ry  s ig n ific a n t. 

The re  is th e  sense o f (h e ir  feet to u ch in g  th e  bottom  edge of the  

p ap e r, and th e ir  heads ju s t reach ing  the  to p . The i llu s tra t iv e  

way in w hich  these fig u re s  are rende red  is also rem in iscen t of 

adolescent d raw ings - where the  fac t th a t these people are re a l­

is t ic ' anJ seem c o rre c t , is v e ry  im p o rta n t. W hilst these were 

be ing  p a in te d , I was aware of th is  i l lu s tra t iv e  com ponent, and 

even w ent as fa r  as m aking use of bocks aimed at teach ing  such 

rep resen tauons  of the  How to D rdw " v a r ie ty
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Th is ty p e  of d raw ing ,  of t r y in g  to get it r i g h t ' ,  leads to a ce r ta in  

c lumsiness and awkwardness, w h ich ,  in v iew ing  the  pa in t ings  now, 

is j a r r i n g l y  appa ren t

A l though  all these a t t r ib u te s  can be recognised in adolescent 

w o rk , th e re  are also some s im ila rit ie s  in the  p a in tin g s  to  th o *e  of 

th e  Ita lian  p r im i t i v e * , " '  w hich  I s c ru tin is e d  in te n t ly  d u r in g  the  

course  o f t ra v e ll in g .

The d e co ra tive  p a tte rn in g  used in the e a rly  p a in tin g s  im also the  

re s u lt o f an in te re s t and note ta k in g  of the  in te r io rs  o f amall ho ­

te ls and pwn.tjona in Europe There  are some d ire c t re fe rences 

to  these typ e s  of rooms in Ihe p a in tin g s , the  most obvious being  

the  green Roman s h u tte r in g . This became a s ig n ific a n t aspect o f 

the  co n te n t o f the  w o rk s , as these rooms came to stand fo r  those 

im personal, ra th e r shoddy ib u t  s t i l l  b e a u tifu l)  cheap hote l rooms 

around  E urope. I t  was im po rtan t th a t these places were not d o ­

mestic in te r io rs , in th e  sense o f be ing  people s homes. The  en­

coun te rs  between the  in d iv id u a ls  were fa r  mere charged  than  a 

m erely dom estic in te r io r  would su gg e s t. There  are  neve r any 

personal ob jects  o r  memorabilia the rooms are always b a re , w ith  

thm excep tion  o f d isca rded  a rtic le s  of c lo th in g , a c h a ir , a p a in tin g  

pe rh a p s , and a m ir ro r .  These objects are q u ite  s p e c ific , and 

became the  bas.s of a symbolic vocabu la ry  th a t  was used 

th ro u g h o u t th  , series of pam M ngs.

117 There  are ce rta in  theories which t r y  to co rre la te  pe riods of 
cogn i t ive  developm ent w ith  developments in the H is to ry  o f A r t ,  
eg S .G ab lik  P rogress in A r t  But th is  is not a p o in t  tha t  
is be ing  d iscussed o r even su pp o rte d  in th is  d is s e rta t io n . 
The Ita lian  p r im itiv e s  were one of the in f lu *  ■> ' A was 
noted, and it is in te re s t in g  that w h i ls t  t rave  ,« was not
the  contemporary  mam stream a n  th a t  was lou n d  e x c i t in g ,  
bu t  ra th e r, the w orks  of ce rta in  a r t is ts  tha t  worked q u ie t l y ,  
away from  th is  main -stream. For example, a r t i s ts  such as 
K i ta j , Ba lthus, S tan ley Spencer etc , who have subsequen t ly  
been res to red  to  a r t .
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In the  f i r s t  s e r 'v . ,  the  symbol ic  vocabu lary  of the  m i r ro r ;  d i s ­

carded clothes; t y p e  of room etc all help to re in fo rce  the idea 

of the  vo yeu r ,  and the Gaze. The type  of room  has a lready been 

ment ioned, and the ero t ic  spec i f ic i ty  of d isca rded  c lo th ing  

( th e re b y  im p ly ing  an act of d is ro b in g  w h ic h  the  vo y eu r  may have 

been p r iv y  to ) ,  was d iscussed in the  f i r s t  section .

The M ir ro r

In all of the  Keyhole Voyeur ism p a in tin g s , th e re  is a m ir ro r , o r 

the  suggestion of a m ir ro r  p rese n t in the room. The symbolism 

of a m ir ro r  centres  around the  concept of v a n i t y . Used w i th in  

a p a in tin g , i t  also th ro w s  dou b t onto the  ro le  o f th e  sp ec ta to r, 

and emphasises his pos ition  as vo y e u r There  is a suggestion  th a t 

the  person s ta n d in g  in fro n t of the  p a in tin g  is not o n ly  se c re tly  

w a tch in g  th scene in fro n t o f them, b u t has the  p o te n tia l o f

w a tch in g  them selves look ing  on. Tins he igh tens the  awareness 

of the  in tim acy between the  spec ta to r and th e  p a in tin g , as i t

ca rr ie s  the  im p lica tions th a t the  spec ta to r may be found  o u t '.

Th is  notion is som ething th a t we know from the  mov ies . There

are countless scenes in w hich  m irro rs  b e tra y  «omeone who is

h id in g  H owever, th e re  is an added dim ension of invo lvement,  

as the  sp ec ta to r is also like  the  audience w a tch in g  one of these 

film s , and is th e re fo re  aware of the  p o te n tia l b e tra ya l of the

m ir r o r . Ap a r t  from the u n c e r ta in ty  th a t  the  i mage o f  the m i r r o r  

casts on the  re la tio n s h ip  between the  sp ec ta to r and the  wo; k , i t  

also a lte rs  the in te ra c tio n  between the man and the woman w i th in

the p a in tin g , One is neve r ce rta in  of the  gaze of the  man. Is

he look ing  at the  woman, o r is he look ing  at him self? Is look ing  

at h e r, possessing h e r ,  perhaps a way of a sse rtin g  h is iden t i ty?  

A f t e r  these p a in tin g s  were com pleted, the  fo l low ing  passage by 

V i r g i n i a  Woolf was d iscovered in A  Room o f One's Own .
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Women have se rved  all these years as look ing-g lasses pos­
sessing the  magic and delicious power of re f lec t ing  the  f i g ­
ure  of the  man at twice its natura l  size. 129

Here, Woolf is sugges t ing  tha t  h is to r ic a lly , woman is m an 's  m i r r o r ,  

She ties  th is  to  the  idea o f woman * in fe r io r it y ,  and suggests th a t,  

by d im in ish ing  her  in his use of her , man becomes tw ice his size; 

h is sense of b. , in fe r io r ity  is essentia l fo r  the  sense o f his awn 

im portance . Woman dare not c r it ic is e , fo r  if she does so, " th e  

f ig u re  in th e  look ing  glass s h r in l t ;  his fitn e ss  fo r  life  is d im in ­

ished . " ' * '

W ith in  th e ;?  p a in tin g s  woman p o rtra y e d  does seem to f i t  in to

th is  ro le , and is almost Hlway s inw a rd  look ing  - pens ive , 

in tro s p e c tiv e . I t  is as if  she is ki-epm g f in  se lf a p a rt from  the  

man, yet at the  same time d is p la y in g  h e rse lf to  him . f T his pose 

re la tes v e ry  c lose lv to the  s*ere pu  al pos tu res  o f women used 

in a d v e r t is in g . ) ^ "  A woman fr ie n d  o rue  noted th a t inese women

'"  W oolf, A Room of One's Own, p 35 in a s im ila r v e in , Kaplan 
d iscusses the  concept o f the  enema screen as s e rv in g  as a 
m ir ro r  fo r  the  m,,n s gaze. She says: The idealized male
screen heroes g ive  back to  the  ma' n ec ta to r his more p e rfe c t 
m ir ro r  se lf, to g e th e r w ith  a se .« ' m astery and c o n t ro l. "
Women and Film , p 28

Ib id . p 36.

See p . 14

Th is in v e s tig a tio n  o f the  s te re o typ ica l p os tu res  o f g ende r 
beh a v iou r is ce n tra l to Goffmans s tu d y  in his book Gender 
Advert*#em#nt# Here, w ith  the  use of many v isua l e x jm p le ; 
taken d ire c t ly  from  a d v e rt is in g , he p o in t*  ou t how the  
s te re o typ ica l fem inine stance (in  m asculine com pany) o ften  
invo lves a removed inw ards express ion  symbol is ing a w i th -  
drawml from  re a lity , and acts is  a symbol o f the  woman's 
w il l ingness to put her fa i th  in her male p a r tn e r  s ab i l i t y  to 
cope w,th  w ha teve r s itu a tio n  comes to hand - he is b ig  enough 
to cope fo r  both of them . This again re in fo rce s  Woo' f s th e o ry  
th a t th ro u g h  passive  acceptance of the  fem in ine  idea l, women 
help boost man's image of him self as the hero
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showed an acceptance of do ing  something fo r  the  man  to  allow him 

to  re ta in  some sense of p r id e .  She in te rp re te d  i t  as a show of 

love, b u t  a love tha t  has become confused w i th  s te reotyp ica l  

co nd i t io n in g ,  and the fact tha t  women feel tha t  th ey  should  be 

g iv in g  themseiv-es to men. She noted tha t  even in a contemporary  

fem in is t soc ie ty , i t  is v e ry  d i f f i c u l t  fo r  women to  deny to ta l ly  

t h r  c o n d itio n in g , and th a t th is  awareness of ro le  b e h a v io u r, 

conoled w ith  the inab i l i ty  to re fu te  i t ,  creates fu r th e r  confusion 

and p rob le  m o f n a tu ra l in te ra c tio n . On the  one hand, th f*  

read ing  co rresponds  to  the  idea p u t fo rw a rd  by  V irg in ia  Woolf, 

b u t  also re lates to the  response of o thers  who have seen th is  

separateness as a ffirm in g  s lack of communication between the  

sexes . The couple are in the same space, about to engage (or  jus t  

hav ing  done so) in love -m ak ing , ye t the re  is no connection b e ­

tween th e m , Both are ve ry  se l f -consc ious , the  man in looking 

(p e rh a p s ) in th e  m ir ro r ,  and the  woman in look ing  inw a rds , be ing  

in te n t ly  aware o f h e rs e lf. The fact th a t the  man looks ou tw a rds 

a t to m o th irg  m a te ria l. w h ils t the  woman s focus is more em otiona l, 

is s ig n if ic a n t. This seems to  tie  in w ith  many th eo ries  o f the  

d iffe re n ce s  between the  sexes, and th e ir  a ttitu d e s  to  love , and 

p o rn o g ra p h y  (see p rev io u s  c h a p te rs ).

In the  f i r s t  p a in tin g  (p la te  1) the  m ir ro r  is shown q u ite  o b v io u s ly  

' t  re flec ts  the  fig u re s  back at the  v iew e r/ v o y e u r, and compacts

t h f  ‘.pace between them so tha t  the  man leans fo rw a rd  tow ards the  

woman in a way tha+ is not apparent in the  pa in ted  scene i t s e l f . 

Most im p o r ta n tly , the m i r r o r  serves to  reveal a bed in a space th a t 

is o f f  to the  r ig h t  of the p ic tu re . Th is localises the  space as a

bedroom which  would o the rw ise  not be so o b v io u s . In th is

p a in tin g  the  m ir ro r  is used as a dev ce to  r n  r a /  som ething to  th e

vo yeu r .  (A p a r t  from  the m i r ro r  the  on ly  objects presen t  in tha

room are two pa irs  of men's shoes As the  man stands in his

Notes on the  w orks  subm itted  fo r  the  degree 93



mocks, t'A one p a ir  could  Uelong to  him. hu t (he o th e r is a mym- 

te r y ,  and ( -dr! be in d ic a tiv e  of a th ir d  p resence perhaps th a t

o f the  vo yeu r

The  m ir ro r  in the se- d p a in tin g  'p U ie  J i is b a re ly  suggested 

b eh ind  th e  wanan . The p an .ting  on the  wall serves more as the  

m ir ro r ,  b u t one th a t p rophestse , (tie  action of the  woman revea ling

herse l f.

