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- ABSTRACT

Likeness is & central issue to the tradition of portrait painting. This dissertation
examines the notion of likeness in some contemporary high pottrait painting, Likeness
is viewed as constructed socially tln*ough the compiex relations beﬁtween artist, sitter,
and viewer.

Faced with the problematic notions of realism and naturalism and their philosophical
camifications, the dissertation confronts the question of what In our world can be
regarded as natueal or given, and what is constructed or zcquited, The discussion,
framed by the debate set up between Nelson Goodnian and E.H. Gombrich, leads to
the conclusion that the ‘natural' and the “real' are not neutral, they are highly
cotistructed. The differences beiween various conventions; various ways of
repmsentmg others, are extrapolated from the debate, and once acknnwiedged the
final position taken is a less linear convent:onahst stance,

The constructed nature of likeness is tested against the portraits by American artist,
Andy Warho! and British artist, Lucian Freud, contemparary painters working in
direct ontithesis to one another. The aim is to show thet both of their pertrait-
likenesses, whether private or publie, painterly or mechanical, are embedded within
secially construcied conventions, Recognition of the conventmns can guide the viewer
in decenstructing the work nnd locating the meaning, -

1 discuse my own work in relation to the contents of this dissertation.
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INTRODUCTION



We cannot undo those parts of our pasts that are deferminate, but our
selves are constantly being made more tietermmate as we go along in
| respw:se fo the way the world impinges on ns.

The interactive relations between persons, and those between persons and
environment, seem to me to be primary activities. In reflecting these changing
relations, the portrait provides a means for questioning or examining such
interactions.

My initial involvement with portraiture took the form of using photographic reference
material rather than of having people sit for me. The subjects were all people that I
knev. personally and it was my aim to imbue the poriraits with some sense of their
private identity. However, 1 came to recognise that this process of working from
photographs of the subjects seemed to {reeze the manifestation of what really
interested me about painting people: the continuous change both of an individual's
physical make-up and of an individual's shifting moods and expressions.

As = result of the photographic distortions which arise, for example, because of the
angle from which the photograph has been taken, and as a result my recognition that
many of the photographs simply did not look, to me at least, like the subject that I
knew, the question of what likeness is, kept emerging us a theoretical question which
was impacting itself on my own artistic development.

When 1 began painting from life-sittings the complexity of creating a likeness

- immediately became apparent. Grappling with exactly what likeness is, and realising
that likeness is limited by the common understanding of it as “objective accuracy' -
impossible as that is - my practical output underwent many shifts and transformations,
in pursuit of (re)presenting likeness in a woy which challenges previous
(mis)concepiions of what likeness is. The porttaits from this present period of research
become more and more obscure, and more about reflecting a relationship between
myself and the sitter, than about accurately reproducing the physiognomic features of
the sitter. The portraits also embody a more conscious and critical nse of pqmcular
mediums, styles and their "accepted' or associative meanings.

Intrinsic to the developments in the practical research are the theoretical issues
relating to the question of likeness. Issues of perception and representation, the way

' Dennet, I.C. "Why Evervone is 9 Novelist", Times Literary Supplement,
(1988:1028),



one constructs oneself, and the power relatmns between artist, sxtter, viewer and

image, are all at the core of a theoretical inquiry into hkeness. whxch is represented by
this dissertation. _ :

Primarily, a portrait image is itself a siis of human interaction: the way one person has
seen and represented another. This fundamental interaction - of looking and being
looked at -~ is av the ront of why portraits are so compelling. This reflexive action,
-jmplicit in the process of making portraits, operates on mapy levels and I would ke,
at this point, to suggest some of the complexities, inherent in the creation of a pe “rait
likeness, which are examined in this body of research, :

To begin with. the sitter is the subject who is looked at, first by the artist who is the
primary viewer and mover in the act of image-making. The complexities of likeness
arise when one considers the following: the sitter, though being looked at, has her ar
his ideas and expectations of how she or he looks, and probably sits in partial
expectation of the confirmation of that identity. The artist, though the primary viewer,
also is aware that the act of making a portrait creates an object ~ some form of
embodiment of her or his personhoad or identity - which will be {re)viewed. The
objec.vity of any likeness is thus highly questionable, by virtue of the fact that the
- creation of a likeness involves at least two people, each with their own preseice,
history and expectation,

The portrait itself subsequently becomes the primary object of the viewing process, a
dual embodiment ~ of the artist and the sitter - an embodiment in which the identity of
the oniginal sitter has been mediated by the portrait-making process.

Once the portrait is looked at, it provokes comparisons between the present image of
the sitter to alternative impressions which the subject may evoke. Viewers interact
primarily with the portrait itself but this will be mediated also by their knowledge of
the sitter, regarcaless of whether such knowledge is private and/os public, The viewer's
response to the image is ofien guided by the knowledge available about the sitter. In
the cases of the two artists in the present study « Lucian Freud, the English painter,
and the American artist, Andy Warhol - the amount of knowledge available differs

significantly.

