








XX SKIN 

Tamar Garb and Briony Fer 

(University College London) 

This session explores issues of skin and subjectivity as it is articulated on the site of the image. 

This includes discussions of skin and painting, the painting of skin, temporality and skin, 

sexuality and skin, pigmentation, coloration, surface, surrounding, breaching of borders, literally 

or metaphorically, boundaries of self and other, porosity and impermeability. Papers cover 

historical and contemporary subjects which show an interest in theorising skin and its 

relationship to representation 

LIOTARD. OR THE SKIN WITHOUT TOUCH 

Ewa Lajer-Burcharth 

(Harvard University) 

This paper explores an unusual aesthetic of surface in the work of Jean-Etienne Liotard. Though he was one of the most 

successful pastellists of his time, Liotard has remained somewhat of an outsider in the standard accounts of 18th century art, 

an artist difficult to place because of both his peculiar idiom and the itinerant nature of his career that involved a long stay in 

Constantinople and extensive travels in Europe. Focused closely on the morphology of his works, this discussion makes a case 

for Liotard as a cosmopolitan artist, with cosmopolitanism understood as a historically specific ideal - not only philosophical 

and cultural but also, in this case, a psychosexual one. 

JOSEPHINE'S PAINTED FACE AND THE MAQUILLAGE REVOLUTIONNAIRE 

Tod Porterfield 

(Princeton University) 

To her coronation in 1804, Josephine Bonaparte wore forty pounds of costume and a face painted by the artist Jean-Baptist Isabey. 

Whereas the violence and iconoclasm of the Revolution has been termed a 'toilette revolutionnaire', a scraping away of centuries 

of human and artistic accretions. I take Josephine's painted face as emblematic of what I call a 'maquillage revolutionnaire'. 

In doing so I historicize and theorize make-up and see its application in this particular context. Make-up functions as an allegory 

of the institutionalisation of art history at the beginning of the museum age in its fantastical immunity to time and in its 

restoration, creation, and curating of an aesthetic object. Most importantly, I respond to the following question: if make-up 

and art history provide the cover-up, what is it that lurks beneath? 

RISING COLOUR: THE LEGIBILITY OF WHITENESS 

Angela Rosenthal 

(Darthmouth College) 

While variations in facial and somatic features had always been used to differentiate races, by the 1770s, especially 

in scientific discourses, complexion had become the most powerful visible signifier of radicalised difference in Britain. 

This paper will examine the art theoretical and aesthetic discourses concerning the legibility of the 'fair sex' by focusing 

on a particular skill' associated with 'virtuous femininity': the ability of (white) women to blush 

During the 18th century the bourgeois cult of sensibility constructed a form of internalised and dematerialised femininity, 

a femininity always on the verge of its own unbecoming. This came to be represented in aesthetic and racial/racist discourses 

as well as in visual culture as an emphasis on the transparency and paleness of female skin. 

I will argue that the gendered concept of whiteness, which became visible in the blushing skin of the European woman, 

was a means through which the English began to formulate the notions of a self that was not only culturally but also 

racially superior to darker others'. 



SCULPTURE AND SKIN: CANOVA'S SURFACES AND KANTIAN SPACE IN EARLY 19TH CENTURY FRANCE 

Satish Padiyar 

(University College London) 

In this paper I will be concentrating on selected works of the late neo-classical sculptor Antonio Canova (1757-1822), and 

particularly on the homoerotic Endymion of 1819-22. I will argue that Canova's extraordinary international success in sustaining 

the theoretical imperatives of an idealist 'Kantian' aesthetic was practically dependent upon the virtuosity with which he 

could represent the fetishized 'surface' of the ephebic body. Canova's 'oeuvre' can be seen in terms of a sustained and intense 

engagement with the problem of translating stone into skin, and vice versa. I will be exploring these productive tensions 

(warm/cold, soft/hard, vulnerable/monumental) which arise from the structural contradictions of skin/stone. In Canova's 

work these contradictions, it will be suggested, are sublated, both registers simultaneously maintained and transcended. 

And this act of transcendence might be duly likened to a philosophical Kantian 'free space'. 

Skin, in this context, will therefore be considered not so much as a surface-thing, but rather as a cultural 'space', and moreover 

one which, through its articulation in late neo-classical sculpture, coincides with a new (Kantian) version of intersubjectivity 

in early 19th century France. 

SKIN: INTERIOR AND EXTERIOR IN INGRES' PORTRAITS AND 19TH CENTURY ANATOMICAL TEXTS 

Mechthild Fend 

(Graduiertkolleg Psychische Energien Bildender Kunst. Frankfurt) 

My paper will deal with the smooth surfaces of Ingres' paintings along with the overemphasis on the contour - the 

strengthening of the borderlines of the body - especially in the female portraits. I am interested in the metaphorical dimension 

of skin as a side of negotiation between inside and outside and in skin as a symbol of social borders. I will examine these aspects 

of skin with respect to 19th century medical discourse that treats skin as a communicative membrane, in contrast to the 

impermeability of the painted skin and the hermetism of the interior (as inner room) in Ingres' portraits. 

ITCH 

Steve Connor 

(Birkbeck College, London) 

This talk will try to meet with the diffuse and intermittent history of a sensation. The sensation of itch, especially as it is related 

to the psychotic apprehension of a skin teeming with pits, pores and holes, as evoked at moments by Freud, Bion and Deleuze, 

is not easily to be assimilated to the immaculate topography of the nine skin-functions distinguished by Didier Anzieu. Though 

the assuaging of itch has been scratching, as the foundation of primate society, are also among the baser and more bestial 

of actions, and so readily associated with sickness, lubricity, loathing and self-abuse. Itch is the skins humility, its incivility, 

its vileness. Itching breeds with other occasions of the swarming, visited skin - bristling, shudder, tingles, pickling, horror, 

goosebumps and the creeps and their complexions blushing and smirches, pimples, poxes and patchings. One of the less 

salubrious habitats of Serres's philosophy of mingled bodies, the itching skin intimates the dermis entomomorphic, polluting 

with diminutive, verminous lives - mites, worms, flies, lice, flies, ticks and maggots. In the crucial role they play, for instance, 

in the exquisite and emblematic life-cycle of the pin-worn, itching and scratching are the means of carriage and propagation of 

such lives across and between human bodies and their social massings. To be sure, itch flares into specific geopolitical affronts 

at various times: after the Jacobite Rebellion, Scotland, land of fogs, infestations and the bare arse, was known to the 

contemptuous English as Scrubland. But itch and its alloptropes agitate the times and places of the human with duration and 

periodicities that are at once longer and immeasurably quicker than human time. So, though I will bring forward some specific 

instances of itch in medical and cultural history (the epidermal abhorrence in Middleton's The Changeling, perhaps, the pocked 

and populous skins of Swift and Hogarth, Chacots urticarias or Kafkas insect-life, alongside songs and jeers and jokes of more 

uncertain provenance), none of the epochist forms of historicity that currently make up the true will serve me all that well, 

or I them. To get amid the cultural intrigues of itch (for an itch is never exactly where it is supposed to be), a more swarming, 

riddled, parasitological style of history, full of Teachings, couplings and infections, will be called for, or have to do. 



LAYERS AND SEAMS: THE BODY AND ITS COVERINGS IN VICTORIAN ART 

Caroline Arscott 

(Courtauld Institute, London) 

This paper is concerned with the work of Burne-Jones and considers skin and its coverings as a culturally sensitive interface 

between inner energies and outer environment. It draws a parallel between the conceptualisation of the active body in motion 

and in conflict in Victorian narrative painting and the modelling of the inanimate composite entities which were, equally, 

sources of power and legendary celebrity - the engines of modern technology. It looks at scientific applications in a 

thermodynamic era, where the convertibility of energy is recognised, and asks how are the new engines of destruction 

and communication layered and wrapped and what implications does this have for the representation of the human body? 

SKIN DEEP: CEZANNE'S CONSTRUCTION OF TOUCH 

Tamar Garb 

(University College London) 

This paper wiil explore issues of 'surface', 'sensation' and 'touch' in a number of Cezanne's portraits of Hortense Fiquet. 

Cezanne's 'physicality', the 'tactility' of his painterly surfaces and his capacity to translate 'sensation' into 'touch' have become 

legendary in critical discourse on the artist and a cornerstone of modernist conceptualisations of the relation between vision 

and surface. Cezanne signatory 'touch' a product of the physical encounter between hand and canvas, body and surface, as 

much as a negotiation of vision and its transformation into matter, can also be understood as a projection of subjectivity 

which is legible at the level of the surface. As much it functions as a veil or mask which occludes interiority, refusing 'insight' 

or psychological penetration of the subject in favour of its external inscription and material or physical manifestation. 

By focusing on the intersubjective nature of the portrait encounter as a space for reciprocal viewing and the act of painting as 

the arena in which the metaphorics of touch, its two way operation via the surface of the skin is made manifest, the specificity 

of Cezanne's relationship to the tactile will be explored. Touch, here is conceived of as more than a physical vehicle for the 

translation of visual sensation and is conceptualised as the potential psychic interface between subject and object. It is the 

moment of encounter at the level of the skin and the surface of the canvas between internal psychic processes and external, 

acculturated articulations of subjectivity through the material languages of painting. Cezanne's formal tenacity, the 

'constructedness' of his canvasses and opacity of his brushwork provide a screen for the construction of the subjectivity 

of his sitter whose specificity, while remaining on the surface, is always skin deep. 

SKIN/COLOUR: THE POLEMIC OF BLACK AND WHITE 

Anne Wagner 

(Berkeley) 

This paper takes as its point of departure an installation that the U.S. artist Kara Walker mounted in April 1999 at the Oliver Art 

Gallery. California College of Art and Crafts (Oakland. CA). The work used what by now the artist has reclaimed from its polite 

18th origins as something of a signature technique: life-sized cut paper silhouettes marched in narrative progression, left to 

right, across a long curved grey wall constructed expressly for the exhibition. It told its panoramic story, moreover, in an 

updated and thoroughgoing black-face that reduces all bodily detail to flat and uniform surface; a thin paper skin substituted 

for any invocations of depth and presence. The only exception in this dark frieze of figures was a group of white swans. 

True to Walker's narrative purposes (she has said that the piece tells the violent story of 'a revolution that feeds on itself), 

the swans were shown decapitated, with human heads - the black paper heads depict black people - now attached. 

Walker's techniques are her own, but her polemical uses of white and black, as skin and surface, are echoed in recent works 

by African-American artists. The polarity of these two colours has become the overarching metonym of race: an insistence 

on absolute difference inscribed on the surface of the skin. This paper aims to consider the complexities that arise when 

African-American artists embrace that problematic polarity as intrinsic to their artistic and rhetorical purposes: how can 

skin be a question of colour, and colour a matter of skin? In additional to Walker, works by David Hammons, Ellen Gallagher, 

Christian Walker and Adrian Piper will be considered. 