In  the  th i r d  p a in tin g  (p la te  3 ), the  m in o r  , , w .*; i t  sei ve» to 

re fle c t back the  body o f the  man who stands on the  hed w ith  his 

back to  urn. B u t w h ils t we see his legs , the  fra m ing  of the p ic tu re  

manages to  censoi his gen from  the  v iew e r. There  is the 

sense th a t i f  one could  bend a t* ' low er, one ' nu ld  see his his 

body in fu l l .  Th is  t i t i l la t io n  and im; . n v o l\-  the  v iew e r

emphasises the  p o s s ib ility  nt his p n \ ., a w eser.te .ie w m g  the  

scene.

In » 'a»e 4, the m ir ro r  is not a c tu a lly  shown, b u t the  woman s 

stance n 'r e n t  of the  basin suggests th a t she stands th e re  able 

to  see h er re t ' n , and to  measure it up aga inst th e  ideal 

p in -u p  in the  man s possession

!n p la te  5, the  fin a l p a in t ng of tin s  ser es, the  m ir ro r  has two 

purposes. I t  makes it  poss ib le  fo r  the  g a / r  '  the man and the  

woman to  meet, and it  also revea ls the  p a in tin g  which is a rep - 

resentat ion of more idea lised n ud e s .

Notes on th e  w orks  subm itted  fo r  the  degree 94



¥

The  P a in tin g  w ith in  the  P a in ting

In two of these w orks  (p lates 2 & 5 ) ,  the re  is also a p a in t ing  wl <ch 

s tands in co un te rp o in t  to the m i r ro r .  These pa in t ings  qu i te  i n ­

ten t io na l ly  dep ic t  a tra d it io n a l view of women w i th in  the  con ­

vent ions of a r t  h is to ry ,  and th e re fo re  become a complement to the 

more contemporary  female form who is the  subject o f the scene. 

Th is  became a way of p la y in g  o f f  the  more i l l u s t ra t i v e  prosaic  

representa t ion  of these f ig u re s ,  aga inst the  sensuous nude in 

h i s t o r y .

Th re are f u r t h e r  impl icat ions inhe ren t  in th is  jux tapos i t ion .  The 

nvde stands as an ideal aga inst w hich the  woman could be meas­

ured in the  eyes of the  man. 7 his is expanded more c lea r ly  in 

p la te  4, where the  man stands, w ith  his back to the  woman, 

looking at a p in -u p  image in a magazine. The v e ry  act o f looking 

at th is  idealised sexual image and ign o r in g  the  real woman behind 

him, ca r r ies  the connota tion of c r i t ic ism .  F u r th e r ,  in th is  w o rk ,  

the  woman stands at a basin w i th  a razo r in her hand. A l though  

the re  are morbid  implicat ions in h e re n t in a ra zo r, the  meaning 

was in tended more d i re c t l y .  A razoi =■- used fo r  shav ing .  As 

d iscussed in chap te r  one, the lack of body h a i r  is an im portan t 

aspect o f the convention of the nude - both in a r t  h is to ry  end 

contemporary  images of the  idea! woman', and the  woman in the  

pa in t ing  seems to be aware of competing w ith  the idealised image 

- yet she stares pens ive ly  at the  ra zo r as i f  she is ques t ion ing  

the  p o in t o f t r y in g  to liv e  up to  th is  image.
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REPRESENTATIONS OF THE FIGURES,

The Woman

The f i r s t  th ree  pa in t ings  of th is  series made use of an i l l u s t ra t i v e  

c onven t ion ,  and were conscious attempts to  re -c rea te  .ne 

seduct iveness of the  p in -u p  g i r l

For example, in pla te 1, the  woman p ro v o c a tiv e ly  begins to d i s ­

robe, and the way in which r.he stands - her legs s l ig h t l y  bent 

and pressed to ge ther ,  emphasises her  sexual awareness of herse l f,  

She i% be ing  appra ised  by  the  man, and i*  ve ry  conmciou* o f her 

a t t ra c t io n s .  She has a ce rta in  provocativeness which is 

conve n tio na lise d , known abou t. W hils t p a in tin g  th is ,  : was v e ry  

conscious of th is  p rovo ca tive  stance, and took g re a t pains to show 

the  woman's f l e s h ; her legs, arms and breasts showing th ro u gh  

h e r d re ss . Th is  scene has the  charge  o f h e r f i r s t  revea ling  

he rse lf to  him. I t  is a f i r s t  (and perhaps o n ly j e n co u n te r, and 

is d e s c r ip tiv e  of an exci tement ra the r  than an in t im a c y ,

The n e x t p a in tin g  (p la te  21 also deals w ith  the  woman's 

se lf-consc ious awareness o f her charm s, and she undresses, 

g la n c ing  dow nw ards at the  man as if  to  gauge h is response.

S im ila r iy , in p la te  3, the woman  poses herse l f  on the bed, and is 

in te n t ly  aware of being appra ised b y  the  man In th is  p a in tin g , 

because of our  v iew ing  position  beh ind  the  man s back, we s i ­

multaneously  become the  su rve yo rs  of her body.

The b a n a lity  of nakedness when not accompanied by the  su itab le  

se lf -conscious ness of the  female, is to some ex ten t  apparent  in the  

last  two pa in t ings  of th is  se ries. Ne i the r  o i these women are
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presen ted  as vo lu p tuous  nudes,  b u t  s ta n d , qu i te  n a tu ra l l y ,  in 

th e i r  nakedness. The woman in p la te  4, stands q u i te  removed, 

and shares a ce rta in  in te rn a l calm tha t  echoes the  classical, 

s ta tuesque  q u a lity  o f a Piero della  Francesco woman. H ow ever, 

the  con junc tion  o f h :'r  naked presence n ex t to  th a t o f a fu l ly  

c lo thed man, s t reng thens  the not ion of the  male gaze, and the  idea 

tha t  the woman is the re  fo r  the  man to look at and j u d g e . Th is  

concept must have been recognised by Manet in D ejeuner s u r I 

he rbe , in which two men in contemporary  dress  are in the  pres 

ence of a n a k id  woman. Her n u d ity  im m ediately makes h e r more 

vu ln e ra b le , and places her in an unequal re la tio n sh ip  w ith  the  

men. She is th e re  fo r  th e ir  p leasu re , and h er nakedness ra th e r 

than revea lin g  h e r id e n t ity ,  has se rved  to  d e fin e  her as an o b je c t. 

(T he  objecthood of a nude female. )

The body of the  female in the  last p a in tin g  o f th is  series ip la te  

5) how ever has h e r source in a fa r  more contem pora ry  image. 

She has th a t same se lf assured nakedness o f Hopper s tom an  in

Woman in the  Sun ( f ig  26) and stands, qu i te  conta ined and 

se lf-possessed, look ing  calm ly back at the  man who gazes at her 

th ro u g h  the  m irro .-. She watches him w ith  the  same in te n s ity  o f 

his look ing  at h e r, and is no lon g e r the  .suri-eyed, in the  sense 

th a t B e rg e r d escrib e s , b u t stands equa lly  w ith  th e  man as the  

aurrm yor. The fra n k  in te re s te d  re tu rn  of h e r gaze p re ve n ts  the  

unequal  re la tio n sh ip  of his c lo thed  presence against her n u d ity  

re du c in g  her to  an o b je c t While in the  p -ev io u s  w o rk , the  

se ttin g  up of the  female aga inst the  idea lised sex image in the  

magazine was implici t )f c r i t ic ism  (due also to  the  man's lack of 

in te re s t in h e r ) , in th is  p a m lm y  the  idealised ve rsus the  more 

real ca r r ies  no such im p lica tions . Rather, th e re  is a certa in

s t re n g th  in the  woman which makes the  e ro tic  p o s tu r in g  cf the

nudes in the p a in tin g  seem ra th e r  r i d i c u lo u s . A lso, the  man
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seems to ignore  th is  image, and looks th ro u g h  the m i r ro r  past the 

pa in t in g ,  and at the  woman in whom his in te res t  l ies. Th is  is the 

most sympathet ic  o f all these p a in t ings ,  ." d the re  is an element 

o f fa m ilia r ity  and know ingnexs in th e ir  in te i action  w hich sugges t* 

th a t th e y  have shared some p rev ious in tim acy.

The Man

The men in these w orks  are even more s te re o typ e d . They f i t  in 

w ith  th e  conven tion  (o ften  useU in contem pora ry  i l lu s tra t io n )  o f 

the  ta ll,  d a rk , and c o n fid e n t male. The fa c t th a t,  when c lo thed , 

th e y  wear d a rk  s u it* ,  o n ly  confirm s th e ir  social s ta tus .

In th is  se' ms th e re  is a resemblance between the  phys ica l a t t r i -

butes o f the  i uple in each w o rk . I his enables the series to read 

almost as a n a r ra t iv e ,  and ex tends the  not ion of the  film  s t i l l  . 

H ow ever, at no time are the  charac te rs  meant to  be real aeople, 

b u t th e y  are the  same in th a t th e y  stand fo r  a couple - a man 

and a woman - and if  the re  is a n a rra h v  th e re  is a n a rra tiv e , 

not abou t in d iv id u a ls , h u t about th e  in te ra c tio n  between the  

sexes

These smaU p a in tin g s  can be se tn  "  the  na tu re  of lim b e rin g  up 

fo r  th e ir  successors , b u t ce rta in  atpo* Is o f them s u rv iv e  s ig n if ­

ic a n tly  in to  o the rw ise  q u ite  d if fe re n t p a in tm q s  For example, the 

q u a lity  o f the  room in w hich  these rp W 'o n s h ip s  take place never 

re a lly  changes I t  is always a fa th e r  imp rsona ' spate in w u c h  

n e ith e r o f them is (.#uite at ease, and th  s helps t "  n ,g h i,f;h t the  

u n c e rta in ty  and ra th e r  «henated i haracte i 01 t l  e ir  meetings i t  

is a p lace th a t th e y  come to spec ifica lly  w ith  the  in te n tio n  of 

lov t m aking T h e ir  p r iv a c y  is n e v ^ r re a lly  a ssu ie d . Th is is

a pp a re n t in (he notion  o f the vo ye u r, who watches th ro u g h  the
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k e y h o le ', and in O m ni A n im al©  T r is t t*  (p la te  1 1 ), i n t rud e s ,  v io ­

la t ing  w h a t in t imacy the re  was between them.

Th is  sense of an impersonal space, and a n o n -specif ic  t ime (one

i*  neve r su re  o f the  time of the  day in these rooms, a lthough  th e re

is a fee ling  tha t  it u  late a fte rnoon • the  t ime of i l l i c i t

lo v e -m a k in g ), i*  one of the  th in g *  th a t Steven Marcus notes as

be ing  a basic tene t in the  conven tion  o f p o rn o g ra p h y . He asks

where  p o rno top ia  e x is ts .

These places may be found  in books; th e y  may be read about 
in l ib ra r ie s  o r in s tud .es ; b u t th e ir  t ru e  ex is tence  is not 
in the  w o rld , o r even the  w o rld  th a t ex is ts  by  special r e f ­
erences in l ite ra tu re . They e x is t t r u ly  beh ind  o u r eyes, 
w ith in  o u r h e a d s .. . To the  question  "What time is i t  in 
p o rn o to p ia ? ' one is tem pted to  answ er, "It is always 
bedtim e . . .  In ano the r sense, time in porno top ia  is w ith o u t 
d u ra tio n ; when the  past is reca lled , it is fo r  the  s ing le  
purpose  of a rou s in g  u t in the  p re s e n t. And the  e ffo r ts  o f 
p o rn o g ra p h y  in th is  re ga rd  is to  ach ieve, in consciousness, 
the  cond itio n  of the  unconscious m ind - a cond ition  in w hich 
all th in g s  e x is t in a to ta l, sim ultaneous p r e s e n t . '* '

In thmse p a in tin g s , th e re  is ih e  fe e lin g  of th is  e te rna l p resen t". 

The tim e, and the  place seem to  reside  in the  tension and emotion* 

th a t e x is t between the  man and the  woman. B u t it is th is  em phasi* 

on these emotions th a t p reve n ts  these w orks from  being  

p o rn o g ra p h ic  in the  way th a t Marcus d escrib e s . For M arcus, 

p o rn o g ra p h y  is not concerned in any way w ith  how people live  

to g e th e r, w ith  th e ir  emotions and fee lings  - it is in te re s te d  o n ly  

in o rga n s . Emotions are an em barrassm ent to  i t .

