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ThmmmmmswdlbemQMdanrwopdnmmpamxz I%rmy;

ap[xoachtopmnungm\vemamv:mmdnkm Mygalera!pomtwﬂlsm;mmﬂamemﬂla.i
H spoc:ﬁc feminist view which tinks opticality momnpalmhal valoes. { wil identify and discuss
\ggnous ways in which lacuhty in painting may challengq the primacy of mmahlar

Refirencs will be made to bi

. lmtoncal and mmMy pmnt.ns Al' Jiscussion will involve
the wnaking and the icwing & the wyk. Special anention will be given 10 locating vahues of
opticalty mndfor tactibty in sele ted sil-ife peiitings by pontemporary South Affican artists - . _;
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* PREFATORY NOTE

Aifiyst Gaaft of this dissertarion was completed afier 8 serics of paintings for this research had besn
exmmod.mwasgﬁmmdbymmmed':r-'mw&snrkﬁh.mntﬁphmdwiedﬂm
I felt » need to develop these concepts further practically. r;m«‘ﬂsforwhatmnybepemeived
asamd:calslnﬁor’ stage’ mmypracmalwmt For me * fwever,thlsde\mlnpmentwas
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INTRODUCTION | B
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L

" While still-life paﬁ:ﬁngmdedmbcamnﬁmntmr&rﬁ'iﬁ my undergradnsate years, it was not
until 1 embarked upon this post-graduate study that | became aware of some issues sssociated with
it. Stilt-life is an anti-lisroic genrs, historically considered “losser’ than other classical genres
because it deals with the *commaonplace, the ordingry, the wivial.” Still-life, particularly flower

pamung,hashlsmmaﬂybeenamczawdwithwom In my own work, still-life oifered the

potential 1o create an intimate, dummmvmmtmobjectslnsedumfmmwmmmny

decorative and fiad personal significance. Iusedmmhaspmmul-nmphm

My perticular brand of still-life painfing provoked criticisms which prompiod this researcl.

Comments such as it has no focus or tension, there’s no place 1o rest the eye, 100 decoxative, not

enough form’ and words such as *bitty,” "knitting” and "pattern-like’ pointed to *problems’ in my
appmadltopamung These criticisms puzzled nee. I began to question-some criteria which seem

1o gavern our appreciation and evaluation of artworks. Through this resesrch, I discovered that |

: cmer.afmthesccntmmmsmmmdmmodamstfmmhm. This approach, which I believe
Mﬁlm@m.mmwﬁmdmmmmomwhﬁmdm.

J
. o
- ey

thlsueamclung for my proposal, ﬂ:ncnmum of the so-calied Utopian French feminists Halem

Cixous and Luce Ingmysumkmqﬂasparmﬂlaﬂy appropelste to my needs in painting® Their

fluid, maqﬂ:mmalaruilyncdapﬁmhseemdmswmwhﬂlhaﬂbmdmg,ﬂben
unconsciously, in my painting m}:um.’ Reading thefr works, as well as other feminist® and
postmodemist culours | critics,” heljed me to locate the origing of these criticisms,

These writings alse affected my szmcnmng of his thesis, I purposely interweave muitiple
discourses, speculative ileas and jrimary research in ivs textual falic.

My research examines two approaches to stll-life painting: opticatity and taciilizy. For my
purposes, opticality will be associated with painting in which the disrourse of the gaze and mastery
of medium are primary. The gaze indicates a vision generslly associated with detachment and
objectivity. Norman Brydon difines it s *..prolonged, contemplative, yet regarding the field of
vision with a cehain aloofness and disengagement, across a tranquil interval..™ Mastery of
medinm involyes a kind of control of medium, This is ofien manifest in illusionistic renderings
where the surface is significantly *smooth.” ‘Traces of autogrmphic mark are roinimized so &8 not
" to disrupt the phiysibility of the illasion. However, mastery may also be associated with odesnist
formalism. Whilst the latier counters Hlusivhism throogh assertion of medium (amongst other

i 1
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things) - it advocates ‘heroic” control of expresgive zeal and resistant modium.?

I will argue that a combination of the gaze and mastery of medium™ may facilitue a viewing
" which involves control and possession. However, vision and opticality are not always the same
lliing. Pearceptiom in the visuai arts is obviously visual, My argumens is shat a specific combination
-of the goze and mastery of medium encourages a vision whick 1 term opﬁcainy '

]
ot

Opticality ofen valorizes toislizing values such as thiase of “preseace.” Colin Richards defines
" presence as "..that which is cbvious, & determinable and detesminate, framed, "given®" noting that . .

_ "inimy he associated with valves such as “..’achieved unity’, autonomy, closure, singularity,
. completeness (souality)..™ In dominant forms of Western represcniation’® ‘optically given

e ;"I;pmseace is privileged and ogquated with hmvledge" ¥ s likely that moderist formalism’s

Wﬁmﬁﬂwmwmmwhwmm@mm g
Ingsaay‘*gnd Cixous identify presence with phatlocer+ism,' holding that it strectures knowiedgc
in texthe cmgenial o male domimﬁnn Generally aligning myself with this position, T will sxgue
ﬂmopucalnymaybexdenuf'edvnmpammhalvalues Tactility becomes the *other of opticality -
acmmmncm\_‘ofquahues with the potzntial to disrupt and challenge opticality’s primacy.

|

The relation betwhen apticality and tactility is not simple, Whilst both are inscribed in aud depend

on each other, mey‘&,lalsa diffet.’® In my peintings I foreground tactifity. However, I will discuss

them (by and large) :"iﬁepamtcly to make derse and complex material more accuasible,

"The genre of still-ife connects these positions. While my emphasis is o contemporary stll-life
painting, I will refer 0 historical exarples of the still-life genre, perticularly the 17th century
Euwropean tradition. These examples are appropriste o my discussion both Sematically and
stylisticaily. Their extreme opticality has a beating not only on contemporary South African stili-
life painting - as 1 shall reveal using examples of Keith Diotrich’s work - but on the criteria ofien
nsed w determine quality in painting. In vatying ways, other South African still-life painters such

as Miton Ameld md Penelope Siopis present aliémative possibilities to this optical tradition.

These artisfs work in ways which acknowledge and chellenge values T associate with opticaliry,
\.. ' ' y

In Chapters 1 and 2, § will review opncality, showing how it fias been manifest and valorized in

Westunv:sualaimgmeml InChapter i1 shall brietly discuss pictorial conventions of European

171k cmmrysnll—hfepamung.makingsomeuseofNonnan Bryson’s writings.'s T will argue the

gaze 10 be arl ‘optical vision whmhd:s:mmhs*atﬁviewer“hmthepnchn&mppummgﬂn

2
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bodymzhmxnomﬂucea’du.»i.ﬂud’pumﬂ Wlmﬂnsgazeascmnbinedmthapmcuh'
' hndofmaslmrofmedmm.?nalmm(pmumnllmuy)“isoﬂeuempbmmd.'ﬂmmy
e:mmgememmmpmmﬂmmcgsa *given absolute.” Such subject-object Grganization -

imq.i.cu? control and pomm’ﬂmgh sight. While 1 bégin with iraditional Emopean su!l@e

canventions 10 reveal features of opticality, T will go on in Chapter 2 to draw attention © modernizt
" formalism’s reification of the: Q;Yc ahil advocacy of values of m."

.,.f B

!n(&wer*% IMiMmmmdmecwhnmmmemsomemera'
number of 20th century cultural critics, mcuhﬂyﬂwfanmmtsalmﬁymmﬁhmm
femunslsiﬂenuf} thegawasamalewswn qumonishnrem‘bedmﬂapﬂnmhalm §

mhuons.lnd:erwﬁnngs.lnmnymmmm mﬂdmnpaeﬂmﬁuﬁmn,muiﬁple

focused perception,. ””msuﬁngwimmeytumphaﬂmuimmlmgmge me:s-~
'_p'npuuedﬂnmghafcmhwwmommwdonwhatﬂwymwbeﬂwmmm p&m'almd,

openeaded nature of female sexvality. Iwillmemptnomhwthmmx:sswpainmm

whkmﬁmgﬁe&ﬂnﬂmdmnghmymwlhevmm

| | .
' In'Chapter3vﬁmwaysinwhkhmﬁﬁwhwﬂmﬂabodywﬂtbenp‘mﬂ.lﬁnmm
" a combination of some, if not al, of the following qualitios assrt scasory Tesposses ofher thn

ﬁgmmWMwamdmaﬂyhmeLmqﬁﬂiﬁuhﬂmmﬁcmof
engagement with the medium (wxuwmumﬂauon)whmewdemofwknudwlmd.m

Eexcessot‘delaﬂmddwrxm mmmmmmmmmmymm(mem

openendod - “unfocussed,”) the "amfixed,” interaction betwoen the viaible and the hidden (inserior

and exterior space, concealing and revealing.) T will Bink these with Cixous’ "hnsginary’ - 8 pee-
lmgumﬁcsumafmfmmhfummmm the mother, Inthmway.ﬂlchodyshallbecomdmdasiw

- of registance 1o opticality. |

AsBrymmﬂwbodyhsbemsuppmsedeemvmmhmmmm
of the body, pmxuhﬁyﬁwfemkbody,mmmywrmstmusummmm While I am

cautions not to promote a body/mind sphit, in this respect I by eve that

wumb:mdw&?sbumfmedmmﬂmﬁmthemduufﬁunﬂm@ﬂucmmpmns
themselméunlyﬁsmmﬂuﬁyummminﬂwhmmmmdmohdmm
ideclngy.’ _

Pswtmmﬂmmwsmmmwhmwmkdimmmofﬂmewﬂbemmmm '

Chapm4mmggemhnﬂwrwaysmwhmhapangmaybcpmemdﬂmughmdem
suppmmnoflhnbod}'

[
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suppression of the body. . o

T my primsy theoretical reseszch, { shall examine slectad works by the three contesnporaty South
African stillfife painters already mentioned. Examples of peintings by each artist will be used to
deaemamehaw my deﬁniuomoiopucahtymﬂmhhtymybebmout%mksww
wmcwmtmmmmmmmm ‘Whilst these approaches are never

’ hbsulute.ﬂmmmsmmedosetomeexu'emofmydeﬁmuo& PamtmgshySmpmwﬂlbe

dnscussedmChsptersSand4 InChapthandﬁp&iﬁrreearﬂs!smllbegwenmm Their
Wmmmwgmmhm@,mmmmhwmmgmw7

Al three artists sclf-consciously question the tradition of still-life, which gendrally sxcludes the
timsn figure. Both Siopis and Dietrich combine the Fuinan figure with stll-life objects and Amald

-mmmmmmmmmmm&aamd'mmpmy

*unconventions! sull.-luke snbjectnmuerwm be pointed 0. These works wiil be examined from

within a beoad , The construction of meaning throngh processes of production and

mmpm,ﬁembofdiﬁﬁmh&eﬂdmﬁmofmﬁng.ﬂnwﬁa’shmﬁmz”w

_contemporary writings will all be considered.*

. ar . . a .
Ifomdiwasierinmypain_ﬁ]ngsﬂm in my writing % evoke the fuidity characteristic of Cixous®
‘.I\;. 1 N u - -
mmMy’smnWMIymmpmwﬁmmwmmqum

and linesrity their writing chalnges, Much s T would have liked to write more poetically of *

mewphmicaﬂy,lfeltcmhpelbdwmeedm“hmedemdwdagwamc style,

‘ However, this style is not withont some sirategic disrapitons, Whilst [ will integrate the written text

MEMmmmmymmmmcvmmmcﬁm,immhgof
reproductions of details throughout is intended o disrupt the text and reflect my concern with the
detail/fragment. Here and there [ will shift between different paces of wiiting style: gltemating
brisk, concise, factnai passages with slower passages of descriptive and speculative detail. In this
way and by mixing primary research with discussion of offier theoretical concepts now and then,

Ihppewevokem%lequivahmfmmnﬁﬁesfomdinﬁwpainﬁngs.(bmﬁmﬂmﬁﬁmof .

im%mummmﬁmaMMym-mmofmmGimu

complexity and density of the matesial, some important information is placed in the endnotes. I foel

thnsennchnsﬁwmnmundlsnotnlwayssubmdmaletou.Todxmptmemfurmm‘ Iuwul

» use the generic term *she’ to refer 1y both male and femgle subjects. Howeves in spme instances -

e.g. in specific hitlorical cases - the term *he’ (indicated in scare quotes) will be used. In these
instances the fact that the subject was assumed 10 be mals i3 important to my argument. Through

iy
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1 Bzym N, Gl!l’dinmdﬂw‘l'ﬂtnfsﬂ-hfe' Ctiﬁmllnqu:y\(d 15 No. 1 Autmnn 1988-9, ppy 2288,

=2, Flowpainnng wlnchmiginatedasahamhoflﬁﬂ-hfspunnngmﬁmupemﬁelﬁd:andl'hheenmrles.
de\ﬂnpﬁulcmmmgmmfum Plowmwuouwﬁunruphmfa'mhtymdmhﬂty Desxpiie the
cmnplmqofﬂnuwmbahcmmugs these works were sccordod secondary status. They wers considersd as
‘frnliveriadundemunding’ acd "suited to women's sensibility!’ {(eds.) Parkes, R. and Pollock, G, Old Mistmases:
W«nmn.l\r!nnd!dwlogyp%)

3 Modmmmmﬂhmdmmﬂymmwi&mewﬁﬁmdmm&mbugmm(fnﬂInch
2, I '#ill also refer %o the writings of Harold Rosenberp. I recognize that slthough Greenberg's posiiion constitnics
A garticlar - broadly adhered to - aspect of moderaism, the laster cainot be so moanlithically defined, Prodominant
wiitings % which 1 will refer includ - Creenberg, C. Alt snd Culmre; (sd.) Buitcock, G. The NEw Ar; Kuspit, D.

B.mumtgmmcmmwhmu *Axt and Objecthood” (edt.)Phehplon.M.lndGndd.P J. Acstiwetics -

Teowy pp 214239, .
4. e mmngsoffmchﬁemmam!hmammmdmmdlngmyandﬂxm Kﬂm;mmm

" 2 position less woman-certysd than thar of the latier forniniate, She studies fale aveni-garde arviters, srguing thet

they bave access to a pre-lingistic snergy she termg the *semiotic,” speaking of a *...dialectic betwoen the explcsive
encrgies of the semiotic and the structures of official discourse...” whakver the gender. (Jones, A. K. "Inscribing
Feminirity: French Theorizs of the Fominine” (eds.) Greens, G. and Kahn, C. Making A Difforsuce: Feninist Ferninist
hmﬂﬁﬁﬁanpm}hmmﬂy.xnmuhuspphadmmmlhemwm(Saeforinmmn
Kristewn, J, Dexire in Language: A Semiotic Approach to Litcrature and Art New Yerk: Colurshia University Pross,
1980.) Whilst she may have seemed an obvions rhoice in relation to my concems, 1 will discpss the writings of
meumdldmyfwﬁnfdhwm;mmﬂnymnmmﬂymdﬁbﬁaﬂmbmmm
language, sxemp’ifyitg how woinen's "bodily impulses might deform: and tansform.” (Jones, A R Iid, p X0
Bnphaumym}imhwmdwmymeymupowfﬂfmndbﬂypdiﬁuhmhmm
writingx offer the potential to melate this body palitits fo my own peinting practice.

5. Tins:ncnc-:m.h:des ﬂ:emn‘smvdvmt. mewevm’syonmmdmlpecmeml wuungsreaaﬂhng
the work.

6. These fominists include Grivelda Pollock, Rozika Parer, MﬂyKel!ydelmLmh:

7. In particular, these include Owens, C. mnmaommummm (ed.}Pm H.
The Anti-Acsthetic: Eseays on Postmodern "ﬁmppﬁ?—&!mﬁmmfmm&d)“’dﬁ:,ﬁ Art Afler

Mode.nusm Rethinking gmmz_.. .
kA

8. BmonNVitim.tﬁd g [_._ogcuflheﬁmpﬁ Foucault refors to the d.imu.lglze mammu'iul
mtﬁmmmhmmmmsdmﬁcummmmu widentifisd with the dobyain of
the e gammddmamidwrewpﬂwwlym&emdmudﬁwbbmm?bmbm
the itory and sonres of clarity.” (Forcault, M. The Bicth of the Clinic: An of Madicel on

P xiit) Cextain feminiats refor 1o an ‘evotic geze’, Maleey ideatifies this gaze as an sciive, mastering look awedfy -
- the rnale spectior o *oljectfy’, mupnsmaaubjwtapatuyoduﬁﬂnmhuﬁknmmumwy,
L. "Visaal Pleasono and Narrative Clusnw' Wallis, B. Bid, pp 361-73) kY

.\.
Al

9. See further Kelly, M. 'Re—nmngMndumstCﬁﬁdsm Wallis, B. Ibid, pp §7-503.
10. Throughout the text, the torm opucamy will refer to one oc both of the  “lities.

11. Richards, C. P. Excess as Tranagrossion: Reducing Sarface to Depth in the Stili-Life pinting of Peaeiope
Siopis." Ast and Social Changs p '73. .

12, Here and in ch, 1 reference to representation will be in sccordance with its common definition as visual
repeesentation, In ch. 5 certain pastmodernist writings which offer a critique of representation will bo examined.

13, Famammdhowemﬁnmuhumﬂmdeumdnnhmmfwinmhy,M *In the Empire of
theGmFomaultanﬂlheDmimﬂuus’mmTmemmThmahf Hay, B. C. Foacanlt: A Citical
Reader pp 175-204. See also his "Scopic Regimes of Modemity" (ed.) Foster, H. Vision and Visuality pp 3-29,

14, Defincd as the " Jmtmngdmuhmkﬂmfumpmnhnfﬁmught.mdofﬂwp&ullusa:d:clymbal
of socicculural authority...” {Jones, A. R. Ibid. p 80.)

15. This is pecheps pot unlike the contempacary forninist problem of gender. In sxphurng this issue, writers such
as Cixous and Kigutay (umngn others) advocaie eqm]aty\ndnhtmngmzingdlffmmm .

o
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" 16, Rmuﬂyhymsmmbu&

11 Amwngmmmmmwmmﬁmmm

o

hfa,.émr the

had been completed. Nodonuﬂnsbmk o my fossaxch, bat due to Hme restrictions snforiumady

poking a¢ the Overlooknd: Four Fapevs om Sll
- Life Painting London: Reaktion Books Lid., 19{{};ymavmhﬂabmaﬂuaﬁnﬂm&ﬂﬂdmﬂm”'

had to be ométed., .

s

Ly
18 mwghmﬂwmmmwmhldmﬂﬁdmwmdmudaﬂmdbymm
cF Ld Jhid.) v

19, Seo Polock, G Vishon aed Diffreac Fesiinity, Pomioiom snt Higsio of As or 3 bocicl cocont of
mmqmmmmmmmmmuznmmmﬂmﬂ tmdprmstﬁ:mlliﬂ

' mummmﬂmwm'hwmn&nm my.um

20. Jones. A.R.Jtid.p 84. | . =2 »

21, By thix I mean zvidence of process ( i mt)ﬁmmgbwhchﬂuwntmmd.

22, Hewison, R. ‘The Body Politic” Futars ios p 144, Quotns Irigaray, L. *This Sex
Which Is Not One* (eds.)!vhh.ﬁ.nddc(:mmm LMA&MPI&

A\ lwﬂmndduﬁoinmofmmim uwmmmwwm
mﬁdmﬂﬂrmﬁ mmm&mmﬁmmtmmw

24. As Kelly claims, the resding of an artistic wext is slways sub{ ed 1o * wcalculsed peactices of mviowing, !
poblishing, zud exhibiting ark foc & specific public..” (Kelly, M, T p £8,)

25, Jones, A K Jud, p 89, _ R 7 N
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CHAPTERI. ., EE

i"VI’SI(TN DISEMBOI)IEI}, VISION DECARNALIZED m

mﬁGmtakesmebodyudremmsumalmmdfom,nproductbmmu

pmuucumofwurk::tpumwmebudymﬂyuomtammasmlheeye
. mmqmpla:esﬂuwmldalmqmmmﬁmthemuaiﬂﬁodyufhm&n
o bodwsmdtwed...w its optical anatomy..."*

In this Chgr.ml will explore some feaures of opticality, smwmghnwthesear.-,mamimth

- Wegiern visuy! iradition by examining ex.'nnplas of 17th century Earopean still-life peinting. {This -

gemcsmnspm?]lcutanjapucal It encourages extreine wbjectnbpctrdahoml;etwemmwamd
peiniing. As Bryson siotes : :

1\, :
“Thie power to immobilize., mobpcnfyawryﬂ:mgmthemﬂfieldbelmgsmﬂw
gaee of still-life...duality and contradiction botween subject sud ﬁ‘gwt in smﬂmg
tlmiinnn&l] #ifl-life exploces 1o its outer limit."® N

L-

..A#I,IR : ({\

. However Bryson cantions that while this is generally the case, nﬂmntmtmahuumlmllme
Zhe very subject matter of stidl-life can enoomage empaﬂiy N

pamnting is 4 fundamental ambiv
. and identification, as it often depigs food and domesticity - memofrmmmy, warmth
hospitality and nourishment. In spite 0% gy
the subject m..g;.%ﬂofﬂm traditional still-fife hgs the potential to reduce subject-object boumidaries.

&memmm%,memmemé@m&mm‘mwofmm _

is one which ¥ will elaborate on in this chaper. Ifmeameptaryson smmept.mchktympnmmgs
is possible. i

. As explained in my introduction, vision is not synanymous with opticality. ﬁoweminWm

. thinking, vision is historically priviieged as "...the nwstmscmnumngmduustwmﬂlyofﬂ!e
senmlmemamrsbemmanmmewuﬂd“mulmmmdamshackmmqmty Tovie
chmmmmmmmvmwmmm *theoria” mdenvedﬁ'om

l arbrus {spectator) 2ndd from ‘thea’ (a viewing.)® Historically, vision's mpemnl.y is advocated
bymanyﬂmﬁmnmhﬁeﬁmﬂn,whommswmmas:he "nioblest sense” as

distinguished frotn the “baser, coarser” semse of touch and-Schiller, who cisims that the
"intellectual” senses of vision and hiearing are superior to the "primitive animal senss&” that depend
on contact with materials.” Hegel champions vision because of its detachment and "theoretical
relation & objects™ and Descarses proposes a specttorial split betwectt a detached, contemplative

al characteristics whwhmaydlmﬁnﬂewer, ‘\.ﬂ i
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subject and object viewed.? Knuwladge in Western culiure is predicated on difference: to "know’
is 10 observe an objectified *other® through sight,

AsMaanaymtes,s:ghnsoﬁenconsideredlhe ‘master sense’ ofﬁ:emodemm“l-le
comments that the visual contribution to kmwledge aithough more metaphoricaily than limally .
meremwdwithfarmmmlpmmananyomsem“ Common English words such as
insight, perspective, overview, farsighted etc. testify to this.'?

In Western cultute vision is assoctated with both religions symbolism and the guest for secular
lmowhdge.’rhevisionatymﬁforiﬂmnirwimis&pqmnﬂyﬁnkedwilhﬂwﬂmmofﬁghtand
dark. This is illusteated by proverbs such as *seeing the light’ and *what you see is what you ger’
Darimess and she inability to see is often associat*” with the imational,” ignorance and evil.
vacrbswchas’imcg;:misthenightofthﬁmind.' "ix the blind lead the blind both shall fall into
the ditch® etc. codvey this. | |

Historically vision is linked with maleness, Sigmund Freud genders this shetacic of ight with the

‘male, darkaess with the' % male. He refers to fumale sexuality as “wihe dark contineut” of

psychology.** As the example of Ocdipus domonsiraics, the foaiof blindncss is comected to the

. feer of casm:m." Freud considers voyeurism and scopophilia to be a male arienaticr ¥ This

suggestsl.hatheMnculaure values associated with vision are not neutral: knowledge,
mummhtyandmnymgmdemdasmle.ltmaybemmedﬂmbhndnm with its assaciatinns

of darkness, irmationafity and inseniy - is its feinine ‘other.”

In 17th ceatury Dutch -culture, *true’ knowledge is linked to cmpirical observation.” In the

physical sciences, the visible world is ordered according 1o a system of taxonamic classification.
"The *scientific" gaze forms » tireless visual exploration whereby the exigtence of the external world
can be "proved.”® Science's task is to seek ‘truth’ theough chservation, 2 *factual,’
*objective’ account of appearances, In this case "seeing is belivving.’

In this cuiture ...the eye {is] a central means of self-representation and visual experience a central
mode of self-consciousness,™ In Duich still-life painting, objects are displayed “..not for use,

~ or a3 & result of it, but for the attentive eye.*® Several writers, specificelly Svetlana Alpers,

comment on the optical emphasis of these paintings. Alpers points to certsin subtle yet noleworthy
differences between the Notthern (Dutch) and Southern (Ttalian/Spanishy still-tife waditi~as. I will
briefly review those differciices which bave a bearing on the contemporary sill-life peintings to
be discussed later. To contextualize her writings, some general points about uie developmcst of the

e
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still-life tradition need to be made, -

Before the 17th certury, still-life motifs wers used as subsidiary clemenits ¢.g, on murai paintings
from the Jate Hellenistic period, on Greek potiery and in Roman mosaics. Before the Rennissance,
still-life motifs formed componenss of portraits or religions works, The autonomous still-life
developed it the 1600°s with Spain and Holland becoming the major centres of production® |

b

Alpers argues that the waditious developed in these centres offer different ways of picturing the
world.® in the Southern still-life tradition, the viewar actively looks out a2 » world as its
commanding presence. Man is generally given privilege, In the Duich spproach, o - world -
assumad to be prior to man - 'ismadevisiblemdism'”(!mmiuﬁmmmm
‘exactly’ and “unselectively.’ Alpers terms Scuthern art as "narrative’ unppowdwthelhmhm
of *describing,'*

wnd 2 of Water (1633.)

_ rs (deanbmnFl&i&)(Figl)vnllbe
usedasatypwalmphofmmmmmnummmmmlmmm

.. opticality.

L ) .l ;‘ "
‘ -

© Medium is mastered in 8 way which relies on a *smooth’ surface o creste : credible illusion. The

10
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speciator’s gaze is not disturbed by Wiat Bryson terms “[tlke work of production..”® “He’

surveys the scene from a gingular, prime viewpoint® This viewpoint is enhaniced by a single '

lightsource, Objects are convinc.igly bound by their retation i one another and by the pictorial
frame. At the same time, their self-sufficiency is established throngh equal spacing between each

object and clear figare-ground delineation. This arrangerieat of formus emphasizes concoms of

baiarce and order. Such symmctry and frontality indicates that the artist i§ aware of the viewer’s
presence, suggesting that the scene has been deliberately arranged for *his” benafit. This "theatrical’
quality emphasizes the viewer's position as commanding subject.