Responding to the image of the sitter, the viewer reflects on the initial mteractmn, that
of the sitter viewed by the artist. The postrait reveals particulor ways in which the
artist has mediated her or his view of the sitter. With each image that the artist ereates,
she or he also establishes a personal identity, establishes a body of work - an oguvre -



which reflects her or his presence The artwork mncnons as a s:gn of the artist's
existence, of the artist's self.

The viewer's response to the portran is then also medxated by her or his understanding

of a particular image in relation to the artist's other works. The portrait is also
necessarily viewed in relation to historical and contermperary trends in porirait

 painting, in other words it is viewen in a specific context, which is never neutral,

Whilst viewers respond to the artist's “primary view' of the sitter, 1o 'the relationship
embodied by the image, viewers also may have an imaginative identification with the
person-who~is-observed, and thus respond - with ouir.ge, understanding, amusement -
to the sitter's possible responses to having been represented in such a fashion.

As a viewer r:f the porirait one may be mclmed to sympathise or radically disagres

with the sitter's own evaluation of the image. Harry Diamond, a well known

- photographer who sat for Lucion Freud in the 50's and 60', provides an example of
just such 4 response: :

The first [portrait] - Juterior in Paddington - was the only one ¥ felt
slightly miffed about. People come up and say what ~ great painting it
is, and I say, “Yeah, but I dor't really have short Jegs. In point of fuct
my proportions are very good.?

Finally the viewer responds to the artist's modulation of the /mage she or he is creating
of her or himself via the portrait-making process. Often, the persona of the painter
becomes paramount in the portrait's dual embodiment of artist and sitter, and the artist
is sometimes recogmised before, or more immediately than the sitter.

The intended relationship between the portrait-image and the human original is
intrinsic to portraits, The issue of Iikeness is consequently a ceniral concem in
portraiﬁme._'lhe likeness of portraits is invariably aitered by the different viewers -
artist and sitter included - who have different experiences of the subject,

Thus, the nature of likeness in portraits proves to be complex. As Nelson Goodman
points out: |

: Harry Diamond quoted in Gayford, M. "The Duke, The Photographer, His
Wife, end The Male Stripper”, Modern Painters, Vol 6.3, (1993:24).

4 .



"To make a faithful picture, come as xlose as possible to copying the
“object just as it is." This simple-minded injunction baffles me: for the
object before me is a man, a swarm of atoms, a complax of cells, a
fiddler, a friend. a fool, and much more. If none of these constitute the
object as it is, what eIse might? If all are ways the object is, then none

is the way the object is. :

Goodman clearly question: the value of the traditional and commonly accepted
concept of likeness as an “objective’ and irpartial copy of nature.

Richard Brilliant proposes that, far from being a timeless and absolute fgprésentaﬁdn.

fa portrait] directly reflects the social dimension of human life as a
field of actmn among persons with its own repertoire of sngnals and
messages.’

Griselda Pollock takes this line Df thinking even further, arguing that a “naturalistic’'
likeness is itself a convantion, and that any likeness is necessarﬂy embedded within
social conventions, when she states that

the individual artist does not simply express himself but is rather the
privileged user of the language or his culture which pre-exists him as a
serjes of historically reinforced codes, signs and meanings which he
manipulates or even transforms but can never exist outside of. *

This research works with and through sssertions that likeness in porlraits is
constructed via the manipulation and the transformation, or extension of social
conventions, as well as through the complex transactions between artist, sitter and
viewer.

Chapter one explores the idea that realistic or naturalistic representations are
themselves no more than constructed conventions, and the limitations of naturalistic
likenesses are considered. In light of Richard Brilliant's contention that likeness itseif

¥ Goodman, N. Languages of Art, (1969:6).

4 Brilliant, R. Portraiture, (1991:8).

* Pollock, G. Old Mistresses: Women, Art and Ideology, (1981:116).
5



implies difference, in that if two things were identical there would be no question of
 likeness, the degree of resemblance pecessary to estabhsh a likeness is thrown vpen to
dispute. As Roger Scrwon puts it,

the aim of [portrait] painting is to give insight, and the creation of an
appearance is important only as the expression of thought. While a
causal relation is a relation between events, there is no such narrow
restriction on the subject-matter of a thonght. ¢ '

Both the second and the third chapters work thh a concept of likeness based on the
premise that we both construct and are constructed by our environment.

The second chapter looks at likeness as a social construction-, based in particular sets
of social codes and conventions: : .

Portraits exist at the interface between art and social life and the
pressure to conform to social nonns enters into their composition

 because both the artist and the subject are enmeshed in the value
systemn of their society (Brilliant, 1991:11).

Chapter two picks up on the unavoidable. age-old and on-going debate between what
in the world is natural, or given, and what is conventional, or acquired. The discuaston
of this argument - between staunch conventionalists such 25 Nelson Goodman and
Norman Bryson, and those conventionalists who propose areas of theory-newital
perveption, such as EH. Gombrich « helps to establish, in the end, a less liniear
apptoach to conventionalism. By this, I mean that the discussion establishes the
possibility that some areas of perception and recognition may indeed be innate or
theory-neutral.