13 5 Marcus, T h e  O th e r  V ic to r ia n s ,  p p . 268-270 
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While the  ear ly  pa in t ings  were p r im a r i ly  concerned w ith  the  idea 

of specta to r  as vo yeu r ,  and elements of the male gaze w i th in  the  

n a r ra t iv e  of the  pa in t ings  - and the  medium or  method of p a in tin g  

helped to  consp ire  to  th is  end ( in  th a t the  process of p u t t in g  on 

th e  p a in t was erased so th a t the  spec ta to r was o n ly  concerned 

w ith  lo o k in g ) , the  change in medium from  enamel to  o il p a in t, am 

well as th e  la rg e r scale o f the  w o rk , and the  reso lu tion  to  allow  

evidence o f the  process to  rem ain, changed the  level o f th e  

sp ec ta to r's  in te ra c tio n s  w ith  the  p a in t from  th a t o f a more ce reb ra l 

look ing  to  th a t o f a more d ire c t p hys ica l sensation
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MEDITERRANEAN AFFAIRS

(3 p a in tin g s . Enamel and o il on handmade p ap e r. Plates 7 -1 0 .)

The second se rie s , ca lled M ed ite rranean  A ffa ir# ,  can be seen as 

tra n s it io n a l w orks  between the  concerns of the  i l lu s tra t iv e , the 

Gaze, and the  idea of the  V 'sce ra l and a '; . . .m te r ly ' e xpe rie nc in g  

of the  w o rk .

Whereas the  f i r s t  series were (.ailed keyho le  voyeu rism , th is  series 

could  be e n tit le d  te le\Lo;.,'c  v y p u r is m '. T !ie v o y e u r is no longer 

look ing  th ro u g n  the  keyhole in to  j  i in te r io r ,  b u t , w ith  the  aid 

o f a telescope ,s s p y in g  on tm ip le s  su n b a th in g . Th is  sense of 

look ing  th ro u g h  a telescope is created  by the  way the  plane has 

been t i l te d , so th a t the  fig u re s  are fla tte n e d  onto the  p ic tu re  

p lane. w ith  v e ry  l it t le  sense of dep th  o r space between them, 

a* w ith  te lescop ic v is io n , e v e ry th in .; is reduced to  a shallow  depth  

o f f ie ld .

W ith the excep tion  of Susannah Watched (p la te  13), these are the  

o n ly  p a in tin gs  in w hich  the  fig u re s  are o u ts ide , and no t closeted 

in so rd id  rooms. T h is , and the  idea of these couples as 

bacA rrs, had an im po rta n t in flu e n ce  on the  co lou r o f these 

p a in tin g s  The p hys ica l e ro tic ism  of the  coup le 's in te ra c tio n  could  

be fu r th e r  conveyed th ro u g h  the  suggestion  of intense heat, and 

th is  was e x p lo re d  th ro i.^ h  u s ing  m cre asm g ly  hot c o lo u r# ', u n t il  

in the  last two p a in tin rs  almost e v e ry th in g  was pa in ted  in d if fe r in g  

shades of reds and p in k s . A lso, the  sub ject of h a rh rrA , is t r a ­

d it io n a lly  one m w hich  Hie nakedness of the  f ig u re  is ce leb ra ted ; 

and u n like  the  e a r lie r  sc; ms m w hich the  paleness and the  q u a lity  

o f naked flesh  im plied a life  spent ind o o rs , and fu r t iv e ,  h u rr ie d  

a ffa irs , in these w o rk t .  th r  people are la rge  and v o lu p tu o u s , 

d is p la y in g  enormous a r ta j  o f sensuoi \  su rfa ce  w hich  beg in  to
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cover  the  whole fo rmat.  Th e i r  sexua l i ty  is out in the  open - a 

g lo r i f ica t io n  of des ire .

Th is  se. se of f leshiness is f u r t h e r  et <asised by the  medium, fo r  

i t  was in these pa in t ings  th a t  oi l n a in t was f i r s t  used. Also, as 

in the  f i r s t  series, these works  were done on handmade paper 

( fo u r  small sheets jo ined to g e th e r ) ,  and the  q ua l i ty  and te x tu re  

of the  paper managed to fu r t h e r  enhance the  sensuous sensation 

of sk in .  Th is  g rea te r  sense of d irec tness '  of the medium is also 

apparent  in the  w c rk m g  p rocess , For, in these pa in t ings  it be- 

came p a r t  of the  meaning o f the  w o rk  to  leave incidences o f the  

proce## invo lve d  in m aking - o f the  fre s h , spontaneous in it ia l 

d raw ing .  ( In  the  f i r s t  series each piece was ca re fu l ly  worked 

o v e r so th a t no trace  o f th is  rem ained.)

For exam ple, in p la te  7, the  rough  charcoal d raw ing  of th e  man s 

chest , and the  shadow on his uppe r leg w here  le f t q u ite  con ­

sciously  , as i t  was recognised th a t  the smudgy c rude  q ua l i ty  o f 

the  charcoal in those areas was fa r  c lose r to  the  in tended  atm os­

phere  than  p a in t could  bo. S im ila r ly , the  clum siness o f the  bad ly  

d raw n b r ic k s  in p l i te  9 was recogn ised as an im po rta n t emotional 

analogy to the  tenor  of the  couple 's in te ra c t io n . In the  th ir d  

p a in tin g , (p la te  10) the  hand unde rnea th  the  woman s head is a 

rem nant o f the  in it ia l d ra w in g , and bears v e ry  l i t t le  re la tio n sh ip  

to the  re s t o f h e r body in the  com pleted p a in tin g . Its  ah pe is 

not n ecessa rily  d e s c r ip tiv e  o f a hand , b u t could  be a f lo w e r, a 

s n e ll, o r  a c law . This  am bigu it y  is im po rtan t to the  p a in tin g  - 

if  e v e ry th in g  was described  in too much d e ta i l , some of the  re s ­

onances would be lo s t .

The com positional devices used in these works has also changed 

from a more coherent log ica l p la n a r p e rsp e c tive , to  the  use of a
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d is to r te d  space ( p a r t ia l ly  created th ro u g h  the  f ig u re s '  own b u lk ) ,  

which reads more on an ' ‘ motional' than a des c r ip t i v e  level.

M e d ite r ra n e a n  A f fa ir s  1 (p lates 7 b 8 }

This is the  f i r s t  p a in t ing  m which the re  is any d i re c t  phys ica l  

contact between the  man and the  woman. In the  o th e r  works  any 

contact  (o r  lack of contac t)  has been th ro u gh  the gaze - the  

glance of the  man, possess ing, undress ing  - always in cont ro l.

The plane has been sh i f ted  so th a t the  f ig u re s ,  a l though ly in g ,  

are placed ve r t i c a l l y  aeros > the  fo rm r t  from the top to th<> bo t tom . 

The top  o f both of th e ir  head# and th e ir  feet are c ropped . H i* 

d e c k -c h a ir  puahe* up o u t o f the  p ic tu re  plane, and aeen* to  t i l t  

in tu c h  a m anner th a t he begins to  s lide  down tow ards h e r. The 

focus a t ten tion  is in the cent re ,  and is emphasised by the 

pu lS h iing  re d re ss  of h is hand re n tin g  on her b u tto c k s . Th is  area 

of focus is also em phasised by the  line  o f both o f th e ir  costumes 

(she is s ig n if ic a n t ly  o n ly  w earing  the  bottom  p a rt o f her b ik in i)  

* h ic h  b reaks the  p inkness o f th e ir  fle sh .

The ero t .c  focus of the  w ork  is in his hand, and the  co lou r and 

size of i t  becomes a symbol of hi? des ire . The way th a t  he looks 

at her w ith  heavy lidded  eyes and l ips pursed  in a k iss ing  motion 

is also fu l l  of sexual innuendo - a k in d  of p ro p o s i t io n . The 

sexual hand is echoed by the trea tm en t o f the  towel which  l ies 

undernea th  the d e c k -c h a irs  It is lik e  red Mesh, and is sugges­

t ive  of female g en ita lia  ( The way m whic h it is pa in ted  is rem- 

in isce n t o f the  w o ik  o f J u d v  C hicago See p la te  2 8 .)

The subject of th is  p a in tin g  is less about the convention of 

male/female in te ra c tio n  than the  fe e ling  of sensua l it y  i ts e lf The 

sense of passion no longe r resides m the  sym bolic s ign i f icance  o f
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the  objects,  bu t  o th e r ,  in the  way tha t  they  are t rea ted .  S im i­

l a r ly ,  i t  is the manner in which  the  flesh of the  couple has been 

painted tha :  g ives the  work  an added erot ic  charge . The use of 

b lue and green co lour  patches w i th in  the p in ks  implies a

ce rta in  b ru is in g  and p lay of shadow which • -ces its t a c t ih ty

and sense of immediacy. The f igu res  also have a robustness and 

v ib ra n c y  tha t  is emphasised by the p in k  and the  use of coloured 

l ine.

M edite rranean A ffa irs  2 ( Plate 9)

The impact of th is  work  relies p r im a rily  on the suggestion of heat. 

I t  is essent ia l ly  a r ed pa in t in g ,  and th is  use of co lo u r ,  as well 

as th e  associations con ju red  up by  the  s e ttin g  ( :u n  on red

fa c e -b r ic k )  become a means of d e sc rib in g  the in ten s i ty  of the heat. 

Looking at th is  p a in tin g  is ra th e r like  exper ienc ing  the th ro b b in g  

of blood behind the eyes tha t  one sometimes feels in such a situ -

The arrangement of the  fig u re s  in th is  w ork  is s t range.  There

is a p il in g  up of f lesh - a leg in f r o n t  of a leg - yet the  people

all r&mam q u ite  separa te . A ga in , the  man is look ing  at the  woman,

des i r ing  her . She looks downwards, qu i te  se lf -consc ious ly ,  at 

the  hand on her - which may or  may not be her own. Ambi­

gui t ies such as th is  hand and the strange  naked leg in the  f o r e ­

g round  g ive  the  p a in tin g  a b iz a rre , d is jo in ted  q u a lity , and 

somehow manage to h .g h l ig h t  the sexual tensions and uneasiness 

w i th in  the p a in tin g .

The idea of the  Isg in the  fo reg round  was taken qu i te  d i re c t ly  

from the  or ig ina l  p h o tog ra ph ic  source, in which another  image 

a r b i t r a r i l y  overlapped  the f i r s t  When the  p ic tu re  was to rn  out 

of the  magazine, th is  leg became p a r t  of the  p ho tog raph .  When
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w o rk in g  d i r e c t l y  from pho tograph ic  sources,  one often comes 

across such fo r tu i to u s  connections which can then be used.

Medi te rranean A f fa i r s  3 (Plate 10)

The f ig u re s  have become even la rg e r ,  and begin  to f i l l  the  whole 

form at so tha t  the  p a in tin g  is re a lly  about f lesh.

The shallow depth  of f ie ld  th rows the  two f igu res  toge ther ,  and 

f la ttens ou t  the  space into  which they  f i t  so tha t  he leans over  

her , and she w r i thes  unde r  his p is e n ce , tu r n in g  s ideways, and 

lo o k : s tra ig h t o u t a t the  specta to r. H er hand cups h e r b rea s t, 

em phasising th e  b u lk  o f i t ,  and instead  of be ing  a se lf-consc ious, 

p ro te c tiv e  ges tu re ,  th is  action becomes some k ind  of o f fe r in g .  

She is o f fe r in g  herse l f both to the  man who looms over  her and 

to  the  sp ec ta to r The man is only importan t in tha t  he is a f leshy 

presence, his charac ter  is of no re levance.

The d is loca tions and am bigu ities d iscovered in these works  were 

acknowledged as an im p s rta n t means of express ing  the  tensions 

of the emotional in te ra c t io n s , and the so l id i ty  and over -b low n '  

bu lk  of the fig u re s  was recognised as a device fo r  c rea t in g  an 

atm osphere of a p u issa n t, com pelling s e x u a lity .
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OMNI A N IM A L E  T R I S T E  (P lates 11 & 12)

(C harcoa l on paper)

In  t h is  d ra w in g , the  woman s w in g s  a r o u n d .  The specta to r  has 

in t ru d e d .  He is no longer the  vo y eu r  who watches w i thou t  being 

seen, the  couple have been d is tu rb e d .  Of all the  images used, 

th is  is the most d esc r ip t ive  of the source tha t  it came from. It 

is based on a f i lm -s t i l l ,  and the f reez ing  of th is  moment in t ime 

is in d ic a tiv e  of an isolated in c id e n t from  a la rg e r n a rra tiv e  se- 

quence. The prev ious w orks ,  a lthough th ey  may have dea lt w ith  

an act in time - o f u nd re ss ing ; o f to u ch in g ; o f look ing  - were 

not re a lly  spec ific  e v e n ts , b u t p resen ted  these acts more as the  

idea of them , and are more d e s c r ip tiv e  of an emotion than an 

in c id e n t. Th is d raw ing  is v e ry  sp ec ific  in its  su b je c t. The 

spec ta to r has caugh t the  couple n u t - i t  is a scene o f p o s t-c o itu s . 