/):D -

Fig. 2 van Beyerer, A. Still.Life with & Silver Wine Jar and 8 Reflected ia1 (Dale uncited.)

Alpers compares this Sonthern emphasis on control and consequentisl *...summation or closure™
with the Dutch nse of *microscopic vision.” This microscopic tendedicy 10 display multiple sufaces
is Jinked with Duich practice of ‘opening’ objects to make their constraction visible, % that
knowledge might be gained from empirical observation® The external view, inside and/or
underside of objects is often shown. A typical example is Stili-life with 8 S ) P

Reflected Portrait of the Artigt (van Beyeren, A, Dmmw&)@l&ﬁ)mrmmm
.mmpndsmmdeme“mph;ﬁmmmsmmw.ﬂwwedMM-aMmeh
 cmblem - conteasts with de Zurbaran’s depiction of lomons as whole, graspeble forms. Meat is alsd’

11
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Lut 1o reveal boih outer gkin and inner flesh.”‘__ ) .

: MMEMmeﬁndbymewaylmhtmmﬁdw}mﬁmdmm

creates multiple *focal points,” which may invite the viewer's eye to flicker across the suface.
Dun.hmdelibemtelychoscforendemb mwlﬂlmﬁa*mmfaoessuchasghuandmm
Asﬂwuﬂemdmatesthesmfweoftszugmsasamm reﬂecungsselfwmau&fthea:&st.
He looks at’the viewerfhimseld Jooking at the painting., Microscopic vision makes diféereaces
betwemmeabovepmming de Zurbaran’ smmnofoummmﬂfd:mmmdembed
with heightened visual’ venessmdemlmdmmmﬁledupmMmldseemsmem
beyond the frme. There is \loompomtfmmwhmhwﬂewthewat a fucyor which Alpers
behmmkesumu—thmal in intent® '

Hé)tevef this microscopic vision 15 optizal: ‘[c]achthmgaposeamuhplesurfacesmmﬁermbe

 ro0ee fully presens to the eye.”** This vision may be related to the scientific grze® which makes .

Enowlsdge visible, kuown__t_ndpammble 1.8, pregent through representarion, Az no acmalphy.sical '
Wd&'m’smm-lkemwhmmmﬂ@smmmﬁmhmﬂhm~mm
effect-obmimdﬂmughmamufnwdim "

differing ways, bothi Spanish and Dutch paintings stress gimulation of appesrances. This
ﬂ:l}‘;mmgMMymmmmawmhydmmm&mﬂMbmemm The
Naturai Attitude,” Bryson s:gnes that a: underfying assui.; -ion of Western classw. 1 wadition is thas
chié painter’s goal is to achieve a “perfect’ replication of & pre-eristing realivr ™ The image is

© required % approxiniare an ‘Essential Copy' of natwe.™ In the attampt o crenss this "perfact’
~ replica of what the eye petceives, the painter ig reqrined o minimize what Bryson terms "...the

body of labour..." s mdimumofdwpmmsbywh:chﬂwpamﬁngmsmwdmdddiaupt
the plansibadity of the flingion.

Brysonnotesﬂmmlingmsucsmetmn *deictic” is reserved for "..uterances that contain
information concerning the Jocus of unerance,. ”"Hesmm“[d]e:xlsmmzmmemmalfmn
and points bsck directly..io the body of the spesker; [it is] self-reffexive., ""Hepmpcmsmat
traditional Western oi’ mnungmpredmatedmmedmwwofdmﬁcmfemw Snpprehionof

deixis occurs in two ways, The first instance is through use of ofl paint as an ’erasive’™ medium,

mmmmafmmmdm,eﬁmammmmny ‘erased’ o
covered over. lllusionisia obscures this "ground cover,” Such mastery of medium conccals the .
*work of production:” “...strake conceals canvas, as stroke conceals stroke™ Congequently, as
in Piich T7th cemury paintings,

P
))J
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“Hye, wotld seen, andt picturé surisce are...clided in & manmer that suggusts thay the

. world described...is note other than thé world perfectly seen..hi is a3 if visual
phonomena are...mede present without the intervention of & human maker. This is the
nghmofmnmonmwlhscycormmuquwnmmem
abacirs, ™

Secdcudijr,BrysanconmentsMasammﬂzdfmchmasw*yofmedinmméwnseof“’em
fem.senu!immlpuintingisaoﬁstici.e.nmhduﬁdeicti:pmseqtofﬁcboﬂy."&mpoimisthe
"..durational temporality of performance preserved o respecied...”” allowing paintings produced
underlhggaaewdcpiaaﬁ'ozmvisim«glworld’ﬁxed'aocordingmdwarﬂst'a'view’s
"Inﬂmemdﬁngmqﬁim.ﬂwgamofthspﬁnmmﬂtﬂuxof;mm ®
conbexpistes the viwad field from a vantage-point cuside the mobility of duration, °
in 20 cternal moment of disclosed presencs; while in the moment of viswing, the

mmmbmaﬁt«msg!uwxmmemwmhmapufmm
of!.hatfimepzphno'“"‘ ‘:\\.::a_

This illsionism produces a painting which may distancs the spectsos - keoping "him’ physiclly
and mentsily umslmsm“smhokmgmmnwmadmbemmmﬂbpcn
where the viewing subject

]

! ".looks ar things withowt from a field within lhq self, md , SXpeiences
disconnogtion.. Hence the morte in aature morte: thn'euu?hwmboud‘mthe
watcher subject and the objectified fieid.™

{l

Duemuspownﬁalforobjecuﬁcaﬂm dmsammaybequﬂmdﬁnshmam\g. voyeuristic?’

. vision, which empowers the viewsr fo dmnmateﬂmpnmungaswpchﬁed ‘other.' As mastering

subject "he’ s authorized to "possess’ the imaged world through Jooking.* Brysch terms this
"...the vision of the Medusa,"*® Depicted objects are not only uctually lifeloss, but are rendered
as mhdmghﬂwgazespowerwobjecufy '

Bryson noies that the gazo of stll-life olso allenstes its viewer in numerous other ways, He
mmmmmmmmmnbmmmﬂwgmofsuu-h{epommymemm *lethal” kind
of vigion in Europesn painting. Notan!y does still-life exclude the human subject, g:vmg preference
to inanimate objects, it also exclades human values such as natrative. Suli-ite often desls with that *
which o1 1anity has disregardod - debris, the insignificant® Bryson argues that the traditional
still-life’s combination of these *insuhs’ often makes it a genre which is "...cold, inhuman and

fundamentally inhospitable to [its] mastering subject.”™

i)
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Yet, 25 1 pointed out eacticr, despite its potential for objestification, stll-life may also invise "anti- |
Medusal’ vm.m a kind of looking where relations between subject and bbject are redefined so thai
ﬂwdualnybetwemdwmwwmcxmntovmmmmdfwdmdmny.
stili-tife can return the "Medussl sufject’ l.otheouierwq'ld. Formmce,mﬂ-hfedmwmfmmlm
everyday objecis, whichi'have not changed over spens of time. The body is dependant on the oater
worldforcxismwe.Eamacmsahuukmﬂnheobpcnﬁedwa‘ldandﬁwbodylosesmm
 of separation, from it. Noumtum:almmphesﬁmnmof&mmmmmmmm
interpersonal interaction. As a voyearistic *guest’ auhesnll»l:f*tabieﬁaespemknmaybem\od
to the social field®

Optical possession (facilioied by peintedly iffsionisin and the gaze) is cortelaied by John Besger
mmmﬂmmsmmmma&mmm& 1500)
comspmdswuhﬂmﬂuofﬂwmtwmkasmmodﬂy”ﬁnmmmnﬁmr
possession is echoed by Clement Greenberg, who defines the easel painting a5 that which "..cuts

thcﬂlumnol’abox—liucamymmﬁ\ewﬂlbemm "% The painting is likened to g fictional -

windowmﬂlewall This "window’ is generally framed, *coniaining’ the iilusion and reinfarcing '
thesmmdthcpmmngssaeommodity i} |
Prior to the development of easel pamnngswmwmﬂycmmsmmdmdowmdhy
the stete. Large scele works - usually hlswhnlm'rehgmwwm: r;mwdahuwansot
-chmhumgommtmwm”memfpm‘ _
developed to suit the needs of the middislyse smatler peintings became pdriable
prmmodities able to enter the markot of copitalist exchunge.

The relation of optical and actual possession o scale of paintings is a complicated issue. For
instance, a painting whick: is smaller thar the body could fucilitais physical control or could invite
intimacy. Although it is often assumed that distance is necessary for the *appreciation’ of a larger
scale work - especially one with perspectival llizsionism™ - 8 painting Iarger than the body could
sonversely encourage bodily identification, depending on its surface articulation® A heignsnad
degre of textoral articulation may encourage: the viewer 10 look at the surface from a claso

itnity, « i :
mlly . X (\ \
The traditional still-life generally depicts objects which can be possested in everyday life, With its
anti-heroic character, it is well suited to the middle-class domestic environment, Berger notes that
owning such paintings serve as an exiension and affinmation of their owner's lifestyle and
affluence, adding that a more appropriate metphor for these woeks than that of the Albertian

14
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by 2 show of splenddur.

. 0
"window is the metaphor of "...a safe let into the wall...in which the vigjble hies been deposised,*
Bryson echaes this idea, stating that the still-life table functions as "...an exact beromeser of stgtus
and wealth." This is epitomized by the Dutch genre of the "pronk’ still-fife which generslly

depidsammlwiﬁ-&aﬁ%mmsﬂfmghmmmlcﬁmmmmmm :

mfawedmghwmﬁmmﬂﬁmemmmddmﬁl.mmkwm
a River (do Heem, J. D. 1646)) (Fig, 3)% '

* ¥Fig. 3 de Heam, J. D, SHll-Life wiy

Brysonmm"ﬂmtheM-Me&hw@mummﬁmtmmﬁngmmmoﬁ
one hand, the viewer who is notpmofmciassw!mafflweisoﬁdisphyismw&um

the scene. On the other, refmmmsuc:ﬂdwmonupmefmmjecfsmdaymm=

In this way, "he’ may be retmmed 1o a world of social refations. ™

) |
In this chapter T have tried to link certain ficatareg of illusionistic still-life painting - including
mastexry of medivm, presence, the gaze - with possession, In this case, the gaze may be considered
a particolarly alienating or disembodied vision: a vision which ‘cadaverizes life’ through
objectification. However 1o say that all paintings produced in this predominantly optical pradition

adhere 10 its logic would be too neat a conjecture. For example, although Rembeandt woeked in the

Ptch visual tradition, Alpers argues that his use of paint in certain works undermines the power
mlations particular 10 this tradition, .
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*window" is the metaphor cf ... safe let into the wall...in whic the visible has beea deposited.™
Bryson echoes this idea, stiting that the still-life table functions a8 ™...an exact barometer of status
and wealth."®' This is cpitomized by the Dutch genre of the ‘pronk’ stilllife which generally
""depmsamammaehmsumnmmrmghsswmandcmmTwaewomﬂemm
byasdmwofsplendnur ossentation and semptuousness. Thoy valovize depiction of material
surfaces through attentiou 10 surface teature and demjl. An xample is SUll-Lide with  View of
a River (de Heem, J. D. 1646,) (Fig. 3% o ' --

Fig. 3 de Heem, J. . Still-Life with & Viaw 5f a River (1546.)

Brysmmwsﬂmﬁmsﬁﬁﬁibofhxuymesmmbimtpmiﬁmmﬁngmaubject.On @
one hand, the viewer who iz not part of the class whos affk is on display is excluded from
: ﬂmmﬂnﬂwuﬂm Mereuceggsumald:vmmpaﬂ _.';hmaub;ectsevuyﬂaycxpam
!ndusway,’lw‘mybc{éamwdmamldoisucml i
\
Intmschapmlmmedmhnkmmmofmuammmﬂ-ﬁfemns mcludmg
mmyofnﬂedlum.me.ﬁagau m&mmmmwsmﬂwmmayumwedf °
aparncuhﬂyahmﬁngorthsembodiedvmawsimwm ‘cadaverizes life’ duough
objectification, However & say that all paintings produced in this predominantly optical tradition
adhmcm:mlug:cmuﬂbemmammm%mmple,aﬁhwghkhandtwu'kedmme]
Dyich visual iradition, Alpemargueathathlsuseofpmntmcmmﬁmmrmmuﬂwpow
relations pastictllar to this tradition. ° {"\‘u} _ - Y

e
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Fln 4“1%&1\ H—M&ﬂmi

Inmm_g;_(lsss)(ﬁg 4) - mexmpbmmugstmmy pemisappheduadmemml
msmﬂemmhhdmdm&bﬂmm&ﬂpusm,m
sssertion. of medinm cresfes surfaces which "..are..of & maker of pictores who profoundiy <
mistrusisd the evidenve of sight,”* This evidence of sight not only privileges the “eye’ but also.
the 1 (cgo) of the viewer 33 masiering sublect. As Irigaray stmos: :
i o -

Mm&iﬁ&émmwmo&hﬁﬁumﬂmhmunm
mainains the distsnce, In our culturs, the predominance of the look over smeil, tagbe,

touch, hewing, has brought about an impoverisiment ofwdl!yrulnmm
mommnhelookdommam mobodylmu:mmwmmy Y .

————————
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Itiusion: A Study in the Prychology of Pictorial Presentasion Passin.y . N
36, Bryson, N. Bidp92 o
37. mid p8r.”

38. Ibid p 8.

" 39, The term "erssive’ is ambiguous. Whilat evidence of broshmark is concealsd/eraacd, the surface is also
added 10. y o .- -, -' o

" 40, Ibid. p92. Tialics udded.
41, Alpes, S. Ioid. pp 29-30.

42. Brysom, N. Ihid. pp 92-4. : " ' : pm—

43, "Rl p 92 S ' : s
’ o .
44, Ibid. p 94.

45. Siopis, P. Quoted in Richards, C. P. Jid. p 75.
46. Bryson, N. "Chardin and the Text of Stll-Life’ Thid. pp 7334,
47. Freud usociatss scopophilia with the positioning of oneeclf against snother and submitting that offer

" 1o a distanced and controliing gaze. It can become fixated into voyeusism where sexual satisfaction is derived
tiwough waching an objectified other in & controlling ssnse. (Freud, 8. fbid. Passim.}

43. In both Southern and Northistn regressntations “...composition involves a staging of the soene before the

viewer, a spectaculer intcrval of prosceninm frame between the subject and the stene.” Bryson, N. Ibid. p
242.) This theatrical structuring sstablishes the viewer ax the focus of the displuy. Altough *he’ may ot
oceupy a single viewpoint, perticularly in Dutch paintings, it may be argoed that the stll-Hfe has been artfully
mrranged for "his’ bepefit. Theatricality may be emphasized by formal devices such as a dramade
*sporlighting” of objects at 2 focel point or drapes which sppes to have hoen el ,'oi&\‘pmmm.lt!nm.
Such reorganization of the workd before the viswer, when combipes 'with the workings of illusioninn xd the
gozs, emphasizes the viewer's position as voyeur: ‘he’ is allowed antry into a privats domestic space snd is
offered a privileged position from which o survey the scons,

49, ‘Thiz voyauristic exchznge is only one possibls kind of strucinre! relationship between the beholder snd

axtwork. I the literature various, much debated positions are indicated, Ses for instance Carrier, . "Art and .

its Spectamors’ Joumnal of Aesthetics and Art Criticism Vol. 45 Fall 1986, pp 5-17; Holly, M. A. Thid. and
Fried, M, "Regresenting Representation” (ed.) Greenbisy, §. J. Allegory and Repyssentation p 102,

50. Bryson, N. Jbid. pp 229-35.
S1. Ibid pp 22834,

52. Ihid. p 234, For instance, if familiar subject matter is treated with heightened visual attentivesess, the
depicted objects could appesr estranged. Such defamilistization serves to distance and exchude the viewer,

'I‘Iﬁsispminmdyi]lmawdhdeZwbnm‘sSﬂl—glswhaaﬂmvhulﬁddismmﬁbd,hmadm&
composed that .. femiliar ohjects seem on the brink of tignsfiguration, or transubstantiation.. .Standing st some -

mgmmmmamawuﬁmmw\mymmwimmwymm“m
p 239.) .

W

53, fbid, p 238.
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54 Mmaptdmmmgﬂmwhuhmmaged:udmdhﬁwmmvmofﬁamm
as | will show in ch. 5.

55. Berger, J. Ihid. p 88,
55. Greenberg, C. Ihid. p 154.
53 Barger, . Ibid. p 19.

58. For instance, Fried notes that "[1jhe larger the object the more we are farced 10 keep car distance from

ir...” He adds that 2 javge acele work threatens 1o dominate or overwheim the spectator, thereby denying the
possibility of m intimase viewiig exchunge. (Fried, M. "Art and Objecthood” Ihid. p 219.)

# :
59. Tlnsi evident in the work of the iate modernist painter, Matk Rothko. In my. own work J, attempt ©

challenge W;WMWWMMIWWMMW&

vhmny’w&hnﬂbwmmuhadwﬂhhm&o&swch’f

60. Beager, 1. [hid. p 109. As Bergor says, these paintiigy ...hadnuhubhnmhndnhduﬂq
of what money could bey. mnnumddmbdﬂynfﬁmmbebmgb;hmmmmgibﬂhy inhow it
will rewand the tonch, the hand, of the owner” Mp!m) _ _ L

61, Bryson, T Bid p24S. L
. 62 Mammmwmmmmmm

they are paradoxically rendered in n manner which derdes the potential materiabity of the mediun. Afpers omd
de Jongh miggest that this ambivalence may be relatad &y the vauitas tradition, which osteusibly waras agatest
Wwﬁhmﬂy%ﬁuﬂmﬁxoﬂﬂmmﬂaﬁpuwmhmmm
wealth itvelf is wn iflusion. (Alpers, S. lhid.pp229—233)

[
U

63, M%Mﬂwtﬁﬂ»ﬁ&ofhmoﬁmamnmﬁdﬂﬁmﬁmfwm&m&uﬂ*%

ofdo?hrbcrmhdnlﬁu,hmpuupﬁmmdshmMewm *woridlinoss” is negated in favonr

of spirituality. Through jdentification with malerality, the objectified world may be “retarnsd’ to the viewer,
{Bryson, N. Ibid. pp 245.5.) He #8ds that thix ‘return’is compiicated by works sach 2= Stll.Life wish Newtilus -

Cup (Katf, W, 1661) which indicato the fnfluence of expanded travel snd trads with foreign lands. Depicted

Chinese porcelain and carpets from the Near Bast testify td & new, merchantilist space imboed with both -

goographic and Sinascial conceens. This depintion of luw-y indecning still-fife’s portayal of st
pULy

| e
64, Alpers, S. [bid. p 227. : A
65. Irigaray, L. Quoted in Owens, €, Ibid. p 7 ' * _ i .
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CHAPTERY 5 .
& - - -
THE DISEMBODIED EYEN - .

“The heighterad sensitivity of the picture pisne may no longer permiff scalptural
illusion, or rompe-1”oeil,..it...must permit optical ilgsjon...a strictly pi airicly
optical third dimwnsion, Whire the Old Masters crested an ifusion of space fnto
which one could imagine oneself walking, the iizvion created by 3 Modemiat iz one
into which one can Soak,__m travel lhrmgh,m!): with thie eye."!" .

R T

&

Mymmmmmmwmmmwmm Howeves, the
mmmmmwm}mchmmdammmmm
mummﬁmwamﬂmnwmmmdﬁm:mmmzman.
nove the less atill privilsges opticality, andmsodomg unmphnlhwﬂmsm.rmﬂmﬁrm
mfmmmwhocwwm&mnommmmwuwm*wmsm

of signiticant shifis in consciousniess - ammmmmapmmmmw This
mwnyﬁgmumutymmynmgunﬂmmypmﬁmmmm ‘

Given that modernisny is characierized by a nomber of differsat strains, it becomes difficult to
define.? However, Groenbergian modemnism predominstes in the form of the restived notions
which have ! ,imﬂ{aﬁmawmofm;mmmlmamu whick is ofiege.
considered "lacking’ mm%»qhmqmﬂymﬂaedmmmmmmmmmetgspmrm
1Ension, Mystmsunmmd:ﬁ‘mbmdmfaceissimﬂaﬂymdmd weiydecmtwe,
teasionless’ and lacking in "unity.

Howmiﬁwdithnmuubw}&soffnmmfmmdm.mmmm
qualities thet ate not inconsistent with my daﬁnmmo:muhty For exemple, Groenberg advocates
thmﬂmodmnmtmmmgmwmﬂﬂmuanddmpm He noics-that when
' viewing such a work, “Ttibe cy¢ iias troubl focating central emphusscs and is. .cm'a\pdled\o\_

the whale of the surface a3 & single undiffercntiated field of interést...” Similarly he
mmmmwammmwmmmwamwm |
em&ﬂem:h@mwmmmmwmm*[c]m
of the fature may,..even find the QldPMasters wanting in physical presence, in corporealizy™
"This acknowledgement of the body is echoed in the siatements of several other critics sid artists
Of the time. Harokl Rosenberg noies how the modernist peinter cbiuld ” .gethwidcﬂ:ecmw&;‘

e,

’l'hls xdea is reiterated by quintessentist modernist painter, Jacknon Pollock, In & public stanemeht



on his work, Pollock stresses the ii;;pmmicc of ‘soniact’ betwoen artist and canvas, CoMIEnting

T hardly svar stretch my cinvas before working.§.On the floor 1 st more at ease.
1 feel nearer, more a part of the painting, sinoe this way T can walk around it, work
ﬁunﬂwfmwsmesmdhtmllybnmﬂnpmum%mlmmdnpmmglm
nouwmofwhulmdomg.

PFig. 5 Pollock, ). Qne: Number 31, 1950 (1950

 Pollock explires furthér *contsct’ with the canvas tirough differontisted paint application. This . . .

includcspmningpuintfmmﬂwﬁn.applyingit'wiﬂlsﬂcksmdadi‘ﬁngfomimmamrmit - Croating
an ex:mmly WA - surface, Paintings soch as Ogt of the Wb Nember 7 (1949) and%_
. M(l%ﬂ)(ﬁg 5)\}reﬂect(}rembu'gsmn:eptuta *polyphonic/ail over' surface.
Greenberg defines this surface & one which is ™ mwwne&ommﬁcﬁlmhm similar
akmmwhmhrepwmmselvea mmmmmﬁmomedmoﬂnpwmnﬂw
mﬂmmwﬁmmmmmmnemw ars as g featureloss
fieldofeqmilysuessedmrks.dupmmwha *beginning, middle or end."”

Huwew,nusMaﬂymlsmdmmmﬂmwmmﬂmwmtmm
with tactilty. Certsin modemist, painters .. Mark Rothko and Helen Frankenthaler \Shorking
betwsen 1951-60) ‘soak and stain’ their canvasss with fluid washes of paint. Rothko s 'work in
particulsr is associative. Stained fislds of colour blus; edges "bleed” into each other. In his writings,
Rothko comments on the intimacy between fitmself and his process.? Frankenthaler creates stained
cloth by pouring paint onto unprimed cotion duck, While these. paintings assrshe flatness of ihe
surface, mymmmmmsm'épmbydmﬁmmmpm_'m%.‘“

’
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.

Considering thess selected facors, it may seem that modernism could snswer the nesds for & tactile
approach (o painting. However, these tactile’ quaitics are presented for the eye atone and are *
sgrounded in a structure of representation whiclis - as Griselda Pollock puts it - * “he celebration
of creative masculine individualism.*"! ‘w\

k.

According 1o Greenberg, “achieved unity,” au purity and self-referenti-’ity are for tisurely
optical ends. As he says - "._.visua! art should uselfmwhahsgwm:nmua!equ-imce
andmakemmfemcctoanyodwrmdmofexpemwe.‘“?mtsolself—mwamymmbe
",,acmmwusmgmmmmmamhmmmmmmw entrench |
it more firmly in its arca of competence,"?

Such sslf-referentinlity makes modernist painting concemed with a kind of universality - divoecesd
from iss social context and from initial interaction between mtist and canvas, the work is assumed
to *speak for itself, to be pro-eminently pictorially ‘given. Thet which is depicted is temied
"thing," 28 opposed o signification. "Thing” is & mole iramediate visual order.* Severance from
the socisl warld encourages & distanced viewing. 'x};nopﬁm:mmﬁmws'm'
vlsuamy,whﬂaeyemdpummtfmmmlmnmlimandmmdcmt.'lheewbwom
/ bcdmmmﬁcanongmsssc!fmmme,auWEmmeymm@LAmlgm
Rnsahnd!(rnussth:srmltsina *technologizing’ ofthabody'

"Viaimhad...bampﬁ\pdamyinw adnzzleofpmiusmmeity.intomnhum

condition with no before and no after, Yet in that very motionless explosion of pure

presenmess was confained s well vision's comection Lo its objects, also reprosciited

here in its sbateact fone - aa 2 moment of pure releqse, afpml:mmpmsy of pute
y se?fhwwledse-""

Greenberg's ideal of unity, is 1o be achieved through control of "resisiant reality’ - both "outer
reality’ (depiction of recognizable form) and *inner reality” (emotion,) Considering the medium as
a vehicle for the expression of emotion, he claims that: "[t]o the extent that fthe artist) controls the
medium he...control[s] his emotion..."™” To achieve ihe materialist, decorstive "unity’ of the ideal

medernist pniming, Greenbexg advocates a form of "heroic” mastery of medium. : o

‘_Whﬂeaumataphlcnmksupphmmofbodﬂymcm of a specific maker and of an
"essential humanness’ the ’e rubjectivity, individuality and bodily ‘presence’ is positioned ax
central in a way thst pri ",- trisschal values, Mary Kelly argues that the domand for self-
referentiality'® makes mark the primary painterly sigr o, The pliysical properties
oftlwmediumlargelyhecm_ subject o. <he wotk and the mark the signifier of *presence.’