Extrapolating from the debate, my argument supgests that whilst seeing itself is
natural, and that vecognition too might well have its origins in instinctaal behaviour,
in art-making these processes are then bult on, using conventional means, which are
constructed. It is precisely at the point of se-rresenting such primaty processes - such
as that which we se¢e - that the use of conventions is unavoidable and that the - cepts
‘of perception, tecognition, and likeness itself move into the realm of ce- ventional and
symbolic representation, and may be used as a means to evoke, rather* wan to describe.

* Scruton, R. “Photography and Representation®, Critical Inguiry, (1 981:587).
6
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likeness, the degree of resemblance necessary to establish a lkeness is thrawn open to
_c!zspute As Roger Seruton puts it, _ '

the aim of [portrait] painting is to give insight, and the creation of an
appearance is important only as the expression of thought, While 2

- causal relation is 3 relation between avents, there is no such narrow
restriction on the subject-matter of a thought. ¢

Botl the second and the third chapters werk with a concept of Iikeness based on the
premise that we both construet and are cons'yusted by our envitonment, '

‘The second chapter looks at likeness as a sov'al construction, based in particuler sets
of social codes and conventions: :

Portraits exist at the interfuce between art and sogial life and the
pressure to conform to social norms enters into their composition
because both the artist and the s-hjest are enmeshed in the value
system of their society {Brilliant, 1991:11).

Chapter two picks up on the unavoidable, age-old and on-going debate between what
in the world is natural, or gi* <n, and what is conventional, or acquired, The discussion
of this argument « between staunch conventionalists such as Nelson Goodman and
Norman Bryson, and thore conventionalists who propose avess of theory-neutral
perception, such as EH, Gombrich - helps to establish, in the end, a less linear
approach to conventionalism. By this, I mean that the discussion establishes the
possibility thet some areas of perception and recognition may indeed be innate ot
theory-neutral. :

Extrapolating from the debate, my arpument suggests that whilst seeing itself is
natural, and that recognition too might well have its origins in instinctual behaviour,
in art-making these processes are then built on, using conventional means, which are
sonstrusted. It is precisely at the point of re-presenting such primary processes - such
as that which we see - that the use of conventions is unavoidable and that the concepts
of perception, recognition, and likeness itself move into the realm of conventional and
symbolic representation, and may he used as a means to evoke, rather than to describe,

N Scruton, R. "Photography and Representation”, Critical Inguiry, (1981:587),
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The discussion in chapter two reveais that “reafistic’ descriptions and slso more
obseure evocations of the sitter's likeness, are in fact both rooted in convention. The

discussion uses this idea to ‘question notions of likeness in ponmxts and to ﬁmﬂy o

estabhsh the construsted nature of I:keness

The w_ay i thus cleared for a discussion - in chapter three - which firmly establishes

 the multiple power-plays and the exchanges between artist, sitter, viewer and artwork
as vital components of likeness and its construstion, Power is considered a5 residing
in images which challenpe the reader to respond, images which invite viewer-
participation, images which are ambiguous. The procesy of constructing likeness and

“how it gives tangible form to the relatmns hetween adist, sitter and viewer is
examined. '

The fourth chapter n_ées the theory of the .revious chaplers ia order to examine what it
reveals in selected portraits by the English artist. Lucinn Freud and the American
artist, Andy Warhol. Freud and Warhol have besn ¢irosen for the way in which their

images exemplify two very different forms of likenecs. This contrast is useful in "

showing that the Jikenesses, whilst seeming very different, are equally constructed.

My anulysis of both artists' portraits is iconological in that implications of the images
are extracted from an fnterpretation of what is visible in terms of the subiect matter,

tire medium, the style.” In traditional porteait painting thete has been an emphasis on

the capturing of physiognomic likeness, Whilst in some ways revealing the sitter, this
emphasis on “face values in many ways conceals hidden complexities, as Joseph
Contrad notes:

When you have to attend to things of that sort, to the mere incidents of
the surface, the reality - the reality, I tell you fades. The inner trath is
hidden - 1uck11y. Tuckity 8 .

‘This being so, whxlst this chapter considets the surface configmations of the portraits -
in question, it draws on all of the idens generated in the previous chapters in an

attempt to reveal the “secrets’ or the extended inner meaning of the portraits.

? Panofsky, E. Meaning in the Visual Arts, (1970:31-67).
5 Conrad, J. Heart of Darkness, (1983:67\
| 7



It is just this expansive ‘reading’ of images which Eco's theory - -connecting “systems
~ of expression’ to “systems of content’ - advances (refer chapter two: 24.25), Embeddad
~within this tlwoxy is the idex that the relatioaship between an image ~ expression unit -

and the meaning or understanding - content unit - with which we infuse it, is caded or

constructed and that this relatiship between image and meaning is therefore
temporary and vatiable. Eco thus forwards the idea that images will have d;fferent -

meanings to different resders or viewers. | N

I relation to the pm_raits of Freud and Warhol. 1 propose that a careful examination
of the way in which o particular artist mobilises the signs and conventions available, is -
capable of suggesting the preoccupations and drives which give tise to the use of such
combinations and fielp to suggest the possible and mutable meanings of the work.