This sense of immediacy is not o n ly  im plied th ro u g h  th a t time 

slice . b u t also th ro u g h  the  m anner in w hich  the image has been 

made. T h is  is a charcoal d ra w in g , and u n like  a p a in tin g , w hich  

norm ally o n ly  shows the  fin a l image, a d raw ing  serves as a record  

of the  whole p rocess, and th is  re ad in g  of the  process helps in ­

vo lve  th e  ziewer at a ve ry  d ire c t le v e l.

The accre tion  of lin e s , p a r t ly  scra tched  o u t, p a r t ly  rubbed  o u t, 

manages to emphasise the  c o rp o re a lity  of the f ig u re s . Th is  

g ho s tin g  of lines creates a sense of movement unde r the  man’s 

sk in  w h ich  becomes som ething warm and liv in g , and suggests the  

body of someone who has been und e r tension and is ju s t beg inn ing  

to re lax It  is d e s c r ip tiv e  of sa tia ted  f le s h . The softness and 

fu r r in e s s  o f the  charcoal m ark becomes a m etaphor fo r  h is  warm, 

moist a rm p it .
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Her sk in  is also palpable, malleable - b r u i s e d . And her  mouth - 

emphasised by the  way the res t  of her face has been c ropped o ff  

by  the  fo rm at - is l ike  a soft  wound, and l ike  the  b lankets  on the  

bed can be seen to be symbol ic  o f her  vu lva .

The immediacy of t 1 a s i tuat ion  is fu r th e r  descr ibed th ro u g h  formal 

devices. Again , the  planes have been t i l te d  so tha t  the  bodies 

become compressed against  the  surface. They are fo rced into  a 

narrow area made up e n t i re ly  of bed and d ra p e ry , and are pushed 

fo rw a rd  into  the  space of the  v iewer. L ike the  towel in 

M ed ite rranean  A f f a i r s  (1 ) ,  the  sheets and blankets  take on a 

meaning tha t  is sexual,  so do the cu r ta in s .  Cloth has become 

symbol ic of f lesh.

The sheet metamorphoses in to  a sleeve, and th is  along w ith  the  

s h i r t  and t rousers  on the  dum b-va le t ,  become ind ica tions  of the 

process o f u n d re ss in g  - and se rve  as a memory o f th e  act th a t 

preceded the scene. F orm a lly , the  whi teness of the c lo th in g  on 

the  dumb- valet  p lays an im por tan t f u n c t io n . It  helps compress 

th e  space even fu r th e r ,  and also p re te nd s  to  act as a censoring  

device. The glimpse of the man s g en ita ls  from beh ind  th is  area 

ir. somehow more erot ic  than if  his whole body had been exposed.

The lessons lea rn t th rough d raw ing  w ith  charcoal were later 

u tilis e d  in p a in te r ly  terms. C harcoa l , as a medium, inv i tes  one 

to  smudge and to b u ild  up surfaces th ro u gh  th r  accre tion  of d i f ­

fe re n t  layers of lines and marks. The fo l low ing  w ork  which was 

completed, Susannah Watched, combined th is  type  of charcoal 

d raw ing  on paper w i th  oil pain t app lied  in a s im ila r m anner.
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SUSANNAH WATCHED (P lates 13 & 14)

(O il and charcoal on p a p e r .)

The t i t l e  of th is  p a in t ing  is de r ived  from the  subjec t o f Susannah 

and th e  E lders which was a popu lar  '.o b je c t in 16th and 17th 

c e n tu ry  European pa in t in g .  7 he meaning of the pa in t ings  of th is  

time relied not so much on the idea of innocent v i r t u e  t r iu m ph in g  

over  v illa in y  ( the  parab le  of the s t o r y ) ,  o r  on the  potent ia l se­

duct ion  of Susannah by the e ld e rs , but on the not ion of Susannah 

being watched  by th e * :  men. It is a subject which deals w ith  the

vo yeu r  - and the  exc rem ent tha t l ies in spy in g  on her .

S im ila r ly , the subject of Susannah Watcned concern., the  voyeu r ,

b u t in th i*  case, he i*  not i l l ic i t ly  s p y in g  b u t i*  b la ta n tly  con­

tem p la ting  h e r. The p a in tin g  is about the  uneasiness of the  female 

f ig u re  unde r such a look, t ^ th  o f the  man (whose presence is

m erely im plied by  the  eg* Lehind h e r ) , and by  the  sp ec ta to r.

She is in te n t ly  aware of be ing  w atched, «nd it  is as if  she ha*

become tra p p ed  between the two gazes The idea of her being

w atched is about d e s ire , as u cs ire  is re s id e n t in the  act o f look ­

in g , o f w an tin g  ra th e r th«n in the  consum m ation.

Susannah is the object of des ire , and the  way in w hich she has 

been tre a te d  - in her pose; her n u d ity ; her fle s h ; the collapse 

of the  c h a ir - all conspire  to convey the  sense of t h i s , For e x ­

ample, in the d is to r t io n  of her body - her  r ig id  arm, the  way in

which her  body tw is ts  at the w aist (and is c u t in half by her

bath ing  costume which ca rrie s  the ye llow  th ro u g h  from the b ac k ­

g ro u n d ) ,  the l ine of her breast s l ic ing  th ro u gh  her arm - and in

the  manner in which her flesh  is p a in te d .
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This is the  f i r s t  pa in t ing  in which the  q ua l i ty  of the  f lesh  was 

consciously  pushed to stand fo r  some in te r io r  emotion. In her  

belly  the  nervous smudging on of the  pa in t  and the ra th e r  f lacc id  

co rroded  charac te r  of the  charcoal l ine tu rn s  the f lesh into  the 

locus fo r  feelings of sexual exc itement.  The outs ide becomes a 

metaphor fo r  the ins ide, and the  spectato r identi f ies  w ith  the 

nervouanesa o f the  p a in t th ro u g h  a co rresp o n d in g  phys ica l un- 

ea&mea*.

The re  ia a aenae of movement in th is  p a in tin g  created oth  by the  

d is loca tion  of the  body and c h a ir , and th is  way in w hich the  ak in  

is t re a te d . Its  p am te rlm ess  denies an ideal o f fo rm alised s ta tic  

1 'esh, and can be seer, to  f i t  in w ith  B e rg e r's  notion of o f an e ro tic  

image, fo r ,  as he says, th e re  is a prob lem  in c re a tin g  a s ta tic  

image o f sexual nakedness. This compounds the  s p e c ta to rs  

id e n tif ic a tio n  w ith  the  w o rk .
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FORM AND CONTENT (Plate 15) 

(Oi l on canvas . )

There is a pho tograph ic  record  of the  p re l im ina ry  d raw ing  on the  

canvas done fo r  th is  p a in tin g  ( f ig . 34 ), and i t  i :  th e re fo re  possib le  

to  tra ce  how th e  m etaphor* fo r  d es ire  and se nsu a lity  asserted  

themselves th ro u gh  the  process of making the  w o r k . For example, 

at some poin t of the  pa in t ing 's  l i fe ,  the  man's hand s ta r ted  

cre ep in g  up his arm - open ing  up h is sleeve, and became a m et­

aphor fo r  his ha ,d m oving up h er s k i r t .  F u r th e r  m etaohors are 

created  th ro u g  the  su rface  of pa in t and the  co .ou r: the  tre a tm e n t 

o f the  woman a d r ta s  w ith  its  queasy o lo u r com bination and pa in t 

a pp lica tio n , can again be seen as . i  a ttem pt to  describ e  the  

emotions h er stomach, much in th r  way th a t the  backg ro u nd

c u rta in s  can be seen as s tand ing  fo r  a d f-rk  p ass io? . Emotional 

qu a litie s  are also in h e re n t in the  d if fe r in g  ways th e ir  fle sh  has 

been tre a te d  - h is ra th e r c ru d e ly  d raw n charcoal hands suggest 

a ce rta in  uneasiness, and ca u tio u s ly  touch h e r heavy, smooth, 

and v o lu p tu o u s ly  pa in ted  fle sh .

A s h ir t  lies on the  bed, ye t th e y  are both c lo the d , so i t  cannot 

belong to  e ith e r o f them. Its  s ign ifica nce  is p u re ly  sym bc lic : it 

has become a m etaphor fo r  the  act o f d is ro b in g .
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From the pa in t ings  t us ta r  d iscussed, i t  is apparent  tha t  many 

of the  concerns which have been explored in terms of a r t theo ry  

can be seen o r  used to i l l u s t ra te  the  meanings of these w orks .  

While the  basic themes of the  pa in t ings  remain the same, i .e . the  

c o n ce rn : o f male/female in te ra c tio n s , and the  notion  o f the  -^ e c -  

ta to r  a# a ty p e  of v o y e u r, th e ir  m eaning doe* change q u ite  s ig -  

n i f ic a n t ly  t h ro u g h  the  way in which they  are p a in te d . I do not 

th in k  th a t i t  i*  necessary to  comment on e v e ry  w ork  th a t has been 

completed fo r  th is  degree , because many o f the  issues a lready 

ra ised can be seen to  p e rta in  o»her p a in tin g s . T h e re fo re , in 

th e  re s t o f th is  section p a in tin g s  w ill be d iscussed as th e y  f i t  in to  

p a r t ic u la r  sub jects  ra th e r  than be.ng dea lt w ith  c h ro n o lc y .-a lly , 

one by  one.
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WOMAN AS OBJECT

The idea o f the  woman being  accmY upon, became the  sub jec t o f a

set of d raw ings  which inc luded She Takes Money, Pink Socks, 

L ive  b y  N ig h t and Double Indem n ity

In She Takes Money ( p la te  20) the ra th e r  'squa l id '  g rey  ness of 

smudged charcoal wa* exp lo ited  to  describ e  a so rd id  s itu a tio n . 

The t i t le  o f the  d ra w in g  is fu r th e r  im p lic it of the  s itu a tio n , and 

the re  are also d ire c t c lues suggesting  p ro s t itu t io n  in the  d ra w in g  

its e lf . Fragm ents of the  w ord SEX KINE can be read on the  neon 

sign out& ide the  w i.idow , and fu r th e r  d e s c r ip tiv e  elements such 

as the  th in  meanness o f the  V e n e t i a n  b lin d , and the  im personal 

tu b u la r  c h a ir on w hich  she s its , emphasise the  im poverishm ent of 

the  scene. The room is both em pty and has a v is ion^dream  of 

a b e i' .f ith m  it .  There is also a s h iK  m v is io r, im p lic it m the  way 

the  w indow  s ill is s p lit in to  tw o p lanes, w hich im plies some 

p rog ress ion  in time - maybe some fu tu re  in w hich  the  bed w ill 

m a te ria lise . I t  is a n ig h t scene, and the on ly  l ig h t in th e  room 

comes from  o u ts id e , a cold l ig h t c h a ra c te r is tic  o f neon. A ll these 

elements create  an atmosphe: e th a t is echoed in the  re la tio n sh ip  

between the  man and the  w  . She g ives h e rse lf to  him d um b ly , 

a llow ing  him to touch her ' " i t \  his g loved  hands (bo th  his 

g loves and h is in te re s t i .mr fe e t be ing  in d ic a tiv e  of some

fe tis h is t ic  p reoccupation  ) It n  as i f  she is o ffe r in g  h e rse lf to  

him as a fe tis h  - som ething to Se acted upon, and she does it  

d ispass iona te ly  as it  is her way ^f making a h v m g .

The focus of th is  w ork  s h ifts  across all these elements - the  

w indow , the  s ig n , th e  suggestion  of the  bed, the  du. k n -h n e sa

of her  m o u th , h e r c ro tch ,  his b lack gloved hands, his face - in
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an almost c i r c u la r  mo t ion , and suggests  a k ind  of qu ick  nervous 

look ing ,  a tension of wai t ing  fo r  something to happen.