23
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Qesmalmukis .manqmﬂmd.mmammgmemofmummym"nq |
action, th mark the subjectivity ofmearustmuwmgemeﬂ' e 4@%@' I_,f_:'
Meptioning the budy (and its connotations _;}f intermal and exic * space) in his argument,

"The yicture hias now become ag: entity belonging to the same ceder of space as our '
bodies...Piciorial spece hiay lost itz *inside’ and become all ‘ouisicie.’ The spectator -
mmmmmnﬁmmmmWMhhmy’mmm
Lhﬂ]eycuall nubyopmd-uhu'mmmﬂnmlm

Thest modentist roquirezaents of flscacas® self-crticiam, self-definiion and selfseference
effectively make the painting cn "object.” The kg of these foatures 10 extremes in cortain
minirualist paintings fed Michaet Fried i coin the phrase ‘cbivcthood.” In minimalist painting, the
 condifion of ussr Hsiness.means that all evidence of gosturs s climinsted from the work. This
mhw&equmofhvmﬂmmwﬁxmwmmbcmm”w
cmWﬁmmmvwfummmmmmem ons which,
mmmmmmwmmwmmmwmmmmmm
?m . &

Concepﬁéénofﬂwa:ﬁnasme?mrmd'his’ma&asﬁaniﬁ&ofmi%hy draws on the
Rmnanuccomqmmofthemasm asgenms.'l‘hmgemusnsambumiahe:abwned
mmy,avmowycmnymmbcymdmfacemhwmdm *innate’ creative sbility.® In
mmalandmmucmﬂwﬂgmofﬁemmmmpmdmhamﬂa”lnmmpmd
the "genins’ mm.uﬁmmmwmmmmmxsmdwﬂxmﬂxwm
mdw:ﬂnhea@aumpuogufaﬂodhknpomm“lnm“my.mpuof hemttaguuusmd
otiginaiity may be considered phallocentric. They assert the virility, hity #0d porency of the
(male)mist.ﬁmitioning him’ as ‘master’ who wishes to “..ausform...th wordd inio a
representation, w:ﬂlmmasnwsubjectmlusﬂwensmws,mchmumfmc&awdm
", leg:mmcheutu'nmssmfappomwdmmmnofuamfommgmemmmanﬂmmm
image."® ‘

AsPol!ocknom,modemismisnptﬂw

"..heroic struggle, for individual expression or the.disclﬂme of purification and

styligtic innovation but..a..discourss sround [which] the paradoxes and snxieties of

masculinity...hysterically and obsessionally ﬁgurel.debnm aruidummbanzbebudy
of womap,"®

T
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Further, ahecommentsﬁmnnmlsmogmumua .mamlugmlm»gmhmmm

Wensaclmasmmbmduesmtexcludcpwmndcmm mmmﬁmmm :

"..scandalously in-different” 10 issoes of soxual difference.” With its emphasis on tomlization
(vaiues of *achieved unity,’ "pure presentness’) modernist discourse not only ecioes the optical
mode that underwrites traditions! illusionistic renderings, but is phailocentic throngh its connection
and valorization of the-eye and the I - (thé male ego) .

[\]
B

&

i . N " > '[l .
Fig, € Shagiro, M. Black Bolego (1980) (Desil, right-hand side) Actylic, Fadric, Glitter on Canvas,

' Certain ‘1st generation feminisy srtists™ work in this wodemist paradigm, using its values 1o

cmm:mmmc@bﬁmmmm&byﬂgumgi&mﬁmwmm”lwﬂl
mmsmsm&q‘mmammmmwmmmm(m
wlm&m&mmwmmmﬂnmjmﬂummmmm

. figuration. Shea:phmaﬁbmﬂnhasfemaleexpmm body imagery smdjor sexuality,

mmmwmw”vmwhchﬂthﬁevesammmwdmmfmmmthe

" dominant culture.¥

In b Black Bokerg (1980} (Fi. 6) the fan functions v & fnale symbol. The work is divided ito.

mhﬂmmgamofﬂwmunitwmbmmhcpmmmmmmmm

. decmmvemmtfsmdcoﬁagemlmquewfuwaqﬁhmahngmmofmmm

the 18th and 19th centuries. In this way, Shapirg challenges hierarchical distinctions between "asts

and crafts,’ valorizes the body of domestic jabour historically considered *woman’s cultural

heritnge’ mdclulhnmconeepuonsefthedacmveasa Tower’ art fors commionly associated o

wath women.,

3! ; _ . 25
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Mmmmvﬂmm\ﬁmumﬁmmﬁMMmﬁ”swmwn )

qmuumngofmmmmbmasluﬁwwdswla:mhoselymada "postmodernt

. sensibility’ mwh‘chtuct:lnyreaumwmdegm Asihesemmueboﬁmunmmd

cmoversml.!wﬂlmdmmlypmmularmwhmhuﬁmmmﬁmymﬂwhichmm
mwmmmmmmmmmmmﬂ

k-l

_Wmmoﬂmachﬁlwgemﬁmdmmnmlmofmmmhnmmmp,

mpmw(ﬂncmmpiofthcqplfposmd *master artist”) authenticity and the *master narrative.”
Jean mLymmmmmmmmmmhmmmwlm
lost:mj:bilny He srgues that narretive has become ", diapmedmm Jparticles - nareative ones,
blun!lndammwe.pmsc:ipnve,da«mpme eic.. “’”’Apos&mdu'nvqcabuwymgmmhxk

:&ngnmuﬁonmdduﬁmcumwhhhdefm W'Nmmo.-mmﬁuy paeody, stlegory

demmmmmMHmemm These continuoosly defer
meamngandconcepmof puriiy, mv.mmmmﬁwandoﬂgimﬂn}u '

u

Drawing on Barthes’ cmoemmofﬂwmkumxf‘mdﬁ«ddimmmtmhm--

Chucisminwhmhdnmunmmble,aminungmychmﬁmamwumm given® ©

'rboncepuouof&nworkasmt.ﬂﬁe ".the stifact i3 kikely 10 be frested loss a8 a work in
medernist teems - unigque, symbblie, visionsry - than a2 & zext in 2 postrodernist sense - “already -
 written,” allegorical, mmm"”mﬂmmy.ﬂwwudummmhmdumdnm

discourse, mmsofﬂwwwarchm&omsmm whoabsmbspemmﬁ;mdmmings
mreader whomreqwmdtopﬁtmmmmthcommmnafmung.

Mmyzndmﬁonfemmm;m"aﬁmmﬂmmumbmﬁmdmm
critics, being concerned more with *..’sn interrogation of an onfixed femininity produced in
specﬁcmemofsig:ﬁﬁcaﬁm’"“ﬁmm *essential feminine.’ AsmmShmoswmk,lwﬂl
useMuyKeuysmmpmucoasmemblﬂnofmwhudofmmnpﬁm.Kenymhu
artworkaaacnuqueofm?/den_\m atternpting 0 exposemddeommmtm:dwinw
consiructions in representation. '

. . . I ,(III %I
Kelly employs no divect representations of the fermale body, mung H' f k

"To use the body of wornan, her inge or parson is not impossible but problematic
for feminisny. i my work I have tried to cui acroes the  roprosenitation
of woman as the ohject of the look in order to question the notion off femininity as
aprc zwmmntymdtofmmmmdmmdmmulmumas ‘ﬂqumun
of sexual difference within specific discourses.™® :

e
1T s



'from #n informed, mthmmmon : _ tﬂ

msmmmmmwmwm Sentime)s
msammeynﬂMtbem&u«chﬂBmﬁmhdﬂimy nadiated

by presensing information in codified form using scripio-visusl snd *pseudd-acientific’ langhag

‘This atiows the work 10 be read as a document i.c. a8 'evidence or proot,” mmmq&m

'51'

IhmmKﬁlymMsmmglymmlﬁmewkmmﬁcmsmﬁcm

nuﬂamsmmlmhuvdml’amamm:sm mﬁx’symof’puﬂmhll
wwsmmmmdmmmmmﬂmm
mmmm:mmmm cmﬂvenbmhﬁyuhnkedw
msmﬁmm:cﬁkﬁwmgnﬁehd’ﬁmﬂwﬁﬁedahu md’nxuﬂnymd.
mufmy Mchﬁmﬁzrp‘mwin. - _!;'!

o

"o 0am 4 wornan bevome 2 vital credtive artist without consing to be & woman except
for purposes of censas?...thn vitality of & great mary femalo art audonts devives from
Frustrated maternity, and most of theas, on finding the oppornmity to setthe down sad
mdumohnmmwmmbnwoxpmnmdpmmm
sufficient to drive them conbtanily towards the lxbours of creation in dther ways. ™

Fig. 7 Kally, M. PosiPaum Documist~ Fig. 8 Kolly, M. Pos Partyy Doownegt

(1973) (Detai, Foldsd Vests) Mixed | (1976) (Detril, Trmeitional Objwet and
Medis. ' : Diasry) Mixed fedia.
%
" .




Kellymﬂwconwpmfmmagmnstmelfbymkmgmﬂm*“ha mﬁuwconm ofher
awork. Umglmmmmﬁnasofﬁammm“ysmmhm“m
fmtmm "biologically given.’ For instance, paralle] 1o the child’s processes of separation from

the_mother, the mother's fantusies of possession and loms axe recarded. As 4 means of
compensation for the loss of the child, the mother sppropristes objects associated with the chikd
s fetishes, In contrast 1o the traditional role of fetishism a8 & male practice, Kelly's docamentation
of actual materisls - child's vests, comforter fragmients, plaster cas's of body parts (Figs. 7 and 8) -
serve a3 visual articulstions of the mother’s desire. With all its obsessive detail, the installation
fenslmﬁwchﬂd.Hmvu' Kelly bas recoaciled her malcupumty with her work as an artist
 and the art object replaces the child as fotish,

Kelly states that “[tlhere’s no single theocesical discourse which is going o offer an explanation
for all forms of social relations or for every mode of political praction,™* The text preseots an
mmmmmmmmmm@mmmmm
mewmmmmm:mmm
mmmmwwammmm
Mmm"[t}heeﬁmtegmmﬂnghmmbymof :bcmtz is always ono of
fissure, fragment, abssnce.™ The' viewer - as reader - 18 fnvited 1o actively pursus and peoduce
mmmmmmzmﬁwmuwwmwmmm
vwwisammwdw&mphu Asamgﬂnwmkdmﬁmgesmodﬂmmof giveoess'
and "ptre presentnass,’

WMWWWMMQEMM;QWW.E@W:
belief in principles of unity, singularity snd uniqoencss, she disrapts the stability of its petrisrchal
hias in representation. Kelly's sxposure of modernism’s hidden idsological agends indicas the
 possibility of deconstructing its petrisrchal foms of representation. She poses a specific kind of
texiual practice which

- . |

"..intervene|s] in the nstitutions snd discourses of ast...Politieal work is done upon

thowe signifying systems and thelr fwsirurional siies which are shown to be -

. in the oppression of women. By means of these disruptive actions the claims of the
signifying systems of our culture...are shtieced,™”
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22, Frisd, M. Jbid. pp 214-35.

$o

23, Challenginy autographic mack may socm incoisistent with aerier stabsments and spgurnenis which I will pressat
Intex, which imply that the later ix an important aspect of tacsility, Howevsy, it is specifically in the conteat of
moderrigmn that 1 challenge its use, As tignifier of originality, antographic ek is ofien used to inscribe powse
relations botwoen viswnr and anwork - relstions which insiate the statns of the mark a3 a patrisrchal coooopt.

24. Pollock, G. Jbid. p 83.
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25, Gmefthuupmuﬁhe(nﬂe)mmiluthmymwnmnf'whdum and totality 1.e. not ko gt
crught up’ in dewil, I will discuss this further in ch. 5. W

26, See foxther Battersby, €. Gender and Geniuy:, Towards & Feminist Assthetica Passim.
27, Owens, C. Ibid, p 66,
28. Thid. pp 65-6.

29, Pollock, . Visicn and Bifference p 159.

30. Ibid. Carol Duncan commwnts that many representations of the female nude -as vied by the Fsuves, Cubist,
German Exprearionists and othes modeniat artists - which present wornen st *...powerless, often faceless nudes, and
‘passive availabie flesh’ an witnesses to the srtist’s sexusl virility. These women are represeated as ‘ihe other,’ a
race apart, 'in wisl opposition $o all that is clvilized and bugwn. " Duncan, C. *Virility and Dornination in Exdy
Tweaticsh-Century Vasgues Painting® Artforom December 1973, pp 30-9. (Quoted in Gourss-Petersos, T. and
Mathewa, P. “The Feminist Critique of Art History* Att Bulletin Vol. LXTX No. 3 Sepember 1987, p M0.) Ses for
inatence, de Kooning's Woeman series of 1952

31 Owens, C. Ihid, p 39, In all the modemist Heerature ¥ mad, "the srtist’ was consistantly gendered as male.

3. Goema-Petorson and Mathews nots that two baslc positions co-exist in feminist art criticism snd practice inday.
The first, which they wrm - 1t genevation ferniniem - hay exiswed from the beginning of the women's movement.

Thin poaition conceives of woman as & fixed category d through socictal sud cuitura) institutions and at .

timex thromgh the concept of an inhersnt and biclogicsl feinale natire, The sscond pakiticn -2nd generstion faminiwm

- developsd sround 1980 and reflocts the influence of deconstructive and paychosnalytic methodologies. Thess
fernivists sonsider wormmna #s & constiuctad catgory, ,‘nntlyinpmnm exanined through her representations and
ideclogicsl conmructions in a male systom. {{onma- /%mion,T.:ndMaﬂuw:.P Ihid. p 346.)

33, Mmyofthun&mmzmnm onhn p-mpdnm-tmuudbycunendnmihn
a groop of sriistk who cmerged in the Jame 1 These peintees use docorative motifs as a primery soutce of
subjoct matter. (Crane, D, 1h=Tumfommamg{mAggrmmﬂewakMWmm 1940-85 p 59.) These
artiats creats peintings wilch ate primuadly *..twodimendonal, nonbierarchical, aliover, s-centrie, and aniconde.”
(Pegvauli, J. 'Lssucs in Pattern Painting® Astforum XIV Novewber 1977, p 33.)

84, The stpanstion of the applied arts from the fine sxts andt an institationsl excluxion of woren from the Iatter, may

be tuced back o the Reoaissance, In this split between High and Low art, the applied aris wers tulogated to an
inmmpodﬂqnmidnemudu 'womch's watk.' MW(mw.kMM&GMpm]

3s. Mmmmhdninmﬁmﬁmﬂﬁmm“mww&mymm iulaofumad
p:uninmﬂymnwduﬂstpdnungs ~ &8 menticped in relation to Polloek's work, :

36, FummlwﬂmderpummmﬂammomeamommuMdm
different to moderaism, nﬂmmdand::dopmmmpmit.

bl

37. Lyotard, J. ¥, The Postrnodern Condition Parie: Minuit, 1975, Quoted i Owen, C. Thid p 54,

38, Banios, R. *From Wock o Toxt” Wallis, B, Thid, pp 169-74.
39. Foster, H, Jhid, p X.
40. These include tse French feminiats, Parkes, Poliock and Lisa Tickner,

41, Gouna-Peterson, T, und Mathews, P. Jiid. p 347, This position will be claborated on in ch, 5. _

42, Kelly, M. Pogt-Pastum Document p XVII-111, Oﬂnrﬂﬁm.mhuMuﬂuﬂon;rejwllhemyﬂ of any
recognizable obhject bacanse of the values of posseasion and objectification whick have been atribuind to the practice
of Jooking. {Sce further Loe, R. "Resisting Amnesia: Feminixm, Painting and Postmodsmism® MM
26 1987, p 18)
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43. Buter, R. Comment: ‘Froftated Materady’ Towands osher Ploums (sds) Brigaian, A. 70d Mosti, L. p 228,

[l

%MMMMMmWhM»MM.m:&dew :

intordependenca results in the mother’s *fantasy of union with the child'- a fastary which roproseats "haviezthe

~ phatiux. Ths is diswed by o division which occars through the child’s matumtion processes ssd by peohibition

of incest uader patdarchy. The mother's destho to rerosin s "Omaipotont Orher” of the pre-Oodipal pariod eealts
in bor diffisulty in accepting the child as an aumnomoos homan being, For her, relinguisbing the child repossests
‘the relinquishenéer of pleatitade’ and reaffirme bor own "lack.” The mother ‘relives” her own Cudipel drama,
upﬁmﬂqmammwmm@m}mmmwmnmmx
"Represeczstion and Sexuslity” Wallly, B.m_pm)

45, Kelly, M. Quoted in Oweas, C, Ibid. p 84,

45. Pollock, . *Femisisrn snd Modemism® Tbid, p 98,

47. Bid. p 9.
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Fig. 9 Siopis, P. Thees Lace Clothy (1984)
Di]mCmas.wl_Bx 150 o, o
Collection: The Chase Manhizan Bank.



CHAPTER 3

(RE) - SOURCING THE BODY °

" "To dissolve the Gaze that feturns the body to itself in medusal form, we muat...iry
to conceive of foem. in dynantic terms, 28 matter i process...fas] thythm, the isopress
. om mater of the body's nternal energy.. ﬂmmobmtymdﬂhuwyofmmum

rhy!!mu.rhebodyofl:bwr of material practice."

In this Chapter  will cxplore how tactility in painting Hberates a sense. of bodily, Yerception. As
Bryson notes, sich "camalized vision” is gencrally sappressed in Westem visuat art and colture,
Myan;&mmwxllbemwnungswhwhsssertdnbody mhaBthmeoflheFrmhfunm
Thwghmuvdymwovmonaﬂy,lmwdmwmﬂwmmm}dsgummﬂmw

'mw(bywmchlmwmmmrmwmmmym;ﬂmmm -
TESPONSE, chsmso,lwqﬂdhkewmmﬂnsboqummmm concept of the

e
=

mmy _ : '-___,.f/""'/. h . '..7:):.

Cmmmmfmaf{mmmmmmmmﬂpdmms
body. mmymmwsm § writing style’w:ﬂrﬂmdwandmh.m;thmt does not
pnvﬁegeﬁwgazebutmkmaﬂﬁgmbadwihmmmm“’Macmmmdsowm
Imaginacy, which she considers the origin of all *female’ writing. The Imaginay represonts the
bodily drives, thythros and “pulsions” expericniced by the child in the pre-Oedipal, pes-linguistic
state of infuntle; fusion with shefiugs mmwmmatwriﬁngwhmmmmm

etidless Pt nfmmlmmphwﬂypumcmh -
....;-. ~ writing derived from this stale may
undmnmepamaml:al!mgu@..m byssmngﬂwbodﬂyrhyﬂmsufpnwyammﬂnlmear

Tf deixis hag boen suppreased in W

me,_wbm:mﬁmufﬁehodymﬁem
arts may be & means of liberagio "s point that “[tJhere is every reason...to propose the
bodyasa;nivilegedsiworpoﬁ' ﬁmpaqgiselyhesau’*itisthuiteofrqrmﬁmm&

posseasion™ seanspmucu!aﬂypammmlms é\.Wolﬁmﬂmmcbodylmbeen
"...Systematically repregsed and marginslized in Wester cufiare, with specific peacticos, ideologics
and discourses controlling and defining the female body," addmgthat'{w]hatilpmptwedmmay
thramnmemptandchallmgcthemabhshcﬂmdu”’
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Bearing this In mind, J will consider tactility as opticality’s *ctier:” as diverse qualitios in painting
whiich can refease bodily /sensory awareness. In various ways, thess qualities all szem to suppont
Irigaray’s idea dhat. {wloman finds pleasare mote in touch than in sight..” They include: a kind
of intimate engagesient with the medium,? excessive detail and decoration, x Jetition, layering,
fragmentation, Ruidity, indeterminacy and dispersal® and ways of concealing and revealing. These
qualities will be referred to throughout my argument as tactility. I will attempt to show how they
may facilitate non-optical experience.

To dothis,lwi]lrefertnmeofmyt)wnwmkséndtnapaimiugbyPemlopeSiopis.wtﬁlcboth
Siopis and 1 work from within the dominant still-life tradition and scknowledge its conventions,
we deliberately employ various strategies to undermine the primacy of opticality hat has oftem
characterized this tradition.!

Siopis is refemed to as a still-life painter.’” Paintings snch as Three Lace Cloths (1984) (Fig. 9)
are stractured according to fraditional stll-life conventions. Forms resembling objects (cloths,
cakes) ars placed on a frontal table ledpe. The buckgromnd is relatively flat. Foims are
symmetrically arranged. Tonal contrasts between foreground and background are strong, The
composition appears staged. Alihongh thege factors appear similar o characteri:tics of de
Zurbaran's work, Siopis has weated the imaged clriis as sites of resistance which are particularly
challenging to values of presence.” ' '

Fig. 10 Siopis, P, Threo Lace Cloths (Detail.)
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| Aﬁsnifmdiﬂ‘mmﬁcsmsw\ﬁs'u'éatmmtnfoilpnint.whichisbqin@mﬂnwidlkmﬁml

relief in the pert of the vainting icts cloths. Soch = uuanot‘medsumdmlsﬂwm!auva
m&?amuyofthcmmumdh:gmble bacl:ground surfaces. Compered to these *fat’ surfaces, it
qﬁﬁmumawmd&mmﬂmmmmmmmchm%cm _
Swp:smppmsﬂusspeculamnnmngﬂmslwuwllmhmdsm nmnmlﬂampunoﬁmﬂadd/mi
'Ihexdeaofwholenessmcmmﬂyevnhedmmmpnd.Smmmmﬁwaxmvelybmlwp
fmm&amhmknfeandmlhwhdeﬁmnsaﬁw@lhhnhmd&“mphymalﬁagmmmm
of the srfice * ..uﬁphcsbmhge..apmdemched,wed iselmicd f0m the whole - an
nmmﬂewwmk.““Alm.anhudslmﬂnmm{ﬁnmﬂdobmmm-mmfut
hers in tho rupawed whole forms) "..bears the mark of some divisive viciation, requires
mpp!mnmonand. W“"Mfmmmmwﬂlymvmm The surface
mmmgmuwwfmmmmmwmmdamm
mr.npamla,kmfe.“l)espuetmsnmeofﬂﬁmfwe pamnsalsoad&dmdt:mm&mm
areofwnmmmmred, *ipg a sense of *completeness,™? |
mmughmewmmms dingupmchLtﬁn'simnfmms,mmingsmfmmdnddimpam
mmm)meam&cmmem&mmmnfﬂsemmngdmungchthmmam
of becoming, shifting between states of formiation and transformation, (Fig. 10) As wholeness i
foregrounded, its opposition is raised, Whole of ruptured forms constantly throsten 1o shif into
their'ollwr.‘Dualiﬁesaremmqﬁh:futmm.?”hdﬁﬁw.mmmam@!

"..that is ceaselosaly set up and that collapses...[thar) exionds itself, bresks snd siarts again..."
muhmmely.m-hisexchmgeofmﬂnemdmm egkn fod whuﬂaus:wmus .
nireguited, "2 : §

4
1)
i) \

QA
Thisy active qualit} counters the ’fixmg’\of motion evident i de. Zurbaran's paintitg. in the lawsr
the yerm "stili-life’ is appropeiate: to wha it describes, vt apphe&\q Siopis” wictile surfaces it soeras
ironic. Although objecqare *ceilled’ inmp:mm,exqessasmofmdiummm fiss'

- relative pessiwty\_jsmmmdmg flat spnces

1

_Ammpmgwmmamagmmm&cemmofmm the aitist mmx}uduwn paint

in the surounding arcas with a paletie knife.” In Chapter 1, Irefumdw\nrysmsuseofﬂ:c

word "etasive’ mdmnbeawhmuonofpamtmswaywh:chm:p:smsum,ssmoﬂabmn | e

Here sn atiempt is made 10 produce a swriace which although flaf, is not seamless. * 's’kmy '{?
ﬂwpaléueknifemeviﬁmLmWsaddimmplmshowsignspfmlﬁ_ ‘;eveuma
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refhufvc!y "smooilt’ surface. The external surface also acts a3 evidenc:: of pmct:.is in m!elfJ
Hawever, it is in th:2 heavily textured siurfaces of the cloths that stages of buihfhg up the. paint is
discernable.” Hese Bryson's idea of deixis is clearly appropriate. Asserticn of mediom as
substance shifts the emphasis deictically back to the sender of the message - thy surface refers 1o
ang acts a8 an extension of the painier’s body, reading s if in o daictis time of the painting
 process. - "
r.l
Given the effects of the artisi's complex and ciaborate layering of paint in the greas which depict
cloths, 2 more immediate response may be evoked in th <iowar, The wanrmi quality of the
threaded and interwoven paint may inyite ber 10 exmni:é the surface frot closer physici
pioximity, The fragmentary nature of the surfaccs which depict cloth may evoke a profonged
wonscious desire "...10 make whole what has been sruashed."* Specolstively, this fragmentation
of the surface may encourage te viewer 1o experisnce ¢ sense of the Imaginazy - 10 become
immersed” into the surface by projecting unconsciously end infinituly oot he part-objects it
ilnages. '

Thiere is also an effect of Fragmentation creaied by reflections of ambicnt light which hreak up the

= thres-dimensional surface by cast shadows, Adding o the srlist’s actual physicel fragmentation of
thesm't‘accwuhMmﬂxmmnmwmmﬂmsnmmmfw«mwhnchﬂwyfaﬂ As
opposed 10 the kind of refiections which opncaﬂy fragment the sirfaces of the Duich gtifl-lifes, this N
ruptire is a physical one, Painted shadows complicate ihis concem with fragmeniation. This
breaking up of *he surface makes reading of the painting as a unified whols somewhst difficul,
Such dispersed viewing poses an slternative & the synoptic "taking in’ of an immediately coherens
image, Adiasipawd-léokingispmnpwdby the articulation of the srface - & form of woking
which ig shifting, unfixed.

Decorative motifs and Jetails in areas depicting the cloths form microcosmic "weorkds," which
encapsulate the macrocosm, These may ensble the viewer "[tlo see a world in a Grain of Sand/And
Hmmmawddﬂow.“hmucally,puhqmmmdlspmdmgpomm may be
advaniageous: as opposed 1o & single position from which to take in the entire painting, she is
offered the "privilege’ of multiple viewpoints. Her eye may travel around and across the surface,
~move in and out of crevaces and/or become "bound vp® in subile shifts between surface and
edge.” S

Principles of containment, refetred to in de Zurbaran's worl., are chalicnged by an "overflowing’
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ofpamt 'l'herema mﬂﬂipamt spﬂlsquf ofﬂwimumuﬁyuwmewemsmw

mostly in forms that resemblc tentacles rclinging’ physically 1 the wable erge. (Fig. 11) Thers is

) /A“"_‘-F;-‘:,

aqnal:&oithmssbemg "ot of ecntrol.™® These factors may disgurb the viewer’s ability o
dominate 1dapfmpnawﬂw1msge,nosamgmmmepumualfmammacmmmg
exchange

)

Fig. 11 Siopis, P. Throe Lace Cloths {Detail.)