MASKING RESISTANCE: SHIRIN NESHAT'S 'WOMEN OF ALLAH' 

Amna Malik 

(University of Edinburgh) 

The discourse of woman as 'sign' in western art has led a number of contemporary women artists such as Barbara Kruger and 

Jenny Holzer to juxtapose text with the iconic image of 'woman' in order to subvert or question the primacy of the male gaze. 

This discourse is allied to an Islamic perspective by Neshat who employs the barrel of a gun juxtaposed against parts of her 

exposed body such as hands, face, feet, employing her naked skin as a site of confrontation and invitation. In her work woman 

as threshold between private and public spaces relies on the inscription of Arabic text on those parts of her body permitted to 

be shown under Islamic law. Skin becomes a metaphorical site of exposing and hence inviting but also distancing the spectator. 

The text also acts as a mask, a veil its meaning hidden from western spectators, but also articulates a point of resistance against 

the patriarchy of Islamic culture. 

RAUSCHENBERG'S SKIN 

Joanne Morra 

(Oxford Brookes) 

In 1952, during a trip to Cuba, Robert Rauschenberg produced his first transfer drawings. By 1970, his shift to alternative types 

of two dimensional imagery was complete. With one exception, his transfer illustrations were conceived of as singular drawings. 

The exceptional transfer drawings, made between 1958-60, are serial in kind and illustrate, or translate, Dante Alghieri's poem, 

The Inferno. 

Working on one of the 34 Cantos at a time, Rauschenberg found appropriate imagery from popular magazines with which to 

'translate' the Mediaeval text into visual form. By liberally following the narrative, he began to transfer the clippings onto paper. 

Transfer drawings are produced by soaking clippings in lighter fluid, placing them face down onto paper and then by stroking 

the back of each with an empty ball point pen, the image of the clipping is transferred or 'detranslated' onto the paper. As traces 

of an original image, the deteriorating clippings transfer in reverse. This process of production remains visible in the strokes and 

hatchings that veil the transferred image, making them difficult to read or 'retranslate'. Rauschenberg than washed over many 

parts of the drawings with gouache or watercolour, sometimes adding pencil illustrations, lettering and diegetic signs such as 

arrows to create an overall illusive and allusive ambience, and a narrative strategy for his contemporary, American Inferno. 

As graphic (both written and drawn) representations, Rauschenberg's Inferno incorporates several variations of the word/image 

dialectic. As a series, the illustrations are visual 'translations' of a verbal text, which are inscribed or 'detranslated' by a process 

of transferring clippings from one visual form (popular press) to another (drawings), and then 'retranslated' or reinterpreted by 

the viewer into verbal discourse. As graphic inscriptions, the 34 Cantos becomes traces of a specifically Fifties, American word 

and image bank: Rauschenberg's Inferno represents a particular historical and cultural function as unconscious tattoos: they are 

dermographic traces, written and drawn upon a subjective unconscious. As inscriptions and also excriptions, the transfer 

illustrations touch upon the skin. 

Jean Laplanche's rereading of Freud enlists the work of translation in order to understand the constitution of subjectivity. 

For Laplanche, the subject is formed out of a series of encounters or 'seductions' with the mother who deposits 'enigmatic 

signifiers' within the infant's unconscious. In order for ego-formation to take place, the child must produce a 'projection of a 

surface'. This surface is both a corporeal envelope' and the 'surface of the other': it is the 'skin' of the ego and it originates in 

the skin of the other'. As projected surface, the skin forms the bridge or envelope between the self and the other, and becomes 

that which constitutes the skin-ego. 



For Laplanche, through a process of translation, the enigmatic signifiers - as projected dermographic traces - are 'translated' 

into a diachronic narrative and are made sense of by the subject. Within analysis, the analyst 'detranslates' this narrative into 

synchronic fragments. These fragments are then 'retranslated' by the analysand to form another narrative and understanding of 

the self. As graphic traces of a subjective unconscious, the process of making transfer drawings can be aligned with Laplanche's 

work on subject formation. The clippings (signifiers) are 'translated' into a dermographic narrative (a version of The Inferno), 

which are then 'detranslated' by the viewer into a further narrative structure. Interestingly, on only two occasions, Rauschenberg 

adds bodily tracings to the drawings, thereby inscribing his 'self/ego' by writing with and around his skin. Narratively, these 

instances occur in relation to blindness, and then to blasphemy, sodomy and usery. An analysis of these anomalies shows 

them to be moments of internal projections through an external skin-formation. As a figuration of Laplanchian subjectivity, 

Rauschenberg's Inferno inscribes traces of the surface and structure of the skin as a graphic art practice. 

SKIN AND SEPARATION 

Briony Fer 

(University College London) 

'I felt the wall of my skin; I am I': Sylvia Plath's memory of her childish landscape as marked by fundamental experience of 

separation and loss, is the starting point for this paper. The coming-into-being of the subject that Plath describes is at a certain 

cost, and it is a range of costs and gains that I discuss in relation to the subject's encounter with the art object. The paper 

focuses on a range of work from the 1960s often termed 'organic' - work by Eva Hesse, Yoyoi Kusama, Lucas Samuras and 

Bruce Nauman, for example. If such work seemed to herald a return of bodily forms and empathies, in response to the rhetoric 

of Minimalism, I want to explore further a core of detachment at their heart - that makes those feelings of empathy and 

identification falter and break down. If skin is a way of thinking about the projection rather the literal presence of bodily and 

psychic topographies, then the artwork under consideration invites us to think about the interface between a metaphorics of 

skin and the palpable ground of material surfaces. The paper explores a possible disruption of normal conceptions of the body's 

symbolic organisation thought of in terms of a contiguous skin - for example, when skin peels and shreds, blisters and cracks, 

bloats and shrinks. I ask what is at stake for the subject when a surface obsessively repeats and folds back on itself and consider 

the deathly, inanimate nature of skins that are shed and obsolete. 



X X I H E A R T O F T H E M A T T E R 

Nicola Kalinsky 
(Scottish National Portrait Gallery) 
A session with two inter-related foci, including papers analysing the varying values assigned 
to material culture by philosophical theories and, conversely, the spiritual meanings assigned 
by makers, patrons and critics to art objects. 

BAR R O O M H E R O E S 

Jeanne C a n n i z z o 

(Un ivers i ty of Edinburgh) 

Appropriately enough for a panel named after Graham Greene's novel, the works discussed in this paper are also situated in 

Sierra Leone, West Africa. As in the novel, the central figure, a self-described 'modern artist' named Guy Kofi Robertson, was 

also a drunkard. A Fante, originally from Ghana, Robertson disappeared after finishing the portraits which were publicly agreed 

to be his masterpieces. This series of larger than life paintings were on the walls of a local bar in the upcountry town of Bo. 

Taken together, they form an excellent vehicle for exploring the object as a site of power and fantasy, for they valorised 

Robertson's personal pantheon of heroes. John F. Kennedy, the assassinated American president accompanies the 'Two Nigerian 

Princes' killed in a 1966 coup - all three chosen because, in the words of the artist, they 'died for their country'. Also present 

is Winston Churchill, as a leader of his people in war, and Elvis Presley ' the king who leads us all'. 

Robertson sprinkled his speech with 1950s American slang, dressed in a manner known locally as 'show boy' and hinted he had 

been trained in a professional art school. His paintings drew upon photographic images found in the occasional news magazines 

and advertising posters, record album covers etc, which reached the interior of Sierra Leone in the 1960s and 1970s. However, 

his work also carries the imprint of a much older tradition, one drawing upon the funerary and political-military arts of his 

homeland in Ghana in which making objects equates to making myths. 

F R O M S W E E T T O S A L T Y 

Mar tha loann idou 

( A r i s t o t l e U n i v e r s i t y of T h e s s a l o n i k i ) 

Two specific examples from material culture: a small chocolate named Gioconda, wrapped in Leonardo's famous Mona Lisa, 

and a Canopic 'Salt and Pepper' set in the shape of Egyptian Pharoahs, will be discussed within the terms of the following post­

modern assertion: 'as in language and all other forms of communication, including material culture, the link between signifier 

and signified has been severed, there is no reason why the meanings, which have traditionally been attached to anything 

should continue to be attached; meaning is what anybody cares to make it'. 

Although it is an undeniable fact that objects - even the most valuable or sacred ones - lead complex lives within various 

systems of understanding, the endless play of meaning making', which in the last analysis signifies the uses or misuses of 

the objects, will be questioned mainly with the aim of clarifying contemporary societies' right to change original meanings. 



MENS SANA INCORPORE SANO: ROBERT TAIT MACKENZIE (1867-1938) PHYSICIAN, PIONEER OF PHYSICAL EDUCATION, 

ART EDUCATOR AND SCULPTOR 

J.Craig Stirling 

Robert Tait Mackenzie was born in Almonte, Ontario, to parents who had emigrated from Edinburgh. After studies at Ottawa 

Collegiate, he and his childhood friend, James Naismith, who invented the game of basketball, began their medical training at 

McGill University, Montreal. As a student, Mackenzie excelled at numerous intercollegiate athletic competitions. Upon 

graduation, he lectured on anatomy at McGill as well as presenting a series of lectures in artistic anatomy at the School of Fine 

Art of the Art Association of Montreal, which initiated and stimulated his interest in visual art, specifically sculpture. In 1904, 

having failed to persuade McGill officials to make physical education a compulsory course for students, he accepted the 

position of Director of Physical Education at the University of Pennsylvania, Philadelphia, where his ideas and theories could 

be put into practice. As a pioneer and leader in this field his contributions were enormous. 

As a world renowned sculptor, Mackenzie received public and critical acclaim. He worked almost exclusively in bronze, creating 

medallions, plaques, friezes, portraits busts and many war memorials, including The Call (1923-27), the Scottish American War 

Memorial in Princes Street Gardens, Edinburgh. This paper will focus on Mackenzie's sculptures of athletes in his own quest 

to find, scientifically, the perfect male figure derived from his lifelong, painstaking studies of his Penn undergraduates and 

his technical and philosophical knowledge of ancient Greek sculpture. 

GONDOIN'S SCHOOL OF SURGERY 

Amy Sargeant 

(University of Plymouth) 

In 1780, Gondoin presented a copy of the magnificent Descriptions des Ecoles de Chirurgie to the Royal Academy of Architecture. 

His intention was not only to commemorate the opening of his school of surgery, several years previously, but also to rally 

support for the completion of his scheme for the site as a whole: school, church and prison on three sides of an open square. 

This was no hypothetical 'projet d'embellissement'. Gondoin was at pains to stress its feasibility and the promise of funds 

already secured for its realisation. 

Crucially, the Place de {'Observance assembles a hierarchy of buildings, concerned with the observation of ourselves and of 

society, with observation religious and observation secular. The square is a urban interior, formed more by its flanking walls 

than by the organisation of the individual buildings behind them. 