My own interpretation of their portraits is thus exactly that - a suhjective
interpretation. Such an examination involves looking at how the artists’ choive of
medium, style, process and subject can serve to inform the viewer of the artists’
rs..ationshlp with the 51tter.

The fifth tﬁapter consaders my ovwm practical output and considers how the issues
raised in the previous chapters are reflected in the work which T have been doing, Itis
my intention that the images themselves be consideree as intrinsic to the research. In
the same way that theoretical research is a systematic inquiry, a search for
understaniding, 0 too the images were made not in order to complement or tilustrate
the wriiten component of the dissertation, but in the textural exploration of the same
ideas. Each area has impacted on the other and questions in the theory have drawn
attention to areas of practice while practical issues have profoundly influenced the
course which the theory has taken. - :

Finally, 1 have mcluded a photo-essay, wluch is purely pictorial and consists of '_
selected images which were not included in chapter five - for want of space. '



' CHAPTERONE

LIKENESS



1

Pablo Pmassn, Nude with Hat in the Stzedio. 1954, India mk on paper, (dimeamans
nol pmuded)



"A style - any sgsle - is by dgf‘mtzon 1o more rhmt a series of ctm ventmn.r. "
Linda Nochlin ¥ :

The issue of likeness has been one of the central concems of aa entire tradition of Western art
‘history and aesthetics since the time of Plato. Plato examined the issues of mimesis, trth,
rzality as well 2s notions such as objectivity and subjeetivity. Al thess ideas relate directly to
the notion of likeness. The traditional, Western definition of the concept usually piven
equates it with a mimetic realism, or a wruthful, objective copy of nature or the human subject.
Sush a view is » monstited by the 1863 Barnes vs Ingalls case, mvnlvmg the work of a
pnrtrmz phamgnpher The judge stated: : : '

A most important requisite of a gor * portrait is, that it shall be a correst
likeness of the original: and although only ‘experts’ may be competent to
decide whether it is weil executed in other respects, the question whether a
portrait is like the person for whom it was intended is one in which it requires
np special skill in, or knowledge of, the art of painting o determme...The fact
of likeness or resemblince, is one open to the observation of the senses, and no
peculiar skill is requisite to qualify one to testify to it* (ftalics added). |

A brief look at Realism and its pursuit of the “objective’ will reveal that its conception of
“tuth’, “the real' aud ‘the natural’ are a set of conventions which are constructed socially, This
being so, we are directed towards a clearer comprehension of the concept of likeness; that it
then too is roeied in convention: that it is consciously constructed by the artist and the chmces
she or h» makes regarding style, medtm protess and subject matter,

Whilst Reahsm is used to define a styizstxc eatego:y in the visual arts, the term is also closely
connected to central philosophical issues, The primary ain of Realism was to give n trathful,
obicetive and impartial representation of the real woild based on meticutous otrervation of
contemporary life (Nochlin, 1971:13). Because this prineiple was by far the most important
teaet of the Realist tradition, Realism also provides the clearest example for highlighting the
problems irmplicit in the pursuit of a “styleless' and “value-free’ world view. '

All forms of Realism, regardless of time or place. are marked by a desire for verisimilitude of
one kind or another. While the 1%th Century Realists came to equate belief in objective

‘' Nochlin, L. Realism (1971:51)
: Brilliont, R. Portraiture, (1991:25),
| 10



factual reality « whatever that mipht be - with the total content of belief itself, the realism of

-alt #s predecessors, for exawnple. Van Eyck, Caravaggio, Gericault and Titian, believed in the
reality of something other and beyoend that of the * mere extemal., tangsble fucis they saw
before them (Nochlin, 1971:45). However. there can be no perception in a cultural vacuum
and certainly no notational system for recording it, unaffected by both the coarser and the
subtler variants of period, personality and milieu (Nochbin, 1971:51), The obsession with
critical observation and the belief in the faﬂs‘ as the sole basis of truth, are themselves values
{Nochlin, 1971:53).

Realistic observation can provide the materials for art but it cannot be that ast itself” As soon
as one's perception of reality is translated inio on image, the use of conventions is inevitable,
Further, the anist must stucture his materisl and thus imposes himself on it. He connot
achieve complete objectivity (Stromberg, 1968:xviii). Realism is then only ever possible
within the boundaries of a particular style with particular aims and values. |

Central to this process of sotting, sifting on. sganising is the mind of the artist, his or her
purposes and intentions, ideologies and psychic peculiarities, This art of selecting is based on
an understanding of what is or ism't importast, and the selt:ctmn may or may not be based an
an aceepted value system (Stromberg, 1968:xviii-xix):

The painter makes real to others his innermost feelings about all that he cares
for. A secret becomes known to everyone who views the picturé through the
intensity with which it is felt, The painter must give a completely free reign to
any feelings or sensations which he may have and reject nothing to which he is
naturally drawn. Jr is just this self-indulgence which acts for him as the
discipline through which he discavds what is inessential to him and so
crystallises his tastes (Lucian Freud, 1954:23) {Italics added).