Hiusionistic depth js indicated only through linés fd. die shapy,of the table which suggest vecession.
fn Chapier 1, ! mentioned the common assurmption that théf viewer needs 1o *step back’ from 8
large scabe work - especially one with perspectival illusion - in order to "take it in." This painting
challenges this preconception. Although the peinting i largs in scale, ifs tactile surfhces encourage
the viewer 1o examine the areas depicting cloths from a close proximity. The foreground edges of

the tablecioths are built up into a dense matrix of material paint. Mliusionistic depth is farther denied

hy the relatively unarticulated areas surrounding the table.
. . [la]

Paiant as bailt up materis) subgtance tests the limits of the pictorial suppon, producing simulacrom.
Jean Baudrillard defines simulscrum ss a substitution of "...signs of the real for the real itself,.."™
For instace, the whole green form ir the foregroamd of the centns cloth resembles perhags a
cucumber, 4 banans, & penis...” Appearing life-like in scale and physical pelpability, it is howewer
- like everything else in the painting - constructed out of peint. Semi-threc-dimensional modelling
in pasts simulates the Duich uss of illusioninsiic modetting. However the Dusch employ modelling
10 achieve an optical iflusion of velume, In conirast, the simulacea is acally voiumetric. Its scale

i
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and mngil';ilai,, MAY ENCOUrage & Sense of bodily identification, Sotne of the objects project inlp the

. viewer's space, possibly inviting the sensation of tonch and chab!u:g the viewer to feel that she can
" \pick-up’ the depuctadobject. m“\\‘\\
In the shifting ground of the cloths, i figate - by which T meét :he depicted objects - is divested
of its trediticnal role as *focal point.” Ohjecss are sometises constucicd in shallower relicf and are
duller in tone than the surrounding lace. In thiz way, their importance seems minimized. The
emphesis given o paris of e cloth which touch the edge of the table further decreases their
importance, Forms altematively disintegrate into the surrounding mass or form sharply defined
edges. The palpable po T of the medium is exploited for itself (and the associations it mizy
evoke) andjor for the for! E{ il may resolve into, i

Oil paint is exploited as a v:soog‘£ mg substance, 1 wish fo suggest that further evidetce 7
_ of & more "carnalized vision® mayhe mmisnseof'oillnuil:l,w!ﬁchmmsitspoteaﬁal

density and palpabiihy.” This mws qualities whlch may st as deictic camiers of
meaning, poseibly carrying powerfut * mders oflhebody ufmmmalormmd(urnmnl
skin ¥

As Siopis notes, the three-dimensionality of the oil paint "...evokes ussociations with other organic
meter - flesh, in particular - changing a8 it does, in time, congealing, forming skins, and losing its -
juices."* Assertion of the medium's materinfity may remind the viewer of her own physicality,
pmblymmgﬁnﬂmmmmﬁ&ebwd;,m@nsmuﬂm sexuelity, mortsfity. I shis | o ®
way,a;nmcularly visceral reaponse o sense of badily 1denuﬁwmmaybecvnked.

Wﬁmwmmmmmefmofamwmgﬁf-mmmmm

* deficacy of lace. However, these petforations are *inced” with ambiguity, as the atist delibersiely
intends thes 1o evoke bodily associations with publc hair or intestines.™ As Ciive van den Berg -
says: "[ifhe comfort of familiarity is embittered by surprising and unsought recognitions and
recollections.™? If we accept this connection berween the lave cloths and corporesl structures, this
visceral response becomes sll the more powerfal, '

In somie arcas of the painting, the surface appears as if ".bloated with physickl
substankes.. hidfing] unngmed presencet, things.. pushed from sight..orgent undjmesth the
aﬂm}‘”ﬁwem&d&ﬂwsmum\ Biese presences may recall the body, with its

external skin wh;r}n conceals hidden interior structures, In lha@my.uwmtsmpmot‘the
su:fm:spuhapsmtunhﬂempwmmmﬂwexmalskmdmehndy Liam Hudson nokes that
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most peagie, whilcwhiowbdgingﬁw-‘xiddenprmofmmm make 1o connection

between them and the person faey secve:™ He adds that this disoontinuity betwoen the known and

the hidden accounts for a feeling of "squesmishness’ generally experienced when intermal organs
are exposod.® Such metaphoric exposure of the body’s usuaily invisible interior may sronse
similar feelings of unease and discomfort, Siopis’ reference to the visible and invisible recalls Craig
Oweas® comment that in our culturs ",isibility is Atways on the side of the malo, invisibility on
the side of the female."
O

However, just as the paint is not usod “ii.simply [as] 3 means of illusioninstic depiction™ it is
8ls0 ot used exclusively 1o evoke bodily identification. There is another dimension to the
difference between inside and outside. As Siopis says,

" "The inside is concealed but chenging and the outside is fixed illusionisticatly, This
 difference opened for ms & conceptual space for 1 magical, metaphorical invesment. <
Pmdoxmdlywhﬁ::mmwlhsmumwuyﬂmg.mwngehemmm
Imiakuympa:heuc raagic,"™

“
o
[ u a

So while the paint hardens and forms & protective "Skin’ a0 it comes into contact with the

aunoq:hue,thempbh *skin’ whichwewhesowrmewholehuihupforma.g.ﬂn cncumbm
pm wmmmuwyfmsmmmmmmmm
dlymgpmmbuwhﬂieﬂunemfwhunmphymﬂmmm mu:uauml
:snmforilmstmm s van den Berg notes:

4 . a

"Paint itselt becomes the embodiment of emotion and the substitute for goahme as i
is made to sweat, is bevisad, s it falls, dripe or tilts from the canvas.. The idea of
m&pmmmwmmhmmmm 3

L]

Byhmsﬁwaﬁmvdmhmdmdmmeuﬁmmmﬂlymﬂwﬂmof
cmx\jmmesymbdmhody. Thepni:nofmmlmhmmmm obpmwmnpoun
mcdaixmryrﬂmismdcummBymmegmmmwymﬂEnm cumns
of the cake.' Rmmmmmﬁmmmmmm“mmya
rchhvelymymmws.&mﬁmm's ﬂwamume&sofﬂwmmmcamﬁmga

- sacrificial altar® a site for the ~, m@ngofsmmmlmdspmmexpmm = fusion of secular

and religious nu.u!s"“ « & site wherein | .

[ . [
i a

‘Xnowunmmndundmnymsmdnmocumﬂumﬂcutmmmﬂmpdhy i
&n alteration of role and presentation.. Mmaummﬂtmﬂmpoi‘mm &
. identity - wemledtomognmfwhnswmmulabels“’

Il

Ny .
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As opposed 1o the kind of tacility affected through thickly spplied paint evident in Siopis® work,
some of my paintings offez an aliernative tactile approach.  Although T often exploit processes of
paint application which alkbw‘fmrpbysiulmmctmlhmemcdim.ﬂprMIsmﬂwaysmwd
asaﬂmksubsmcamwim?ndmymmungs,whﬂeﬂwswfwemﬂakmmlsmcMI
wrllcalithlsa mgnt‘m'mnlity Whﬂmlwﬂldmcussth:suseofmdmmmmdﬂaﬂm
Chapter'l Iwﬂlmdmalcﬂsuiﬁcmtaspoclsofnhﬂcmdnnonsmwadﬂemmhndofm
ineeraction with the surface, . =

in Delusions of Grandenr (1987) (Fig. 25) & desire for wactility is expreased through & process of
applying peint to the surface and then rubbing it off.* Rubbizg into srcas where paint is layerod
reveals fregments of dnderiying surfaces - making evidencs of both process and the canvas textre
visible. (Fig. 12) 1 find this ‘sorubbed" effect to lave associztive qualities. For instance, o1 the srca
depicting the right hand couch, this effect is combined with flesh-He~ Solour in an aticmpt to evoke

Fig. 12 Farber, L. N. Delusjons of Grandeur (Detsil.)

To create further associative qualities, diverse processes of paint application are exploited. Theso

irclnde sminingmecmvas with thin glazes and adding lavge quantities of linssed oil or tuspentine -

1o the medium, I'hese praocesses enhance the medivn’s al:nluy to flow freely, (Fig 13) As a

. cmmequeofsmhﬁmdmahum anmuonisdrawntometexuneofﬂwcaummm The weave

of the canvas ofien becomes incorporated into the painterly surface, ainmesemphammﬂlc



Fig. 13 Farber, L, N. Dalusions of Grandeuy (Detail)

i

Theae ways of paint application allow me to exploit the expressive potentiel of the medim, The H

fluid medium often results in configurations which séem to me viscerally suggestive, possibly
conveying associations with bodily fluids. These signs for tactility, leaving as they do fraces of
my presence, are a kind of deictic passage. Tir areas like the dopicted carpet, the surface appoars
as if in a half-formed state; in a process of becoming. Paint drips, resolves intp form or remains
as material, |

l

Ouﬂines(smnasmmph@dmmﬁmmm_mm)mmblmmwwu

if ’bleedmg into one anoiher™ This merging and resolution of cutline seems w0 minimize
distance, scparation orcate.goruanonoffm BeterFullernmmat“ the owtling represcats the
world of fact, of sepamte; touchable, solid objects™ pdding that "o cling w it {isl..surely 10
pmmaneselfagmnslﬂmodwrwmid.ﬂlewoﬂdofﬁnagmaﬂm’””lncmmIw:sh {o creals
an evocative space, wherein boundaries are transgressed and fomm

".aever fixes jtself in the possible identity of the self to another form. Always fTuid
without forgetting the churscleristios of fluids which are so difficult w©
idealize...ceqistfing] and explodiing] ajl firmly established forms, figures, ideas,
concepts, s
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- Percepmnalysis p 349.) N
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Fig. 14'Siopis, P. Melanchotia (1966
Oil on Canves, 197.5 x 175.5 cm.
Collection: Johsunesburg At Gallery,
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' CHAPTER4 - A

GIVING PRIVILEGE "NOT TO THE VISUAL, BUT T0 THE TOUCH™

“We must move on 1o the thetoric of women, one that is anchored in ihe otgardism, |
_in the body."™

In this Chapter | will suggest that opticality and'1actility, as explored thusfar, are gendered and
hiecarchical, I"i;rill refer i ceriain psychoanalytic, postmodetn and feminist writings to support this
suggestics, In va.':ous ways (hese writings stress the body and/or question ocutarcenmism. I
recognize that it is difficult 10 relale some of these writings to the visual arts, particulacly those of

" the French literary fmmlsta However, they are appropriate to the painting practice I term tactility,

N

Also, they have given me a particular understanding of my own work. Siopis notes that wien
w&kmgmm(wsﬁ) {(Fig. 14) the writings ofC:xousdeﬂgmty mﬁwmedhet
greatly.? | will explore this influence, wnﬂdamgﬁwmsmmmandmhgﬂw
pammgssnrfamandneonosmphy

As 1 indicated in Chapter 1, ocularcentrism has long enjoyed a privileged position in Wessert
tradition, However, historically the sense of touch is not withont its defendants, Writing in 1709,
Georgeaerkcleyemmdsmatmemulemeeffem .mm‘bdxmctmnmwhmhw than
“iliusory” messages received vi optical means.® Followers ofBerkaleyeg Eticane Bonnot de.
Condillac, expand upon his ideas, stating that tonch is "...the mﬂysensewhxchof itself can judge'
of externalify,” Psycholegist Hermann Helholtz proposes that a child originally depends upon

judgements...” ach:ldleanmmmakcbandonkmwledgesmmdﬁmnmuch Johan Gotrfried
Herder considers touch as an artistic advmtage aver the "..mosi philosophicat...” But "coldest”
sense of vision, Margare; Ofin notes that by the end of the 18th century opposition between vigion
and touch had begun to infiltzate artistic discourse,
7 . |

Iay calls sttenifon to what he terms a "peradigm shift’ in early 20th century French thought in
which "..the denigration of vision supplanted its previous celebeation.™ French intellectuals who
have contributed to this imsrrogation into the *sinister’ power of ocnlarcentrism include Bataills,
Satre, Metz, Althusser, Merlesy-Ponty and Michel Foucauit,

Foucault stresses the 19th century appropriavion of the gaze as 3 mechanism of surveillance and
power. In the humanist age, soversign power is replaced by man as“cbserved spectatar.” In the
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touch 16 perceive objects. Tle conceives of vision as originating in a series of "...mconscions
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newly developed disciplinary institutions (factories, schools, prisons, asylums) surveillance becomes
a means of instituting conizol, indicating & simitarly patriarchal form of power relations through

sight as discussed in Chapter 1. Foucault idenifies the Panopticon as an excmplary example of -

suwh osplar domination. With its hidden sup&msur ‘walching fiom 2 ceniral tower like an
omniscient yot invisible God, this 'model’ prison typifies the sadistic, tyrannical gaze of an
anonymous powe+” Wolff adds that with the disappearance of older forms of bodily control such
as torure and public spectacle, ocular control also began to operate through a similar form of self-
surveillance.?
Q

In the 18th and 19th centuries, thebody is increasingly brcughtmwdmomsemdubmedbya
vmetyofdmmphnes.'fhcoonmmpmary re~deﬁnmoraffamrsrelatedtombodysuﬂras
sexuality and ilness illustates this. Menal illnesses associated with women such as hyateria are

tinked 10 hier body, specifically her reproductive organs. control becomes a means of
oppression, as woman is made the abject of pathologicat seruti ’%llstaquanngmmﬁth

niature and the body, © these discourses assoctate men with the prestigious reaims of intellect
and culture.”! As Wolff argues, such patroiling and repression of thy body points o & genoral fear
of the hody’s power and potential for ransgressivn. When applied lo women, this fear bacomes

doubly pertineat as they are perceived as being *...closer {too clme} to the body mpamd with

mnlz
Iwﬂlnow exmmmcmampsychoana.yﬂcmungsofmlevm art.'I'hcsepruscmpossmie

ahernauveapproachosformemahngmdvxcwmg oflmages.'lbescappmacheseouldumage
tactility.

For instance, Adrian Stokes applies Kicinisn psychoanalytic theories to visual art! Kleinian -

psychologist D. W. Wisnicott’s work focuses on a phase of development, which he terms the

- "poiential space,’ which lies between the "complote subjectivity” of the infant and more objective

perceptions of self in Iater development, In the former stage, manwfantxsmwm'eofhmclfasn
separate, autonomous being,- Sheldﬂﬂiﬁesmeb&ustasmofhﬁrowrr&udymdsetsmapm
object relationship with her mother. As mom Shisctive pe:cepmns of self develop, the infant
becomes aware of the mother's "otherness’ andcanidem!fy hermoﬂmasawhoh—objec:. Fuller
deserives this potenual space’ as charactenmd by

"ambivalent feclings about mergence and separation..of establishing and denying’
boundaries sbout what is inwide and what is cutside, and conceming the whereabouts
of limits and a containing #kin, so that the infant, while beginning to recognize the
auwtonomy of objects, nonetheless feels ‘mixed up in them® in & wey in which the
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child or atult does not.™*

Siokes prmposes two nides of ' representation in visual art.the “modedling mode” and 'caivi;lg
tmode.’ He associates the latter with Melanie Kiein's concept of the *depressive position” which has

‘to do with the separateness, amonomy and ‘otherness’.of the object. Altematively he lirtks tlle
“modelling mode’ tc the Kleinian *paranoid-schizoid position:” to flatness, decommnmdfaﬂum

1o establish a separate identity from the mother.'

[

Stokes sets up a correlation berween the whole-object and pictorial conventions based on principles °

of symmetry. bufance and mity, noting that paintings adhering to conventions such 28 thit of the

_ Nude as exemplificd in Odatisgye (Ingres, J. A. In 1814) are genecally viewed as whole

objects.'® 1 propose that Stoke’s promise may also bo q;plmble to the traditional 17th century
still-life. These conventions, whuhlhaverdenhﬁedmopumlmdpamam{al mumnlly\ adered
in the ‘carving mode.’ With their potential for totality, they often mammh%xﬁ? subject-gbject
relations. This link between the whols-object and totalization connects the pm-ubgect d tactility,
Featurss that 1 bave identified with tactlly corrolate with thoss of the mod%;mg mode.’

Supporting Stokes® argument, Hudson proposes ibar paintings may fonction 88 sites where fissnred
feclings, such as confusions and ambivalencd§“concerning the body” may be explored.“
argnes that conventions which privilege totalxzanon and function as whole-obiecjs deny nspecis of

the body which may carry {hsun'bmg assaciations such as sexuality, caruality and mostality.* Witk

thta:rcmcamfou-\\rholeﬂcsaianflt!:stam:od::l:cm!:mi:.a~ i Om, ﬂwsepumingsmymomgr the viewer
to mentally associnte the

[

*...alarmingly earthly aspects of the body and its fonctions...with its untidy dotaile ity
pimples, crsases, puckers, hairs, blotches. Crucially, o formsl treaument of the body -
eticourages in us (e denial that these dmgﬁrouslypm-uculnr faaumofmebodyuc

in fact lhem “»

Such emphasis on datzil is often found .npainungs wnich mEy mcmgepm 1 responss.
Atmnuonmdemﬂmaymsuumakmuorarnculauonwhmhcausesm wappear"

fragmented, Fragmentation may encouragé the atist/viewer to unconsciously project onte the part-

objects imaged, in an atiempt (o restore their *wholeness.” As in Threg Lace Cloths, these qualities, |

as well a3 a particular kind of engsgoment with the medinm, may facilitate 8 mere involved
response to the paipting, Phrases such as “losing oneself in® and "expetitticing & senisc of oneness

~with” the surface come to raind. This suggests a sense of "immersion’ or “ecstatic fusion,” a loss

of boundaries and a dissolution of the ego. These states recall the ambivalent feelings of mergence
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and separation expericnced by the infant in the State of *cosapleic subjoctivity.”

9

O3

"This state - like Cixous” Imaginary - precedes the construction of subjectivity. Cixous evokes the’
Iipaginary &s a pameless space which exists before the Symbalic. 1t constiines a pre-Oedipel stage
before the hild acquires Ianguage and theceby the capacity to name fisslf and bbjects.® Many
postmoden cultural critics and 2nd generation femlmsts hold ;pat sexua.l positioning is construciad
through mtcn’cla;mg processes by which the mfant (phymlagxcally aﬁd psychologically unfori.ed
at birth) acquires'n sense of self snd Ianguage" Frend and Jacques Lacan posit 3 specific relation
between acquisition of gender identity and sight. Both trace #s acquisition back 0 the aghun-: of
sexual&ffu‘m:emﬂnpre—Oedxpalstase.”AsGallopm '

o

W

“The privilege of the phall-.;i as pmmcd. the concomitant “fisappesrance’ of my |

fernale genitulia under the phallic order, i based on the privilege of sight over the ..
other senses. The peitis, sccording toFmd,:smevmbleahanwmthelnﬂegm T
has, From bemg mare visible, it hecomu simply more.. mxpenu'

'.imndes:gmusMphmusasmvmvnegeusigmﬁmnmaymmmlnmas =
apmmtypeforlanguagemderﬂwsmbmmmﬂm 'Iheg;;-l-clnldlsrchgatedwﬂwmahnof
absmmﬁmmpresemdonlyasmemgwwcpom of male positivity. Dundmdmn.wu@
ofiers a citique of Western philosophical and literary tredition. The laster is ‘based on a
*metaphysics of pressnce:” 19an is positionsd as the central, privileged referenbe point argund which
various hierarchical appositions (proscnce/absence, ¢alurc/nsture, law/chaos) sre constructeds
Deconstrctive criticism aims to dismantle the lognc and feems through whichi such @posmons ae ©

!

{_’.‘

Derridisn deconstruction and Laemmnpsychnmalyszs are. used by Cixons and Irigaray in their

critique of langnage which they consider & petriarchal construct. Resistance to phaliccentrism in
hngmgﬁis proposed in the formn of & female language whi_chasse.-r._q-the direct experience of the

body™ ki acknowledges ‘jouissance'™ - *...a giving, expending, dispensing of please without

concern about ends o closure."® Cixous calls for a femninine wnung which oeiginaics 1 the’
Imaginary and Irigaray advocates a *feminine language’ - both of which. "...strugylé to undermins

the dominant phallogocentric logic, split open the closii. Yof binary opposition and Tevel in the:

pleasures of open-ended wxwaluy e

'
El
Y
- B
- B

'ICxxousrejeclscawgonesnf \'mmmeasmeymnmnemodadinbmarylogip.mqal “q 0
rather of a “decinYierable libidinal econ{ymy’ whxchcmnbereadmwnﬂngbyama!acnfcmé*
It is not nocessati'y the seit of the anthor but the kifid of writing whlcf{\\detummed its gendcr

:\_“
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‘dcscript_ion.” From this she proposes 2 theory of bisexuality, which is "...multiple, variable and

~ everchanging, consisting...of the “son-exclusion either of the difference or of one sex.”™\.

Irigaray’s und Cixous™ body politics are hased on the claim thas women must assert their bodics

85 & source of writing and self-knowledge. Wotnan - says Cixous - must "...put herself into the

wxt.."M drawing on her bodily impulses and psychosomatic specificity:

i
SE

"Write your self. Your boy must be heard...To write. An act which will not only
‘realize’ the decznsored relaion of woman o her sexaality...giving her access to her
native strength; it will give her back her goods, her pleasures, her organs, her
immense bodily territories which have been kept under seal.™

Cixous employs meaphors for the body, frequenty referring © matemity and childbirth. She
claims that wotnzn shouid sssert their bodies s sites of plentiode from which “"the desir: to
write...1o live self from within,..for the swollen belly, for langt&ge. for food"“ ma y_l{-, expressed.
SopisspeaksofMelmchalgnsatext w wutwndwughm?mdy"”Asmh_uE”ﬁmungua
site which mulaw\: the fecundity and sexnaixty of the femule body This wleplmmd by a
codified repmenunqrs of a ferhizle figure™ depicted in the fefi-hand side of the upper register.
(Fig. 16) (Intemsuft_'gl‘ this repmmm was first seen by the artist on the cover of Biclogical
Politics: ¥emini -Bemi by Janct Saym. (Fig. 15)) The exterior S'un
cfhcr:.tnmwhupeﬁ'ﬂdbmkloexpmem m@twam@pomaymgmebodyasaaitenf
"...multiple physical L. pacities (gestation, birth, lactation) and of liberatory texts."™

[l

' hg 15 Spigelius, A, De De Format: Fox Foam (1G26.) Fig. 16 Siopix, P. Melsncholis
{(Medical !limiuamn) (Detail.)
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Ilfusionisiically shown in the numerous m-reﬁres_ema&mu of figures in ecstalic poﬂ:s. the body’s

sexuality is metsphoricaily evoked in the images of shells and cut open ripe fruit. In the shells, an
*.interior body secretes and is secreled by the protective exterion.™ Like the body; melons

possess a soft, fleshy interior contained in an extemal skin, With their- inner core and outer

circamference they roay suggest the vagma.‘“’ As Siopis nowes, these obpcu - mrcamly
libidinal,""! servmg as articulations of female desire

As in Three Lace Cloths, a pre~occupation with skin pervades, This is pertinently shown in the
depicted *embiem’ of the pared lemon, (Fig. 17) The sartist has boilt its form isto a three-
dimensional simulacra by sticking dried paint *skins’ onto the surface® Recalling the female
figure with her siomach ‘peeledopai' lhclmonmaymrlasammpbbrfonhebodi with its
soft internal flesh contained in an outer prolective skin, Expanding pn Siopis’ idea that oil paint
may carry associations with body and skin, Rwhardsmtesthummmm

" soﬂmdrammhodymmmdbyahuﬂshnfm
correlation in the image of the cxab, the crayfish, the fortoisc, the shell. Himans,
fruit, confection, and 30 on, have soft gkin which like paint hacdens, wrinkles and

slivels in time, Thme:sheremmuiugphyofmhwral ﬁwillusmmmc.md =

;}w

lhrmmphmcai”“

Preoccupetion with skin (and its connotations of sexuatity) is echoed in the depicied mbnkey. Bemg
stuffcd, the monkey is mQL- of nothing but skin. 1t is also an emblem often used ir Duzch 17th
century paintings to warn against the ‘dangci. of the pleasires of the flesh® Numerous
additional ~eferences o interior and extetiut forms enhance the general emphasis on gkin, szessing
it sexual associations. Imagistically, cakes, fniits and cmbellishments poini to sensual, mtezial

I's
t
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pleasure - materially echoed by exploitation of the mediom’s palpable, sensuous qualities.

Through this use of medium the surface is ariculated as & sits of the body's plemtinide, For
insmuce.almoughde{roﬁofmeﬁgure. in the space between the three slliptical surfaces is a space
"..laden with absence,™ -."..a positive gsneric nurfurative space, the site for the crestion and
ctiergence ' of” sources of nowrishment and fulfilment.™ In the lower register, through
differentipted use of medivm, edges sitemarively form and diasclve inw the surrounding mass -

‘creating a surfsce . which it constintly in the process of w;eaving itsevf..cemks.ﬂy embracing

words and yel casting them off to avoid becoming fixed, immobilized."®

Jlrigg;ay conceives of femaie “jouissance’ as being of a multiple, non-unified, endless nature:
"...woman has sex organs just about everywhere. the geography of her pleasure is much more
diversified, mone multiple in its differences, riiore complex, moce subtle, than imagined...*” ‘This
multiplicity of woman's pleasure informs her concept of a "feminine language.’ She advocales
womal's specel as one which mnpass:s contradictions, rerractions, fleidity, openendedness and
change For Irigaray, to speak 45 4 woman is "...to reproduce the doubleness, contiguity and fluidity
of woman’s seiusl morphology #ri the multi-centred fibidinal energy that arises from them,"™
Similarly, in "ecriture feminme stylistic devices include double ormu!up!e voices, broken syntax,
repetitive mher thart linear stnxctures and opeu endings.

;.
- A

Multplicity, plurality and continuity are features in __g!gglg_g_whmh articulate female
Jouissance.” These concerns are mguifest in numerous ways, An interplay between dusfities
features twoughout: figures shuft betwaen ”...states of ecstasy and pain,"* many of the figures are
saken from a tradition that valorized hermaphroditic beauty,™ control and order are subveried by  ©
excess, 8 excess which *..is 100 much yet not enough." Fruits are over-ripe, over-abundant
cakesmdsweeumdlcawopuhncepommmdemy As in Three Lace Cloths, dualities feature -

/,-.e:atas fixed oppositions - but as mobile positions in a flnid state of:nmrchmgc where "[a]l! verges

on collapse mto its “other... s a_ -

This imagistic layering of fom'is ¢ Jelates with Iuyering of paint as relief. In the lower register,
paint is built up to such a degroe that it projecis into the viewer’s space, contradicting® the sense
of infinity alluded to in the upper region. Limitless space is also implied by the *endless’ table and
its plethora of depicied objects, In: this display, a potentially trdless.process of iconographic .
division and fragmentation is depicied.” Such llusionistic depiction of cut.open forms correlates

!