In P ink Socks (p la te  21), the re  is the  simila r sense o f  the  woman 

a llow ing  som ething to  happen to  h e r. She does not take  any d ire c t 

in te re s t, b u t s its  d ispass iona te ly  w h ils t someone (a man) ou ts ide  

th e  p ic tu re  holds h e r fo o t. Th is  is a ra th e r  incong ruous image, 

e spec ia lly  as the  scale of the  hand ho ld ing  the  foo t is q u ite  o u t 

o f p ro p o rtio n  to  the  res t o f the  d ra w in g . The im pact o f the  image 

re lies on th is  enigm atic q u a lity ,  com pounded by  the  sensuousness 

o f the  woman - emphasised in tu rn  by the  sensuousness o f the  

ch a ir  in w hich she s i t s .

In L ive  b y  N ig h t (p la te  22), the  spec ta to r again in tru d e s , his 

hand reaches in to  the  p ic tu .e  to  touch the warm clammy th ig h  of 

th e  s tr ip p e r  I t  is as if he could  no longe r re s is t the  tem p ta tion . 

The sub jec t o f the  w o rk  concerns the  a v a ila b il ity  o f th is  woman 

to  be touched b y  whom ever w ants to  du so. Her ro le  is unam big 

uous - she is a s tr ip p e r ,  a woman who o ffe rs  h f  body fo r  the 

fan tas ies  of m en. She is also th e re  to  be touched , and th is  is 

em phasised b y  the  fa c t th a t she is not shown m the  d is tance  as 

som ething to  be looked a t, b u t has come ' ig h t up to  the  p ic tu re  

plane w here  the  v iew e r can reach m ^nd touch h e r A lso, the  

fa c t th a t on ly  h e r body is shown err haaises th is  p ro x im ity . She 

is seen as a p a rt o b je c t', a fe 'is h  r y u n like  a nude is not th e re  

to  be contem plated in h e r e n t ire ty  ', t is som ething to  be acted 

upon . The c o rp o re a lity  and la n g ti . ct h e r sk in  is suggested 

b y  the  r ip p lin g  and uneasy smurt J r r  ours o f the  paste ls , un

uneasiness th a t is fu r th e r  d e s in l  , the  co lou r re la tio n sh ip s

o f ye llow  and b lack in the  s u rro  room. A lso, th is  is not

a p r iv a te  encounte r , there  is no f-.. , 'ty  o f any in t im a c y . The 

sw eaty q u a lity  o f he: fle s h ; o f her c aet; o f the  man who looks
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out again at  the man who touches her  - all consp ire  to enhance 

th is  idea o f sex fo r  sale. Th is  image is not about in d iv id u a ls , 

and w ith  the  except ion of the man p o rtra y e d , who lias now become 

the  o u ts id e r, th e  th ir d  person in the  tr ia n g le  - h is ro le  reversed  

as he is now in the  p ic tu re  whereas the man who touches her is 

not - is about p a rts  o f the  b ody : a hand, a th ig h , a b rea s t. 

Th is  d raw ing  is about to u c h in g , about the p hys ica l and not the 

v is u a l, and the  hotness of the  anonymous p in k  hand re fle c ts  the  

p a lp a b ility  o f th is  des ire .

Double ln d e m n ity (p !a te  22) , is the o the r  d raw ing  in th is  series, 

and stands as a co un te r image to l iv e  by  N ig h t, This d raw ing  

is p re c ise ly  about the  gaze - about th e  vo ye u r who looks on and 

cannot act. I t  is about fa n ta sy  and d es ire , a long ing  th a t is 

s tro n g e r by not be ing  fu lf i l le d  in the  f le s h . The vo y e u r is now 

in th e  p ic tu re  and he is w a tch ing  a film  of a desi "abl ' woman. 

I t  is a fu r t iv e  w a tch in g , as he s its  alone in a darkened  room, and 

one gets the  im p re s 'io n  th a t he is a person who is unable to  act 

o u t his passions in the  real w o rld , and is rehan t on images fo r  

t i t i l la t io n . His shadow cast onto th e  film  image emphasises the 

one to  one re la tio n sh ip  between him and the  woman in the  film , 

and the  sense of a p r iv a te  v iew ing .
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THE FALLEN HEKO

In The B lue H ou r (p la te  161, and F ea rfu l Sym m etry ip la te  17), 

the man is not even g ran ted  the tenuous posi t ion of being the 

h e ro '. In the  p re v io u s  w o rk *  th e re  is th e  &ense ( i llu s tra te d  bv 

Woolf 's comment tha t  woman has always acted as man's m i r r o r ) , 

th a t man - even a lthough  not o b v io u s ly  accorded th is  b y  h i* 

p a r tn e r  - be lieved himself to be in the  dominant p os i t io n , He 

aeemm to  be b lin d  to  any o th e r p o s s ib ility , o r is unaware o f the  

woman q ue s tio n in g  th is  ro le . While th is  is q u ite  a pp a re n t in the  

f i r s t  of the series of Medi te rranean A f fa i r s  (p la te  7), i t is d i s ­

played most obviously in both the  p a in tin gs  e n t i t led  P a rting  Is 

A ll j Know A bout Heaven . . .  f plates 18 t, 19). The overb lown 

th e a tr ica l q u a lity  o f these p a in tin g s  coupled w ith  the  d ram atic  and 

s e lf- in d u lg e n t poses o f the  men ( the  women in both  cases being 

in the  b ackg ro u nd  ra th e r  sa rdo n ica lly  o b se rv in g  th is  b e h a v io u r) , 

o n ly  h ig h lig h ts  and makes a m ockery of th is  hero ic  p o s tu r in g .

In The Blue H our and F ea rfu l Sym m etry how e ve r . the  man has 

most c e rta in ly  fa llen  from  his hero ic  pedesta l. Th is  is apparent 

not on ly  in th e  v ay th a t the  man has been d ep ic te d , b u t by the  

fa c t thmt o f a ll the  p a in tin g s  com pleted, these are the  on ly  two

in which the  woman d isp la ys  the  ch a ra c te ris tic s  of the femme 

a /# .

In The B lue H ou r, she crouches q u ite  sph inx  - l i k e , and seems to 

hove r above the man in the w hiteness of the  b e d . 1 he bed has

become the arena fo r  some s tr i fe ,  and the  man s h ifts  qu i te  

p e rc e p tib ly  away, as i f  t r y in g  to  escape the  in te n s ity  o f her

emot ion. However, m th is  case, the  man can c e rta in ly  not be

considered s u bse rv ie n t ,  bu t  seems to  hold the  balance (o r  is the
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cause) o f her  anger and f r u s t ra t io n  ( i l l u s t ra te d  by her  clenched 

f i s t )  th ro u gh  his la ck  o f  emotional d isp lay .

F ea rfu l Sym m etry, on the  o the r  hand, d isp lays an unequal balance 

(and hence a pun on the word 'sym m etry ' )  in whi<~h the  woman 

is the  most powerfu l .  Th is  inequa l i ty  is most c lea rly  demonstrated 

by the  re la tiv e  posit ions and scale of the  f ig u re s .  Ear l ie r , I 

d iscussed how in the language of a d v e r t is in g ,  and o the r  c o n ­

vent ions which c o n t r iv e  to re in fo rce  the ideological posi t ions of 

the sexes, a woman is seldom shown to be ta lle r  than a man, unless 

he is her social in fe r io r .  We are so used to such s te reo typ ing ,  

tha t  in cases where i t  is reversed, its meaning is qu i te  apparent . 

For, a lthough the  man in th is  pa in t ing  is not necessar i ly  her social 

in fe r io r ,  her  dom inant posit ion, emotional o r  o therw ise , is c lear. 

These re la t ive  posi t ions are also emphasised th ro u gh  her  v ita l 

s t re n g th  and animal potency - f u r t h e r  enhanced by the  animal- l ike 

mark ings on her dress and the couch, and the  allus ions to Blake's 

"T y g e r  “ in the  t i t le .  She is the  d evou r ing  female; he, on the 

o the r  hand, is the  supp l ican t .  He appears tim id  and 

in t rospec t ive ,  and his act of knock ing  over  the  teacup on ly  r e in ­

forces his clumsy ins e c u r i t y .

There is a tension w i th in  th is  p a in t ing  which is created not on ly  

by the uneasy co lour  combination of b lack and ye llow, b u t  also 

by the  d is tance between them, and the  fac t th a t t h e i r  glances do 

not meet. All th is  is heir" in a balance th a t  the fa l l in g  teacup 

wil l  sha t te r .
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SYMBOLIC OBJECTS

C onstant reaf fi rmat ions  of the  p hy s ic a i i t y  of the  subjec t,  both 

th ro u g h  the  w a\ in w hich  th e y  are p a in te d , and the  use o f sym ­

bo lic  ob jec ts , became a c e n tra l p a rt o f my w o rk . These can be 

seen to f i t  in to  the  concerns of f ig u ra t iv e  conventions of th is  

c e n tu ry  w hich  can be d e fined  as psycho log ica l express ion ism  , 

and psycho log ica l realism".

In express ionism the  means of image m aking a r t  imary in con - 

v e y in g  a sense of man s e x is te n tia l awareness. The express ive  

use of gestu re  and p a in t serves both to  fu r th e r  describe  the 

emotional content o f the  p a in tin g  its e lf ,  and to  d e /c fJ c a H y  expose 

the  a r t is t  s consciousness. Psycholog ica l realism  on the  o th e r 

hand makes use of deta ils  o f day to  day ex is tence as a means to  

fu r th e r  exp lica te  the  prec ise  psycho log ica l sta te  th a t the  f ig u re  

( the  sub jec t-m a tte r  of the p a in tin g ] is e x p e rie n c in g . Th is  was a 

te ch n iq u e  used by S a rtre  and o th e r E x is te n tia l w rite  -s, and is 

also app a re n t in the  works of ce rta in  p a in te rs , of whom Edward 

H opper ( f ig  14) is an example. A liena tion  is expressed th ro u g h  

mundane a t tention to de ta il Places and objects are symbolic only  

in the  re ad e r 's /v ie w e r 's  a b il ity  to id e n tify  w ith  the atm osphere, 

and th u s  the  mental sta te  of the  person being  p o r tra y e d . Because 

of th is ,  certa in  banal objects have taken on a sym bolic meaning 

which can now be understood  q u ite  separa te ly  from th e ir  o r ig ina l  

co n te x t. The naked l igh t  bu lb  is one such example, and can be 

found  q u ite  ind e p en d e n tly  in the  w orks  of Bacon, Kitaj and 

Guston, where it is used as a means to  convey man's estrangem ent 

- from h im se l f , o the r  people, and his env i ronm ent.  S im ila r ly , the  

rooms in which the  fig u re s  in my pa in t ings  in te rac t ,  w he ther  

bed room o r  cinema, become a means of h ig h lig h tin g  the  te n o r of
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th e i r  re la t ionsh ip .  However, w i th in  these spaces, ce r ta in  objects 

took on a fu r t h e r  symbolic s ign i f i cance. For example, the  image 

of the  empty chair  appears q u i te  often in the  p a in t in gs ,  and can 

be read as s ta nd in g  fo r  a t h i r d  presence, a vo yeu r '  o r  may, 

th ro u g h  i t :  em ptiness, sym bolise a lienation .

The hear t -shaped  c h a ir  on the  o th e r hand, developed a ve ry  

specif ic  symbolic im portance which was ca rr ie d  th ro u gh  in a 

num ber of works - s ta r tin g  o ff  in End o f the  A f fa ir  (p la te  24), 

and appear ing  in both of the  p a in tin gs  t i t led  P a rtin g  Is A ll We 

Know o f H e a v e n ... (p lates 18 & 19), Common In te n t (p la te  28); 

and f in a l l y  in B roken  H earts (p la te  25), where its s ign ificance  

becomes most c lea r. It is not in tended  to be a deep o r mystical  

sym bol , and s ta r ted  o ff  as qu i te  a banal image - a ch a ir in the  

shape o f a h e a rt, w hich  was seen to  be re p re se n ta tive  o f rom antic 

love .