Sadly, in spite of renewed attempts to revive the scheme after the Revolution, Gondoin was not successful. Followers of 

Foucault might suggest that the failure to complete the scheme was consequent upon changes in the relative position of 

surgery and medicine at the end of the century; a more pragmatic approach suggests that funds ran out and allowed for 

no more than a meagre compromise. 

My purpose here will be to investigate the social and cultural status of surgery which Gondoin's building represents, 

examining its significance in the context of the scheme as a whole. 



REMBRANDT AND JEWISH HISTORY 

Valerie Mainz 

(University of Leeds) 

The paper will deal with histories of production and reception. It will discuss Rembrandt's treatment of Old Testament subject 

matter and examine why the subject of Rembrandt and Jewish History should have come to prominence at the end of the 

19th and early 20th centuries, when Jewish art and the work of Rembrandt were linked by their shared characteristics 

of transcendental immateriality. The material will encompass a range of Jewish and Christian life and thought. The way 

Rembrandt's paintings, etchings and drawings came to be put together will be addressed from within the social histories of art 

to which they belong and the particular religious contexts of Protestantism, Catholicism and Judaism that gave rise to them. The 

paper will also consider how the life and work of Rembrandt came to be linked to various national identities at the end of the 

19th and early 20th Centuries. It will address various portraits of Jews by Rembrandt, the painting The Jewish Wedding by the 

Dutch artist Josef Israels and the scholarship of Erwin Panfosky, one of the founding fathers of art history as it is practised today. 

THE SOULFUL PORTRAITS OF EARLY MODERN ENGLAND 

Tarnya Cooper 

(University College London/University of Sussex) 

This paper will question the spiritual meanings of portraits for an early modern Protestant audience and explore the visual 

dynamics between the presentation of physical bodies and the implied presence of hopeful souls. It will consider how specific 

portraits of individuals mediated the concerns of one of the central preoccupations of Protestant subjects in this period: the 

passage of their souls after death. In attempting to determine possible values assigned by patrons or sitters, it will explore in 

what sense the 16th century Protestant distinction between body and soul equated with the model later supplied by Cartesian 

dualism. In reworking Burckhartian ideology historians have conceded the development of a 'new and sharper sense of self 

in the 16th century as evinced in forms of material culture including the production of portraits, and Peter Burke has coined 

such products 'ego documents', or when used in the sense of exemplars, 'ego ideals'. Portraits could therefore be perceived 

as paradigm of the self, and as the body was essentially corrupt, this virtue had to derive from a spiritual source, and this paper 

will attempt to chart the visualisation of the soul in the presentation of the body. Through an examination of several portraits 

depicting both men and women by British artists and Netherlandish emigres commissioned in the period 1580 to 1630, this 

paper will argue that there were wider variations in individual conceptions of spiritual identity - subject to both gender 

and socially contingent roles - than a narrowly determinist philosophical model will allow. 



XXII MONSTERS 

Louise Milne 
(Edinburgh College of Art) 
Since Antiquity, distorted and fantastic bodies have been used in art to convey extreme emotional 
states, and/or to represent the conditions of the Other World. This session will deal with visual 
fantasies of this kind from across the history of Western Art. 

MONSTERS AS CREATURES OF DREAMS AND DESIRE 

Louise Milne 

(Edinburgh College of Art) 

The monster is a marker of oneiric discourse: situated at the edge of representation: beyond it lies the project realm of the 

occult, a space of desire. I use the concept of 'adynata' (edge-sign), to analyse the construction of Western monsters, and 

to explain how and why reactions of horror or wonder are dissipated in art through techniques of fusion, elaboration and 

proliferation. 

Monsters are internalised mechanisms of the conscious-unconscious interface, and public codes: the two converge. At these 

interfaces, motifs are constantly recuperated (thus Bruegel's Dulle Griet). The West underwent several 'folkloric resurgences' -

translation of motifs into lasting media: carvings, manuscripts, romances. Each involved distorting the chosen motif, removing 

its Proppian raison d'etre. The visual artist attended to 'description' of the monstrous entity, thus variations on the form could 

proliferate. 

The focus on surface deconstructs the motif, according to the principles of 'umbraculae': the 'missing' narratives become 

an uncanny mastertext. In the diversification of traditional monsters into intertwining grotesques, they become a chain of 

connective links, flowing around secular and sacred texts. They shift the position of desire in the view's mind: adynata veer 

to their other pole, to the personal conscious-unconscious interface of the carver/'viewer. 

The expert delineation of the edge-signs evokes the realm of private dream experience because the latter is always fragmentary; 

the 'forgotten' aspect of the dream acquires an occult presence. This character of desire - a 'black hole' attached to dreaming -

may be formally situated as the 'eidolon' of a monstrous edge-sign, used to conjure the point where memory 'fails' and desire 

for a 'whole' begins. In art, its excess of visualisation is apprehended as compensatory wholeness. Proliferating edge-signs create 

a wall-to-wall 'whole dream' effect. The stronger their pattern, the more they 'cover' the anxiety of the representational gap 

from which issues desire, the point of disappearance of memory and self. 

MAKING MONSTERS IN MEDIEVAL ART 

Debra Strickland 

(University of Edinburgh) 

This paper will deal with the broad concept of monstrosity and how it was applied to various different social group who were 

rejected by the Christian majority during the high Middle Ages. Using 'monstrosity' and its visual forms as a metaphor for social 

and religious unacceptability, discussion will centre on the medieval view of the monster and the manner in which various 

rejected social groups were consequently portrayed as monstrous in works of art. Targeted groups include Jews, Ethiopians. 

Muslims ('Saracens'), and Mongols (Tartars'). Although representations of each of these groups followed separate pictorial 

traditions, common elements of representation will be highlighted in an effort to uncover the process of stereotyping that 

had very real social and political consequences. 

Works of art to be examined will be selected from several media including illuminated manuscripts, stained glass, and sculpture. 

Emphasis will be on artistic production in England and France during the twelfth through the fourteenth centuries. 



THE AN A M O R P H I C T H I N G : THE M O N S T E R AS ' S U R P L U S ' TO THE BEING OF THE SUBJECT 

D. Jagdish Pi l la i 

(Midd lesex U n i v e r s i t y ) 

Th is p a p e r poses t h e q u e s t i o n o f w h a t i t is t h a t c o n s t i t u t e s t h e rad i ca l a l t e r i t y o f t h e m o n s t e r f r o m t h e p e r s p e c t i v e o f t h e 

sub jec t . T h e a l t e r i t y o f t h e m o n s t e r w i l l be e x p l o r e d w i t h i n a p s y c h o a n a l y t i c f r a m e w o r k , in r e l a t i o n t o t h e c o n c e p t o f t h e 

uncanny , a n d t h e t r o p e o f a n a m o r p h o s i s . 

T h e M o n s t e r w i l l be d e f i n e d in t e r m s o f a c e r t a i n excess. Th i s excess in t h e d o m a i n o f t h e ges ta l t , t h e f o c a l p o i n t f o r t h e 

c o n v e r g e n c e o f o u r i n t e r s u b j e c t i v e i d e n t i f i c a t i o n s w h e r e i n w e l o c a t e t h e O t h e r as n e i g h b o u r , reg is ters as an a t t a c k o n f o r m 

in t h e n a m e o f Ba ta i l l ean I n f o r m e . 

Such a d e f i n i t i o n s i t u a t e d in r e l a t i o n t o Jacques Lacan's s c h e m a o f t h e 'Real' , t h e ' S y m b o l i c ' a n d t h e ' Imag inary ' , w o u l d suggest 

t h e a r t i c u l a t i o n o f t h e d i f f e r e n c e , i ts d i s f i g u r i n g su rp lus , a t t h e l eve l o f t h e Real, a n d g r o u n d e d in t h e p r o p e r t y o f ' j ou i ssance ' 

o r ' e n j o y m e n t ' . Th is a r t i c u l a t i o n o f d i f f e r e n c e - a s - s u r p l u s u n d e r w r i t e s t h e i d e o l o g i c a l f an tas ies o f t h e O t h e r in t h e m o b i l i s a t i o n 

o f t h e p o l i t i c a l s ign i f ie r : t h e ' m o n s t r o s i t y ' o f t h e O t h e r w h o w o r k s ' t o o h a r d ' o r e n j o y s ' t o o m u c h ' . 

Th is p a p e r w i l l i d e n t i f y t h e m o n s t e r w i t h t h e F reud ian thes i s o f t h e u n c a n n y a n d t h e f i g u r e o f t h e d o u b l e - t h e m o n s t e r as a 

m a n i f e s t a t i o n o f t h e r e t u r n o f t h e rep ressed w h o s e a n a m o r p h o t i c d e f o r m a t i o n s are i t se l f t h e marks o f t h i s rep ress ion - in o r d e r 

t o m a p i t o n t o Lacan's ' t o p o l o g i c a l ' n o t i o n o f t h e O t h e r as a l o c u s a t o n c e e x t e r i o r a n d intimate ( L ' ex t im i te ) t o t h e s t r u c t u r e o f 

t h e s u b j e c t . 

T h e s e t e r m s w i l l t h e n be e x a m i n e d w i t h i n t h e c u l t u r a l c o n t e x t o f t h e a d v e n t o f t h e m o d e r n s u b j e c t o f t h e E n l i g h t e n m e n t , 

in r e l a t i o n t o i ts ' doub le ' , Shel ley 's Frankenstein. In t h i s c o n t e x t , w e w i l l r ecogn i se t h e m y t h i c a l f u n c t i o n o f t h e m o n s t e r , 

se t o u t by Lev i -St rauss, as an imag ina ry s o l u t i o n t o a 'Real ' c o n t r a d i c t i o n , t h e d i v i s i o n b e t w e e n n a t u r e a n d c u l t u r e . 