* with actual paint as materisl body which is cut into**

L] -
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Use of multiple light sources further fragments mvm.nmmmmm
rupture the surfaces upon which they fall. As in Three Lace Cloths, the physical surface is forther

optically fragmented by light which roflects onto the three-dimensional textures. Depicied mirors
and part or whole images depicted in the painting echo this play of fragmentation. Given the -

combiuation of these factors, the. surface becomes a manifestation of

"..body without end, withomi appendage, without principal ‘pans'...[of] writing
 [which] can: only keep going, without ever inscribing or discerning contours...She lets
" the other linguage spepk - the janguage of 1,00 tungues which knows weither

enclosure nor death."

With ber proposition that woman “write through the body® Cixous advocates an crotics of wiiting
derived from the unconscious, peo-Oedipal space of the Imaginary. Similsely, Siopis notes that
Roland Barthes’ *jouissance’ - *...a radically violent pleasure...which shatters - dissipates, loses -that
culturat idontity, that egG™® influanced Melancholip®™ The artist siotes that whilst working up
paint &8 subsiance, she experienced 8 soase of "..ecstatic bliss.” and receils “foeling
. faesmorized... by" and *..caught up in or entsngled with..." the peint surface. . Lnis assertion
of paint 1o excass points to a state of being *out of cntrol:’ a stale which may be related to the
part-object, whero there is & sense of dissolution of Boundaries between self and other - reminiscent
perhiaps of the pre-Oadipel state, This state aleo recalls the dissolution of ego and 1onse of *ecutatic
fusion® which may be experienced during 3ex.° As Andres Dwokin says, in such sexual contact,
*[t]here is no physical distance, no self-consciousiess, nothing withdrawn or privats or slienated,

no exisience outside physical touch," As such, the surfice of Melancholia is an articulasion of

desire®s ,

This sense of absorbtion is iconographically echosd in fhe imaged figures, which prsont
psychiosomatic states of exiroversion and introversion in historically sanctioned, conventionalized
gestwes and poses. These states range from codified represenmtions of the hysteric o
melanchotic seH-ubsorbtion. The latter is cmbodied in the ro-reprmsentation of Estrany’s “The Dving

.!D I‘. ' in the right-hand fnmgrom‘d.n Another form of seif-absorbtion is evident through -

autobiographical references which pervade throughout. Siopis refers to the peinting as ™..inventory
of my experience” noting that many depicted objecis are personsl possessions which *...reflect
conscious and unconscious memory and desire.™ Ag Hazel Friedman says

"It beconies evident that svery object and allusion is part of Siopis, jus as she is part

o of the painting, lierally in the form of a self-portrait, and emotionaily. This work -

+ like her other paintings - tell the viewer more about Porny then she herself can
meveal” ¥

1y - " =)

53

S



&

The artist makes this ﬁnﬁpmlmdwﬁmmspicmw inclnding a seif-portrait as
ammrﬁlum This is not unlike the Iuich artist van Beyeren. Here *...the reflection of the

artist stares st the viewer, butha'physncalmmylsabsenn“'"ekﬁareﬂmﬁmﬂwamns :
inclusion of herself is Nusory, immaterial. She looks at the viewer/hurself from insidefoutside theQ

painting bit actual bodily presence is never compiciely dectarad.

I wish to suggest that Melancholia re_alizes Cixous' and Irigaray*s presentation of language as asite

fur i articulstion of desire in pictorial form. Both paingerly and literary texts coutiter phallocensric

quatities such as the fixed, singular or ghaolute; lincarity, self-possession and unity, attempting to
".reject gverything finite, definite, struchured, loaded with megning, in the existing state of -

society."™

.,_. mmmmwﬁmwmlqu;m’mmgﬂay'smmbemmpﬁnﬁnz

practices, there are many theorists who consider their writings problemstic. Their biologiesl

refiersnces and hypothetical cormections between iexiuslity, sexuality and the body are much -

debied. These are often considerud idealist and essentialist - bound up in the véry sysiep they
claimmundmnme.conhsd:cmandfaullommucﬁve itical action.”

WolfF has produced & carefully judged sssessment 6F this deblf which T think is worth adopting.
She notes thae there is some agreement among feminists that siruciion, posttructuralism and
postmodernist thooty are valusble o' fominist analysis and/ political acﬁgn. g3 they destabilize
pnuiarclmlmhodoxiesmdopposemiﬂakmmepﬁonaof ] ldmuty ‘Yet as she says, zulsu
m@\_ﬁnse fwwommwmobzlmarﬁundﬂwmmlcommo woman® as "..modern famini

lslandedwithﬂneldmmyofwommhsm idved fact of
Cixous® and'rigaray’s body politics, the female bady is consi & peoduct of social histories,
relations and discourses - all of which define it and detesmine iis lntics:, Howover they also
ackmwhdgc umuxsexpcmmdbywomm,alheiuslackmgmmomplm By asserting the
experience &7 women in their cwrrently constituted bradily identities these theorists offer a means
of "...siviulianecusly aflirming thuse iientitics, questioning their origing and ideological functions,
and working towards a non-patriarchal expression of gender and the body.™ Perliaps a farm of
painting whichappropriateé such a body politics offers an affirmation of female degire in the fnce

of patriarchal values? In Os way, pethaps writing through the body” as Cisous advocms could .

al[oyv for the creation of

“A feminine text [which} cantiot fail to be more than subversive. It is volcenic; ds it
is written it brings about an upheaval of the oid property crust, carmier of masculine
investments...in order 1o smash everything, 10 shatier the frumework of institutions,

and episw_molozy."'”
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1o biow up the law, to break up the "truh’ with laughter."™
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Fig. 15 Amold, M. mmmwmgum )

Ul on Canvas, 106 x 125 cm,
Collection: Private,
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CHAPTER S .

’CONNEC'T_‘EONS #
In !.hc previous Lhapaer I positioned Smﬁis as an, artist who appawmws tactility in & conscious
effort to disturb and challenge opticality. In the foliowing discussion, I will present Marion Amold

degree, As I have already pointed o some ugmfinmt aspects of Meiancholia and because of its
Ca -exu'umelacuhty,theImsmwanappmpnawwoﬂcmuaeasapmmofmfmfmmy
‘ examinavion of other cantemparary sull-hﬁe painiers,

Amold’s ‘ceuvre” encompasses amm&fmmmmlmumfu
10 two examples - QLMMMLPMLM (1988) (Fig ls}’andw

ﬂsﬁm&ﬂmﬂm@.&wtmﬁ (Fig "9y’ which seem to embody many of these, While

' Iwmdiscnssmefmnerpmnungwxﬂ:pamculurefermoemmoonwpmlnmnmw,lmn
exmemmmmwmwmmdmmﬁncmﬂwﬁlfwﬁmmy
of these coyicerns are equally applicsble to Divinely Appointed, for the sake of clarity these have

" not been indicated. 1 will rely on you, as reader, 1o make connections between hess two works.

Arnoid s stili-lifes reflect hek position as 2 whits woman in Alvica with Western cultural hu-nage

b who spe.nt her “mnaﬁve years ir Zimbabwe.! Her pmmmg is ml‘omed by diverse reiefmoes,
including fesinist, lnemry’ and historical® references. These form autobmgmphml dueads
\Ll.hIMghouI. her work, As she' stat&s..

a

oy

"What 1 ara doing is making work about myself - about my feminist consponent, just
as § s concerned about my African coinponsnt or my intellectual component...f want
lo tring together in my work my own intellectually orientated English upbringing and
wiylimic heri.ige und tmnms with the fact that I live in thii, Imret t.Powarful and
tumultuous environment,” .- )

In Divieady Apgoinied, Aknold's feminist cohcerns are iconogeaphically apperent.? She notes that

+ this title was derived from a male crine whodeemedﬂ’sesull-hfegmas ‘ﬁwdmne!yappomted

| pmpeﬂy of ladies." This comment reflects the hlslmcaliy sanctioned belief that the stndy of the

human form requires greater intellectual effort and as sach is more *suitsbie” mbmmt:afci
male artists - whersas the "minor’ genre of still-fife is the *natural’ subject matter for wornen.

_ as an artist who seems 1o shift between opticality and wctility, encompassing neither o a greater -

Amold uses this work (0 comment on the “..panoptical mak counoisseur..” in women's

Lo
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are constructed for the male gazes™ 3 2 & A

/ "/ ‘Fhis pmoncewed mtellecmal schema’ is outlined by Naomi Schor who poins out that shce the

" - 4 [
B i _ (5] & n,

2
8
rrH o

a . o - . Y

consciousness:™ e, the form of bodily sclf-surveilianee ezercised by women in our culiwe,
Berger identifies this, noting that paintings of :he ‘rude in Western ari amps‘y 2 male spectator eng

LN EatE

“-q‘ . _ ) T -Ir oo

9 : -
. u.nien act and women appear. Man look &t women, Woman walch themselves being -
‘looked £t This determines ndt only mst relations batween theri and women but aise
the relarion of women to themsslves. The surveyor of wotran iy berse]f’ is mate: the
surveyed female. Thus she tuns herself tnto an object and most particulmly & |~
 object of vision: 2 sight, " a :

L a - W

In Dmnclz Appoinied, a clay hippo symtmlmng woman. is clcplcled 2d seli-reflecting in zhe
" tairror, The title momcally denotes the mn-dor as wmnm s pmpeny, aying on the tradition of
- the nude which often uses the mimor as a symbol of \maew 3 suppnsem ‘vanity.' Its c!epmim
connived to make woman an accomplice In her owh object:ﬁcaum“ Through ﬂglf—mﬁecum:
woman auempls to gain insight® into who she is. However the mirrar reflects only exmnaL
nppearances and sire is able 10 see hierself only as positioned in patviarchsl culture. Reflected in the
pnecesofm:rrorsnmkonmﬂwfrmne,ﬂwviewetmpw:namm”pecuhrpumm Amold
evokes these leas poctically: . S o

P W &

o

o

.'-—- R
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“The looking glass. W}mwmn'ookaloutanhewoﬂdmmm&fonlym Lo
man saw her - h:snnageofwuuan Onlyﬂwmmwp-ﬂm:wdwommmgnmupm ] o
herself, woman g woran. And all the G man thought this habit was vanity, .}
No. it was painfifl introspection, the only way woman had of determining what she
really was, And yet the mirror was not a friend; it was muie snd answered none of

" the questions womaa posed to i, Betwemmsulmnuxhofthcmmdthevabal
lies of man, where was wmrlmwﬁnd herseif?™* _ =

[ A a oY
. EE \\_/ -

"

’I‘hearustnolcs that her prolisi. usebftlwdeéﬁmive (evident in t!wdecmdmm.h:ppos _
florat neckiace, decorative clotivlandsca suface, intersal and exiernsl frame) i intended 1y
ucknowledge the dmn'auve elements historically a Teatore of women’s crafis and to cwmé

derisive connotations ofien associated with these e!emmls." She stites:

o

-

*I refuse to concede that the dwmuve is » pejoratis’d term. If {people] wented 10
offer an insult they would ¢ill your work merely "decorative,’ If somobudy ealis my |
work "deprative’ Tam plumad rather than insulted. To give the decorative a lpaded
pejorative connatation is the product of an ideological attitude to-arimaking whizh -
n antad to evaluate the mxge io the status of the precp ‘uud insellectual ychm

'.{I &)
. n - :
E o P o

'JI

m:d-lSrh century, the detail s frequensly, assucmzd ;m thc mmﬂmml - &grrving rmnom.ms '

. - . > “ .
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I myormmuswmu\ammmmdmwmmqum importat thread. She

of effeminacy and decadence and with the everyday.” Along with Schor, Emcsthombndl notes

that historically in Western ctlltum. the detail is oftun regardedt wiWity and suspicion. iNeo-

Classical doctrines of the 18th century, such as Joshua Reynalds® Discourses bn Art epitomize this

view. For Reynolds, the detail is incompatible with the Sublime and the Ideal. These concepis
stress totalization, nnity and an absence of particularity. *Genius’ is associated with the
comprebeasion of the whole. Heynolds lizks deail with nature and deformity, making implit
cotuwcumsmthﬂwpaﬂm!og’ S’chormwsthat msodmng.hemmwsthcmml skeretypes
of Western philosophy, which hssociate maleness with form, femaleness with forless mater:
“..the alwayy imperfect nature Which awaits the (male) arist’s trained eye 1o aitsin the beauty of
the Idos! is if) the idsalist uadilmp,.femmmc."“ Further, Reynolds associars the Sublime with
grandew and*amfomuw. consiﬁermg it to be 8 ™..manly, mible, dgmﬁed manner..."* The

“feminine’ cbmf;,w.thmwam:cymatdsmlﬁemm excess and the pmsmque is thought -

'mfaigucl{pepwmdpmdwcmmy e

These views of the detkil influcnced (9.0 30 ceoary ciics, While Gresoberg ia 5k

miyhnuﬁkmﬂwmve,mmsmmﬁliétdwmﬁveum Hern "...avery element

'andeveryarwﬂhs] eqmvaientinamuntmdmphm““ He sioles thatwuhoutdlis "schieved

‘}7 the surface becomes m&?‘“‘*‘ and "merely decormiive’ in & pcmuvc scnse.”

"Amoldscomernwiﬂnthedecmniwmdmma!mkmmmaﬂuy lhnvemmpwdmlhowthu

in Western visual fradition, hxerarchm%camsoma of the zeneral/particular, Wn/my.

_ mty}dls;msal #hd so on have boen oquated with masculine and feaining polaritios. This

mvﬂngmgofmmuqmﬁnesmsmhavaglmmmmn "critesin’ for gauging quality
mlhemualm'meqe “criteria’ la:gelycmpmnmfwmlcmvdmnmlmdpbum Through
heralmpuwmowledgemdvahme vmkcmmdqumwameofmm

patriarchal values, However, she locates herself as an ambiguous figure between opucality and

lactitity, noting, ’W- _ '-‘
"1 work or: levels of ambiguily, bringing both the intellectus! ambiguities which are
part of my vole as sn arl bistosian and the scrual artmsking or involvement in- the

creative process,. Iwmmhthkemlmmynlfmmympmecuw becuuse

think that it resiricts the spectator."® .
}

says:

“*Connections’ forms a key coneept in my criticel thinking: its aol an isﬁae of binary :

ﬁ-:._-\:\)

7.



opposites priotitizing over one mother, but irying to locsate # wgy in which one can
affirm two spparently contradiciory concepis by making the appripriate conneetions
between them..."™ _

In The Ragg objects are nsed as socio-cultural metaphors, Symbols of s Evropean heritage (lace
doileys and roses) are juxtaposed with objects of African origin (Shona headrest, clay pot, guinea
fowl.} Cultural dualities are supported by an emphasis on difference c.g. mms«produced Western
toys contrast with hand-e:raf ted Aftican arufac!s

u’
In contrast 1o the volume of the depicted objects, the area depicting sky is characterized by gestural
mark - rendered 8 a seriss of flat linear striations, In sreas depicting Jand and cloud formations,

'mm-ksmmterpt#mdaspamlmeampea ’I‘lmamocMmzhﬁwunmdbmderandwooden

frame, In *iv way an mw?p'iay between itlusionism and flatness is sedhp Thig interplay is reflectad

~ in Amold’s working pmoesses Objects are observed from life. Components of the painted
* . Jandscape are taken from drawings dos by the artist ex-situ. The artist derives information fiom
»an alreadyprocessed surface, sewng the subject matter at & remove and allowing *...initial impuise

ito be] mv§fmned and re-formed by will and insition..."”

Whilst perhifps nct a5 deictically assertive as the mark used by Siopix o wysell, Amold's gestaral
markdmsupply the viewer with information concerning the artist's body as site of!hcumgz In
conteast 1o the illusioninstic oujects - where avidence of brushmek is minimjzed and areas of the

surface are smooth - ﬂwmmiwvededm'memmndingﬂpmisinmcd;léucmm,mvmg :

evxdence of an esséntially human action. Tactility is suggested in. this way and im the hand-carved

fmma Herc some of the depicied forms are repeated threc-dimensionally, This intensifies the |

mlerpla'; between dualities of surface and depth, the tangible and the JLusory, As in Divinely

: mmepauemsmboahﬁ'ameandpicmaremtendedmvmmembmed)mﬁw

and craft traditions historicaliy associated with women.®

Thc lower register of the swrface is significantly *weightics” inan the upper region, Objects are
pl'acecl ia this space and the landscape projects illusionisucally towards the viewer, appearing 1o
spill out of the bottom frame. Tais "weighiedness’ suggemsasenscofbodzlym the fower

. register of :he painting, like the lower regnsm of the body, becomes a site of support.®

in this painting, as'in Divinely_appointed, features such as deictic wark, carved frame, pes-

oceupation with the decorative and *weightedness’ of the lower region combine to suggest & desire
for 1actility, However, aspects of her paintings aiso seem to contradict this desire. For example, The
Rose appears 2 particularly “exccuted’ or mechanical work - a work which stresses 'the given' in

65
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various ways.

Forms are repeated as if acconding 1o a system. Positioning the headrest and pot on the left and

right hand sides of the format respectively divides the pictorial spece into dualities, Separation is
suppéﬂed by a dividing path radisting from between the two mountain ranges on either side.
Formsamagedonnngs:demmpeawdonﬂwnﬂwr.thmcapplesfuﬂrepeuummmma
puinea fow! and African animal featurs in front of the doileys on both sides. Ordering and conirol
over the piciure plane may have beei facifitased by its relatively small scale,

Hierarchical figure-ground relations are emphasized, As Amnold says: "[tihe crocheted mats control
the space within which the form iz situated..objects are enrmpped in a particular spatial
\cnéﬁonmtma demarcated nernwry"’"'l‘lusbwmmmufwc compare her use of figire-
groend delineaion with Siopis® use of these relations in the ower register of Melancholia, In the:
itber, mmﬁmofsmfwemddeﬁnedmﬂmﬂmmwlmmorpmmwmwhnwm

Baill up into refief, Outlines form and dizeolve, echomg the tife-cycles of birth, growth and decay. ;-

- evoked nmsgmﬂmlly
it

" The Roge has & "uniformity” sbout its surfice and structlire, Bbjects are frontally pmﬁn::d. asif -

’-'ondxsplay.’l'hcympnmarﬂyunhnkm Predominantly peimary colours are used in 2 whitch
sepasaies hues. Ilusioninstic forms appedr generalized, with relatively nnd:ffmtimd mms or

" surface desail. This becomes clearer if we compare it to Siopis' contrusting surfaces in
where exnmes and quahues ars infinilely varied through heightened attention w ;
differentiation betwean smemh and activaied surfaces.

@

These factors combine (o suppont the general sense of ’giveness.‘ In contrast o M

surface, which assumes the work 10 be pre-eminently pictorially 'given’ - stressing totlizing valuos
of 'pure presenmess’ and 'ar:.hieve.d mity.' "

In e dualities which 1 have pmnlod out thusfar™ are echoed in the pley
, an(wpenfmns Wholv apples. plnccdon the closed surface of the headrest contrast wi

e
Vil



it to symbolize the discrepancy between the public and the privq%e." This intesplay between
" interior and exterior space also suggesis masculine and feminine polarities™ - an association whiciy
is sypported by the depicted male guinea fowl on the left and femate on the right hand side,
}a .

'S

L@eqﬁl_@- like The Rose. is constructed around dualities. However, these duslities suggest
AN - ‘

i "Refetition, lextural articulation, layering, containers and voids, the central vase with

g flowers, the deep tunnel space behind, the "staged’ cutting open below, the
- relatiod, between open, closed, core, clrclmfmnco rigid, soft; singulsr, multiple; .
ind alicaation and on and on...

mobile sexual -1:"-- tiation. Like Cikous® concept of & multiple, variable and everchanging
excludes diffmunennrdﬂlerm. dualitics axe presenied *..niof fixed in

" In Mlancholin duslities sdp never recongiled, Siopis does not ™...amul differences, but stirs them
incre them.”™> Amold however *fixes’ with her use OU‘““J'%

. numerous duslities presented) in The Rogs are reconciled in thepmwmlformat.mwbar&ncemm
. Amoki’s belief that "[e]véhyshing functions because of its’ antithesis, and in the interval
‘botween..the shifting space for action," Reconciliation is indicated in the "solid" space of the
landscape which - "Rike the space between the throe ellipticl surfaces in Melancholia - serves aa
apwuvemofaﬁ'mmum,mmcmdepimdmymcshmmngmmm
pmandinﬂnplacementofadepﬂmdwysoldmmmepathwaybetmﬂwtwogimpsof
animals. These all function mme:qnceﬁetwemmepolarméa serving 5 connoct and unite them,
“Through reconciliation of npposxtes,ﬁ:ctmﬂum:ynmhwve&‘hus *achieved unity” uem:ﬂmsized
by an ordericy of forms 1o create a whole'andbydtefmmmdhmdarwlmh ‘comnigin' the

painting,

At first, this painting appeared simple’ to me - an autobiographical ropresemation of two facets
of the self (masculine and feminine) reconciled in an unstgble enviroament of war. Yet
_ conversatinn with the artist and  more intense exploration of the work has mm;ﬂmaed my reading
of the painting. In some ways the work seems 10 concur with Amold's intentions, yet in other
ways, ther; are contradictions. For instance, the artist states that

"There is never an overt autobiographicat menifestation in slilllife, there's 2 lot of

3
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Howevcr, it may be argued that Arnold’s :conostaphy is "obvious' - these ametaplxs may”be
"esily read.’ Eyen though she uses intertextual references, objects seem 1o rexeal their identities
clearly ss autobiographical metphors. The composition appears as if analytically, insrumentally
md.mdﬂnmmupponm *givencss’ of her iconography.

Referring io Melancholia, Siopis also says that "{things are not quite what they seem.™! She too

_intends objects to function as autobiographical metsphors,* yet here these ssem o opesate in a

more complex ay. Siopis uses postmodernist concerns (intertextusiity, pmd:P sllegory and
Wmof?ﬁmmwmm)wmﬂmy optically given presence,’ Various

ernblems, whmhraﬁermﬁuopeml?&mmsbll—ﬁfcmn@u,mmed As I nowd in,
i, mmmmmmmmumdummmmwv *hidden mesnings.” Hera they

maybeldmuﬁedmthpomdemﬂkgu‘y“Nmmﬂymmlmmmdmgedfmm

layered, hmﬂwmnkkﬂeﬁm&mw&smﬂmmhkkhwﬂam'{ﬂh&zmm _

pursuing and producing meaning. amofacﬁmmmﬁhthacmwnphﬁwmmyghmh
mﬂywaﬁ%hmntda gwen."‘“‘

Rl

LrphF n
L

acwssataduwm““ﬁhhmghﬂwpmunngopcmm iovelof’ﬂxegwen vevealment
scrmpnmnnlymcmal Modernist concerns of 'giveness’/pure preseace” and *schieved imity”

mpmvalmt.ﬂerscwﬂapprmhmtobe formu {md, mdwaﬁngan.immsmiwwim

s!awmts mgguung *intuitive involvement in the crestive procéss

-

Inecestingly, Amold’s concern with picturing tmdrwmcﬂm duslitics reflects her approach in
relation to opticality und tactility. Through frequent references to gender issies, wormen artists and

. ) ) . {) o ] o
- From tir'e, we can gauge that Amoid doss not invest the Sarface and iconography to the satc
degxuasSmischem" .ﬂiﬁﬁfefbwomes]aeonmmﬂmahwhwhpuwulmmpm

their works from within a historical context, Amold shows her sympathy with ferminist concerns.

- €ttter vactile factors - evident in her use of the decorative, assertion of gestural mark, substansiatity

ofdmluwermgmnnndmuhwved&am-lbmmd Perhaps it is in her ability to shift between
optica!mmgleap;mhas ratfier than through the *giveness’ of ber iconography, that the artist
realizes her Gosire " w0t % define b to maltiply meaning,"*
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1 '!‘hlsmlendemmﬁmnampumn humofmﬂh&mﬁmand‘m which Ameld bed
af the Choodman Ciallery, Jolunnesburg ml

j

ﬁ mmm&mmwuﬁmm&mmm

:?3 lmﬂnfcrmxhnpunnngasmmfmmmwm L _ el

S

-{4. nmuowtﬁcddeunbmabwi‘mmw a..exgment »i hit wotk in relation ko opticality and tactitity.
o 5 Amola% igghreat

mwlyzmlmmxl!nsmhhma tre stz ! informs her wok. The tide of this painting ls
a phrase deriv pfmmﬂwmung: of Vﬁguua Wn-nf {Armlt' M Interview mthmuuﬂsngm__;hgglwx 1990.)

& Fore :!Emgdﬂ_mn{mﬂ)mmthhmulm&mmcmsBmﬂumBm

onethe later, | swmtlucammq}bundwmmu Soumh&mmo—pdmedc:mmt.qgg)
i

Amdd,M Qnoted:f/Korber R !mual.WhitzArﬁs:mAfnu. ﬁlng.i.l 19-25 July 1985,

8. Ax‘nﬂdﬂm that she i5 & *..¢ tied fominiar.." and that "[tfhere are t references 1o ferinist ixsues
mdlnwmqimpﬂmmmmtan ) mh‘{&nmld.hilmviewmmﬂn ist, Thid.)

o Setfnl{hﬂ(ed&)l’lrku'ﬁ. Polh*,(‘g es pp 50-81,

10. Batky: S.‘Fcqull.FL'uiﬁ aMﬂandumnumanam‘mthow (eds.)ﬂianmnd.l.md@duby -

mMmBm.MumUmmtyPrmWB&anlmdm

L. Feminign and Fows s
Wdff, J. Toid. p 127

11 Iﬂsabummbuledmny%n&gmummwuﬂmwwunmﬂbmmuﬁmﬂmnbodwu.
Theae artisia propose that women’s bodies are generally portrayed in ways which represent thism a5 objects for the
mmmmmdecmmmmmmummmm *sooglc ficld,*
ﬂsmﬁnﬁmmbrmemummgﬂmhm armxmdsolmulﬁm'mﬂty.hﬂmmuuwaynfmﬂacﬂng
cultors’s viton of itself, [It] bogitmizas cultore™s dorminent ideclogy, and is thecofors inevitably politically motivated,
It comstruets difference throngh a ye-prosentstion of preconditioned concepts about gonder...thit are at the very
Ioundnﬁmafmwideologymdnymmofbehcfs (Gouml’mnm.'l‘ 2nd Mathaws, P, Ibid. p 335))

Bem« I Ibid p 47, hmﬁmﬁymﬁhﬂaﬂcﬂmm&mmmwmwﬁmﬂm
wwmmMNumsubﬂmmﬁuﬂymmmmm.awmmdm

© advertising, fashion modals, the media and thy tradison of the femaie nude. The construction of women's identity

in these mepresenmtions is generally that " is viswer, wornan viewsd.” As Mulvey notes: “[ln & wordd onderod
by sexual imbalunce, pleasure in looking has besn split between activefmale and passive/fornale, The determining
male gaze projecin ity funtasy onto the femels figure, which is styled accordingly. In thelr raditionad exhibitionist

role women are imulueously looked at and displayed, with their appearsnce coded for strong visusl and crotic

impact 5o that they can be sald to vonnats so0-be-iooked-at-ness. Women disiayed as serual objoct is the.leitmotiv
of erntic spocracla .she holds the look, plays to and ltgniﬂas rrJ dosire.” (Mulvey, L. 15d, p 365.) "

13, Seerwnmnmnm;m i

. Amold, M, 'Exm froth Diary Entries fuM__ Connsctions Exhibiion Catalogue, 1988,

-0

is. Anmld. M. Inmmw with the artist. Iid,

16, Ibil fmlics my own. ¢

17. Sches, N. Itid. p 4. Schor refers o the detail in both the visual arts and Kterature, with reforonce 1o its velation
to gender hicrsichizetion. As historical criticitons and an overviow of the detail is brond, I hiave only rofared &

selected points. {S2¢ further Gombxich, E, H. mmomm- A Study in the Mofl}mnﬂwﬁgm :.