All work is thus related to a particular world view. to a context of interdependent beliefs and
ideas about what is gond and bad; true and false and about the nature of existence and the
means for investigating it. ‘The renjist ideal then, of “pure’ perception and its accurate notation.
their choice of subject matter, the medium and the style of their painting could not be fieed of
all previous knowledge. There are 1o value vacunms' in human history (Nochlin, 1971:53)
(italics added).

* Stromberg, R. (ed) Realism, Naturatism, and Symbolism (19685,
i



The commonplace notmn that B‘eahsm and Naturahsm are transparent or styieless styles.
acts only as a barrier to understanding these movements as historical and stylistic phenomena -
(Nochlin. 1971:14). The c.aim that Realisia and Naturalism reflect a world without values,
possessing “reality” and nothing more, or "nothing but" the tacts, is, in itseif ~onfused. .
Realism and Naturaliam must be defined by their hictorical content and the cultural
phenomena of the times (Stromberg, 1968:xix); for example, the Realists reacted to the
historical and cultwral phenomenon of the Romantics. Realistic and natvralistic Jikenesses
should be regarded as porticular styles of painting which are no more “real’ or "natural’ than,
for example, abstract or even conceptual arv-miuking. A style - any style - is by definition no
more than a series of conventions (Nochiin, 1971:51 {Ttalics added).

HMaving maintained that the representation of the real or the natural are no more than
constructed conventions, this research centres on the investigation into the question of what
the constructed conventions associated with likeness me in the creation of a portrait-image.
Central to the investigation is the understanding that likeness is a construct of the artist,
‘varying as each perception of another {psrson] may vary'®

The construction of a likeness is often a direct manifestation of the artist’s relationship to the
subject and of a whole set of intricate relationships between artist, subject and viewer.
Further, the relationship of the artist to her or his context and social environment, as well as
the use of medium, style of painting and choice of subject matter are components of this
construction.’

This chapter now looks at the notions of resemblance and recognition which help to define
the nature of portraiture in relation to concepts of likeness. It notes the limitations of the
traditionally accepted understanding of likeness (refer Bamnes v Ingalls finding, p.10) and
briefly considers other methods of identification and representation in portraits,

If ome is dealing with portraiture, one umavoidably has to deal with the issue of likeness. The
characteristic which distinguishes portrait-painting from any other kind of painting is the

i Stromberg writes that Noturalism was often regarded as a subdivision or offshoot of
Realism. In his text. Realism, Narwralism, and Symbolism, he often conflates the two.

: Brilliant, R. "Porisaits: The limitations of Likeness® Arr Journal 46.3 (198-?'1'?”)

¢ The use of conventions come into play when these relations between artist, subject
© and viewer ave transiated into an image. These transactions and their implications are
explored in the theory sections. The presence of these issues in the work of Freud and
Warhol is explored it o more expansive fashion in chapter four, and also in relation to

my own work. discussed in chapter five.
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intended relationship between the :mage and the sitter. This intended connection makes the
issue of likeness and its portrayal, o contral concern,

Richard Brilliont contends that - paradox:cally -

gven the notion of likeness assumes some degres of difference between the
porirait image and the person, otherwise they would be :dcrot;cal and no
guestion of likeress would arise (Brilliant, 1991 "5)

He questtons the possﬂnlity of exact reduplwatwn, thus ﬂnuwmg open to dnspme the degree
of resemblance necassary to estabhsh a likeness, - - .

If resemblance, as philosopher David Hume suggesis_. is depéndmt on the miemory which
raises up the image of past perceptions, then the resemblance of the image to the subject may

be determined more by the shared perceptions of the viewer and the ardist, than it is by .

descnpme exactness

Supperting Humes argument, E.H. Gombrich SuggeSts that perception always stands in need
of universals, and that we could not perceive and recognise our fellow creatures if we could
not pick out the essent:al and ssparate it from the accidental: '

consider what is involved in this perceptual feat of visually recognising an
individual member of a species out of the herd, the flock or the crowd. Not
only will the light and the angle of vision change as it does with all objects, the
whole configuration of the face is in perpetual movement, a movement which
somehow does not affect the experience of physiognomic identity."™

One is able to infer that
if detail is not essential for recognition in daily life, then one should imagixie

that it is also mmecessary for recugmsmg faces in portraits (Brilliant,
1921:110). ' ' ' ' '

?  David Hume, "Of Personal Ientity” in Sth ed. 4 Treatise ofHuman Nature, .Vl
' {eds) Green, TH. & Gmse,'r ., (1898:541) .

§ Gombrich, E.H. *The mask and the fice: the perception of physiognomic Jikeness in

Jife and in art" in Gombrich gt ol 4rt. Perception and Reality (1972:3),
. _ 3 .



However, it is the referentiality of porireits which subjects them to an evaluation of their
veracity as portrait images. The portrait smage as a simulacrum, though it is dependent on its
- source of reference, or its subject, to be regarded as a portrait at ali, must stuad independently
and must be deliberately differentiated from the human original, since, a8 Plato understood, it
can never be anything more than a false copy (Brilkiant, 1987 171) Andrew Ben}amm
qualifies this mhen he states that

any represenmtiqn must lack authé:itiéity in its striving fo be authentic, in that
a painting of a bow] of cranges can never be the same as a bow! of oranges.”