R E P R E S E N T I N G F R A N C E ' S M O N S T R O U S M O N A R C H S : C A R I C A T U R E AS T E R A T O L O G Y (1789-1835) 

N ico la Coton 

(Un ivers i ty Co l lege London) 

A t o n e p o i n t in his m o n u m e n t a l History of Caricature, t h e 1 9 t h - c e n t u r y a r t h i s t o r i a n C h a m p f l e u r y takes issue w i t h L e o n a r d o 

Da V i n c i a n d his p r e d i l e c t i o n f o r d r a w i n g s images o f excess ive fac ia l d e f o r m i t y . T h e p r o f u s i o n o f s y s t e m a t i c e x a g g e r a t i o n a n d 

u n f l a t t e r i n g p h y s i o g n o m i e s in Leonardo 's w o r k leads C h a m p f l e u r y t o suggest t h a t t h e y m i g h t w e l l have se rved as i l l u s t r a t i o n s 

f o r an e n t i r e t r e a t i s e o n t e r a t o l o g y . In d e f e n c e o f Leonardo 's r e p u t a t i o n as t h e m a s t e r p a i n t e r o f beau ty , he n o t e s w i t h a p p r o v a l 

Leonardo 's d e c i s i o n t o keep t h e s e ' m o n s t r o s i t i e s ' f r o m t h e p u b l i c v iew . In t h e e n d , h o w e v e r , t h e y w e r e b r o u g h t t o l i g h t in t h e 

18 th c e n t u r y by t h e c u r i o s i t y o f t h e m o d e r n m i n d in t h e p e r s o n o f t h e C o m t e d e Cay lus . For C h a m p f l e u r y , t h e r e p e r c u s s i o n s o f 

t h i s r e d i s c o v e r y t u r n e d in t o a r e c u r r i n g n i g h t m a r e : he was h a u n t e d by an e t c h i n g o f M a r g u e r i t e o f T y r o l m o d e l l e d o n an o r i g i n a l 

c a r i c a t u r e by L e o n a r d o . C h a m p f l e u r y ' s h o r r o r o f t h e image , w h i c h p r o v e d h i g h l y p o p u l a r a m o n g t h e 1 9 t h - c e n t u r y Parisian p u b l i c , 

s t e m m e d f r o m w h a t he saw as i ts a b s o l u t e i n c o n g r u i t y . T h e d e p i c t i o n o f a sove re i gn w i t h a s im ian a p p e a r a n c e , h e a r g u e d , was 

an a b e r r a t i o n aga ins t na tu re . 

By t h e t i m e C h a m p f l e u r y was w r i t i n g , t h e h u m a n - a n i m a l h y b r i d , w h i c h o r i g i n a t e d in ea r l y t rea t i ses o n p h y s i o g n o m y , had l o n g 

b e e n used as a c a r i c a t u r a l d e v i c e . T h e t e c h n i q u e o f p h y s i o g n o m i c a l s y l l o g i s m - w h e r e b y p h y s i c a l r e s e m b l a n c e t o an a n i m a l is 

used t o in fe r s i m i l a r i t y o f d i s p o s i t i o n a n d b e h a v i o u r - was a m o s t e f f e c t i v e m o d e o f m o c k e r y . In p a r t i c u l a r i t o f f e r e d France's 

p o l i t i c a l l y - m i n d e d ca r i ca tu r i s t s a p o w e r f u l v isua l w e a p o n w i t h w h i c h t o s u b v e r t t h e a u t h o r i t y o f f t h e B o u r b o n m o n a r c h s . 

C h a m p f l e u r y n o t e s h o w , d u r i n g t h e 1798 R e v o l u t i o n , n u m e r o u s c o m p a r i s o n s w e r e m a d e b e t w e e n t h e roya l f a m i l y a n d t h e 

' m o s t d i s g u s t i n g o f an imals ' . 

A c c o r d i n g t o C h a m p f l e u r y . c a r i c a t u r e in France s leeps t h e w a y a ca t s leeps - r eady t o o p e n i ts keen g r e e n eyes at t h e s l i gh tes t 

p o l i t i c a l m o v e m e n t . T h e s l e e p i n g ca t sp rang i n t o a c t i o n o n c e aga in in 1830 w h e n , in t h e eyes o f t h e r e p u b l i c a n ca r i ca tu r i s t s , t h e 

n e w b o u r g e o i s k ing , L o u i s - P h i l i p p e , f a i l e d t o u p h o l d t h e r e p u b l i c a n va lues he c l a i m e d t o rep resen t . V isua l h o s t i l i t i e s began in 

ea rnes t aga ins t a m o n a r c h w h o m t h e ca r i ca tu r i s t s r ega rded as a m o r a l m o n s t e r , g u i l t y l ike his p r e d e c e s s o r s o f h y p o c r i s y , g r e e d , 

e x p l o i t a t i o n a n d abuse o f p o w e r . 



In the Anormaux (1999) Michel Foucault argues that the origins o f the effects o f power in Western culture are inherently 

caricatural, since the individuals who embody that power - France's monstrous monarchs, for example - possesses no intrinsic 

t o suggest that they should wield it. Instead they appear grotesque, or 'ubuesque' (recalling the grotesque, caricatural figure 

o f King Ubu in Alfred Jarry's play). Power is shown to be abject, infamous, or simply ridiculous not so much as a means of 

undermining the authority representing it, but more insidiously, as a way o f showing its inevitability. The West, argues Foucault, 

has established a parodic framework for power characterised by 'infamous sovereignty' and the 'administrative grotesque'. 

We need only t o look to Daumier's gargantuan Louis-Philippe and 'The legislative paunch' of the members of his cabinet 

t o conf irm that view. 

THE BREATH AND THE MIRROR: ON RUSKIN 'S T H E O R Y OF THE G R O T E S Q U E 

Mark Dorian 

(Un ivers i ty of Edinburgh) 

Mary Shelly's 1831 introduct ion to Frankenstein was produced to answer request f rom her publisher for an account o f how her 

novel came to be wr i t ten. In it she describes how, in the days leading up to the famous nightmare which prompted the wri t ing 

of the book, she had read from a col lect ion of German stories. In particular one of these had gripped her: it was the story o f a 

ghostly patriarch who was fated to destroy the younger sons o f his descendants. He came t o them in their sleep and, bending 

over, kissed them: and they '... f rom that hour withered like flowers snapped upon the stalk'. 

There is something of the vampire in that, through the kiss, sucks away the blood, the sap, the life-force. But we are also close 

t o another thematic, related, but w i th important differences: that o f the breath. Shelley'phantom acts out a kind o f demonic 

inversion o f divine 'inspiration', the breathing-into which animates material and which reappears as motivated and intentional 

speech. On the withdrawing o f the breath the body falls t o putrefaction, decay, and (to associate it w i th an aesthetic category) 

decadence. 

In the Stones of Venice, Ruskin develops a highly nuanced and thematically-rich theory o f the grotesque. It is structured by a 

proliferating series of categories which at first appears to be securely organised by the primary opposi t ion between what he 

calls the noble and the base grotesque but which, on close reading, reveals important disruptive asymmetries. At key points in 

this system, Ruskin deploys references to the breath. In his text, metaphors o f breathing are linked closely t o the emergence o f 

the grotesque itself (which in turn is correlated wi th the Fall o f Man/Fal l of Venice): at one point the infernal breath is figured 

as a kind of pestilence which putrefies form (the 'decadent' Venetian late Renaissance grotesque): at another it mists the mirror 

o f the soul upon which the image o f true, divine form flickers. 

The paper analyses the operation o f the tropes of the breath and the mirror in Ruskin's theory o f the grotesque. By examining 

the cultural meaning carried by these themes, it relates them to the play of presence and absence on which the discriminations 

represented by Ruskin's hierarchy of categories are based. This, in turn, provides a context for reading Ruskin's enthusiasm for 

the new daguerreotype process ('the mirror w i th a memory' as the contemporary publicity had it). Finally, having shown how 

the tropes are implicated in Ruskin's system of categories, the paper attempts to provide an account of the way in which the 

terms 'monstrosity' and 'disgust' operate within the system. 

M O N S T E R S AND THE M I C R O S C O P E : S O U R C E S OF V I C T O R I A N FANTASY 

Ursu la S e i b o l d - B u l t m a n n 

( Independent , Cambr idge) 

Did nature's micro-dimension nourish the Victorian predilection for the grotesque? 

During the heyday of natural history (c.1830-60). the microscope revealed myriads of shapes and creatures so utter ly unfamiliar 

that writers on the subject resorted to f lamboyant metaphors in order t o render them intelligible. These metaphors eventually 

developed a visual presence, w i th supernatural features being projected even on to illustrations in supposedly scientific 

contexts. At the same t ime, such illustrations share certain stylistic characteristics wi th fairy paintings by artists like Daniel 

Maclise. Richard Dadd and Sir Joseph Noel Paton, whose goblins thus seem to owe part o f their mir th t o the microscope. 



'THE FACE, WHAT A HORROR': ODILON REDON'S NOIRS 

Margaret Werth 

(Barnard College, Columbia University) 

There is recurrent motif in Odilon Redon's noirs, one that dominates his work: human heads without bodies, heads marked by 

human faces. In Redon's images the head stands in for the absent body - the body as a volume, matter, and object - while the 

face operates as surface and site of subjectification. The viewer experiences shock at the unconcern for bodily coherence and 

identity and connects initially to the humanness and order of the face with its suggestion of consciousness: a consciousness 

that shifts from innocence, abjectness, alienation, interiority, savagery, etc. The face seems to carry what survives of identity, 

physiognomy, consciousness, and the bodily, but it either floats dissociated from the body and landscape or is joined 

(monstrously) to the non-numan. 

Redon's bodiless 'human' faces are marked by expressions that range from the open, childlike, and embryonic to the grotesque, 

primitive, or anxious: flowers and spiders with human faces, faces that become balloons or appear within them, faces that 

emerge out of rocks, faces of decapitated heads of martyrs and criminals, faces on winged heads, imprinted faces, faces 

articulating the emerging forms of primitive life, nightmare faces, the face of Christ. The human face is arguably the most 

intimate, familiar, primal, and composed of visual forms: the rearrangement or loss of an element or elements in the 

organisation of the face disorders the production of meaning and subjectivity. Meaning and subjectivity may initially be 

concentrated in Redon's faces - the spider laughs or cries, the plant sees, the martyr, poet, or criminal dies, chaos becomes 

form, thought is ineffable, vision ascends or turns inward. The viewer encounters Redon's bodiless forms face-to-face. But the 

'humanness' of Redon's faces is crossed with the non-human and will explore the ways in which Redon's face are themselves 

agents in the destruction of stable meanings and subjectivities. 

My paper will analyse the face in Redon's noirs - and the complex relations between body, head, face, and landscape in them -

drawing on the work of Gilles Deleuze on 'faciality'. 

WHEN THE BODY BETRAYS ITSELF: CANCER AS THE LOCUS OF THE UN-REPRESENTABLE PROCESS' 

Colin Bell 

(University of Limerick) 

The cancerous body is perhaps the most emblematic modern monstrosity. All the more so, in that it is the organism's propensity 

to multiply which is here turned against itself. Photographic representations of cancer (be it of the cells themselves or of 

amputated though defiant survivors) are now common. What this paper would hope to examine is not these simple images, 

but rather the manner in which the cancerous proliferation eats away all the possibility of mimesis itself. 

To do this we shall turn to the French painter, Bernard Dufour, who is useful for two reasons. Firstly, because of his book 

Le temps passe quand meme (1997), which chronicles a personal tragedy: the death of his wife and long-time model from cancer. 