1-2 for A history afthedemnwinﬂuvimdm)
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i8. Schor, N. Ibif. p 16. Privileging of Form over dewil is considered a sign of artisdo virtus in Inlian Rogaissknce,

pelntings. in the split between the Southern and Notthem iaditions, the wnore particalarist Dutch 17th ceatry
tradition fk generally considersd as leyses.” Alpers ool they this privileging of Southern art over the Northem may.
be sitrittsted 1o & covert association of the former with the 'feminine® beomuse of it tendency towsrds demilism.
(Alpers, 5. Quoted in Schor, N. [bid) However, ax vioded in ch. 1. ﬂwDunllweofdﬁwlulemw
Frsmewurk, fukidoning W make the depicted world more visible and present to the cye.

19. Reynoids, J, Quoted i Schor, N. Toid. p 20,

A Ar Schor niies, the demil mey be perceived a3 "threalening® bocause of it tendency to *...subvert an interna)
hierarchic ordering of the work...which clearly subordiaaies the periphery to the ceatre, lhemeuwynﬂzmndpd
the fovegrannd to the background,” {Schat, N, lhd.pﬂ}-}
21. Greenberg, C. Ibid, p 156.

22. Set further Kuspet, . B, _ggppﬂ-

23 MﬁldehﬂummWMWMﬂdﬁmmhwﬂmum
LaﬁmnmmbmntnrihzmnfﬁrtndﬁmmaUNISAmdummmﬂc.

2. m:mmmhmﬂﬁgdﬁmfummmlwiﬁmym such as the guinee fowl

« #re made by Zimbabwean crafiswomen. As handmads axtifacts, each has its own idontity, They refer to their
croaters and (o both their - and the artist’ -plawofm;in.ﬁnﬂ:ermfmmhermginiseﬂdemm&n
wdtm&mmuomemzmanmwbabw&(] )

_?5“ Toid.

27. SM&'MMMM SundudBkaom;AniuqumiWimeHmAn-_
Exhibition Catalogus 1984-5. Iﬂ}huaddud. o -

29 Asmold, M. Ibid,

29, This "weighting’ of the lower rogiator is timilarly evident in Thres Lace Cloths and Molanchiolia, Siopis aften
:ponksol’herpdnhngxmbocklyhunu.mfminghthabwwmmwruaaﬂnohmﬂmnﬂdﬂcuu *stenmach
aroa’ and of the upper regiater a8 being related w the corebeal realm, In this way, she cavistons her puintings as

ml.:tedtnwehwnmbndy {Siopis, P. ’lnmnmm\n‘} -

.-.w M. Ibid, Tratios added. _ _ . : :

31 ’Fxﬁﬁwduahns sn reflocted in the irmged war Wys. As masx producsd toys diese Beam Innocuous, yoi sc

intended 1o fimction &5 londed Figns of s uncompwomising reality mn;mwpmdmmcshapuofm
and flowery, @

32. Amold, M. Ibid.

33, Further refeences to internal and cxtemal space ey be found in the hippo, whose internad (intesior cavity of
her mouth) and-cxienial sppearance is reflocted in the mirror, reflection of the ‘outer’ landscape and stones in the
foregroun - a reflaction which incorpomtes the external worid of the viewer into the intemsl pictore surface and
in the printed border which *fames’ thepumnplhcmhnghﬁamdﬁmbommmmbymm
sculpnual frame e} inteonal bordor.

34, prmold, M, Iid. " .
35, Ibid. )
6. R:cha:ds.(' P. Ilnd p 76

.

37. Cixous, H. Qlluhd in Moi, T. Lby_!._p 109,

N
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3. Jud S |
39. Amold, M. Quoted in Skewman, K. Jbid. -- ' .
40, Amold, M. Inwrview with the artist Thid. | ,
4t Siopis, P. Az 17 - '86, Bascl Exiibition Canlogue. - _ ' "
4% Ibid. » ) | .
43. Richanis notos that a simply defined ™ Mmﬁmﬁmaﬁmm'“(ﬂnﬂﬂl&
Mmlmmﬂmmtyhu 1982, p 2. Quotad in Richarde, C. Pmp'm
Hummmuhmaﬂmymybemmﬂnpmndemfmo{wudyq s intenat
_ discowsse,. renﬁng.mphying, tnvaﬁnauﬂmmwxmahﬂmmwm."@eg )
44" 1id. p 76. _ _ \

46. Ihid. |
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Fig. 20 Diesrich, K. H. Stjll-Life with Proze

a8, 89,2 x 120 cm.
Art Gallery.
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v Fig. 21 Diswich, K. H. Agnes Boikanyo and the Nysmisoro (1988.)
Pasiel on Paper, 200 x 110 cin (ireguisr.)
- Collection: Private. f
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Fig. 22 Siopis, P. Pu

il Psint and Collage,i200 x 180 om.
Collection: Willism Huropbries Art Galisxy, Kimiberley.
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CHAPTER 6 S ;
MASTERY AND MS-TERY i

. o s : A A
lnconﬁ'asttomewayAMda;mw‘ﬁﬂbetmeﬁmofop&ﬂﬁmeiﬁ?,lW
" position Keith Dlet.mhswad:asmore cxnemlyopucai Cixous’.zremise, mentioned in Chapter

4, tbatevideméota *masculine’ or *feminine’ libidinal cconomy is not necessarily gender specific
semnspemnmttomydxscusmon of his work. Cixous noies rha:wnungby'ammmayhave
characteristics of a *femalg, libidinel economy’ and visa verss. Although Dietrich's work is '
s:gmﬁcmﬂyomm Imnm\m/ﬁngamarycomecﬁouhetwemopucﬂuywdm Optical
pmnungmayslsobepmdwedbyawnman. '

MSMM (1980) (Fig. 20)' and Agoes Bolkanyo and the .

Nyamisoro (1988) (Fig. 21)* will be used as examples of his work. Whilss the former is & more

mmm-MemmmMsmufamesoﬁm&ﬁm&mi@mm

Afnmmenandwmnaredepmedwdhmll-hfeobmm I heive chosen to discuss an example

of this series for the following reasons. Imhasedrawmgs, Dietrich notes shat *...still-life imagery

andﬂleﬂgurcmmdemdasﬁofequalhnpormnca.“’Evendmghwmkedmpalewmdm

ﬂmdrawhzgsaspmnungsbecausememmwhlchonlmn'isbuﬂtupmemhlmhisappinm

. fﬁfcolowmﬁwpmmmgpmcws Fo.rhim.meovemlt look’ofthesurl‘soemsembhsﬂmdm
dluslansuc painting.* Further, a, pam!it;g of thiz serie; was exhlbmd at the Valperaiso Biennial

 of Art VI in 1987, which hadsun-masns theme.

'-'J e

: kaechmch Agnes, Siopis’ Maugmngmtn',A,w(w&) (Fig. 22¢°
maagest}mfignmtngeﬂmw:msnll-hfeobjects.mmvprmdﬂbeusedasapomwfmpmm
toDmmchspamuuguftheﬁgmed _ [

i
o

Ay
i
!

Writing about Siill.Life ini 1983, Diewich notes that his intention is to

“lemtypedmmandprwﬁuufmhmmdthc wdmary Wi e

" result of the Photo Rehlistic approsch empioyed, the dialectical tenmion berween
subjective gnd objective realities became clear in the sinmitinecus heightened sease
of llusion-end asserfipn of pictorial flatness.™

He goes ot to suggest that although smface-dgpm ambiguity and objective and mbjpcﬁv;é valpes
are manifest, a primary aim is to present s “objective’ a representation as possible, He attempts
to portray objects as "...independent of anty meaning or function that we have ascribed o them
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J\u as " mpped of their labels...calttua] and %mn» m*‘ In 50 doing, e intends 10
Yimize sub)ecuve snd emouve connotations and r;;hze se!f~mimnnahty

"
£

Dsu:nch aims 0o achieve this ubpcnvuy“’ virough p!:ormcaﬁsm. ‘This appmaeh o pmntmg
awnp:s w appmxxmate photographic reality. Dietrich notes that wmlezhe above work was pmnwd

 from life, thers are "...indirect reference{s] 1o the phowgraphm mage "1} By rendering objects

"as accurately as possible,” he aims for what he considets as the factual truth' - ofthe
pmmh"mphmmaphasalhgedly’obsmwdwm pra’fxmirwmﬂ fscontestedbv

amnssmmohﬂsgg Taggmmatmemhstageofﬂie;ﬂmmgmphicptw .chm"fce '

effeets, \pmposefnl interventions, choices,and varistions produce meamng *13 The phomm
constiwies "..the production of & new, specific reality...which becomes nmnu,gful in cerain
sanactions and hasreal effecs, but which canto rfer o be refeod 0..88 " -

MMaMmeﬁwmamem"ﬂemﬂm
ompmwdmhmwmmmmmoddsfmmcggmmmmmmmmumy
and tonal velues are achieved, Thereafter the egg tempera iz smooﬁleddawn mmmmm:rar:es
oflabour usangoﬂpaunsmyedonthhman&mh“ _ i

. I - v - ._.;.;..
Reunspechvely. Dietrich notzs that ki desire to achievd” an absolmely gmooth surface was
hmderedhyhxsprepmmmofuwpm suppoﬁ.'memmungwasexcwwdmmouneehmn
canvas prepared with polymer acryh__r: contgining marble duss, At po stage was the ground
smoothed with sandpaper. This preparaffon, together with the coarse grained tempera ndespainting,
presented “...a siightly sextred surfuce..."” He aikds that *fallihough the underpainting

was rendered with sable brushes, acenmndegmeufbmlmarkandbuﬂdupofpmmmuldmtbe -

avmdeé."“!nhisauempttocmtean *absohuely’ smooth surface, even evidence of the sexture ©
of the ground suppaort is considered undesirable, mmhiessﬁmsubjmuvecmumnmswmhmay
beconveyedmmughhnslmark.

. o : '
Like tho camess, which never comes int direct coatact with the surface it efleets, e meshaniem
of the airbrush does not make contact with the piciure surface. Bothmechmnsmsmpb'

. paricularly insubsiantial elemmminpmducmganmaage. such as \andan' 'I'deegmw

which distance and detachmwtﬂ'qum the smfacshasor:curedbecmesclcanfmmpaad Lhe
simularum mM i

i : . 3
!|| ! 'd".»*'- -

Surface-depth ambigaity is reatized r:y cammsnng obiects with crisp edges (the meml ﬂask, edgp

of the polystyrene box) with forms whose edges are relatively blurred (mbleclmh cdges. chair legs )
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'I‘iu& interplay indicates :he influence of plxmphnc t‘ocu&ng W!m:h ‘pnlis in’ and ‘pﬁshes bmk
all nnagery lyiog on the Sxtensions} axis ontp & single dirocumal plare.” In this photoreatistic -
pam::gg, these edges appear shyttly unclear. However such *unfocusing” is relativs 10 its context.
IF odriired to paintedy’ areasof___l@m,m whnchouﬂmesaiumsd:ssohcqlmmof

" suounding ground, Dietrich’s *blurred" edges appear dofined.

T

* Diesrich uses sirbrush 1o achieve this *blurred” effpct.® Although 1 havessuggesied that blurring

of edgés in painting can be a feature of tactility, his association of these effects With a mbjecuve

chorismumss seems meom,»anbls with my suggestion, The areas i the pmnting where these

cffccts occur do non disrupt m oversll smootb surface, Such mtalwmalbwsthcsmwte&d
'a- mianly upucal Asin tm. photograph which *fixes' the mmrmy, fhe sull-lee is rendeted as
tu‘ﬂellmsandmbythe mifmmuyof-msmfacéi 7

“‘!' " 1 s [ e
i} )

‘Tﬂﬁs ﬂlnsmmsm may be wpnpsred tn e smglﬁhpomt plrspective of the camera. The v:ewmg

pal

B

) *Based on the ¢ }nem obscira ot' the Rmmme, photogmp}nc mpregmmum

: unp.mc both a scene or object #nd & controlling poini of view: through s e

' the single-point. perspective in the lens’..arranges all
mfonmuun to (he laws of projection wiiich place the subject es geordetric

pomloforigmq‘f ﬂmmmemﬂnmagmwkﬂwmh:pwuhmﬂspwz Jt 18 the
'nMumsmumenmmpamytbabmws&ﬁxﬂmmofmmnlnmoffwingﬂm
image sfahncag;cnmdw the, guiss of ohecuvn)' @

.!: g .\."\ ) . 5
AR ' ﬁ‘? = i B

Iu_h_lglﬂgh_o_hths ive - prestnted in the llsiouisic thcessions! space - is smultansously
chal.engedbyttvssh mﬂuplavnmofdwamadqmmﬂwmbh.&lmc%md

Chapwr 4, mult:ple eﬁf,tmples oft‘ragmemuoa,,mmm hglnsomm which cast an imienemmam
! number of mmgrumlis shadows and excess manthnm of the swfaoe combine to shift attention

‘ awayfmmthewho}ﬁ Asmgulatvmgepnintt‘mmwm};\hm Fabemthewk facifitated in
D:wwh'smomsymmﬁcpamung wchallengedmbo&abweraﬂdupperhwnrmgim 'Iheeye B

canhamly %cmjlhemgmngmofﬁebwmmsmmdxf%dsp&mphedmﬂww
In this way, the iflusionism - onmelevelconmcmg mm?sgmﬁyumbmmed .
In S -Lgemm-mmmmmmmmmmmoimm
wave!mgﬂxs.coiomsonﬂuscoolwdof the spectrmnp'odnce ..saothmg, hmmmmls effects...”

which he believes charadterize "...cmotional Control.. "addmgthaumsxsmruculxl} evident i the
blues which ™'...point to the realm of the transcendental.”"™ Colour use js ingended io distance the

bl
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gularcenmdprmm,emblhzghimmcmmﬁthemsge As!{aaer"\ a
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viewer and deny the material world, in Melancholia the colour red pervadas. As Richards points
out, in the Book of Revelations "...scarle is imerpreted ambivalontly a2 "an expeession of splendour
and Iust as well as a sign of the blood she” by saints.™® Red can also be identified with ritual.
fire and bload, possibly recalling emotional states of passion, violence and excitement.

: . } - .
Meat s depicted in the botiom lefi-hand comer of the table in Syil-Life. With its references to the
body, it ct’fm the potentinl for identificatory responses. However these are precl by his

portrayal of meat as samuwd. wrapped and frozen. In this way, 2ssociations with :he body are

W”Inmmmdmhﬁymmnwdmmymmughcom but,
dmmmmhmﬂlymdﬂm@&wmﬁm&lmfm T

Inmgt;gdmmlofmatmahty mhﬁghwmdbyemphmmthe-nwbsmmlqmlmnﬂlghh
Figures and ground are :llumn.uwd by & singular, stafic lightsource. As in Dutch Y7th centiry
ﬁm:mgs,mﬂecnvesurfam(plmmmw)mmpmm When articulated in oil paint, these

 surfaces "...render...space as luminous by diffusing the represented objects into light substance,"™

mmmsmmmmmmwmmua .Obgsssive heavy body..." of thick
pur..‘lnumupperregwn.pmmnpphed" .in translucent iridescent veils and flecting deshes

alm.,vz without body.. “’“Asmj}g_mmwsmh ‘welghtedness® of the
Tower region may allow for a sense of hodily access, In contrast, Dietrich’s woek -presenis light in

the lowes region, creating a feeling of insubsiantialily, This is emphasized by the structuve of the
pumuns %kcumpmimﬁmmcwperngm:r ing the insmbstantistity of the lower,

_ ,
\mmvazhemmmg attributed wmmlauvemm-ﬁedges'(mrﬁm of pictorial flatness snd
proposed relation 1o & more subjective consciousness,) magiery of medium, & ‘fixed’ system of

‘signification and determinate subject position ssem primary. These factors are opiical. In contrast

o Siopis’ excessive processing of taaterial and meaning in Melancholia, which resists the closure
of a single ® gwen interpretation, the viewsr is oﬁbted a hyposmnud imege with the ability to
socopt the simplicity of & visible trunh v

The particularly mediated quality of Dich‘ich‘g painting suggests what Bryson describes as
"..disembodied vision.” The painting is *present,’ of"er&l“ss a wislized "whole® for the viewer’s
gaze. This may ailow "him’ 10 objectify, master and posscss the depictad scene. Although Dietrich
iniended o achicve a heightencd degrot of objectivity, he wnself consciously invokes all the
features of opticality and its implicitly subjective power rdgtm& It is under the guise of allsgedly

*objestive’ empirical cbservation, that the artist/spectator is empowered s a *disembodied Veye.”



In commstm§g‘ 'ginmmmichinmtomanipum:xhemmingdmdepicwd

ohjectsmrelaunntotheﬂgwe Inmdomg,hehopcsmmbvmd:euadxﬂmulcmvemmof
porn'auurc which, influenced by humanist d:scozm, posmons the fi igure as centrad @ the painting
and considers objects as supportive pmpw o He notes ‘that

©

“ftlhe objects are not meant to be subordinate to the figure...they are- there to say
more shout the figure, The figare and still-Jife [are] both so closely folated. I love

_ objects because they're mude by people, hought by people and used by people, so in
the end they're extensions of people. In thix work they operate as extensions of the
figure, despue their placernent ai the figure’s feet."®

This painting is executed through several modisiory processes. Dictrich works from a photograph
of the human subject i, from sn already processed surface. The phosographic imags is projected

through an epiliascope onio the paper. Whilst in the epidiascope, covers distortions which occur

in the photographing process are *comrected” ma.patwnpnoappmxnnate *nomal® vnsm'r'im\

lmpersmaldewces set the subject matter at a dnublemmové, allowing foralmghteneddegreeof

" detachment from the surface ®

Dieaichnnm:hauhemofdimcaclﬁevadﬂmghmnfmeﬁrmmm“.:quiwmm“ He

comments that when using pastel, this distance decreases.® The chalk comes into direct contact

with the surface and the artist notes that he experiences a greater degree of physical involvement
by rubbing or  «ging the pastel with his fingers> However, although the surface is rendered
by maoee tactife means, its overall “look® is not dissimilar to _&gl_u:i,fg.

This treatment of th/? 's body is mechanical and gmeralized. Physical details (wrinkles
lines) are absent, {3 Hudson's association of totalization with the *whole object’ or
‘purely optical =Y There is sa smphasis on totalizstion throughout, The contrally placed, '

) _singularﬁgmiss%ﬁmmﬂhammmw.ﬁgma@wjem

gre corained i a w mpunt which teaces the shape of her body. The figuie is
ilusionisticallv rendered 40 as to give the effect of tilting forward and out of the format. This
filusion is contradicted By the fiar mount which reasserts pictorial susface,

In the photograph which Dietrich used as refevence, as well as in the painting, the figare is viewed
from an eléva'.ed posiﬁou. I Western culture 10 *look down upon’ - literally or metaphoricafly -
cacries a.ssoc:auom of 'belmhug lhr vnewed sobject, Dietrich comments that he mwnds this
elevated viewpoint to function only as a formal device, t make the viewer unfamitiar with
appearances.”? Tilting of the camera to render the figure from an oblique viewpoint is intended

s
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Although Dietrich intends to subert the hierarchical relations beween viewss and viewed, certain

@

40

« I achieve & sinuZ+ aim, Hmcwmk:shungsoumdwfmmadsssafaboveﬂwwm this

elevated v:ew:ggmummaybecounmed asmeviewamaybepmamdmhokupmme
figure and she down at the spoctator. iy '

fomal eiements place both spectator and artist in precisely the pm:leged status which the artist
aimed to decofistruct,

Conbining single-point perspective™ with an slevawd viewpoint subjugaies the figure to the
viewer's controlling gaze. The mount also facilitates perception of the figure as object. Cloee
cropping of the format and the way the figure i¢ *held" in the shallow space *confines’ the viewer's
attenition i a narcow focus, enhancing *his® ability for possession. This is further stressed by the
mediated quality of the swrface. The fact tha ‘e imaged subject is called an oppressed ‘o2’ in
Western culture by virtue of both race and gender, complicases such pictorial objectification.

Such subjugation is not particular to Dieich’s painting. For instance, Tagg notes that the
photograph has Seen used tn exercise power relations since the mid-19th century.™ In disciplinary
institutions (¢.g. the newly developed police force) the documemary phoiograph is used for

identification and record keeping. These photographs constitute a standardized image where the

body is "...made object, divided and studied, enclosed in a celfular structure...subjected and made
subject.™™ Tugg cites etamples from the 19th.cettury where Socumemsry photography is
dmoyudmuhnnnmwmdpmfesmmimueg the social sciences of criminology and
paychiatry, In these discoursss

"The working classes, colonised péoples, the criminal, poor, ill-housed, sick or insune
weze constituted a8 the passive,..or *feminised’ objecis of knowledge and subjected
to scrutinization through the thetoric of photographic documentation,"

Siopis’ Patience questions these powdr relations particular 10 opticality, Her pain&ng_ may be -
compared o Districh's Agnes, since both present 2 single black female figure with still-‘}i_fe objects

- placed at her feer. The intentions of the artists ave also comparable, As Dietrich intends 1o subvert

hiersechization of the figare over objects, 5o S:opls challenges the conception of history painting
- which glorifies man’s achievements - 55 a mote sot}mhumd genze over still-life.” ”

However, despito these iconographic similarities, Siopis’ reatmest of this subject matter challenges L

and subverts a hierarchical viewing structure whereas Dietrich’s imposes it. The traditional history

painiingis genérally state authorized, heroic in form and seid 10 be an ‘chjective’ account of

e w L
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historical events. Siopis uses conventions of this genre, consciously attempmg to point 1o ways in

which this convention s inscribed with and reinforces centain forms of prejudice. As she says, .

conventions of *high’ or *fine art’ are often images which are

“ ) :
*...comstmcted, sometimes quite artfally. They are dus a matter of convention, not
*nature’ or some sort of *casential identity’. These conventions of represeniation...are
assurned not 1o be subject 10 the same prejndices and do niot serve the same intoresty
23 images from other realms of image making...hy virtue of their aesthetic autonomy.
Iwork within this self-seme aesthetic tradition using its own values - the effect of the -
res] (iltusionism), beauty, »kill and the fike - in en attempt to turs i ugainst itself Enﬂ' .
tastmwlhﬂﬂwmﬂ:eucmnotumptfrommjudwe"” 0

The =’still-lit'_t‘:‘ part of tlie picture is cotaprized of a pile of abjects and waste. This includes a skull,
# handbag, omamental fittings, amodelofapm'gﬁmtwcmbandhrohenheﬁmmnpenbw&,a

sireiched canvas, spectacks, two busts of 2 black man by Anton van Vouw.. Theseobjecmm-

commmdwi:hmmm!msmhasvegetablamm,fnggpeehngsew”mm insalé’ o the
history painting genre is that the depicted-still-life is compriged of debris. an;umanbenu
*antfully arranged’ t‘ouhemwsbemfu.mesnﬂ-kfemcmnpressedmmapdm(nmmsh.”

[

The central figure is & pamdic nf_-rqmdxmiun_ of a sculpture representing Africa.“_l\_Its source
forms p.o.. of an allegorical s&ofscnlpumdepicﬁngthelargcommm (social and

mpogmphxcal)nfﬂlecolonmlwnﬂdfmmmmﬂdeseed'ONayum&“Asthcm '

points out, alttmugh her geneeal *::ving may recall quasi-mythical postures (e.g. a frontal pose,
mmmnentahty. revealed breast and msdo—clasmal drape ) and may he associnted with i mmgay

_simhasLnbmyLesdtngmgPeoplc.hermodmdonwsw action of peeling s lemon inverts the
" conception of history puinting as a drama of human greatness ** The “hero’ is 2 blick woman,

hisjorically positioned as "other’ in Western culture and relegatod to & tower status by virtue of sex
and rece. Like the land which is considered *possessible,’ 0 her body is identified as a *dark
continent’ under patriarchy.