In The End o f the  A f fa ir ,  the  top of the ch a ir is on ly  a lluded to 

b y  its  back w hich  is shown between the  couple, as a ty p e  of 

b a r r ie r .  Its height in re la tion  ' > th e ir s , suggests tha t  the r* an 

is h o ld ing  ' t ,  and is e ith e r go ing  to  g ive  it  to  h e r, o r  to  d is d 

i t  B roken H earts ( its  t i t le  d e rive d  in pa r t  from the fac t th a t  : ne 

heart shape of the  chair 's  back is sp li t by the d iv is io n  between 

the  canvases), is loosely based on th is  p rev ious d ra w in g . The 

ch a ir , however, has taken on ce n tra l im portance, and is the  p ivo t  

p o in t o f the  p a in tin g  The who man looks in te n t ly  at the woman 

(a lthough  her glance does not d i re c t ly  meet h is ) ,  is in the process 

o f push ing  the cha i r  down the  s ta irs  The d isco rd a n t presence 

o f the ug ly  b lack c h a ir th a t appears beh ind  the woman and seems 

to fa ll th ro u gh  the  doorway, acts almost as a premonit ion of the 

banishm ent o f th is  sensual rom antic c ha i r  At the  bottom of the 

pa in t in g ,  the re  is the suggestion of a t h i r d  person (a m a n ) , who
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is p rev e n t in g  th is  cha i r  from fa l l ing  d o w n w a rd s . The pa in t ing  is 

held in a balance, o r  suspension, at th is  po in t in the  time se­

quence, and the th ree  f igu res  form a lo v e r ’ s t r ia ng le  , where the 

c h a ir  as an o b je c t  s ta n d s  f o r  the  id ea o f  love i tse l f ,  which is being 

bandied about.

The image of the  tea cup also became p a r t  o f the  vocabu lary  of 

the  pa in t ings .  It can be found in F ea rfu l Symmetry (p la te  

1 7 ) ,Common In te n t  (p la te  28), and Yellow S t i l l - L i fe  (p la te  37) . 

I t  ca rrie s  the  connota tions o f a w illin g n ess  to  se rve , and also 

rep resen ts  dom estic harm ony . The fa c t th a t in the  p a in tin gs  it  

is o ften p re ca rio u s ly  balanced, h ig h l ig h ts  the  tensions and 

precariousness o f the  in te rp e rso na l emotions in vo lve d .

Notes on th e  w o rk s  s u b m itte d  fo r  th e  d e g re e  119



A NEW BODY-LANGUAGE

The women in the ea rly  pa in t ings  d .sp lay  a ve iled , secret 

m t e n o r i t y ' . They ar e inward  looking and tend to hold themselves 

aloof from the  man. This  separateness and aloofness stresses the  

fa c t of them being complete, and f i t t i n g  in w ith  Stokes' notion of 

the  i . -hole o b j e c t .  As d iscussed, these ear ly  pa in t ings  re lied  on 

ce rta in  conventions of female represen ta t ions ,  but as I became 

more invo lved  m the  w o r k , the descr ip t ions  of the women's bodies 

became more personal (a lthough  s t i l l  re fe r r in g  in ch a ra c te risa tion  

perhaps to  G augu in . H opper, o r even P ie ro ), and w»re pain ted  

ra the r  th ro u g h  an awareness of my own body image and e x p e r i ­

ence. A l though  in some cases ! may have used parts  of my body 

a* d ire c t model re fe re n ce : - m aking d raw ings of my hand , sh ou l­

d e r, th ig h  e tc . and thus the  fig u re s  read as a sum o f d if fe re n t 

p a rt-o b je c ls  - the  re la tio n sh ip  was not g e n e ra lly  so d ire c t.  Th is  

emphasis on my own personalised body vocab u la ry  was ra th e r  the  

outcome o f an id e n tific a tio n  o f p a in tin g  the  fle s h , b e lly  o r b reast 

etc u n t il  the  pa in ted  image became analogous w ith  the  fe e lin g  o r 

experience  o f th a t p a r t o f the  b ody . They can be regarded  a# 

p a in tin gs  of the  bedy done from the  .

The male rep resen ta tions on the  o th e r hand were based on the  

in tim ate  know ledge o f ano ther's  b od y , as seen from  the  o u fs /d e . 

These rep re se n ta tion s  are the re fo re  fa r  more coherent as seen 

ra th e r than  fe lt  images The men in the p a in tin gs  are thus fa r  

more complete and whole and seen from one remove, w h i ls t  the  

women are more fragm ented  and known ,nd made up of par ts  

and segments w hich may be read mon d is c re te ly  as the  focus 

sh if ts  from p a r t to  p a r t On the  whole,  the men s bodies are more 

typecas t than the womens', and the  p a in tin g s  can, in p a r t ,  be 

seen as being  invo lved  in a search fo r  a persona lised body lan ­
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guage to c,escribe the  female f ig u re ,  ra th e r  than re ly in g  on the  

h is to r ica l ,  and genera lly  male, conventions fo r  doing so. In th is  

way, the  pa in t ings  can be related to the  more au tobiograph ica l '  

mode of much feminis t a r t ,  where the  ident i f ica t ion  w ith  the  female 

a r t is t '#  "b re a s t, b e lly , f le s h , a nge r, in s e c u r ity  e tc ."  all become 

an im portan t element of the work

However, a d is t inc t ion  must also be made between two d i f f e re n t  

types o f male rep re se n ta tion s  in my w o rk . On the  one hand, th e re  

is th e  ch a ra c te risa tion  of the  male, and these are g e n e ra lly  those 

besu ited  charac te rs  whose im portance lies o n ly  on the  level o f 

in te ra c tio n  w ith  the  woman. But th e re  are a l*o  those exam ple, 

where the male trea ted  becomes some sort of p o r t r a i t ,  and a more 

in tim a te  (sym p a the tic ) re n d e r in g  of an in d iv id u a l. The man seen 

as th us appears in Omni Animate T r is te  (p is te  11), The B lue H our 

(p late 16) , and in the two small d raw ings - on*  Man Undress ing  

(p la te  3 1 ), and the  o th e r Nude Mai# (p la te  3 2 ). H ere , the  

p o r t ra itu re  does not a rise  from  a d raw ing  o f a p a r t ic u la r  p e r ­

son, b u t is ra th e r on the  level of push ing  the d ra w in g /p a in t in g  

of the  fig u re  un t i l  i t becomes one w ith  the  memory of th a t  b o d y , 

and those th ig h s , b u tto cks  e tc . can be id e n tif ie d  as b e long ing  to  

and can be seen as an a ttem pt to  c rca te  a real male 

vo lu p tu o u sn e ss .

A p a r t  from the d is t in c tio n s  between the male and the female in the 

w o rk , and the  body seen (b u t kn o w n ), o r  the  body as p a r t o f

me, th e re  is qu i te  a noticeable d iffe re n c e  in the way tha t  ihe f lesh 

is pa in ted . The women's flesh  gene ra lly  seems to be mo - e 

spongy , in v it in g  touch and capable of b ru is in g . The man's flesh

is fa r  more contained and separate Whilst th is  may h : due to  

the  d iffe re n c e  between .s<>#• m g  and i f v l n g ,  th e r *  is tha t  d i f ­

ference (d iscussed ear l ie r  in the  quotat ion trum a ‘ ransexual's
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e xp e rie n c e ), between male and female sk in . Also, Russell in his

descr ip t ion  of B a co n 's  w o r k ,  note s  th i s  p a r t ic u la r i t y  of male f l e s h . 

He discusses B a co n 's  r e n d e r i n g  o f m ale  f lesh  in his Two F igures 

which he s a y s :

.e x e m p lify , above a ll , som ething th a t Bacon acknowledges 
in M ichelangelo and has neve r found  since in a n y th in g  like  
to  the  same decree : the  element of male vo lup tuousness.
On th is  p o in t he is q u ite  sp ec ific : male flesh  has a puissance 
a ll its  own. T ha t puissance is not replaceable: i t  cannot 
be c o u n te r fe ite r  by  women who have a male s tre n g th  of 
c h a ra c te r, any more than female vo lup tuousness can be 
c o un te rfe ite d  by men who happen to  have ce rta in  female 
c h a ra c te r is tic s .

"  Russel l, Francis  Bacon, p. 155,
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THE COSI FAN TUTTE SERIES

This inc ludes : -

the Cosi fan T u t te  Suite (p lates 33-36)

Yellow S t i l l - L i fe  (p la te  37)

The Swing (p la te  38)

The Sph inx (p la te  39)

The Cosi fan  T u tte  series was based upon the video of a p e r ­

formance by Possession A r ts  perfo rmed in e a rly  1984. My con- 

tr ib u t io n  to  th is  perfo rm ance was both to  create  the  lig h tin g  by 

the  *ole  mean* of an overhead p ro je c to r, and sim ultaneously  w ith  

the  use of th is  equ ipm ent, to  d raw  onto , o r  a ffe c t the  scene 

being  p e rfo rm ed . T h ro ug h  th is  medium, by  the  app lica tion  of 

co loured dyes , the  o ve rla y  of tra n sp a re n c ie s  of the  l ib re tto  and 

sc. e, d ire c t d re w r  - , and m anipu la tion  of shapes across the  

sc re en , i t  was possib le  to  create a v a rie ty  o ' unusual e ffe c ts  and 

co lours w hich  fu r th e r  enhanced the  unrea l q u a lity  o f the  p e r ­

form ance its e lf .

The log ic o f the  perfo rm ance was based on the  fa c t th a t each 

p e rfo rm e r had h is /h e r  own s tr ip  o f space m w hich to  p e rfo rm . 

A p a rt from  the  music (from  Mozart s o pe ra ), the re  was no lin k in g  

thmme, and each person acted q u ite  autonom ously w ith in  th e ir  own 

space. The re s u k  .v*s a la ye rin g  of d if fe re n t actions in c lu d in g  

fo r  exam ple, a woman on a sw ing , a man c ra w lin g  across the  flo o r 

w ith  a c h a ir on h is back , and a v a r ie ty  o f separate acts by  a 

dan ce r, a d o c to r e tc . My d raw ing  c r  a ted yet ano the r la y e r, 

w hich  however also served as a l ink ,  as it fe ll across all the 

a c t ion . The harsh black lines and crosses tha t  became p a r t  of 

the vocab u la ry  of the  p a in tin g s , were taken from  these d raw ing s , 

w hich were g re a tly  m agn ified  in scale when they were pro jected
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' to the  a ren a . S im ila r ly , at the t ime, the large scale o f my hand 

■ e p ro je c to r  ,.' ;iringed to telescope the  whole scene sc tha t  the 

pe idn e se ^,ed to  s h r in k  down to  the  scale o f a cage, and 

fh i  f ia . ' es becaine like  small pup p e ts  - a q u a lity  th a t was e x ­

p lo ite d  in the p a in tin g s . I was the  o n ly  p e rfo rm e r who remained 

o u ts ide  the  scene, and in th a t sense could become the  v o y c ir .  

From th is  v iew p o in t, i t  seemed a* i f  all the  d ispa ra te  actions of 

the  pe rfo rm e rs  f i t te d  in to  one scheme, and th e ir  s e p fa te n e s s  and 

n o n -in te ra c tio n  became p a rt o f the  meaning of the  v.wrk, s u g ­

ges tin g  a theme of a lienation and an in a b ility  to rom m um cite .

The whole p e r ' rmanze was rm orded on a v ideo machine, ar.d to 

ob ta in  the  so u r: e -m atena l f the p a in tin g s , I took pho tog raphs 

of selected p a rts  o f :he action 'om  the  v ideo, where I ad justed

the  set so as to  create  harsh co lou r c isco rd a r.css . (See fig s  47,

49 5(). ) These pho tographs were not v e ry  c lea r, and I made

use of th is  lack of c la r ity  to push these images in a way th a t 

su ited  me, and t. read apparent shapes and form s in to  th#  

b lu r re d , am biyuous image&. I also made d ire c t use of many of 

th# m istakes ' th a t had become p a rt o f the image th ro u g h  the  

double removal f by the  \  ideo, by the  camera) from  the  o r ig in a l 

source . For example, the p a tte rn s  created  bv  the  d is tu rb a n ces  

of the v ideo  fre q u en c ies . Thus it  was possib le , desp ite  the  h is ­

to ry  nf these images, and the  o r ig in a l in ten tio n  of the  p e rfo rm e r# , 

to  use th is  source in a w a\ th a t co rresponded  tn  my in te re s t* , 

and to  e x tra c t the sub jec t o f a sexual awareness and in te ra c tio n  

between the  ch a ra c te rs . The f i r s t  p a in tin g  of the  Co#1 fan  T u tt#  

S u it# , A c t On#, metamorphosed in to  j  sexual Punch and J u d y ',

w h ils t th e  last p a in tin g  A c t Th r##, ca rrie s  the  overtones of

cabare t, and the  atm osphere of Weimar.
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With in  these p a in t ings ,  elements tha t  were in the performance, 

much a# the  c h a ir , la d d e r, lig h te d  w indow , ta b le , g lobe o f the  

w o r ld , and suggemtion o f a chest o f g o ld , took on sym bolic 

evocat ions which not o n ly  enhanced the o p e ra tic  e f fec t ,  b u t  re- 

ca lled th ro u g h  jum bled associations o f such poetic  symbols used 

q u ite  b ro a d ly  th ro u g h o u t th e  h is to ry  of l ite ra tu re  and a r t ,  ce rta in  

m y th o lo g ie s ', re lig io u s , o r  even a poca lyp tic  v is io n s .
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The Swing

(Oil on co ttonwool  paper , w ith  b u rn t  wooden frame. Plate 38 . )

The pa in t ing  of The S w ing, is also based on the performance of 

Cosi fan Tu t te ,  bu t  has become a sexual image m a way tha t  the  

perfo rm ance wax not. (N ot tha t the  perfo rm ance  had no sexual 

unde rtones, b u t the  ch a ra c te r o f i t  was d if fe re n t - i t  was one o f 

sexual nervousness and a lienation , in w hich  each p e rfo rm e r re ­

mained in th e ir  own space obsessive ly  a c ting  ou t th e ir  own fa n ­

ta s ie s .)  The e ro tic  symbolism of a sw ing is q u ite  c 'e a r, and 

F ragona rd 's  p a in tin g  of th is  sub jec t ( f i g . 51) am ply i llu s tra te s  its  

s ign ificance .