The chronicle of her death in diary form is interspersed with Dufour's ongoing sexual fantasies concerning her (leading 

to a certain eroticisation of the abnormal) and just about every other woman he meets. Secondly, because of Dufour's previous 

involvement with writers and texts in the 1960s, specially with members of the avant-garde group Tel Quel, known for 

advocating a theory of the text over that of the book (with parallel emphasis on peinture over tableau) and for their 

discovery' of the body as a textual phenomenon. 

A callous exploitation of this convergence could hope to draw parallels between the viral text (open, proliferating, non-mimetic) 

and the viral body: it is perhaps significant that Dufour chooses to write rather than paint his wife's ailing body, bringing to mind 

a 1972 text entitled Denaturation, materialisation, the first term of which can be translated as misrepresentation or deformation. 

It emerges that the monstrous body establishes a curious limit on representation: not an outer limit but a point of no departure. 



THE TROUBLE WITH MONSTERS: WOMEN ARTISTS, TECHNOLOGY AND THE MONSTROUS-FEMININE 

Rachel Gear 

(Loughborough College of Art & Design) 

The interface between bodies and technologies is increasingly fruitful for many contemporary women artists. But what happens 

when the technology becomes 'contaminated' by monsters and 'all those nasty womanly things'? Using digital imaging, 

interactive CD-ROM and cosmetic surgery, artists such as Alexa Wright, Linda Dement and Orlan utilise the tools of technology 

to probe the limits of corporeality and question standards of beauty. Their current projects engage with the monstrous-

feminine (as defined by Barbara Creed) in ways that challenge theatrical concepts of completeness, normality and sexuality, 

exploring digital technology to distort, enhance and fragment the female body. These three women artists are using new 

media to experiment with virtual monstrosity. 

Alexa Wright creates disruptive images that question our attitudes towards physical disability. Each images shows the artist's 

facial features mapped onto bodies of those with a disability. These raise issues concerning beauty, ugliness, fear and exclusion. 

Linda Dements work explores images of visceral and abject female excess through the medium of CD-ROM. Hybrid bodies 

emerge via a process of 'becoming monstrous' that renders them shape-shifters, hovering on the borders of the in-between. 

The sense of troublesome corporeality in Dements work mirrors the shift in Australian techno-body politics towards a 

physicalization of female beauty that dominate Western culture. Her performances threaten the integrity of the whole, 

intact body by oscillating somewhere between defiguration and refiguration: she is simultaneously human/alien, flesh/image, 

woman/monster. Orlan engages in a process of monstering her self, of pushing her flesh to the limits both in the operating 

theatre and on the computer screen, thus rendering her body in a perpetual state of flux. 

The female body, in this context, is not passive in the traditional sense, but active and continually shifting, demanding a 

response from the viewer. Because it cannot be fixed, the monstrous-feminine becomes a potentially liberating strategy for 

women artists. However, deploying the monstrous-feminine in art is not without problems. For example, what 'unfixing' tactics 

can work effectively to resist a phallocentric framing of the female body when the monstrous-feminine depends so heavily 

on imaging sexual difference? What are the ethical issues at stake in utilising and viewing the monstrous-feminine in art? The 

ageing, disabled, anorexic or obese female body is readily labelled as monstrous in a phallocentric culture. These questions, 

highlight the possibilities of representing the monstrous-feminine in women's art. 

COMING TO GET YOU: UGLINESS, MONSTERS AND PHILISTINES IN CONTEMPORARY ART 

Mark Hutchinson 

(Artist, London) 

There are a lot of monsters and ugly spectacles in contemporary art. I will argue that they should not be looked at in the same 

way. I shall classify monsters in terms of Mark Cousin's idea of the 'Ugly': this is not the opposite of beauty but rather 'matter 

out of place', when the interior exceeds the exterior and something fails to signify. On this register, some monsters are not ugly 

since they clearly represent themselves. But there are radically ugly monsters in contemporary art, who demand to be seen (and 

smelt, and so on) in ways normally associated with popular and working class culture. These are 'philistine' modes of attention, 

if philistinism, following Dave Beech, is seen as the spectre haunting aesthetic discourse: that which has been repressed in the 

name of higher pleasure. I propose that this contempt at the divisive hierarchy of pleasures that the ugly, philistine monster 

enacts, is a good thing. 



XXI I I THE E R O T I C EYE 

Alyce Mahon, 
(Dept. History of Art and Design, University of Southampton) 
This session will explore the erotic and pornographic body and the role of 'profane illumination' 
in Western art. Aspects of the session will engage with the tensions between Eros and Thanatos; 
enlightenment and decadence; transcendence and transgression; eroticism and 'high-class porn'. 

CARAVAGGIO'S MASQUE 

Genevieve Warwick 

(University of Glasgow) 

In 1971, Donald Posner published an article on Caravaggio's early portraits of young boys, which he termed homoerotic. He 

fixed the sexual identity of these portraits by arguing that not only Caravaggio, but also his early patron, Cardinal Francesco 

del Monte, were homosexual and that these paintings were a simple reflection of this milieu. 

Despite the vast seachange in our understanding of sexual identities in the wake of Foucault's History of Sexuality, and 

notwithstanding the importance of this group of paintings within a history of Western art, Posner's paradigm has been 

challenged and disparaged, but no historically contingent analysis has replaced it. The aim of this paper is to reopen the question 

of Caravaggio's erotic address to the viewer in the early portraits by upending iconographic attempts to fix meaning in favour 

of a dynamic social analysis. 

How were these pictures used? What kinds of social appropriations did they foster? Elusive, they seem to hover between various 

forms of sexual address, and similarly defy labelling in terms of artistic genre - are they portrait, myth, or allegory? This ambiguity 

chimes with recent re-evaluations of Roman court culture circa 1600, which is now seen to have favoured open-ended artistic 

productions. Mythological themes of love, in particular, lent themselves to metamorphic representations able to encompass 

the multi-faceted, polymorphous nature of their subject matter. 

Similarly, the seicento's fluid use of 'social space' within the princely home meant that works of art were frequently rearranged 

like changing stage-sets. The paintings themselves suggest performative themes of dressing up and role playing, in keeping with 

early modern entertainments of masquerade and theatre, known 50th for cross-dressing and audience participation. Thus the 

relationship of these images with their viewers was nuanced, changeable, and migratory - like the erotic charge they so 

viscerally make present. 

'THE ROKEBY VENUS' 

Nicolas Flynn 

(Manchester Metropolitan University) 

This paper conducts a series of analyses of Velazquez's canonical nude in order to explore the ways in which Lacanian gaze 

theory has been appropriated and misappropriated by the conflicting imperatives of the academy - to read and to interpret 

and to rewrite on the one hand; to shore up narrower institutional and personal imperatives on the other. 

At the heart of the paper is my contention that the painting instantiates perfectly the ontology of the Lacanian gaze. Here 

I introduce my discovery of the ways that the apparently seamless geometry of the painting is in fact an elaborate fiction. 

I refer back to Las Meninas and to Foucault's reading of it to notice how, once again, the mirror opens the enigma of the picture. 

I pastiche Foucault's rationale and indicate how a post-modern (which I argue is a post- oedipal) subject can be shown to be 

positioned by the tricks of the image. 

So my argument is also that to notice and to itemise the match between image and theory as I do is not enough. My capture of 

the image in the theory goes on to destabilize itself by re- reading Lacan himself in order to historicity his own relation to Freud 

and also in order to make sense of his slipperiness of style which I argue is a libidinal remainder. 

My argument becomes one that suggests that modernity was essentially the making of Oedipus explicit and that this recognition 

will inevitably force itself in a new form of statistics in the writing of the history of art - a statistics my own paper, besides 

implicitly arguing for, also explicitly makes manifest in its own metaphoric movements which at all points have been flirting 

on the borderline of seriousness and eroticism. 



C O R O T , P H O T O G R A P H Y , AND THE M O D E R N NUDE 

David C. Ogawa 

(Union C o l l e g e , NY) 

T h e i n t r o d u c t i o n o f p h o t o g r a p h i c m e d i a in t h e d e c a d e o r so a f t e r 1839 in France p r o f o u n d l y a l t e r e d t h e h i s t o r i c a l t r a j e c t o r i e s 

o f b o t h a r t a n d p o r n o g r a p h y . A r t h i s t o r i a n s have t r a d i t i o n a l l y p r e s e r v e d s o m e s e m b l a n c e o f t h i s t y p e o f b i na ry d i s t i n c t i o n , a n d 

s o u g h t o u t a l i ne ( h o w e v e r j agged) sepa ra t i ng t h e a r t i s t i c f r o m t h e e r o t i c o r t h e p o r n o g r a p h i c . Us ing t h e p a i n t e r Jean -Bap t i s t e 

C a m i l l a C o r o t (1796-1875) as a case s tudy , t h i s p a p e r w i l l address s o m e ways t h a t t h e n e w m e d i u m rad i ca l l y d e s t a b i l i z e d t h i s 

d i s t i n c t i o n in t h i s p e r i o d . T h e n a t u r e o f t h e m e d i u m , seen in t h e c o n t e x t o f 19th c e n t u r y p r o t o c o l s o f r e p r e s e n t a t i o n , r e s u l t e d 

in s o m e t h i n g m o r e l ike a t r i a n g u l a t i o n - b e t w e e n ar t , p o r n o g r a p h y , a n d i d e n t i t y . C o r o t was u n i q u e a m o n g t h e g e n e r a t i o n o f 

a r t i s t s w h o t r a i n e d a n d m a t u r e d b e f o r e p h o t o g r a p h y had b e c o m e u b i q u i t o u s , in t h a t his e n g a g e m e n t w i t h i t e n c o m p a s s e d b o t h 

p r o d u c t i o n a n d c o n s u m p t i o n . 

Th is p a p e r w i l l f o c u s o n t h e e x h i b i t i o n at t h e Sa lon o f 1861 o f C o r o t ' s Le Repos ( W a s h i n g t o n , D.C., T h e C o r c o r a n G a l l e r y o f A r t ) , 

a p a i n t i n g w h i c h nav iga tes a r t , p h o t o g r a p h i c p o r n o g r a p h y , a n d i d e n t i t y in an u n p r e c e d e n t e d f r a n k way. As a r e c l i n i n g n u d e , t h e 

p a i n t i n g is w h o l l y w i t h i n t h e pos t -Rena i ssance t r a d i t i o n o f e r o t i c a ; as a ' chas te l y ' d e p l o y e d b o d y i t a lso signals, h o w e v e r , a 

r e j e c t i o n o f m a n y b o d i l y c o d e s o f sexua l i t y - p a r t i c u l a r l y t h o s e f o r e g r o u n d e d by C o r o t ' s c o n t e m p o r a r y a c a d e m i c co l l eagues . 