. The single;poim perspective nsed in Agnes is challenged by the wca&ing landsmpe which indicases

an infinite space limited only by the frame and the usionism, In contrast 10 Agpes, Where the
ﬁguresmafinmmt.n:oanmwwedgemy facilitate possession, hmﬂmkmdsorpmﬂ

anonsmquesumd.AsmSul.lt‘ ﬂ:espmoflhelowcrregmmm!splayeddnwn
lnPnnemehowcm.ﬁnlowermgm.smculmdasasohd,mwmlm The Jandscape
becomes progressively more insubstantial as it réceeds into depsh. In this way, & similar sense of
bodily identification as evident in'lhg Rose may be encouraged, ’
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The Jandscape is constructed from historical representations of South Afsican history, taken from
current historv text-books.* They include depictions of missionaries, Boors, black warriors, British
settlers. redcoats, wild-life, battke-scenes etc, However, Siopis notes that these illustrations present
a steneotyped prejodiced record of South Africa’s history from a dominaat, vhit: mu-ia:c!ml
perspective.® J‘ . '

Both immedisey and distance is evident in the use of medinm. As Dietrich eniploys mechanical
means to produce a mediated image, so Siopis uses a mechanical process (photocopying) o mnder

*construcied” representations, not “objective’ or “transparent’ reflections of reality,* Ironially this
inmstinmedhnionstiliﬁxﬁsamﬁhfmm-mcpdndimng«yisuwdiuamywlﬁchis

“. consisient wish my defihition of 1sctility, The photocopies are stuck down and painted over,
" Sticking paper onto the surface suggesis # more involved handling of the medium, which is echoed
in the sesertion of gestural mack. This mark conceals and reveals the given representations, The

manipulation to which Siopis subjects the original representations works o empty theen of their

‘resorvbos, sigaificance and anthoritative claim to meaning. [n this case, repotition debeses their

original meaning into cliché”” She subvorts the °heroic actions’ of whe historical narrative,
mndenngﬂmasdecomuvemouf History {hwrally]repeamnself‘“mdecmﬁvemoufsmss
. L
in both Agnes aud Pwicnce the space sumounding the figure is composed of repeated
motifsfimages, However, these motifs manifest significant differences in weatment. In Dietrich’s

work, motifs are sysiematically, singularly rendered® stressing order and control. Thess motifs

contain the space behind the figure, increasing its shallowness by asserting picworial flatness - a
factée which may facitiiate possession. Siopis uses decoralive motifs in & layered, seemingly
rendom and chaauc way, creating A surface which siresses nm~hmchncal minciples of
formlessness and mulup!rclty Mechanical re-representation of images is used to cresde an excessive
layering of detail and decoeative moif. This excess of detail draws attentinn away fom the whole,

* allowing for » responss t the picture which is not selated to possession, By combining prolific uge

of the decorative with illysionistic representation, Siopis undermines the unified and monolithic
vﬂmcl@ymﬂm%mmmmﬂwmmmmmmwany
inscribe. As Suve Wzllza.msan says,

"By using the tra.d:Qm of Western painting with illosionism s its dominant mode,

then subvarting or cﬂmmmcung it, Siopis focusses our sitention on the m,]udicnl
ways Lhe ‘other’ | blacks, fernales, exotics, eto. - have so frequently been
{misjrepresented in Ll%pl tradition."™ e
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 In.many ways, Dietrich’s rendering of the fermale appears 10 exemplify such (nis) representation:

she is presented as the objectified ‘od:er‘asa‘stil”ffe‘Nowhlikememimimmcde

| land of which Siopis speaks, thefemalebudybecma colonmdimam sub'ect:omswrymd

comml By working within the dominant optical tradition of the history painting genre, Slopzs wrns

its valuea against itself to show that B ieis nof only the representation of pohucs thatzs &n issue,

bulﬂwmlmcs of mmmmuonas well, 3t
M‘wexami:ﬁusthesepam&ngsmwkmgmﬂwmﬁa&mmmyingmmise;hichlmtu
bcl\.ftmmlslhesdeaofﬂwsurfmassmofmvemmm.Amoldappembuaehamnngs

: ummfuﬁeawdmmﬂmmmﬂm&emmamwtmhwmm
-mgmmmtwmvau(‘mmsmfmism ‘mechanically’ with litle emotions!

mmmwymwy.mwmmymmmwmmn

' mmmwfnmmﬂwmﬁm.cmmmﬂympbymxm&auymhnqueﬁp&&mwmmmpm =
abamerbetwuenh:mselfand&nm In Melancholia Siopis conibines use of the surface a3

amofmamﬂandmsmmvumqptmﬁnm&munpmdbymomdemmmmaonhe

" sign. Themzs!uﬂsﬁmnmemvdmlmwhchomﬂmughmofmmmma
: d;stancmgnfhemlfﬁommtueamdmm.&mchuﬂanys

¥
(‘,- 5w
”ﬂumvemuiuplepmeonm;ofmmidmdmaﬁngmmyﬁmm
‘betwoen mental and menual labour, nol umelsted 10 the opposition of the
opticaluctile oppasition. There is a powsrfiud insolporation of sye...mind'e eye, hand,
aixi body. This incorporation recognizes working with (coniplisnt material enables
' the mogister of memory, tmmh,dﬂadwdobmanm,mqubuuﬁﬂows.ﬂn
pnmseoflmlmbltmdmmgumn

It is perhaps in Theee Lace Cloths that investment into the surfice is particulady svidont. Here
:mmy,dmenmnmtwhmmmmdamammdqumm
combme, resulting in 4 surface in which the artist °

"..lays herself bare...she physically materializes what she's thinking: ahemjmfm it
wzthherbody ahe inscribes what she's umbecumm&mldmywdﬁm
!hemmubiemdmpmuwdpmﬂwyiuvamspem
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elided.” (fhid, p 99.)

16. Dietrich, K. H, Iid. p 58.

“17. Ibid, @ 62,

18, Ihid. -

19. Dictsich, K. H. Enterview with the artist. {pid, |

20, Dietrich, K. H. The Mystecious and Oninicy Painied Image p 61.
21. Linker, K. Jbid. p 407,

22. Ituen, J. The Elements of Cohr {simphﬂed tnd mlensgd by Birren, F.) New York: Vm Mostrand
Reinhoid, 1970 p 88, Quoted by Diewrich, K. H. Jbid. p 54.

N |
2, Richards, C.P. i p 73 L )
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44, Sijopis, P. “In conversation.'
N

24. Amold hias also pairtted several works which tmage chickest legs. {See forirfumceltisFuﬁlemm
10 Picnie in Edan (1988.)) She depicts ineat in 2 perticularly ‘lustrative’ way: the chicken is "mechanically’
renderdd with Jittle investment into the modium or surfece. In thi w:y. potestially disturbing "corporeal’
essociatio.s srg similarly minimized,

25. Diewich, K. H. Ihid, p 34.

26. Richards, €. P. Ibid. p 75.

27. Ulietrich, K. H. Interview with the artist. Ibid. 7
I8, lbld

2. 1mmmoflockmgumughnmhnﬁcdwumdhmnmhwofﬁwmamm
" iater device is devised as s 2id 10 the eye: as & soientific” nnmufobnrvmme "accurately’ and
“objectively.

o

30. Itid. Dietrich :ddz--mumofthem hn‘_'mppa&\mina airbrush weg because he "hated” the
_obpctivity and distance it facilitates,

3L Ibd
2. Jud - o

33. Bell comumts thet the camera, liks osrtsin paintings, can serve 10 vecreste the expetience of the voyear,
but with agvantages in thi respect. Althouph both may employ single-point perspective, the spesd of the
tamera cen produce “instances of reality’ making an “wnfolding of the scene’ {(as rexlized in the ciems)
pomsible, mwmmormmmmasmﬂmefmmuummmmum
rmhnlugomdxmmmhxmﬂwpowhhtyof;ddmuhgmy vayeirs” mmlltamxsly ?BQILD M.
Ibid. p31)

34, Tagg, J. Ibid. pp 112,

'35, Ihid. p 76.

" O - . ’ - ]

36. Ibid. LT
37. Tesditionally, history peinting more or less ideslizes the human figure, structuring its e avound

the significance of man's actions, By incorporating the 'minor’ gerwe of stll-life o a "hstory painting,”

Siopia subverts these hirarchicel distincrions, simultaneously elevating the starus of still-life s debusing

the priviloged position of hislory painting.
38. Siopis, P. Unpa’lished article on her work,
39, Ibd, ©

P

40. This refuse indicates the trappings of a materialistic civilization with possessive u::lmamm, mdmt n
:}mrwqmsiumofpnmmdmbnmmofthem o {( -

_’_‘U!: _ . . '
4l. Yid, S .

42. Teid.
43, Iyid.

/

A
45. Siopis, P, Unpublished ahieY om hes work.
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‘46, Siopis, P. 'In conversation,”

47. This is svident in the work of the pattern peinters, mentioned in ch. 2. Immediate recognition of their
content is often hindered by decontextunlization and repetition. Motifs are often dissocisied from their original
source and recontextualized ay subjet matter of the work. En this way, the meaning of the motif may be
emdedmdﬂndwsn‘de—sxgmd Repetition further disengages controf of context, allowing forns to lose
their individual mesning and read as motifs, This is evident in Warhol's use of repeated images. Here
emotionally laden content {car wrecks, electric chaire) is repested in a pattern-like msnner. The picnme raads

- a8 & patters and itz subyect wx motif. Through repetition, the content's impact is degraded and wrivialized,
(Goldin. A 'Emms,(}ﬁdsuldPnhﬁng‘ Artfoftun Vol. XIV September 1975, p 51.)

”3

48. -Siopis, P. _Ibid.

19 MMvoEordmngmu&m\houm:deﬁuﬁmﬁmﬁnmmwamofpmh"
constancy of the intzrval betwees motifs... * Goldin alse notes that "[the fimdsmental structiee of pettern is
the gid..” (Geldin, A. Itid. pp 50-1.) This ordersd snd symmetrical arrangement of metif and interval
‘seemingly concurs with Gombrich's peomiss that “.pleanrre in control is inseparable from the rise of = -
deporstive art" (Goobrich, B, H. MPIB)MMMMSMMMM
s:nplwhy both ir the perception and making of pettemn, peoposing that examples of Als *..Jjuate desire.... for
~..ationafity sod a serwe of order™ niay be found in the mpestad configmations of motifs based on s intemel
stryctups of reguleity, balance snd symuretry. Those views of the decorstive Indicais vainas which I have
wmsocismd with opticelity. In this way, /4 appasrs the the decarative is not sutomatically tactile. 1is tactility
-Wmmmmm&amummhdﬁ] -

30. Williantson, 3. Mﬁa&hﬁm&mm
51 Siopds, P. Quoted B Willisson, 8. Rald.
52 nm C.PLidp7. S

53. Cixom, H. "The Laugh of the Madues’ New Fronch Fenviplueus p 251.
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Fig. 23 Farbar, L. N, Not Al : (1987.)
0il oa Canvag, 122 x 203 u‘n:‘
Collestion: The rvist, ) Ei%
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Fig. 23 Faber, L. N. Not All Mechanical Beasts ure Calepelar Roagts (1987) /
Oil oxf Canvvas, 122 x 203 om. _//

Coltoction: The artist. : .
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* Fig. 24 Fieber, L. N. This Moral Coll (1987
Oil on Coirvas, 129 x 158 em, .
Colisctiont: The artist. o - y
o 9 ’ a
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Fig. 25 Fuber, L. N. Dalusions of Grandewg (1987.)

il on Canvas, 122 x 186 em,
Collaction: The artist.
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Fig. 25 Farber, L. N. Delisions of Grypdei
(Detsils.) '



Fig. 26 Purbiy, 1. N, It Is Not Knows IF ]
=~ {1987.91.) Ol on Canwas, 105 x 154 cm.
Collection: The srtist. "
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Fig, 26r Farbe. L. M.
{Derails.)
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Fig 27 Ficbe, ., Absndoniag the Orpemeqesl Oagden 198%)

it on Cenvas, 129 x 159 cm.
Callectiqnf’!‘heuﬁst.
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Fig. 78 Farber, L. N. Brutns: “The Natural Musrpisce” (1988.)
Oil o Cani .3, 127 x 102 e,
Callection: Mz C. 1. Blackbasrd.
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Fig. 29 Fasiwe, L. N. Eye-Desipe (1989))
0il on Canvas, 125 x 100 am.
Collsetion: The artist.



i 5 !.t.u!.'.’,' jonate Flash (1989-91.3

96:7?&;1.

Colisction: The srtiat.

Fig. 30 Facber, L. N.
0il ony Canves,

My
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Fig. 31 Faeber, L. N. W(lmﬂi

Dil on Canves, 87 x 68 cm.
Collaction: The artist.
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Fig. 31r Fuber, 1. N. Offering ut Anm's Length
(Detail and Referance Matarial - Madics! Ditustration.)
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Fig. 32 Farber, L. N. Voyage into the bnserios (1989)

Ol ot Canvay, 175 x 256 em. -

Coliection: The artist, '
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Fig. 32b Parber, L. N, Yovase into the Iuterios
{Details.} -
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kig. 33 Fm-b.-;.}‘l..\ﬂ. Cakpd in Viscoral Temain (1989.) ‘
Gil on Canvas,-129 x 159 cm. '
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Fig. 34 Fuber, L. N. And Once 2ot Hidden, but Forbidden (1989.91.)
Ol on Canvas, 61 x 76 .
Collection: The mrsist.
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Fig. 35 Farber, L. N. Trails of Matter, Surats of Mind (1990-91.)
Found Objects, Fabric, Plastic and (il Paint on Caeas, 144 2 200 % 35 em.
Colleviion: he srtist. :
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 Fig. 338 Farber, 1. N, Tysils of Mgy, Syata of Mind

{Details.) _ s ' )
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Fig, 36 Farbor, L. N. Sred Me Liks 8 Skig (1990.91)
Found Objects, Fulxic, Plastic and Oil Paint on Cunvax,
" Collaction: Ths astist,

76 x 91 x 10 am.
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Fig. 36x Farber, L. N. Skred Me Edke & kin
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(Details.)
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" {19%0:91.) Found Objects, Fabeic, Plastic and Of Prins

_conéaiommmt.

S, Pahasivs
on Camvas,

o

Fig. 37 Farber, L. N.

who hodsctiorn of Fersetis 50

144 % 69 x 41 oz,
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Fig: 37¢ Farber, L. N. Magerial B

{Destails.)
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Collection: The artist, .
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_chdDbgecu.F:bm.PluﬁcmdDﬁPmmCmvu. 142 x 217 x 100 cm.

Collection: 'i‘hemu . -
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Fig. 39% Farixe, L. N. Fogbidding, Fruitn Kpow No Bownds
(Dotsils.) \ '
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CHAPTER 7

’*MORE BODY HENCE MORE WRmNG“*

"Texi: my body - shoi throngh with sireams of-song;..what touches you, the

equivoice that affects you, fills your breast with an vrge to come o Ianguage and

launches your force; the thythm that laughs you; the intimate recipient who makes
gl mewphors possibla snd desirable; body...”

&

This research has been an enriching e¥perience. as it has enableyl me to integrate my heory and
my practice in ways which were not possible before, Whilst some of the ideas involved in this

wmcﬁhaqumnedembmcxpwmmymsmmmvmﬂ;!wasﬂmnot’_sufﬁcimﬂy*

comacious oF the complexity ofmcmatu'ialﬁﬂw'mm'my m\'{ﬂmmt.

Thosct‘eammofmyundq'smdumbaimngswhichmmwsiguﬁfmmmdemmmmm-

 decorative and an Obsession with surface and material, The fact, that these peintings were called
mﬂ-hfeswasmranﬂmmﬂwremeﬁluud.ﬂm verﬂlesercferuwhadlwtodo
'wnhthesul!ivfegemcassmh,zhmmmmydnmformunwmmmem

mmemmhmfaadqd,iwquscm i thecunphxme&ofﬂiemll-hfemnusm
reﬂlzedmdnffmtways.myluunw yingﬂmecmcmlsmmpmfomdly Wlnlomy
mdmgswm}genmllyaﬁmule‘ﬁ*inmumpect.nwasnrymsm Chardinand{hel‘m
of $6ill-Life,” - in which be examm;s stilf-life conventions - mhmlcularlymﬂuumdmy

o

In the easty stages of the research, T felt  stroug: identification with CiSous’ snd riggeay’s writings.

I was smmkhy how closely their'cancemns in writing parsileled my interests in painting. Even
though tiis conmection betwoen theary and practite increased as the rescarch developed, my

paintings do not simply ‘illustrate’ the theory, While my early connections with the French

feminist’s ldeasnowmnmewhazmra!(deplcungmbodywlmmm}lrealmﬂmmmm
necessary faﬂwremhwpmgress Thmwlystagefaml:mdmylamrmvalvmwhwhm
more evocative of their writings - more fleid, lyncalmdmmphmcal Assul!—hfe beeome maore

meamngfukmmhmylummnm 50 1 felt Srigaray’s and Cixous' influence to be More
intégrated into my painting. I was able to "work throsgh’ mvmmnnofqmungopdcahtym :

Whmlfeel.abeamomappmpmteway

11- . o /f 117
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_paiut in thin washes ko uge of thick paint, finally devoloping inio mixed media. throg-dirsnsional B

I struggied with the problem of opticalizy. Siiie opticslity and tactikity are contingent o ¢kch
other, Imawmaﬂﬂreumcﬂmwmle:tmmmy forc:pmal cg;aha;!smbepartofmy
pmnﬂngs,ﬂmecmﬂdnmbemomuchofafmm Iwasablctodea!wmmmssmmmmehblp
of the Freach feminist's writings, mpamcularﬂmprem:scﬂm meamkmphaﬂooemm °
must come from within,..we can only destmy the mythical and mysttfymg constructions o?«
pamhybyusmg:tsmwcapons.Wehavenooﬂm o R

I found it qune difficiil wmmg about mmm\wa‘k Separating sufficiently” mm matmai s -
not eghy, Afier ruch c(mtmplaum, I decided umra Stratghtl’omm appmach whnch‘ sKpsICs
referenmandmcesswould B Best - as these,intvitably reveal ay dee.per mnccms.lhuncﬂut
myprecadjugchapmhavewﬁmanadeqmefmmwmiforme recepuonofmywm'ks Inmy
dlscussmdelommmmaﬂyafcwmﬁwmmé*,mlam\\mqsofthe «
research, reflecting my major shifis, Emmmmiwmmfumm Jngmmw\

v
3

oﬁaerrelmdm o P A

Toog

. L m . r B
o K ™ ERRILN

The pamunas‘i will discuss ore Abandong 5] Garderr (1988)", Celked s Visoerl
Terrain flm and Stilied ith_X'is and Vine (1991)° The shifts these ‘paintings
denm&:rmm sigﬁﬂcmﬂyewden!inmy gsuofmedmm m%}mnvesfrﬁm working with oil - =

relief. Asnewprowsa%s!ideas developed, I often reworked cemaimoartier paintings.” . ,

£

ABANDONING THE ORNAMENTAJ. %g.DEN (1988)

oF o

)

imh:spmnung Iusedtrad\mnalsull-hfenhﬁctsasmfemme I abserved thess from ife, I wished
to stress ds,f(u'e}x\ws betwesn urgamc S toeg (meat, clolhs and mollasca) and mechanical ohjects ™.

with smooth surfaces (metal cush and plas&u_ﬂowers 3 wanted thess man- m&q suffaces wcasgu?ﬂ _-.
a fnrelgnnus 10 the bod* ' _ N\\ b ” ~ \1} \

ln those areas of the painting depucung meat, mbleclom nmllusu;, ‘.:mk»r-"u mﬁmlﬁ ways of .
producing what I would pow term a s:gu for tactitity.” (:Z 40) Em’exmnme. my appmlch She
rondering of tho cleth ws inldally 16 fibp o s area onto the canvas in diluted Jltzes and )
washes, mesewmmbbedulwnwmvasm:hmésorsponngmumwdmmmm )
canvass It this v,v/ﬁy, the’ grammss of m;\f..mre” wes socentusted. To éthmne ﬂfl@ effect, ¥ used g

fi
cenvas with a ymu,ghwb‘\vemddsdnothdﬂwmnfaceham? \m&safpnm \\\
"@ L N . V’]j‘ ’ " Q .
Theéieaflir, | drew over this staqne-d area with oil pastels - discovesing u@tbyc!nppmg soluem aver "
o ) L oo © s
[ e 5 . T s 118 1§
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| these drawn marks, I coutd cause the pigment to biur. I also dipped sextured fabrics (e.g. bessian
and lace) into paint and printed these onto the surface. I often worked into the wet paint with adfry

brush to increase textural effects. The large amounts of sulvent added to the surface created a "drip
s rug’ look which, when dried, retained a wet appearance - as if stifl in the process of being
completed-Diy paint was frequently rubbed or scraped off the surface. As mentioned in Chapter

3, underlying processes were made discermable in this way, Selecied forms and motifs were

articulated in opague paint. | glazed over some of these, only to cover cenain of tik: glazed marks
with opwue paint again. All the while ! identified this layering process with that of concealing and
revealing.

Lo

Fig. 40 Facber, L. N. Abandouing the Omemental Garden (Detail.)

Drering these processes, chance and accident played an important role. At times the fuid madiux
"podted,’ and créated random configuratioas. Drawing on a stream of consciousness, I would read
imq_h%hm configuentions to identify forms they suggested. This process reminded me of Leonardo
da Vinet's weli-knows quete, in which he describes his own discovery of this techniqye:

[

"It 1 not to be deepised, in my opinion, if, after gazing fixedly at the spot-on the

.-wall, ke vonls in the grate, the clouds, the flowing stream, if one remernbers zome
of thel aspects; and if you look st them carefally you will discover some quite
wimireble inventions. Of these..the painter may ke full advantage, to con:pose
battias of enimals and of men, of Inndscapes or monsters, of devils m@ vther fantastic
things which bring you honour,™
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Fig, 41 Ervat, M. Eurove sfter tho Rein (194042.) (Details.)

4

This quote inspired the *frotgs’ technique ted by Surrealist anist-Max Emst. Emst made

dmwmgsbymkmgpemﬂnmbiug;ﬁmmmndwfaces(hwes.hnm.wmd thread éic.) He re- -

msmmdﬂm&anspowdwxnmmamemwztmordmgmﬂwmmmym
Comparing this process to the Surrealist practice of "automatic wyiting,” Ems: notes that thess
drawings occurad . !hmnghasedesnfsuggumqsmlmmumﬂmoﬁe@dmemsclm
spontaneously - mmcmmmrofdn:wlmhpamforhmmgomvim " For Emst - as for
many Surrealists - mlsamchnwmmwmmmmmmmmmmmm
psychological kesting techmigues.. These tests proposs that through exposire 18 dmbiguous stirmli,

wesponses may be evoked. Data guined from these responises, verbally amcaiated by the patient,

is used to 1 <al specific personality trails.' This associative technique also jnfluenced Em%‘
paintings of 1he lale 1920's amf 153(¥s. meny of these, he used a ’sign for tactility.’

., expcu..‘..«i the axsaciative potential of the 'nedtmn by ailuwmg it to drip and ﬂow frezly. A

pertinent example is B sione M(IMZ)(FKE 41}

2 "

" By working'in a similar way, [ eapenemed a lmghrmed degres of physrcal emgugﬁnt wul;me |

mediuin, Iu‘ten@uchedtothpamtmdmrfwewlmmyhmdswlulstmbbmk slamingu;simkmx

- the canvas. Since Tadse tacile traces were of fy handsfand of the texaured trenafers, they became

indexicel signs - signs which regi- "R deictic presence. Iu this way, these surfaces declared the
‘time’ of process sud evoked *..thé memory of things endemeath..™ This kind of surface
reminded me of a fresco, whes ppchng paint reveals iraces of the paifiting’s history,

P
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These techriques became ﬂighly avocative for me as they aronsed many visceral associations with
the body’s ajueocus ilterior, The dripping paint suggesied bodily finids and dischacges such as
blood, tius, tears, semen or milk. (Fig. 42) At times, [ resolved the fluid medium into a
decorative motif, The intertinking sysiems of these motifs seemed suggestive of the viscernl

qualities found in meat or skin (e.g. networking systems of veins and capillanies.)’?

* Fig. 42 Farber, L. N. Abmdoning the Omamepial Ganon (Denail) — ©

n

This liquid process reminded me of Irigeray's mirmicry of the patrisrchal squaticn of woman and
fluids. She associates woman with the *...Jife-giving see...the source of blood, milk and amniotic
flid..."" noting that both worasn's Ianguage and fluids are "...continuous, compressible, dilaiable,
viscous, conductive, diffusible..."™ Similarly, for Cixous water is 2 feminine element. She equates
the Tmaginary with | lanic’ wamer imagery. 1t is in this space thas her vision of femsle writing
originales: a space wherein her "...speaking subject is free to move from one subject position 1o
another, o {0 merge oceanically with the warld..a space in which all differsnce his %ean
abolished, " 0

I used colour to enhance these mocmum; While the metal digh is cold-grey blue (1o suggest o

! 121
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senseofhfelesmess,}metahlecloﬂlmdmenwmmahzedmwmam&,bmmmydbm
As | worked the meat from life, it decayed (dried, shrivelled, mdeapermdmwmedm

colour.) This decayed ¢ Wity affected my depiction - my peinting process corresponded to changes
that occored in the meat,™

In Chapter 4, I peoposed a link between the part-object and tactility. I arrived at this connection

through experiences in my own work, Working in these tactile ways increased my absorbtion with
my medium. | felt ‘as one’ with the painting surface. 1 connected the articulation of the fiuid
medivm, merging of outlines and colowr, with this loss of boundaries between myself and my
medium, ° "

The fragment and detail were part of this ‘caperience, AL defined forms snd edger, 30 1

encoursged the medium o drip and run. This 881 up sa interplay betweon reconstruction and
dishwaﬁonmﬁdbﬂcda-mdmdlmcmmuiw:m&lhephm@icﬁngcmmm
a complex matrix of motifs, marks, drips and stains, In these areas (more than others) 1 indolged

' my interest in the detail, Rather than being "snxisty producing’ or *fatigning’ (s Reynoids claims}

my knisting of the paint, interweaving of bits and creation of pattern-like formatans becaric 8
source of pleasure, which evoked a dasfie . ouly[m}hepming,mmwmmbmg
rmm"“lnren-mpect.Ifee&thatthnmoﬁnﬁmuphanemumhwdmmmus
coticept of female 'jouissance’ -wﬂwlunulmmeof ecmcfuskm which mey be
expmwucedchuingmormthemofmemmgmary

When introduced sharply defined contoars (edge of the dish, petals of flowers) into this formicas
ﬁdd.!ummmmmm!mmwm‘s'mﬁﬂm‘mbe.This
experience led me 1 explore how I'conld heighten such ambivalence. I attompied to do this by

warking sccurding to principles of similarity rather than difference, waing qualities which 1 woutd

now identify as indeterminacy sodd dispersal. For instance, 1 emphasized close tonsl valucs. The

smy»blwofthedlsh‘sofasumlwmtoﬁnmsmyufthe "backgrowd.” Rather than treating

theamdepx:hngcloﬂnsncganvespm 1 wied (0 make it a dense marrix of interlacing decocxtive
moli{ and texture, In this ares, macks and decorative motifs dissolved, colours "bled’ into one
another and edges disintegrated 2nd appeared to flow out of the format, Using mulsiple view points,
} tried fo create a surface in which there is no one area whete the eye may rest. The numerous,
indeterminate lightsources were used to enhimce this dispersed offect.