A p a rt from  the  e ro tic  im plication  invo lve J  in the  motion of sw ing ing  

th ro u g h  the  a ir ,  th e re  is a c loy ing  se xua lity  in tin s  p a in tin g  w hich 

»s emphasised by  the  tack iness of the  p a in t and the  uneasy co lou r 

com bination o f sweet p in ks  w ith  acid green and b la ck . Th is is 

a ll the  more c loy in g  in th a t the f ig u re , and the  motion of sw ing ing  

are tra p p ed  w ith in  the  la rge  black fram e, w hich  is sugg e s tive  of 

c h a rre d  f le s h . The s o ft w h ite  fle sh  of h e r legs is rem in iscent of 

th a t o f the  ladies th a t populated the  indecent so ft porn  p ho to ­

graphs of the  V ic to ria n  age. I t  is flesh  th a t is easily  b ru is e d , 

and is ra re ly  seen, as i t  is usua lly  h idden by s o ft, heavy drapes 

- so th a t when i t  is revealed it is all the  more e ro t ic . The way 

in w hich her s k ir t  blows up and covers her face extends the  

sexual innuendo , as does the way in w hich  the  p e ttico a t is 

p a in ted ; like  the  s o ft, d a rk  redness of a woman s sex.

The use of b la ck , both  in the  frame and the  crosses of the  tab les, 

tre s tle s , shadows e tc . ,  is suggestive  of bondage, an image w hich  

is fu r th e r  exp lica te d  by  the obvious re fe rence  to  her b lack 

fe t is h is t ic  boots.
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The S ph inx

tC i l  on cottonwool paper  w ith  b u rn t  wooden frame. Plate 39 . )

The s ign i f i cance of The S p h in x , is q u i te  d i f fe re n t .  Here, the  

suggestion of char red  flesh in the  frame does not c a r r y  sexual 

under tones,  b u t  ra th e r conveys a sense of h is to ry  and de­

s t ru c t io n ,  This  read ing  res ts  on a number of a l lusions, con­

ce rn ing  amongst o thers , the Goya l ike  use of co lour, and intense 

l ig h t  and shadow, (d e f in i te ly  not daytime l i g h t ) , as well as the 

obsessive in te res t  in the sumptuous mater ial  of the  d ress , which 

is held in cont ras t  to the  fee ling of some unspeakable  h o r r o r . 

The t i t le  'The Sphinx , also adds to this sense, as it suggests a 

q ues t ion ing ,  a n-^dle - the answer to which the woman seems to 

fea r ,  and recoils against - sh ie ld ing  her face. The ha -d tha t  

cove "S her  face is v e ry  c ru de ly  rendered, and is ra the r  

pr imate -l ike , and ca rr ie s  evocat ions j i  a dumb' fea r  and 

h e lp le **n # *# . There i :  also some am b ig u ity  in the  way th a t her 

arm is t rea ted, as it  can be read both as a lef t o r  r i g h t  arm, and 

th is  emphasises her a ttem pt to p ro tec t  herse l f,  as her arms seen 

to wrap around her body This sense of fear is f u r t h e r  enhanced 

by  the  ommou* b lack shadow, shape bahm d the  woman s back - 

and the s ta rkness of the a rc h i te c tu re  ca rrie s  the  connota tion  of

p risons and concen tra tion  camps. The sw ing has s topped , and

she hangs the re  above some inde te rm ina te  g ro u n d , e ith e r  bog o r 

mud, and her exposed leg, ra th e r  than being  sexua l , has a d is ­

jo in ted  v u ln e ra b i l i t y  - a corporeal m o r ta l i ty
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Many o f the ear l ie r  pa in t ings  drew th e i r  source-mate r ia l  from im­

ages of f i lm , and, in the  case of The B lue H ou r, and Fea rfu l 

Sym m etry, made use of a cinematic fo rmat:  th a t  is, the pa in t ings

were organised on the same one - to - two  p ropor t ion  as the  f i lm sti l ls  

themselves. As Oiscussed, the  sense of the thea tr ica l  was e x ­

plores in the  series P a rting  is a ll We Know of H e a v e n ... ,  and an 

in te res t  in the  operatic  became the  basis fo r  the Cosi fan  T u tte  

suite.

All these conventions can be seen to have extended beyond the 

concern of only  the  subject rru . t e r , and are re in fo rced  by the  way 

in which th ey are pa in te d . I n the f i r s t  ch a p te r, the s ty le  of the 

pho tograph ic  o r  film ic ' gaze was discussed in d e ta il , However, 

the  scale and pos i t ion ing  of the f igu res  in The B lue H our and 

Fea rfu l Sym m etry and the way m w hich th ey tend to f loat ' in the 

co lo u r, i$ v e ry  rem in iscen t o f the overb low n q u a lity  o f f ig u re *  

on the cinema screen. The more gestura l  and dramatic  use of 

pam t and co lo u r am well as the  th e a tr ica l exaggerated  Frame* of 

both P a rting  is A ll We Know o f H e a ve n ... ties them into  the  the  

a tre  mode. The Cosi fan T u t te  Suite, over  and above being based 

on a perfo rm ance loosely o rgan ised round  the  mus,c fr^ m  M ozart's  

opera , p resen ts a la y e rin g  and in te ra c tio n  between people th a t 

suggests an ope ra tic  d rama, The way in which th is  series is 

pain ted reaf fi rms th is  o pera tic  e ffe c t These pa in t ings  were the 

f i r s t  in w hich  I becane consciously concerned w ith  the  sum ptuous 

q ua l i ty  of pain t app lied  th ic k ly  and d ire c tly  from  the  tube. This  

th ic k  use of layers of pure  co lou r (o ften app lied  wet - in t o - w e t ) in 

conjunction  w ith  the  r ichness of the cottonwool paper on which it 

was pa in te d , crea ted  a su rface  both lu x u r io u s  and o r ra te  - and 

hence o pe ra tic
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The fina l  series does not d raw d i re c t lv  on any of these con ­

vent ions.  Rather, the  couple have moved out in to  the  real space 

of the  cinema, o r  th ea tre ,  in which such convect ions  are screened 

o r  acted. It is in te res t ing  tha t  these pa in t ings  are the  only  works 

which are based on photographs of in ter , i^nons between real 

people, ( i . e . ,  they  are not from f i lm -s t i l l* ,  nor are they  paparazzi 

photographs of the  jet set ). They are based on photographs 

taken by Weegee of people in New Y o rk  (See f i g s . 52 E, 54.)

The lessons learn t in p a in t ing  the  Cosi fan  T u t te  series were taken 

t h ro u g h  into  ' hese w orks .  These however, were not pain ted on 

cottonwool  paper , b u t  on canvas, and the  th ick  rich  surfaces were 

b u i l t  up e n t i re ly  w ith  layers of pa in t .  Again , th is  way of pa in t ing  

re in fo rced  the  content ,  as th is  th ick  r ichness of the pa in t became 

an addit ional means of desc r ib ing  the  c laustrophob ic  atmosphere 

of these cinemas, both as stale over -u p h o ls te re d  spaces, and also 

in the  emotion p o r t raye d  between the  lovers - the  carnal 

f leshiness ' of t h e i r  re la tionship  being echoed by the co rporea l i ty  

of the cinema seats.
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LO VER S IN A C IN E M A

(A  g rou p  of pa in t ings ,  two of which have been completed and wil l  

be submitted  fo r  th is  degree. Oil on canvas, plates 40-42.)

In the f ina l  series of pa in t ings  the couple move out in to  the  pub l ic  

space of the  cinema, which a lthough appears to be deser ted , 

conveys tha t  ra th e r  'so rd id '  sense of people s louching in th e i r  

s fa ts ,  v icar ious ly  exper ienc ing  the couple's embrace as well as the  

emotions on the  screen. Placing +he lovers m the se t t ing  of a 

cinema p lays on the  confusion of whe ther  th ey are being watched, 

o r  whe ther  th ey have become voyeurs  themselves. Also, the 

cinema ;s a place fo r  fa n tasy ,  and in th e i r  case becomes an arena 

in which to  act .hat fan tasy  o u t .

In both these pa in t ings ,  the  descr ip t ion  of the place was im po r ­

tan t .  The a rch i tec tu ra l  space of boxed p lu s h ’ and decayed lu x u r y  

c rea te * * *en*e  of so rd idnes* and c laustrophob ia  w hich i*  echoed

in the  in terac t ion  between the couple.

1 he typ e -ca s t ing  of the lovers in these pain tings  is ve ry  s ig n i f ­

icant,  as th ey become the  k ind  of people tha t  one can imagine to 

be caught up in such a s i tuat ion . Both these pa in t ings  convey 

the  sense of the  matinee performance' - both th ro u gh  the  d e ­

scr ip t ion  of an almost deserted a ud ito r ium , and the  recognit ion 

of an i l l i c i t  a f fa ir  The couple could be character ised as the  

t ra v e l l in g  salesman and the  suburban housewife.

It  is in te res t ing  to note the  subconscious role of ambigu ity  in 

Lovers  in the  Cinema ( I I )  (p la te  42) where  the arm of the  cinema 

seat beh ind  the  man's back trans fo rm s in to  the head of a goat . 

Th is  was completely fo r tu i to u s ,  and was only  poin ted out to  me
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doub ted ly  th e re ,  and is as much p a r t  of the  content  o f the  

pa in t ing  as those intent ional  ambiguit ies. Th is  pa in t ing  is really  

about lus t  -n the  cinema', and the goat is, of course, symbolic 

of lus t.
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CONCLUDING REMARKS.

In many ways,  the  w r i t in g  of th is  d isse r ta t ion  can be seen to have 

evolved in a manner similar to tha t  of a p a in tin g . It requ i red  an 

in i t ia l  sketch o r  idea - the  considera t ion of how men re ga rd  

women - which th ro u gh  a process of a slow accumulation of layers 

of information (each th eo ry  prom pt ing  the  research and cons ide r ­

ation of the  n e x t ) ,  developed into  a complex matr ix  of ideas; and 

l ike the  rich and va ried  nature  of the  p a in t ings ,  th is  'complex 

matr ix  of ideas eludes d e f in it iv e  in te rp re ta t io n .

There was also a quest ion of what s ty le  o f language to use in the 

w r i t in g ,  and I attempted (especia lly  in the  descr ip tion  of the 

pa in t ings )  to fin d  verna l  equiva lents  to evoke the  qua l i ty  of these 

works .  However, it  is important to bear  in mind tha t  the  ana­

ly tical o rd e r  imputed on the work  is not necessari ly  an exposit ion 

of i ts meaning, as such a c r i t iqu e  would fol low an e n t i re ly  d i f ­

fe ren t  process of logic from the creat ion of the  work  itse lf . 

Likewise, th is  discuss ion is by nature  a verbal  descr ip tion  of a 

visual process,  and :an not claim to expla in  fu l l y  the w ork  in 

terms of i ts impact. No matter how th o ro ug h ly  the  emotional 

content of each pa in t ing  is verba l ised , these descr ip tions  cannot 

replace the  d i re c t  in terac t ion  between the  w ork  and the  spectato r.