Final ly, t h e w o r k is a l so a p o r t r a i t o f a w e l l - k n o w n ( t h o u g h as y e t a n o n y m o u s ) m o d e l w h o c i r c u l a t e d b o t h in p e r s o n a n d in 

p h o t o g r a p h s . C o r o t ' s w o r k , a n t i c i p a t i n g by t w o years Mane t ' s n o t o r i o u s ' m o d e r n n u d e s ' (i.e. Le Dejeuner sur I'herbe a n d 

Olympia), a lso i nv i t es us t o r e c o n s i d e r t r a d i t i o n a l a r t - h i s t o r i c a l a c c o u n t s o f t h e i n t e r s e c t i o n s b e t w e e n sexua l i t y , t h e body , 

p h o t o g r a p h y , a n d m o d e r n p a i n t i n g . 

U N C O N S C I O U S H O M O S E X U A L E N C O D I N G IN THE ART OF GUSTAVE C A I L L E B O T T E 

Patr ick Shaw Cable 

(C leve land Museum of Ar t ) 

This p a p e r e x a m i n e s h o m o e r o t i c o v e r t o n e s a n d t e n s i o n in pa in t i ngs a n d pas te ls o f m a l e b a t h e r s a n d r o w e r s m a d e in t h e 1870s 

and 80s by G u s t a v e C a i l l e b o t t e , a n d i n t e r p r e t s t h e s e e l e m e n t s as exp ress ions o f rep ressed h o m o s e x u a l i t y . M y a p p r o a c h 

d e v e l o p s t h e n e w a t t e n t i o n g i ven t o t h e m a l e e m p h a s i s o f C a i l l e b o t t e ' s a r t by c o n s i d e r i n g s i gn i f i can t l a t e n t m e a n i n g , and i t 

c o r r e c t s t h e r e c e n t c l a i m t h a t t h e a r t i s t p r e s e n t e d h o m o s e x u a l c ru i s i ng in his 'Br idge o f Eu rope ' pa in t i ngs , an idea t h a t i gnores 

his l i fe a n d c u l t u r e a n d t h e c o m p l e x i t i e s o f his r e p r e s e n t a t i o n s . H o m o s e x u a l e x p r e s s i o n w i l l be d i scussed w i t h i n t h e c o n t e x t 

o f t h e h o m o s o c i a l f o c u s o f C a i l l e b o t t e ' s a r t a n d l i fe . Soc ia l h i s t o r i a n R o b e r t A. Nye's s t u d y o f t h e stress p l a c e d in 19 th c e n t u r y 

France u p o n a n o r m a t i v e b o u r g e o i s m a s c u l i n i t y w i l l p r o v i d e a f r a m e w o r k f o r C a i l l e b o t t e ' s m a s c u l i n e emphas i s . 

M y e x p l o r a t i o n o f s u b c o n s c i o u s h o m o s e x u a l m e a n i n g in C a i l l e b o t t e ' s v i e w s o f t h e m a l e b o d y w i l l i n v o l v e a va r i e t y o f n e w 

i n t e r p r e t i v e a p p r o a c h e s . U t i l i z i n g W h i t n e y Davis's r e c e n t a p p r o a c h t o w o r k by T h o m a s Eakins, I w i l l s t u d y a la te 1870s River 

Bathers ser ies in t e r m s o f t h e p a r t i a l d i scha rge o f w i s h e s t h r o u g h t h e r e t r o s p e c t i v e rev is ing o f t h e i r r ep ress ion . I w i l l ana l yze 

t h e 1884 Man at His Bath n e x t t o t h e c h a i n o f p a r a d i g m a t i c l a te 19th c e n t u r y images o f f e m a l e b a t h e r s - t h e v o y e u r i s t i c 

t r e a t m e n t s in t h e a r t o f Edgar Degas a n d in p o r n o g r a p h i c p r i n t s . 

M y s t u d y p r o m p t s a r e - e x a m i n a t i o n o f C a i l l e b o t t e ' s o t h e r m a l e r e p r e s e n t a t i o n s , such as t h e 1876 Bridge of Europe a n d t h e 1880 

In a Cafe w h e r e m a l e - t o - m a l e l o o k i n g is o b l i q u e y e t e m p h a s i z e d c o m p o s i t i o n a l l y . T h e l a t e n t h o m o s e x u a l t h e m a t i c r e f l e c t s back 

u p o n C a i l l e b o t t e ' s s ingu la r i n v e s t m e n t in c o l l a b o r a t i v e e f f o r t a n d m a l e s o c i a b i l i t y w i t h i n t h e I m p r e s s i o n i s t c i r c l e a n d w i t h i n t h e 

r e a l m o f s a i l b o a t rac ing a n d des ign . M o r e b road l y . C a i l l e b o t t e ' s case p r o v i d e s an i l l u s t r a t i o n f o r i n t e r p r e t i n g rep ressed o r d e n i e d 

h o m o s e x u a l i t y w i t h i n c u l t u r a l p e r i o d s w h e r e o p e n e x p r e s s i o n w o u l d have b e e n d i f f i c u l t o r i m p o s s i b l e . 

FROM I L L I C I T TO L I C I T : P U R I F Y I N G DESIRE IN C E Z A N N E ' S MALE BATHERS 

Sue Ann Pr ince 

(Un ivers i ty of Pennsy lvan ia ) 

Cezanne's m a l e b a t h e r images, p a i n t e d b e t w e e n 1870 a n d 1895. reveal a j o u r n e y t h a t leads f r o m a f o c u s o n t ransgress ive 

c ross -sexed a n d / o r c r o s s - g e n d e r e d b o d i e s t o t h e p o r t r a y a l o f i dea l i zed f i gu res c l e a n s e d t h r o u g h a l l us i ons t o r i t ua l o b l a t i o n s 

a n d d i sgu i sed C h r i s t i a n s y m b o l i s m . 

In t h i s p a p e r I w i l l d iscuss f o u r images t h a t e x e m p l i f y t h e e v o l u t i o n f r o m a r e p r e s e n t a t i o n o f a n x i o u s s e x u a l i t y - s o m e t i m e s 

i n f used w i t h h o m o e r o t i c c o n n o t a t i o n s - t o a t r a n s c e n d e n c e o f c a r n a l i t y t h r o u g h f o r m a l , na r ra t i ve , a n d s y m b o l i c s t r uc tu res . 

T h e p r o g r e s s i o n inscr ibes a f i n - d e - s i e c l e des i re t o escape t h e r a m i f i c a t i o n s o f t h e r e c e n t l y m e d i c a l i z e d sexua l body . 

C e r t a i n ea r l y images c o n t a i n a u t o b i o g r a p h i c a l a l l us ions . In o n e , Emi le Zola's f ea tu res a p p e a r o n t h e f ace o f a r e c l i n i n g f e m a l e 



n u d e , an o b j e c t o f des i re t o a f i g u r e t h a t evokes C e z a n n e h imse l f . In a n o t h e r p i c t u r e , t w o ma les are p o s e d l ike f e m a l e s , a n d 

i l l i c i t m o d e s o f des i re are sugges ted t h r o u g h o u t t h e scene. In Five Male Bathers, t h e b o d i e s are less m a t e r i a l a n d ea r thy , 

t h e i r i m p o r t m o r e s y m b o l i c . T w o f igu res p a r t l y i m m e r s e d in t h e w a t e r assume poses t h a t t r a d i t i o n a l l y s i gn i f i ed b e a t i t u d e 

a n d p r e p a r a t i o n f o r b a p t i s m . In t h e c u l m i n a t i n g image o f t h e ser ies, a t r a n s c e n d e n c e o f t r o u b l i n g sexua l c o n n o t a t i o n s o c c u r s 

t h r o u g h regene ra t i ve o u t d o o r a c t i v i t y , f o r m a l a n d p s y c h o l o g i c a l i dea l i za t i ons , a n d a g e s t u r e c o n n o t i n g b o t h b e n e d i c t i o n 

a n d b a p t i s m . 

E G O N S C H I E L E AND THE LOSS OF S E L F - I D E N T I T Y 

C h r i s t o p h e r Shor t 

(Un ivers i ty of Wales Ins t i tu te , C a r d i f f ) 

T h e p a p e r w i l l ana lyse t h e p o r t r a i t s and p a r t i c u l a r l y t h e s e l f - p o r t r a i t s d o n e by Egon Sch ie le a r o u n d 1910. It w i l l f o c u s in p a r t i c u l a r 

o n t h o s e w h i c h m a n i f e s t i ns tab i l i t i es b e t w e e n l i fe a n d d e a t h (espec ia l l y a p p a r e n t in t h e d o u b l e s e l f - p o r t r a i t s o f 1911 such as 

Self-seers II ( D e a t h a n d t h e M a n ) a n d t h o s e w h i c h b e t r a y an u n s t a b l e g e n d e r i d e n t i t y (such as Seated Male Nude ( S e l f - p o r t r a i t ) , 

1910). U n d e r w r i t i n g such w o r k s ( o b v i o u s in m a n y ) are issues o f sexua l i t y a n d t h e e r o t i c . T h e p a p e r w i l l e x p l o r e t h e w o r k s in 

r e l a t i o n t o c u l t u r a l a n d m o r a l va lues m a n i f e s t in V i e n n e s e b o u r g e o i s s o c i e t y a t t h e t i m e ; in r e l a t i o n t o t h e w o r k o f R icha rd v o n 

K ra f f t -Eb ing a n d S i g m u n d Freud; a n d in r e l a t i o n t o Schiele 's o w n ' p s y c h o - b i o g r a p h y ' . T h e s e c o n t e x t s w i l l a l l o w a m o r e t h o r o u g h 

u n d e r s t a n d i n g o f t h e i ns tab i l i t i es m a n i f e s t in t h e w o r k s e x a m i n e d . T h e p a p e r w i l l e n d w i t h c o n s i d e r a t i o n o f o n e p a i n t i n g in 

w h i c h t h e t w o p r i n c i p a l i ns tab i l i t i es ( l i f e / d e a t h , m a s c u l i n e / f e m i n i n e ) in t h e c o n t e x t s o u t l i n e d a b o v e c o i n c i d e m o s t c lea r l y : 

The Birth of Genius (Dead Mother II), 1911. 

I G N A C I O Z U L O A G A : THE E R O T I C I Z A T I O N OF SPAIN 

Marko Danie l 

(Un ivers i ty of Sou thampton ) 

In t h e f i r s t t w o d e c a d e s o f t h e 2 0 t h c e n t u r y , I gnac io Zu loaga , a Span ish a r t i s t l i v i ng in Paris, s t r a teg i ca l l y p o s i t i o n e d 

h i m s e l f in t h e a r t m a r k e t by d r a w i n g o n a n d f u r t h e r e n t r e n c h i n g s t e r e o t y p i c a l p e r c e p t i o n s o f Span ish i d e n t i t y . 