Combiniug these tactile qualities, 1 tried 1o creste an equivocal kind ol space where definitions
between figure and ground, surface and depth, inner and outer space, subject and object were fused

1
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and con-fused. 1 felt an intense desire to move up to and about this surface, 1 *...move...int 2
painted world where nothing is locked by line and cvmmg erigts in 8 howdless md
plemtudmous staie of ransformation and becmnmg."“ w

- ) Q
CAKED IN VISCERAL TERRAIN (1989)

I

At the time of painting the above work, I was at a particular point in my research where I needed
to alhiie to the body in qmtememphauc way. I grappled with various ways of showing the body.
In some paintings {(e.g. Eve-Degire (1989) § dep:cwd thc body fairly liserally. This had its
problems. As | indicated in Chapter 2, rép'csemanmofﬂwefmahbtpdy:samuvmsmcm
femwszdamse.tmaluwdmdmlmmmisml}ymgmedmlnlltumomasretarenm.
The 'meat’ in Caked was 1aken from & photograph of the mternal body documented in & medical
atlag, (ﬁg“#S}hs&mwadamﬁmofahmmﬂngﬁ Layers of the body from inner bone -
mmwwuumrﬂsdxmreveﬁad.

G

1 worked fyppn this peocoded representation 38 well a8 objects vendered from ife, Although I was |
interested it the idea of a mediation, J found the phoiograph diﬁicuhwwkﬂmluquahtyof L
scrutiny, smoothness of surface and lighfing heightened objectification 0i2the subjoct. Eventually ,'
I found it necessary to set aside the photogiaph and use actual meal as reference. I nooded a more
direct interaction with my subject. ]
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In both: Abandoning and Caked 1 felt 8 strong desire to make the generlly invisible, wiknown
interior body visible or "open to sight:™ to exposs that which is concealed bensath the skin®
I wished to depict the body'as flayed (Fig. 44) - as swipped of its protective skin, to suggest &
sonse of public exposare by alluding 1o or imaging raw flesh and viscera, (Fig 45)™

A I .

-r ' ..
. . oo T j<‘|
. . . 4 e * "', T
ig. 44 Refzrence Material -~ Madicsl lilastyation.

~‘ ’

y-

jfig. 45 Reference Material - Modical Hiustration.,
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lnmu-ospcct.Ihavemscmrodumtggmdﬂutmayhe@lmdmpmmwhdcbbwpmpﬁm '
s ® ' As Dworkin notes,

£

"The skin is a lne of demarcation, & periphery..sepurating the oulside from the .
inside. It is whet one sees and what one covers up; it shows and it conceals; it hides
what is inside. The skin is separation, individuality, the busis for corporeal privacy
and also the point of contact tor overything ouiside the self."

Having reed Dworkin’s words ai the time, for me skin represented antonomy, sepacatencss,

comaiun;cnt. I nsmciaﬁﬁ it with the extemal, the visible. Although the body may be bereft of

clothing, the skin affords a degres of concealment. Much of the interior body (blood, plasma) is

Tluid inatare, 88 opposed 1o the skin-which encloses these masses in its boundaries. By rupiuring

. the paintsd surface, | attempod 1o sTouse & sonst of the peri-object, 10 evoke associations with the
' internal; formiess, limitless and undefindd. '

\\lmahzcsmthubywmgwevokcmwhpan-objeapmepmn Imwouscmslymewdtn
make paintings which would assers certain repressed bodily deeires and fears, My paintings could

be contrasted with peintings which may . \perceived as whole-objgcm and which, according to .

Hudson, deny ambivalent and/or frightening associations with the body. As I noted in Chapier 3,

exposure of the bodly’s interier usnally srouses various powerful responses - tanging from a sense

of discomfort ud disgust w Ansious curiosity.® For me, looking at depicted meat and flesh

evokﬁndmufmﬁonwﬂhex&mmphwcﬂmmmmlstmwsmhﬁpm vilnerahility, fear of
unonynity* and mortality,”

Fig. 46 Farber, L. N. Caked in Visceral Tegrain (Detail)

0



1 triegt 10 showthis ’viso&vi? response by my use Of medium. In the ares depicting cloth, paint was
:&lasamlck maxenalsnhstmce {Fig. %)lmmed:tspi‘m;c&lnymthaspectsofmebody
,uchnscamahly. sexuahlyanﬁmomluy 'Ihlsencnsledsmtwwék mawdby sticking dried paint

of flesh.

b

Fig. 47 Farber, kN, Caked in Vieceral Terrajn (Detsit.} AR

Inth‘emadﬁwicting the ’meat.‘lu&dglnmmdﬂﬁnopaquem:dium. (Fig. 47 | added large
muofhnmdoﬁmdhqmmﬂwmmsuggestfanydapommhﬂwbody As In
Am these twbtile means of paint application were *played off* againsi-areas of the painting
which asserted the kind of smoothness I bave associated with traditional Hlusionistic renderings.
I complicated illnsion and actunlity (arees of paint.) This made it difficult to distinguish between
illusionistically rendered folds of drapery aod 'folds’ created by paint "skins.’ The decorstive
patterns and protea motifs of the depicted cloth became subsumed into the materia! matrix. Rather
than being extersl omamentation, these decorntive matifs implied structures on or benoath the skin .
e.g. veins, proirusions, scers, swellings-and blemishés. As opposed 19 its mieaning being eroded *
through repetition,™ the decorative became a site of investmem.
'Speakmg abont the decorative quality of Siopis® work, van den Berg noles that the sorface gains
i iz oas & response to beauty, [amd] is held because thal response...is...contradicted

o

Ay

.

=
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In Abandning and Siiled ideas sssocisied with the paradox of the teem "scll-ife® were saplored.

mrwghachwmmmofsmfweandunage"”wm myuaeofmedeeommw.lmedb
evokeamm:hﬂymhvﬂmtmmdnmhﬁ.iréspmdadmmﬁcmmw of
anbeihmuimniwe However, by imbuiiig this surface with visceral connotstions, I felt a

-ceriain degree of "morbid fascination.” As in Slopls_pammg. the apparent accessibility of the

surfage seemed only to intensify its "...sullicd innocence,"®

§

.o

STILLED LIFE WITH VISCERA AND VINE (1991}

This paintiag reflecis my kuest intecosts. Traditional sill-life conventions, perticulrly thoss of the
Du:chwaqpasngmﬁqutmﬂme.lfmmdﬁwwmhssofmm to be particularly
relevant in this regard/ Bryson's narration of the well-known Sth century fabde of the painters
Zenxis and Parrhasius was ant importent prompt for this peinting. Zeuxis painted grapes that were
50 “lifelike’ thatﬂnbnﬂswemmdmhavepuckedard&m thn&mhawem,mtoneswp
rurdmbyplﬁmnslcumnmmcprm&ldeGuvedevaem”ﬁmm?mvwh
mehiumcalmhapﬁcdcmdm&mdimmdﬂwmﬁlmm
ilinsions - _ _
Idelibmmlymdclmmcwnsncsub;mmafﬂnbmdnlquﬂﬁm ﬂuw%ﬁm,
crayﬁsh.rmepmchs.lalaorefundmfuum(an mmmuhwdh:ckmnd.enmm gilded
frame with the titls and date engraved on a metel plate) to register this dominant convention. My
amculaxmofzhumd\ subject magier however took many forms, Jcombined varions media,
- including: aerual natural Ab)ecrr (shells of crayfish, cvab snd prawns, bones, flowers, fruil, fabric, -
paper) actual imitations of some of these objects (flowers, crayfish, fruit) which wére paintsd over,
self-made constructions whick simslate bosk of the above (the fish shaped dish} (Fig. 48) and far,
painted Musionistic represemations (bow conliining grapes, oses, bowes.) (Fig, 49) 1 stuck these
ont the. canvas snd onko each other with acrylic extendler. By eggnbininghnitnﬁmobjxts(mouﬂy

' plastic) which ars men-made and foreign 1o the Yody with nanssl objegts, 1 Sstingnished xnd

confused their ientities, It became difficult to tell {without very close Observation) the difference
between an actual object that was painted over, illusionistically depicted or simulated.

2

As it the French *nature morse,” meatis litezally *doad life." In Stilied this found correlation in the
acumldccaye?orswic maiter (dried proteas, voses, fraits, . , fish, crayfish and crab shells) By

- nsing plastic”néplicas of thege (ﬁ&weu. fishes, fruit) {a ironically commant on the above

and heighten their associations with death. Further, as Richards notes, the simulacrum poses 2
"threat’ of “stricken “dead things shamming life painted and repainted.’f

: T

[
[
A
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_Figs. 48 and 49 Farber, L. N. Stilled Life with Viscera snd Vine (Detnils.)

‘The process of gathering mym;terialhwolvedaphysicalitywhichexmﬂedbeyaﬁdqicﬁmoi
the objects. T callected crayfish shells, fish and meat bones from as diveese places as beaches and
. teswurants. I dried these in the sm and oven.” Bryson's idea that stll-life oftent dopicts *wasic

* and debris® seemed relevant to my colloction and use of this material, He notes that, particularly
in the trompe Yoeil tradition

"Things present thamselives...as lbwmdbjhmm amuun..'lheybu!y!hmelm
a with detritus of every kind - scraps, husks, poelings, the fraying and discolourstion
of paper...Things are given over (o disuse.”

One of my concerns was (o comment an this idea of still-life as » genre which depicts the *triviel.”

1 wented my “debris’ wbero-cyciadiuaWaywmehm‘?manismofrepeﬁﬁon.”l\{anyofthe

objects e.g. plastic roges, dried fruits e, had been my references for earlier paintings (plastic

wreath and mollusca in Abendoning, prowea and plastic lilies in Caked.) 1 found it intevesting 1o
) mpeatﬂmcmobjécmssmedkm.lﬂmm&dmobj&uinvaﬁmmmﬁcmd

grapes were echoed in multiple bunches of plastic grapes, the central dried fish found correlation
in a paintsd representation. (Fig. 50) I now reslize that although objects were *present” it their,

physical actuelity, these pictorial ‘turning backs' became 2 way of breaking the threshold of the
given, of positing & network otucessive“mﬂe:ﬁvity.oln retrospect, it occurs to me ther this may
be related 10 a Cixous* evocation of "[4] woman’s body, with its thousand end oae thresholds of
ardour...” which she invokes to "smash...yokes &id censors..[and] scticulaie the profasion of
meanings which run through it in every direction: "

; 5 "
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Fig. 50 Parber, L. N. Stillsd Life with Viscers and Vine (Detil.)

This idex of debris or waste was fiirther realized through use of a photograph of a cross section
of a human stontach a3 reference for the table. (Fig. 51) Working three-dimensionaily offered 2 "
mmsaﬁsfyingwayofmlnm‘gﬁ:eplmagmph Noi only did the textured surfaces of lace,
hewhnmdmmnwastewhmhlmedﬂhnldupﬁcm&ncemkevmﬂeqmvalmforvm
intestines, butmymsesofthm&ngandmmgmmmatmalsmmmmofﬂwh
repeated, chusming movement of intestinal organg. In this way, the sitface seamed to evol:... 8
sensu{mmawmmy,mmgandm-ummsonnself ' e

Y Fig. 51 Referonce Maierial - Medical Tilustration.
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I sealized my inierest in skin hers through use of fissuepaper. In its thinness, tradsparency ang
tendency fo wrinkle and crease, ix evoked the appearence of wrinkled skin, Layers of built vp
tissuepaper came 1o resemble Ia; zrs of skin tismue. Like skin, which hides an interior body, so the
layers of tissuepaper hinied at the objects veiled beneath their surfaces. These layers were often
"peeled” off the surface in the way that skin can be fisyed off the body. To heighten these visceral
associations, [ painted over the surfaces with predominantly flesh add blood-like colour. Acrylic
Exmrmmmm:muvmmm Whendry.theemdermokmashiny,.
viscous appesrance. Coating the surfaces of . nbjects with it heightened their likeness 10 the
ccngealednmtyofmlmm

Working in this way, I experienced an inense infimacy with the objects and fabric as | interwove,
threaded, stroked &7 manipulasd] theer with my hends*® This addifive process was & pleasurable
 expesience. The variety of surface wexbures o be painted over and responded w made for an
 involued and "limitless” process which T now feel may be likened Figasay’s and Cixous’ concept
of female "joulssance” - which is of an *..infinite sod mobile complexity...”*

This infimt> mclity was accentuated by the extreme way in which the objects projectad into my
own body space (Fig. 53}1wmwd&emmappmm1f growing’ out of, mmdandumhtﬁn =
frame. (Fig. 32)

. Figs. 52 and 53 Fasbes, L. N. Stilled Life with Viscors sl Vine (Detslls)
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Figs. 54 Farber, L. N. Trails of Masser . Fig. 55 Farber, L. N. Farbidding Fruits

. Stwa of Mind (Detsil) ' Know No Bounds,,. (Detail)

“Fhis bresking the litnits of the frame occured in other works such as Trpils of Maner, Strate of
Miog (199091} (Fig. 35) and Forbidding Frylis Knpw No Bounds,. (1991) (Fig. 39) In the
former, Impwedfmmdepmdmmepmmgonmme&ummd:mmnymd
-1liusmlsucalhe Th:s Pecame a way of tampering with the *wholeness’ of the frame and
Teightening connnmtybaween:mademﬂommdf (Fig. 54) In the latter, T built up objects and
mhmfmmmgﬂwpmmnalcarpeuoﬂmpomtwhueméy litexally “spilt out’ of the format and
sugg&wdm actual’ carpet, This matrix extended one metre onto the floor. (Fig. 55) In this

respect, Cimus ‘words capture the t‘ee!mg which ¥ w:shed o cxpms
3’ . . Yy

oy
ﬂ‘ |.
. loo,overﬂow' my desirex have invented new dés.:'es,mybady knovws unheard-af
songs.., t0o, have felt so full of luminous torrents that 1 could burst...with forfs
tnuch more beautifil than those which areputnp in frames.. _’""

This feeling of being mlde'ﬂwpmnungwasenhmdbyﬂ:ephysmalnyofthebuﬂdmgup
pmcm.!hadtoc:awlmder mwmmdmabowﬁwsm&cemmmmhobjwsmpmm
over susfaces in inaccessible places. As abjects and fabric were added to'the swfsce, 30 the
painting grew heavier. Moving the peinting becase increasingly difficult. 1 finally atmched it 0
the wall. The lower register of the painting was positioned in direct. relation to my-own stomach
area, This part of the painting became more substantiaily built up than the upper part, This howeves

[
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- dimensional form. Working three~dimensionally creliied 2 lay

-moreotamthanmeoy“r?“” o

P

. - \ i,
I I3

-

i ';,'.
was not only a practical consideration but refated to my. furelgraunmng of tacumy o
Thesamewn"cpts of flux, asreahzedmmyearherpmmngs. m&nﬁgedhmin_.t.‘x_tee«

maumwtnchhasspacesmmwhwhlcmﬂdmmyhands Here
a slightly different quality 1o Abendoning. Actual objectswerc embedded i the ;mfweam!

- covered over t varying degrees."‘ : o . . b

M

This concealing and mvedling vras emphasized by use of muitipe, incongruous and mﬁe!.emmte _
" light soutces. As in M the mree-dnnmsmal objects cast aciual shadows and refiected

light, m%mcphsmwmmcfmemyﬁéummmmmmfxmﬂm
Shadows and reﬂecunm fragmented surfaces The "sctial” shadows 1 pam.ed in dnruicd mnfmcs
furter, Thmkmg I:mck, it seems to me that this play of reflection, ﬁmmenmmdw v:lnch

i

conmmlly cmcealed and revigled - creaied "..5 mvmg, !imnlesrsly chaugmg ememh&e R COSINOS !

tzrelnsslytmvmedbyﬁm mmmamlmmwg&uaﬁamﬂmymmmsmy

5 5 "
o \h . s

o)

Fragmentation was experienced in’ mher ways. Fragments of porcelsin weee ﬂllmmmucally
depicted and actually inserted into the miterial surface. To insert these fragments, T 6iibh cut into
t.lns_sm‘faoemthekmfeorm1tnpwmmmyhmds.mmmway,htddmmnfmmdobm
were revepled. For me, these lacorations suggested enackunts of n:puningthebddy.

Aaizig fus and Parrhasiys (1990-91) (Fig. 37) mymtcrwtmﬂlcfmgmcut
wasexr&oredtﬁad:ffmn:wa;r};.ayersof flesh® wewﬂtupmmmuonmm/n\rﬂﬁwm

tissuepaper, Iﬂmmmxiﬂiese *flosh® surfaces with sharp frégmeiits of actual rdirrors. Within

these ayers, [ embedded frsgmmts of body casts, a2 well as raditional still-lifg) objecix {d-ind
pomegranates, plastic birds and grapes.) (Fig.”57) The mitroes reflectod the fesh//Body casmaibd
objects. Frageenis of miryora refiected and frg;memed each other, An irsans pomegranate and

bi:d~iuusiausﬁcaﬂypumwdmmcm-ofﬁefmamemmmmammm

L - ‘ ||

[y ik

N, Exampies of dle Spanish- 17:!1 ceatury still-life r ition e MM W (van
«der Hunen, J, 1623) (Fig. 36) - a8 well as Lo, myths of Perseus, which I read in Owens' amcie
'IT:eMedusaEﬁecter,'l‘heSpecuiarRuae. mmmymwmmmm - were

1mpm1ammﬂumce::formxspmmngf'awxs onufmdusasgam.wfushhadthe

‘powu' 10 suspend movemens and aresy -."_-e, fq{ims ﬂ:d"’pmmpu theme of the former myth, He

»

acconplished this by means of a ruse. Using his shield as & mirror, he reflected the dendly gaze

. : 132
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back on Medusa. whereupon she was furned to stone.

¢
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As Owens noes, here . vzsmbmsmxmmmpmdmmmunprm Hie describes this
asa ", relation of sdenmy Between seer and seen: the :mmudmcy of this link makes the relannnshrp
of Medusa with her image indexical..."*® By working with the mirror, I trisd to set up 2 similar
situation. My image or the viewer's is meﬂphly reflected in'the mirrovs in the peinting. Bemg
fragments, mesemmsh'eakwpmﬂecm Assymbolwallyuﬁmedmgmmm
artisi/viewer jooks at hecself looking w the painting ie. selfreflects. | wished to inciude

- myselfpviewer into the painting, albeit in an incorporeat way - not unlike the Duch artist van
Beyeren, As with Siopis' inclusion of herself as'a depicted mirror reflection in Melancholia,
illusion of bodily presence is Bvident but its acmechiry is ot quite deciared.

Int both this paintiag and Stilled, 1 interwove tace and ribbon over the surface, This suggested a
breaching of surfaces. This process may b likened 1o the paychoaaslytic concape of suture’ |
derived from swgical serminology, mesiling to join two lips of # wound For me, this also
recalled Irigaray's preazise that wornen's sexuslity is of a mmitiple, mdlsm?.&am becanse hey, sex
*..d8. composed of twé lips which embrace continuafly. Thus, within bersslf she iz aleady
two...who simmiste each other.™ "

My initial sense of identification with the fuidity of Cixous’ and Irigaray’s writing style and their
{1 *éem with & body politics, developed Into a deep involvement which opened up meny rich
'insightshctm.Amicuhﬂyperﬁmnonewuﬂmofﬂwlmagimy The Imaginaty became a
powerful means of mmhmg my painting practice. Drawing on its ali crmpamg physical and
mentsl sbaotbtion and bodily invesunent emoumged 8 way of working which affirmed femae
desuemdmsadomg Mpedmewaeah.‘&m& I now feel dmpmpummfmmaf'
representation, Ligar;:'s premise of ‘jdining of Iips* becomes emblomatic of my kind of
resistatice to the politics of sight ir paintig. In Widition to Cixous® Iaginary, my joining of theory
and practice has fiberated 8_-.-‘]01]18% which I feel %o be a primary feature of tactility, In this
wiy, { have come {0 consider my peintings as expregsions of a liberaied female mmiity. mwhmh _

"..We extend oursclves without sver teaching’ sn end; we nover hold back our
thoughts, our signs, our writing; and we're not afrid of lecking. ™
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1. Cixous, J1. *The Laugh of ths Medusa’ New French Femimissrm p 257.
2 Wd.p252 o |
5 Mo T Ikid. p 198 Quoted in Richards, C. P. Ibid. p 76.

4. Tobe reforred 10 a3 Abadoring from now on. -

5. Tois pulnting will be riferred to as Caked from now on.

6. o be refied to as Sdlled from now on.

7. This accounts for the dating systim | have used in some qf my paintings, which indicaies a tirne spun of some

8. da Vinc. L. Excerpt from Treatise on anigg Quoted in Chipp, il Ith p 423,
9. Emst, M. ‘Un Fintage, 1936° Quored in Chipp, H. lhd. Joid. p 425, d LT
10. lm_:mtinillb‘. these todts propose a link between tactility (its link with texture) and touch. Gt'ld.ﬂlm of colonr

oy cavse the ihading to textured-or filmiike. Responses to these qualities axe identified as *texiure responass’
and are ususlly verbalized with wonis such «3 ‘rongh, soft, farcy” et Psychologist . Hill, states that focus tn

- tacwsl surface cloments points io a need for physical gratification and contact interaction. (Hill, B, 2. The Holtzman

Inkbloi Techmig: . 3 71.) Beck and Molish {psychalogists quotsd in Hill, 8.7 Jbid ) suggest that anxiety vansed by
ﬂmmmofﬂmblotumlmdmdcpuvaﬂonn{bnmhunummmdmedefzmwmmmuﬁmﬂmdu
pastive dependi longing, l‘heuepsychdmumwnd&nmxﬁ:enmmmmmwilhamed
:]MM!Muqmmuuﬂymmdinﬂnmdphymu}mmanlycﬁ‘dhw!

it mﬁgmﬁug.tl._{g_g._“ . ) f

. : s P
L2 Thillaymngof'mdim\mduﬂmmuw:ﬂ:mofﬂwdecynveuuwmmﬁdmudmﬂf
in lat "bechground.” Hmlmﬁme@dtthedmmvummvepoumﬂmadﬁfnemmy This surface may
resnd aa wall-paper with & rose motif or perhape’sy a berbed-wire strictaye,

S 13, M, T, Ibid. p 142,

14, lnglr!y, L. Quoted in Mu, T. Ibid, p 142,

15, Mok, T. Iid, p 117.

16. Yor instance, the meat acquired & Blucish tinge over a fow hours. This was worked in, overthe initisl waomer
tones. . :

17. Cixii: . "The Laugh of the Maduse' New French Ferinisms p 259,

18. Fuller, P. Ihid p 142, Fuller uacs thes words tor deacribe the work of the American Abatract Exprestionist
painter, Robett Natkin. [ have mken the liberty of applying them o my own work, uﬂnymo&ehﬁahmwhidl
I experienced pextinently.

19. Ail.lmghlhismﬁngjytehmblckmtthuwhpneﬁnenfoyemngnbjem(Mﬁah.&uﬁ,m:conmm
is also & cricial difference. The Dutch ermployed microscopic vision in ander to make the constription of objects
visible to the eys. However, my intention indieatea a devalorization of sight in its desive to penetaié below surface
sppearances, The pctond;nrfm way intended o dxtmpt that which is obvioms 1o the sy

30 Iwalnomhq&m{mdangﬂm albmindiﬂemt = in Yoyage into the Interior {(Fig. 32) ed
th&hnghuul{nwm (Fig.‘iﬂ)lnlheuwo&s e & torn chair 2z a metaphor for the body. 1
mmedmmtemlwuodenhnwmmﬂhhsmmhmmdmesmdmgrmmm:ndpddwh
evoke {ut xnd muscle. It lomtherovering may resemble an ontes skin. In this way, 5 woundsd body with -nnends
exposed is alluded to, _
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21, Thiy rocails Siopis® allusions o the inierior and extericr body iu Thres Lace Clotho.
2. Dworkin, A 1bid: p 25. ' ' ’

23, Hudsoa, L Ibid. p 10

24, Az Bell Wsﬁnmybemmedfmnm:bndy(ﬂnyad.padedoﬂ)ﬂeshumebody Whenitis

- separated bone, the body is veduced 1o “meat.” The concept of mortality and the? anomymity of
oursalves as "mesl’ is u puticwzrly decp-seated fosr concaming the body, (Bell, D. M, i L p 515

25, P]ﬁumybezdmnhoda{uabmcmq:&nrfwnmhty Inuwnuwhl?ﬂ:oenmyeﬁlﬂmuﬁcmum.m
and other victuals were used s alfegories of mortality and movality. As Ball points out, this awsreness of flesh miy
bie traredd back to the Judeo-Christian "myth” of the fall oF mas The flesh as metaphor for mortality indicates man’s
corruptibility and fragility in conmast to the spititua] idesd. hzzﬂﬂlmmryﬁﬂmmtmlsht.unbmmﬂem

and moxtality are reiterated. This sonception of man’ iem##zwopmesthehﬂdyu “mest of decaying flesh,” (. "

pp 357

L1

25, lnMwﬁﬂm:wn;:mwnmmmmmmamﬂmmﬁm.m :

*loaded” canteat of the subject hecame eraded and the mest begen 63 read a4 2 *docortive’ morit. Juxtaposifioning
of xubject matisr generally considsrad ax *trivial' or *losded” wax schoed throughout (hese paintings, for instance
:nﬁnmngxmmhnﬂmaofapluﬂcwyﬁshmﬁ\mmumdh?dypm%) .

By oow

27, mdmmc“& _ u R
® e _ . : a | _ -

29. Bryson, N. Vision and Peinting p 1.

30. Mabolov, V. Quoted in Hutchoon, L.
1984. (uoted in Richards, C. P. Jbid. pp 76 end 80, Farther, in Abaiconing snd Caked the inmged fowes:

ofted rymbols of death e.g. srum tilies and wreaths, Mehnhw:dmmhtymawndhymdmiﬁwl

whic!: ‘Fixed’ the depicted flowers in timo and space. .. '.3

3. Alﬂnwobjuuhdmuinw«ndfmk.hwummmmmmﬂn omnylondpmnwwmm
ageinat insects. .

32, Bryson; N, *Chardin and the Text of S:3il-Life’ Fid. p 229,
33 Ind.

%, Ind. p 256.

35. “This recalls Siopis® use of hee hendx o build up throo-dimonsioual forme in Melancholia and Thrce Lacs

Cloths, I was advised (o woar gloven whilat working with the acrylic sxteadss due to polertially harmin] chemicals

it conisins. However, I found wearing cven thin surgical gloves disturbing as they imposed a bartier betwoos Jnvi-

hand asd the tomterisl, prachuding che Cemse of direct contact with mediun | combined tis wetile experience Wit
some use of instuments (4 knife, modelling tools, prinuncsh.) As mentioned carider, the simalocrum may encourage
the: sense of touch, due to i paipability and Life-lke seale. Whilst working on this surface, 1 expasienced & sinilar
umofphyncd:dmhﬂammtwuheighbnadbythefmm:naddiﬁmmmydmﬂmmynh‘ecuwm
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