So it seems that “falsity’ or the failure of complete correspondance, is an essential ingredient
in the concept of likeness and that portrait images need 1o be consciously “falec’ with regard to
their subjects, if they are to have validity as works of art (Brilliant, 1987:171-2), This is
- perhaps. all works of art can hope to have since they cannot be the subject. However, it
remains crucial that same resernblance between the s.xbje\.t and the image exists.

Even with the highly constructed and -ﬁ*a.g’mented nature of Cubist painting, for example.
~ poricait-images always retain some. reforence of resemblance to their subjects, The
elimination of traditional chiaroscuro an+ perspective, and the highly analyt:cal and faceted
nature of cubist paintings clearly admit thejr nature as constracred i 1mages.

Noting the difficulty implicit in the fixed nature of images intended to resemble or convey
life, philosopher Hemi Bergson (18591941}, echoing the words of David Hume, stressed the
role of duration in experience: with the passage of time an observer accumulates in his
memory a store of perceptual information about a given object in the external visible world,
and this accumulated experience becomes the basis for the observer's conceptual knowlsdge
of that object. This process is analogous to the cubist methods of 1908-10) (Fry, 1966:38).
Whilst distinctly construeted. the simmbtanenus presence in a cubist painting of wultiple
perceptions from discrete points of view, implies movement and the images consequently -
assume a distorted, non-perspectival form {Fry 1966:32)". However, these structures or
components of Cubist movement paintings are pursued in an effort to realise a greater or
more complete ‘reality’, necessarily extended beyond the boundaries of illusionistic

®  Benjamin, A, "Lucian Freud's Self-Portraits”, in A.D.British Art Now (1983:26).

" The attempt to suggest movement and the resulting distortion will be picked up again |
at a later point with reference to the work of Francis Bacon,
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sepresentation, For example, Picasso's Portrait.of Withelm Udhe (1910)," whilst essentially
non-illusionistic and divided into multiple fragments, still retains a reference to the human
original. There is a revealing story of how Udhe was recopnised in the ﬂesh‘ for the first
titne, by someone who had only ssen Picasso's pommt of hlm

Later Cubism did not include alf the qualities of a given object. bui only those which
characterised it sufficiently well - its characteristic form, colour, texture, sithouette - to permit
uniequivocal recognition (Fry, 1966:39). The inclusion of “¢clues' - words, letters and numbers

prevented their paintings from appearing to be absolutely flat- abstractions (Fry, 1966:23; »
Cubism also addresses the notion that visual perception 6f an object is noi necessarily the way
that it is. or all that it is. Perhaps the roots of conceptual porim:ture are ta be found here. -
Mnume Raynal wrote in 1912 that

the quest for truth has to be undertaken not merely with the axd of what we see,
but of what we conceive.”

Both stages of Cublsm maintain an ultimate reliance on the visual world, (I-‘i'y. 1966:26) and

show attempts to render the subject more “truthfully’, albeit in a less literal or optical manner.
Cubist engages with new ways of addressing the extemal ’world and offers, perhaps, a more
comprehensive interpretation,

The portrait-image remaing 3 representation of and distinet from the subject. The consimctidn
of the portrait-image unavoidably involves the artist's own interpretation of his or her subject:

People are driven towards making works of ast, not by familiarity with the
process by which this is done, but by 2 necessity to communicate their feelings
about the object of their choive with such intensity that these feelmgs become
infectious (Lucian Freud, 1954:23),

Gombrich notes, that as viewers,

we tend to project life and expression onto the arrested image and supplement
from our own experience what is not actually present (Gombrich, 1972:17).

n Withelm Udhe was o German critic and a collector of cubism. He was also one of
Picasso's dealers,

 Raynal, M. "Conception and Vision", in Fry (1966:94).
- has Iy |



A quotanon such as this sesms to cani‘ m Gomhrich‘s assertion thaz !zkeness ina pqmmt
image, as intended by the artist, is understood ks ough the shared percevtions of the artist
and the viewer. Perhaps Gombrich's statement goes as far as clarifying the importance of the
viewer’s role in completing the i image for her or himself. It illustrates part of the complicated
set of transactions which arise between the artist, the sitier and the viewer as a result of the
creation of a portrait, and all the complexxtzns involved in constmctmg a likeness.

An added diﬁ' culty in deciphering auﬂxenticity ina portmit,'even. and perhaps especiglly
when one is dealing with a tmmet:c—desmptzve approach, lies within the stilness of an
jmage:

If & map stands still and mnnobﬂe, he is never as much hke h:mself as when
he moves about.”