His success was p a r t l y d u e t o his c l a i m t h a t h e had i n h e r i t e d t h e m a n t l e o f Ve lazquez a n d G o y a , w h i c h t r a n s l a t e d i n t o 

d e p i c t i o n s o f Span ish l andscapes a n d c u s t o m s t h a t w e r e o s t e n s i b l y t h e p r o d u c t o f an u n b r o k e n a r t i s t i c t r a d i t i o n g o i n g back 

t o t h e G o l d e n Age . Equa l l y i m p o r t a n t , h o w e v e r , was his c a r e f u l l y c o n s t r u c t e d p e r s o n a as t h e e p i t o m e o f t h e f i e r y y e t n o b l e 

Span ish g e n t l e m a n w h o c u t a d a s h i n g f i g u r e at Parisian s o c i e t y f u n c t i o n s . E x p l o i t i n g t h i s image , Z u l o a g a t a p p e d i n t o t h e f a s h i o n 

f o r Span ish scenes t h a t g r e w u p a r o u n d t h e increase in t o u r i s m t o France's s o u t h e r n n e i g h b o u r . W i t h images o f gyps ies a n d 

b u l l f i g h t e r s aga ins t p i c t u r e s q u e b a c k d r o p s , he se t h i m s e l f u p as a p r o c u r e r o f Span ishness as t h e e x o t i c o t h e r f o r E u r o p e a n 

a n d A m e r i c a n aud iences . In t r i gu ing ly . u n d e r t h e c a m o u f l a g e o f a u t h e n t i c i t y w i t h w h i c h his n a t i o n a l i t y p r o v i d e d h i m , Z u l o a g a 

c r i t i c i s e d Span ish c o s t u m e w i t h a ser ies o f pa i n t i ngs o f s e m i - d r e s s e d f e m a l e nudes , m a i n l y o f t h e Parisian d e m i - m o n d e . Th is , 

in t u r n , was t a k e n u p by s o m e o f his m i d d l e - c l a s s s i t t e r s w h o in t h i s w a y v i c a r i o u s l y e x p e r i e n c e d b o h e m i a a n d c o n s o l i d a t e d 

m y t h s o f Span ish pass ion . 

Th is p a p e r w i l l e x p l o r e t h e w a y in w h i c h Z u l o a g a m a n i p u l a t e d t h e e r o t i c i z a t i o n o f Span ishness w i t h i n t h e d u a l c o n t e x t s 

o f n a t i o n a l s e l f - r e p r e s e n t a t i o n a n d i n t e r n a t i o n a l s t e r e o t y p i n g . 

THE SPHINX IN THE S T R E E T : THE PLACE OF P R O S T I T U T I O N IN S U R R E A L I S T T H O U G H T 

Jul ia Kel ly 

(Cour tau ld Ins t i tu te ) 

B r e t o n o n c e c l a i m e d t o d r e a m o f c l o s i n g al l b r o t h e l s , as ' t h e y are p laces w h e r e e v e r y t h i n g cos ts a n d are a lso s o m e t h i n g l ike 

asy lums o r pr isons ' . By 1937, as i t h a p p e n e d , o n l y 27 t r a d i t i o n a l b r o t h e l s r e m a i n e d in Paris, as t h e ' m a i s o n c l o s e ' a n d ' m a i s o n d e 

t o l e r a n c e ' m a d e w a y t o t h e c l i n i ca l f u n c t i o n a l i t y o f t h e ' m a i s o n d e r e n d e z - v o u s ' a n d t o s t r e e t - w a l k i n g a n d s o l i c i t i n g a c t i v i t i e s , 

b o t h s h a r p l y o n t h e inc rease s ince t h e m i d 1920s. By 1946 a l l t h e o l d i n s t i t u t i o n s had c l o s e d . T h e i n t e r - w a r years w i t n e s s e d 

a n o t i c e a b l e s h i f t in t h e p laces w h e r e p r o s t i t u t i o n was p r a c t i s e d in t w o d i r e c t i o n s , f r o m e n c l o s e d a n d t h e a t r i c a l i s e d spaces 

b o t h t o h y g e n i c a n d m o r e access ib le b r o t h e l s , a n d t o t h e d i s p e r s i o n o f p r o s t i t u t e s i n t o a w i d e r m e t r o p o l i t a n arena. T h e s e 

d e v e l o p m e n t s can be t r a c e d in t h e w o r k o f w r i t e r s such as A r m a n d V i l l e t t e , Rene A l l e n d y (a psych ia t r i s t w i t h l inks t o t h e 

surrea l is ts) . Jean-Jose Frappa, a n d t h e d o y e n o f p r o s t i t u t i o n a c c o u n t s L e o n Bizard, w h o s e c lass ic La Vie des filles a p p e a r e d 

in 1934. C o m b i n e d w i t h an a n x i e t y f a m i l i a r f r o m t h e la te 19 th c e n t u r y (and e x p l o r e d m o s t f a m o u s l y , f o r e x a m p l e , in t h e w o r k 



o f M a n e t ) , o f t h e seamless i n t e g r a t i o n o f t h e p r o s t i t u t e i n t o p o l i t e s o c i e t y a n d t h e lack o f d i s t i n c t i o n b e t w e e n ca l l g i r l and 

u p w a r d l y m o b i l e s o c i a l i t e , t h e p e r c e p t i o n o f p r o s t i t u t i o n was a lso c o l o u r e d by an inc reas ing p u b l i c awareness o f f e m a l e 

sexua l i t y as a p o t e n t a n d u n c o n t r o l l a b l e f o r c e . 

Set aga ins t t h i s b a c k d r o p , t h e surrea l is ts , f o r w h o m q u e s t i o n s o f des i re , sexua l t a b o o s a n d p r i v a t e m o r e s w e r e p a r a m o u n t t o 

an urge t o o v e r t u r n b o u r g e o i s soc ie ty ' s c o n v e n t i o n s , c a m e t o an impasse p rec i se l y o v e r t h i s issue. If Bre ton 's idea l n o t i o n o f 

l o v e w o u l d n o t a d m i t t h e ' m a t e r i a l i s m ' o f t h e sexua l t r a n s a c t i o n , o t h e r f i gu res such as A r a g o n o r Leir is r e m a i n e d f a s c i n a t e d 

by t h e r i t u a l o f p r o s t i t u t i o n as f u n d a m e n t a l t o sur rea l i s t e r o t i c i s m . Brassai's Paris de nuit (1933) w a s a c r u c i a l t e s t a m e n t t o t h i s 

f a s c i n a t i o n . In p a i n t i n g s o f a r t i s t s such as M a s s o n a n d Brauner, p r o s t i t u t e s a n d b r o t h e l s w e r e a m e a n s o f e x p l o r i n g e r o t i c c r u e l t y 

a n d des i re as a sac red ac t . In p h o t o g r a p h s o f su r rea l i s t muses , mis t resses a n d lovers , such as t h e n o t o r i o u s Kiki , t h e f i g u r e o f t h e 

d e f i l e d o r v e n e r a t e d p r o s t i t u t e se rved as t h e d i s q u i e t i n g s h a d o w o f t h e ' i dea l ' sexua l a n d l o v e d pa r tne r . T w o b r o t h e l s n a m e d 

'The Sph inx ' p r o v i d e a means o f b r i d g i n g t h i s p e r i o d , f r o m Breton 's a m b i v a l e n t l o v e a f fa i r o f Nadja (1928), t o G i a c o m e t t i ' s 

n o s t a l g i c e v o c a t i o n s o f M o n t p a r n a s s e ' s m o s t f a m o u s b r o t h e l in t h e la te 1940s. 

L'OEIL SANS JEUX, E N V I S I O N I N G S U R R E A L I S M IN BATAILLE'S H I S T O I R E DE L 'OEIL AND MAX E R N S T ' S LA FEMME 100 T E T E S 

Raymond Sp i te r i 

(Un ivers i ty of W e s t e r n A u s t r a l i a ) 

Surreal ism's d e f i n i t i o n as 'psych ic a u t o m a t i s m in i ts p u r e s ta te ' c i rc les an u n c a n n y e n c o u n t e r w i t h t h e p r e - o n t o l o g i c a l i m a g i n a t i o n , 

w h i c h a p p a r e n t l y g r o u n d s t h e s p o n t a n e i t y o f a u t o m a t i s m in a d e a d l o c k ; i t i n c o r p o r a t e d a m o m e n t o f a b y s m a l n e g a t i v i t y t h a t 

suspends t h e o n t o l o g i c a l c o n s i s t e n c y o f ' r ea l i t y ' ( w h a t Slavoj Z izek has c a l l e d an e n c o u n t e r w i t h t h e abyss o f f r e e d o m ) . Th is 

pape r d iscusses t w o d o c u m e n t s t h a t u t i l i ze t h e m o t i f o f t h e eye t o r ende r t h i s e n c o u n t e r : Geo rges Batai l le's b r i e f e r o t i c na r ra t i ve 

Histoire de /be/7 (1928), and M a x Ernst's f i r s t c o l l a g e - n o v e l , La femme 100 tetes (1929). In b o t h d o c u m e n t s t h e v i c i s s i t u d e o f t h e 

i m a g i n a t i o n c o n v e r g e in t h e m o t i f o f t h e eye , w h i c h f u n c t i o n as an a m b i v a l e n t s y m b o l f o r r e v e l a t i o n a n d c o n c e a l m e n t , v i s i on 

a n d b l i ndness . Ernst c o n t r a s t s t w o m o d e s o f v i s i o n - a d i s e m b o d i e d , o e d i p a l v i s i on a n d a p o e t i c , c o r p o r e a l v i s i o n - i n w h i c h 

t h e eye weaves an a l l e g o r y o f p o e t i c r e v e l a t i o n . Batai l le 's Histoire de I'oeil c o n c l u d e s w i t h a v i o l e n t o r g y d u r i n g w h i c h t h e 

e n u c l e a t e d eye o f a m u r d e r e d p r i es t p lays a p i v o t a l ro le . In b o t h w o r k s e r o t i c des i re a n d i m a g i n a t i o n c o n v e r g e in t h e m o t i f 

o f t h e eye . 

A l t h o u g h Ernst a n d Ba ta i l l e are usua l l y c o n s i d e r e d t o e x e m p l i f y o r t h o d o x a n d d i s s i d e n t Su r rea l i sm respec t i ve l y , t h i s p a p e r 

argues t h a t t h e y n o t o n l y share a m u t u a l c o n c e r n w i t h t h e e r o t i c g r o u n d o f t h e v i sua l i m a g i n a t i o n , b u t t h e y a l so share. 

By read ing Histoire de I'oeil w i t h La femme 100 tetes, t h i s p a p e r a lso q u e s t i o n s i f t h e p s y c h o a n a l y t i c a l n o t i o n o f t h e uncanny , 

w h i c h rep resen ts a c e n t r a l c o n c e r n in r e c e n t s c h o l a r s h i p o n Sur rea l i sm, p r o v i d e s an a d e q u a t e a c c o u n t o f t h e Sur rea l is t 

e n t e r p r i s e . 