What began as a more o r  less dete rm in is t  approach invo lv in g  s 

M arx is t /Fem in is t  perspect ive ,  changed into  a more personal con­

sideration of psychologica l and aesthetic issues. This  change in 

the focus of the  read ing, coupled w ith  the  complex ity  o f the 

pa in tings  as well as the  recognit ion of the  ambiguous nature  of 

my c reat ive  process, necessitated a re f lex ive  methodological a t t i -
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I  tude  to the  w r i t in g  of the  d is s e r ta t io n , Like the  cont inuous

■  in te rp la y  between the  pa in t ings  and the  theories sc ru t in ised  in

■  the  read ing, the re  is an i n t e r p l a y  between these d i f f e r e n t  c r i t ica l

5  approaches. For example, theo ries  p resen ted  from  a M a rx is t

S  perspect ive  ( e g . B e rge r )  were found to have s t rong  co rre la tions

|J w ith  certa in  psychoanaly tic  theor ies (eg. Stokes and Hudson).

£ A nd ,  in much the  same way th a t  the  dia lectical  re la tionship  be-

y tween the  p rac t ice  and the  th e o ry  nforms the  subject o f the dis-

f  ser ta t ion ,  so do these in terconnect ions  between the d i f fe re n t

? methodologies and th e o r ie s .

r
As both the  pract ica l  and theoret ica l  research p rogressed,  it  b e ­

came d i f f i c u l t  to isolate which was in f lu e n c in g  w h ic h . A d ia logue 

vy was set up between them. The d e f in ing  or  reco rd ing  o f th is  ' d i ­

alogue' th ro u gh  the  w r i t in g  of th is  d isse r ta t ion  marks the  beg in- 

f  n ing  of a new d ia logue which wil l  be responded to by new

p a in t in g s . Thus th is  k ind  of research is never complete.
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S ource m a te ria l and m flu n n cn s

F ig .17 Source m a te ria l fo r  P late 1



PLATE 1
[ i r b n r jh  ( \r) l 
U n tit le d  TUMI 
cnnm rl linnHm ^clp 
(i(X) x YKImrn.
(u tlp r.U n n : Wr% r,W 'n()a \. U S A



r iA T E  1 
Ur!>orah Hpll 
U n tit le d  KIRI 

finrT:rl handm ^dr 
fWX) x fifXInim.
(.nllmrlicjn Mr« 0 (.Umciay, ^(^stnn, L' S.A.



Source m ateria l and in flu e n ces

g .19 Source m ater

Room, 1962 10G6



I

P I A T K 2
I )rh u f nh Hell 
U n tilte d  1UH1
I ' f iH n ir l  h . in U m . iJ p  ^ . i ^ r r  
uOO x :i()(mim
( . u l l i x t i n M  M i s  M ! \ w s t ( , n ,  U S A



Source m ate ria l and in llu e n c e s

F ig .21 S ource m a te ria l fo r  M ate 3.



P L A T E  3 
U rno r.ih  0*11 
U n tit le d  1 
rnam *l h^ndrn^de p 4 u *r 
WX) k L,tX) mm
C ()lln i:tion : M r.M  1 * S u ru r , Juh.innn^Ourg



S c jrc e  mat*. ,1 and in flu e n ces

F i g .22 Source materia l f o r  Plate 4.

F i g . 23 Piero della  F r a n c e s c o ,  The S to r y  of the  T r u e  Cross, 
( d e ta i l ) .



PLATE 4 
Dmhorah Bmll 
U n tit le d  1981 
inam e l/handm m df paper 
9 m  x 600 mm.
C o llec tio n : M rs . C .P .ey, Jo h a n n esb u rg .
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Source m ate ria l and in f lu e n c e s .

F ig .24 Source m ateria l
fo r  Plate 5

ig .2 5  S ource m ateria l 
fo r  Plate 5.

F ig .26 E dward H opper, 
A Woman in  th e  Sun, 1961.



[ 'rh o r nil H rll 
U n tit le d
crirtmrl h.-riflmHrjr p n n r r  
(,n(' % HKK) mm.



PLATE 6 
Ueborah [Sell 
U n t it le d  1981
c h a r c o a l  f, pm stn l 'h a u d m a d p  p a p e r  
IXXi x G(K)mm
Cu llP L t io n  : Ms . M . S r i d r n s p m n r r . M ^ n f i l i c



Source materia l and in f lu ence

27 Source mate r ia l  f u r  Plate

t in .2 R  Judy  C h icago, Prm ,rd ia l Coddusc: The [ t in n e r  P a r ty ,  
19/2-1078.



PLATE 7 
Oehorah Bell
M ed i te r ranean  A f f a i r s  1 1982 
on L enamel handmade paper  
c .KXKl x lObOmm.
C ol lec t ion :  M r . L . d c  Kock, Jo ha n n esb u rg .

PI AT I  8  
Detail  of Plate 7.



f" j  29 S u u r r n  m . i t r n . i l  fo r -  I ' l . i t c  H





Sourcc mater ial and in f lu ences

F i g . 30 S oure r  m a te r i a l  f o r  P la te  10



I ' l A M  in  
[ ) r ! , c r , ih  [^ r l l 
M c d i t y r r a n r a n  A f f a i r s  3



Source m ateria l and in flu e n ces

F ig .31 S ? T c e  mate r ia l  f o r  M ale  1



PLATE II  
Deborah Bell 
Omni An imate T r is te  . 
charcoal  p»per  

k N30m m . 
C o l lec t ion :  the  a r t i s t .



F ig .32 Source



PLATE: 13 
Dt'bo ah ( fr l !
Susannah Watched 10H2 
c h H r c o ^ l  & o i l  p . i ; ) n r  
KKK) x 1.:5) imm
C o U r c t i o n .  M r . L  M r s  S J [ " e l l ,  J o h a n n e s b u r g .

P I  A T I  14 
D e t a i l  o f  P l . i t r  13



Source m ate ria l and in flu e n ces .

F ig .33 Source mater ia l f o r  Plate 15

Fio 34 P re l im ina ry  d raw ing  fo r  Pl.i te 1b



1!,
[ i r b n rn h  FSrll 
Form and C o n t r n t



Source m a te ria l and in flu e n ces

F ig .35 Source mate r ia l  f o r  Mate 1 6 .



r i A T L  1G
n cho rah  E)rll
The B lue  H ou r  1HG2
o i l  C d n \ a s
KXX) x 2UUhmin.
C o llr i  t in n  : U i r  , * r l i s t



Source m a te ria l and in f lu e n c e * .

F ig .36 Source mate r ia l  f o r  Plate 17.



PLATE 17
D e b o ra h  B r i l
F ea r fu l  S ym m etry  1U32
o i l /canvas
10(X) x ziXXwnm
C ol lec t ion  : the  a r t i s t .



Source m a te ria l and in f lu e n c e * .

F ig . 37 Source mate r ia l  f o r  Plate 18



PLATF 18 
Oeho .,h Bell
P a r t ing  i*  A l l  We Know o f  Heaven . . .  1932.

r a n v a x  w i t h  c o t to n w o o l  a n d  m o u ld e d  f i l -  e q l a s i  
c . lB tm  % 22mmrn.
C o l ' c c t io n  . t h e  a r t i s t .

PLATE 19 
Deborah Bell
P a r t ing  is A l l  W# Know of Heaven . . .  1982.
o il /canvas  w i th  co ttonwool  and moulded fib req lass  
c.lB(X) x 22lK)mm.
Collect ion: the  a r t i s t .

f  r a m e s .

f r a m e s .



Source mate r ia l  and in f luences

F ig .39 Source  mate r ia l  f o r  Plate 20

Fig . 40 Kar l  i ib h u c h .  Improv ised B re ak fa s t  ( M a r th a ) , 
c . 1920-1928.



PLATE 20 
Deborah Bell 
She Takes Money 1982 
charcoal & p a s te l /p a p e r  
c .700 % lOWmm.
C o l le c t io n : M * . 5 . L e  S ueur ,  Johannesbu rg

PLATE 21 
Deborah Bell 
P ink  Socks 1982 
charcoal  & p a s te /p a p e r  
c .620  x 1 0 0 0 mm.
C ol lec t ion :  M s . L . R o r t y e r ,  Johannesbu rg



Source mate r ia l  and in f lu e n ce*

F ig .41 Source mater ia l f o r  Plate 22.

F ig .4? Source  m , i to r i j |  fo r  Plate 23.



PLATE 22
Deborah Bell
Double  In d e m n i ty  1982
p as te l /p a p e r
5 /0  x G70mm.
Col lec t ion : the  a r t i s t .

PLATE 23 
Deborah Boll 
L ive  b y  N ig h t  1982 
p a s le l /p a p t  r
5 /0  x 6/0mrn,
Col lec t ion . M s .S .K Io p p o r .



Source mater ia l and in f luences .
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PLATE 25 
Deborah B r i l  
B roken  H ea r ts  T3&3 
oil 'canvas
2 panels, r . t rh  (xif) x BnOmm. 
CoMixAiun I h r  .- r t is t



, 'L .\TE 26 
[) r i )o r , ih  [^rl l  
Ins ta l la t ion  Piece (F .s ion A r t s )

_4.



Source m a te ria l and in f lu e n c e

F ig .44 R. B. K i ta j ,  S ig h t  From Hel l, 1979.



PLATE 28 
D eborah Bell 
Common in te n t T9B3 
o il/c o tto n w o v ! oaper 
c .1000 x 1020mm.
C o llec tio n : M&.S. K 'o p p e r, J o h a n n e s b u rg .

PLATE
D e b o r . ;
Some C . ' : u r  1!W13
o i l / c o t i  .' s., i p n p r r
c.T(KX) * "
C o l Ire t :.  n ,\4f . T . R fm d , Jo h m n n csb u  r g .



Source m a te ria l and in flunncns



PLATE 30 
D eborah B ell
S e lf-C o n & c iou * F ragm ent 10B2 1084 
o il/c o tto n w x ) !  pape r 
c 8G0 x 770nim.
Col lee* ion : M r . H . P r in * , Jo h a n n e s b u rg .



PLATE 31 
Deborah Bell
Man U n d re ss in g  1063 1984
co llage, charcoa l & paste l'handm ade paper
460 x 590mm.
C o llec tio n : M s .S .K Ic p p e r , Jo ha n n esb u rg .



PLATE 32 
D eborah Bell 
Nude M ai* 1985
o il & charcoa l/handm ade  paper 
500 x 700mm.
C o lle c t io n : the  a r t is t
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PLATE 33 
Deborah Bell
Cosi fa n  T u tte  S u ite  19&4 
o il/c o tto n w o o l pap e r 
3 p ane ls , each 730 x 870mm.
C o llec tion  : P ro fesso r A .C ru m p , Jo hannesbu rg .

PLATE 34
Cost  fan  Tutte.* A c t One



Source m a te ria l and in fluences

g 49 S o u n  m ateria l fo r  P late 35



PLATE 35
Co»i fa n  T u tte :  A c t Two

PLATE 3G
Cosi  f a n  T u t t - : A c t  T h r e e



PLATE 37 
U e h c r a h  h r l l  
Yellow  S til l L ife  1984 
o il canvas
BOO x ^(;m m  
L o llc c tio n : t l i r  a r t is t



Source m ate ria l and in flu e n ce s .

F ig .51 F ra g on a rd , The S w ing, 1768-9





PLATE 39 
f) rb o ra h  Bell 
The  S p h in x  1984
o il/c o tto n w o o l pap e r w lh  b u rn t  w oodm  fr . im r . 
850 x
C o llec tio n : th r  n r t is t .



Source m ate ria l and in f lu e n c e :

Source m itp riH l fo r  Plate -10. 
b ppynee. Lovers  a t the  M o v ie : II

Tiq.IiG rd w .ird  l ln r ^ c r ,  Nnw Y o rk



PLATE 40
D eborah B ell
L o v e r*  in  a Cinema 1985
o il/ca n va #
l in o  x 1500mm.
C ollec tion  : M r. B . van B iljo n .

PLATE 41 
D etail o f p la te  4J.



Source m a te ria l and in f lu e n c e s

Fig 54 S ource  m a te ria l fo r  P late  42. 
Weegee, In  a C ity  B a r I I .



PLATE 42
Deborah Bell
Love rs  in a Cinema 1985
o il/c a n v a s
1010 x 1650mm.
C o lle c tio n : S .A . N ational G a lle ry , Cape Tow n.
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