The advent of the camera and snapshot photography visnally exposed the paradox of trying to
capture life in a static image. The fixed quality of an image negates the elements of time . nat
movement which are intrinsic to our relations with others. Photographed images, and eves
some painted images, where photographs have been used as source material, captme wlit
second instances. These instances are isolated from & flow of animated, active, dynamic
sequences of light, motion and time, which is how we know others. These split second
instances then appear to the viewer to be uncharacteristic and unlike the subject. Perhaps one
could go so for as to say that the greater the mimetic description, the more acute one's
awateness is of the stillness or momentary quality of the porirait and of one's feeling that the
degree of likeness between image and subject is greatly reduced. As Socrates notes, since
images are very far from having qualities which are the exact counterpart of the realities
which they represent, one must find some other principle of truth in iminges.* Therefore, an
extended interpretative aspect is required by the image in order to develop it beyond the
mimetic or purely op**eal. In other woxds, & portrait which reveals to the viewer some kind of
non visual element such as a feeling or 2 mood can greatly 2dd to our interpretmion of the
sitter. For example, the images of Franeis Bacon are intended to sonvey just such an extended
interpreative aspect: - -

" Domenico Bernini, son of Gian Lorenzo Bernini. Quoted in Wittkower,R. Chariton
Lectures on Art: B‘emz‘m 's bust of Lowis XIV {1951:7),

¥ Pplato, (trans: Jowett, B.) “Cmtylus“ in He .Dm!agues of Plato. 4th ed. Vol.3
{1953:96).
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~whe wants {an image] fo be as factval as possible and at the same Hime as
deeply suggestive or deeply unlocking of arsas of sensation... (Bacon)"®, -

Bacon s porteayal of likeness in a portra:t fmage is thus bmmd to creatmg that lxll.eness ina
very obligue way: .

I'm always hoping to deform people into appearance (Bacou in Syl\.ester
1987:146).

The use of distortion, or disruption can be seen to relate to Bacon's desire for form to be af
once very precise and very ambiguous {Sylvester, 1987:118). Bacon's use of distortion and
the patticular fluidity of his paint, as well as his use of the triptych and images in series, serve
to suggest a sense of movement. Perhaps it is in the wistortion which oceurs in the split
“second instance of a photographic image which Bacon picks up on and transforms, in his
‘painted images, to imply movement rather than to simply render an arrested moment. Bacon
states that -

«facts themselves are ambiguous, ...appeatances are ambiguousg and this way
of recording form is nearer to the fact by its ambiguity of recording (Sylvester,
1987:37). '

Having examined the fugitive nature uf appearance and the problems of distortion, movement.
and truth regarding likeness and its representation, one uld conclude that the veracity of
portrait images is not restricted to their degree of mimetic description or surface likeness.

Peaple move and people also change, at least in their extemnal appearances. Picasso clearly
understood this, Regarding his Portrait of Gertrude Ste'nt (1905}. and the objections to the
likeness, er iack of it, he soid

everybody thinks that the portiait is not Iike heiu but izever mind, in the end she
will look like the portrait.’™

Alternatively, Gombrich suggests that the portraitist who wants to compensate for the absence
of movement in an image must so exploit the ambiguities of the arrested fuce that the
multiplicities of possible readings result in the semblance of liie (Gombrich, 1972:17).. Inthis

" Sylvester, D. The Brutality of Fact - Taterviews with Francis Bacon (1987:56),

" Boeck,W. and Sabattes, I, Pieasse (1955:136),
_ _ _ "



way. portraits can concentrate many inges of one person into a single nnage, they can
consolidate many representations into one consolidated image. The pursuit of capturing

movement in a painting may help to achieve a greater likeness to the original, despite the fact .
that the image itself remains static.™

Clearly. the concept of likeness is both complex and Emiting, Because of these limits and the
failure of even the most mimetic description to render “authenticity’, many artists have
rejected = rigid descriptive surface Iikeness, challenging the assumption that easy visnal
recogmition is an essential requirement, and searching sather, for the expression of some
essential quality - a visual equivalence for the inner character of the bject. This equivalence
can bring the viewer nearer or further from the perception of likeness. Art historian, Allen
Wardell, goes further and sugpests that

although some form of physical resemblance is an element, even a dominant
one, in many portraits, its rendition is by no means the only method by which
the individual qualities of a person can be effectively represented. Such
devices as the use of emblems, symbols, name, costume, pose and
surtoundings are sometimes even more important than likeness in creating 8
successful portrait.**

Me goes ont 0 note that

solutions o the problem of the depiction of individuals exterd for beyond
tepresentation of physical characteristics... (Wardeli 1990:9).

This is especially true when an individual's persona, or even a single facial feature which
embodies that persona, offers  +vore immediate point « ¥ recognition than a complete image
of the individual might o in the case of Mick Jagger or Hitler, for example, the
association of images ena o recogniton in that a very large mouth, can represent Mick
lapger or a neerow moustache can rapiesent Hitler. Associative identificotion operates an

¥ Freud seems to fight against the notion of likeness, which implies difference in much
of fae literature, maintuining that he would wish his portraits 1> be "of * the people, not
“like' them, and that for him, the paint is the person. This equation of flesh and pamt

will be elaborated upcm in the fourth and fifth chapters.