T h e e r o t i c g r o u n d o f v i s i o n rep resen ts a r e c u r r i n g t h e m e in Sur rea l i sm. Th is p a p e r c o n s i d e r s t h e i m b r i c a t i o n o f e r o t i c i s m 

a n d v i s i o n in t w o key w o r k o f Sur rea l i sm. 

BELLMER: B E T W E E N B R E T O N AND BATAILLE 

Robert Shor t 

(UEA) 

As in t h e case o f Sa lvador Da l i a t t h e m o m e n t o f Documents a n d Le jeu lugubre, t h e r e is a s i gn i f i can t a m b i v a l e n c e a b o u t t h e 

p o s i t i o n i n g o f Hans B e l l m e r in t h e 1930s a n d 1940s b e t w e e n t h e e r o t i c p o l i t i c s o f B r e t o n i a n Sur rea l i sm a n d o f G e o r g e s Bata i l le . 

Th is p a p e r w i l l e x p l o r e t h e p r o b l e m v ia a b r i e f c o n t e x t u a l i s a t i o n o f B e l l m e r a n d his ideas ( M o d e d ' e m p l o i a n d L 'ana tomie 

d e I ' image) w i t h i n t h e avan t -ga rdes , a n d v ia a d i scuss ion o f his r e p r e s e n t a t i o n a l s t ra teg ies in such key w o r k s as Les jeux de 

la poupee. 

A l t h o u g h B r e t o n never d e v o t e d a m a j o r c r i t i c a l t e x t t o Be l lmer , t h e c o n s t r u c t o r o f t h e n o t o r i o u s ' p o u p e e s ' was an i n d i s p e n s a b l e 

p a r t i c i p a n t in Sur rea l i s t e x h i b i t i o n s f r o m 1935 t o t h e 8 t h I n t e r n a t i o n a l E x h i b i t i o n o f Sur rea l i sm d e d i c a t e d t o Eros in 1959, a n d in 

Sur rea l is t r ev i ews f r o m Minotaure t o Le surrealisme meme. Ye t B e l l m e r a l so c o l l a b o r a t e d w i t h t h e ' d i ss iden t ' G e o r g e s Bata i l le , 

m o s t n o t a b l y in his series o f e t ch ings f o r t h e 1947 c l a n d e s t i n e s e c o n d e d i t i o n o f Batail le's Histoire de I'oeil a n d in 1956 f o r M a d a m e 

Edwarda . W h i l e a c k n o w l e d g i n g t h e s t r i k i ng c o i n c i d e n c e b e t w e e n Batai l le 's a n d Be l lmer 's v i s ions o f e ros , m y p a p e r w i l l a rgue 

t h a t , far b e i n g a m a r g i n a l w i t h i n B r e t o n i a n Sur rea l i sm, B e l l m e r is b e t t e r seen as a c e n t r a l f i g u r e w h o s e p e c u l i a r c o n t r i b u t i o n has 

h i t h e r t o b e e n u n j u s t l y n e g l e c t e d . In so d o i n g , a case w i l l b e m a d e f o r reassessing t h e p a r t o f s a d o - m a s o c h i s m w i t h i n 

a m o u r f o u ' a n d f o r r e v i e w i n g t h e s t r u g g l e b e t w e e n t h e e r o t i c a n d t h e d e s t r u c t i v e in d o m i n a n t Sur rea l i sm. 



EMBATTLED E R O S : S U R R E A L I S M IN POST-WAR PARIS 

A lyce Mahon 

(Dept . H is tory of Art and Design, U n i v e r s i t y of Sou thampton ) 

O n his ar r iva l in N e w York, in 1941, B r e t o n s t a t e d , in an i n t e r v i e w in View, t h a t s o c i e t y w o u l d have t o , ' l ea rn t o read w i t h a n d l o o k 

t h r o u g h t h e eyes o f Eros - Eros, w h o , in t i m e t o c o m e , w i l l have t h e task o f r e -es tab l i sh i ng t h a t e q u i l i b r i u m b r i e f l y b r o k e n f o r 

t h e b e n e f i t o f dea th ' . 

Su r rea l i sm p r e s e n t e d an u n d e r s t a n d i n g o f a r t w h i c h was based o n t h e b e l i e f t h a t k n o w l e d g e a n d i ns igh t are d r a w n f r o m 

p leasu re a n d pa in , a n d t h a t t h e t e n s i o n b e t w e e n Eros a n d i ts d e s t r u c t i v e c o u n t e r p a r t , T h a n a t o s , is o n e o f man's p r i m a r y m e a n s 

o f u n s e t t l i n g and i n t e r r o g a t i n g t h e ' re ign o f l og i c ' a n d o f p o s i t i n g a n e w rea l i ty . In t h e a f t e r m a t h o f W o r l d W a r II, Surreal ism's 

f a s c i n a t i o n w i t h Eros b e c a m e al l t h e m o r e p e r t i n e n t as i n t e l l e c t u a l s , w r i t e r s a n d a r t i s t s s t r o v e t o f i n d a n e w language w i t h 

w h i c h t o a r t i c u l a t e t h e h o r r o r s o f t h e war, n a t i o n a l g u i l t o v e r t h e o c c u p a t i o n , a n d t h e t e r r o r o f t h e e p u r a t i o n . 

Th is p a p e r p resen ts Surreal ism's r e s p o n s e t o t h a t c h a l l e n g e . It e x a m i n e s Surreal ism's u n i q u e v i s i on o f Eros a n d i ts d e b t t o t h e 

t ransgress ive ideas o f t h e M a r q u i s d e Sade. It f o c u s e s o n t h e i n t e r n a t i o n a l Sur rea l i s t e x h i b i t i o n o f 1947, at t h e G a l e r i e M a e g h t in 

Paris, a n d argues t h a t a t m o s p h e r e o f e r o t i s m e n o i r in t h e ga l l e r y space d a r e d t h e p u b l i c t o c o n f r o n t t h e i r fears a n d s u p e r s t i t i o n s 

a n d t o engage w i t h t h e v e r t i g i n o u s s l i ppage b e t w e e n t h e sacred a n d t h e p r o f a n e . In pa r t i cu la r , t h e r o l e o f t h e f r a g m e n t e d b o d y 

in t h e ar t o f Hans Bel lmer , Jacques H e r o l d , and R o b e r t o M a t t a w i l l be read as an a t t e m p t t o u n i t e psych ic and soc ia l m o r p h o l o g i e s 

by engag ing w i t h t h e p o r n o g r a p h i c i m a g i n a t i o n a n d so t o c o n t r i b u t e t o c o n t e m p o r a r y p h i l o s o p h i c a l d e b a t e o n g o o d a n d e v i l . 

JULIA C O U Z E N S : M E L U S I N E A F T E R THE CRY 

Ela ine O 'Br ien 

( C a l i f o r n i a State Un ivers i ty , S a c r a m e n t o ) 

T h e N e l s o n A r t G a l l e r y o f t h e U n i v e r s i t y o f C a l i f o r n i a , Davis, is c u r r e n t l y e x h i b i t i n g t h e w o r k o f Jul ia C o u z e n s . T h e a r t i s t is 

k n o w n f o r her o u t - s c a l e d b o d y a b s t r a c t i o n s in c h a r c o a l . T h e f l e s h in t h e s e d r a w i n g s is m a r t y r e d a n d t e n d e r , as is e v i d e n t , f o r 

e x a m p l e , in a P roc rus tean f i gu re s t u d y e n t i t l e d Sain t Sebas t ian . In t h i s w o r k Seu ra t - l i ke shad ings o f dark a n d l i gh t p lay c ross a 

y o u n g man's c h e s t a n d be l ly . T h e sensuous su r face o f p a p e r - s k i n appea rs p i e r c e d by c a r e f u l l y - r e n d e r e d w o u n d s o f t h e d e e p e s t 

b lack . T h e y t e l l o f d e a t h , b u t a l so o f des i re . A v i e w e r i n d u l g e s in t h e e r o t i c pa radoxes o f b e a u t y a n d te r ro r , a t t r a c t i o n a n d 

r e p u l s i o n , e ras a n d t h a n a t o s , b u t t h e p o l i t e ser iousness o f t h e 'd ry ' a n d c lass ica l l y ' m a s c u l i n e ' m e d i u m a l l o w s s o m e safe, 

a c c u s t o m e d a e s t h e t i c d i s t a n c e . 

T h e sa fe t y z o n e f o r C o u z e n s ' r e c e n t m i x e d - m e d i a w o r k in t w o a n d t h r e e d i m e n s i o n s , h o w e v e r , is l i t t l e m o r e t h a n an edge . 

She is n o w w o r k i n g in ' w e t ' d r a w i n g a n d s c u l p t u r e m e d i a . W a l l s are f i l l e d f l o o r t o c e i l i n g w i t h p o u r e d images o f ink o n paper . 

O n e such m u r a l is s t a i n e d w i t h b l o o d - r e d p i g m e n t : wa te r y , c l o t t e d , r e m i n i s c e n t o f w o u n d s aga in , o r m e n s t r u a l s p o t t i n g o n 

w h i t e u n d e r p a n t s a n d shee ts , b u t a lso o f t h e b e a u t i f u l b i o m o r p h i c shapes o f A r s h i l e Go rky . Formless s c u l p t u r e s by C o u z e n s 

use S c u l p e y - a k i tschy, g lossy, t r a n s l u c e n t , p i n k m e d i u m - t o b i n d f r a g m e n t s o f d o l l s , m o r p h i n e eyeba l l - eggs , and dark , 

u n i d e n t i f i a b l e pa r ts . In t h e s e c o m i c - r e p u l s i v e c h e w i n g - g u m org ies , b a b y - d o l l l i m b s a n d t h e vag ina l eyes o f B e l l m e r a n d 

C l e m e n t e appear . In a n o t h e r w o r k , h u n d r e d s o f f l e s h y l i f e - s i zed S c u l p e y t o n g u e s p r o t r u d e f r o m a w a l l , t o u c h , w a g a n d 

sa l i va te . S l i m y w e t n e s s e v e r y w h e r e par lays Sar t rean m i s o g y n y . Sade c o m e s t o m i n d . Bu t u l t i m a t e l y i t is Ba ta i l l e w h o p res ides . 

C o u z e n s , w h o s e a c a d e m i c d e g r e e is in F rench m o d e r n l i t e r a t u r e , is i n f l u e n c e d by The Story of the Eye a n d o t h e r w o r k s by 

Ba ta i l l e a n d Sade. Her a r t k n o w i n g l y c racks t h e she l l o f c o n v e n t i o n a l t h i n k i n g a b o u t e r o t i c a r t . M y t a l k w i l l c o m p a r e t h e ear ly 

a n d r e c e n t w o r k a n d f o c u s o n h o w Batai l le 's rad ica l sur rea l i s t e r o t i c s are t r a n s l a t e d a n d t r a n s f o r m e d - r e g e n d e r e d - in her a r t . 
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