" Taken from lutroduction written by Wardell, A, in  Likeness and Bevond: Poriraits
Jrom Africa and the World (cds) Borgatti, J. and Brilliant, R, (1990-8).
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verbal level as well. By way of example, few would contest the oft-quoted reference to “his
child-bearing ips' as 2 “direct' allusion 1o Mick Jagger. Gf course this kind of recognition is
dependent on a fairly high degree of fauniliarity with the icons of a particular society -
Conversely, it is the use of constructed personae or ‘social facades’ which allow actors,
through the use of costume or sk, to adopt or suggest another personality, their own
features remaining essentially unchange.d. Personae are not limited to the famous, ond the
artist's use of such symbols or signs to represent a non-public figure, would then limit the
recognition of the person to a few close associztes.

Evidently, recognition daes not dqm:d on the imitation or deseription of individual features
so much as it does an a configuration of clues.” At this poiﬂt the discussion approaches the
area of caricorure and whilst this dissertation dogs not examine this area in depth, carzcatum is
indeed 2 sipnificant way of Hlustrating the discovery of like in unjike '

Emblematic portraits and other types of portsaiture such as generic portraits,” which sxpand
on the conventional and sometimes inadequate understanding of poriraits as ‘ikeaesses
primarily, whilst interesting and iroportant in the study of portraiture, cannot be investigated

here. Hawever, certain examples of such portraitare will be examined in so far as they relate

10 the concept of recognition which is necessanly dealt with within the parameters of this
dissertation,

As already mentioned, in porteaits, recognition is not necessarily relfiant on detail, It is
sometimes reliant on suggestion, or it is based on the identification, by the viewer, of some
kind of sigh or symbol which has come to represent the subject. These do not aiways refer to
the facial features. Emblematic elements often ocvur in portraits us complemends to the
subject portraved. They can extend our understanding and knowledge of the person
represented.

In Manet's Portrait of Emile Zola, for example, the inclusion of books, pamphlets, papers,
quills and various art images including a photograph of Monet's earlier painting, Qbvmpia
{1863}, make a fairly obvious reference to Zoln as writer, a5 art critic and, perhaps more
obscurely. as defender of Manet's talent. From what I understand of the lterature, it is

© Gombrich, £, “The Experiment of the Caricature” in Art and Hiusion (1960:343).

Generic porimaits refer to specific individuals, but the physieal features are
standardised, Thus. unless such portraits are accompanied by information as to
identity, either u neme or o given context, they are not recognisabie as individuals o -
an outaxder because ﬁw features are gencralised {Bergam angd Bnlhant, 1990; 103)
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possibie that the likeness, or the viewer's recognition of Zola is reliant almost entirely on the
still life” component of the painting, George Heard Hamilton writes that |

it is in the acces:ories rather than in the fice and figure that the mterest'of ﬂxe
painting lies. for neithier here nor elsewhere did Manet display. any particular
gift for revealing the pswchalogmal petsonality of his male sitters,™

Fusther, it has been snwez.ted that M‘anet transferred to Zola a large measure of his own
physical distinction #nd sartorial eiegance. and that the pnrttmt is more h;glﬂy charged with
Manet's personality than it is with Zola’s.™

So it would seem that Manet's porteait of Zoka is not based solely on deseriptive exactness and
the viewer's recognition of the subject is reliant, to a Jarge degree, on the inciusion of the
“accesseries’ or symbolic elements. Thus with this evocation of his own presence tlwough the
portrayal of Zola, Manet has fashioned an abstragt, non-descriptive, but pertment
characterisation ofhzmseif{Brzllmnt. 1991:83).

An artist’s personad style ean penetrate so deeply into the work that the pommt
undergoes a peculiar deformation, recognisable as a sign of its maker®

Jane Austen’s novel, Emma, plays on just this ambiguity. Intent on moking an cligible
bachelor fall in love with her friend Harriet, Emma paints a portrait of Harriet for the man.
The matchmaking is foiled, he sever, when the young man takes the portrait not as an image
of Hatriet's charms but a5 an expression of Emma's taleat, He falls in love with Emma.
Austen’s fable indicates that .~ e portraitist may be telling more about herself than about her
subje. .-* Brilliant adds, with reference to Bacon that

the strength of this personal vision of the “other' charucteristically reshapes
Francis Bacon's portraits, no matter who the subject is (Brilliant, 1990:26).

Sometimes, the embiems or symbols stand in for the subject altogether. _This is clearly
illustrated in Armand Amman's Portrair of Warhiol (1987). This assemblage is a collection of

3 Hamilton, G.H. Maner and his Crities (1986:1135).
= Faison, S.L. "Manet's Portrait of Zola" Magazine of Art Vol 42 (1949:162-8),

¥ Brilliant. R. "Portroits: A Recurrent Genre in World Art® in Likeness and Bevond,
Pormeaits from dfvica and the World (eds) Brilliant, R. and Borgatti, J. (1990:26).

= Steiner, W, "Pdsunoﬂemist Partraits;' Art Journal 46,3 (1987:1?3)
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the tools of the subject's trade as an artist, his characteristic uniform, and his distinctive
‘trademark. the shock of white hait, without which Warhe! would not be *Warho!' (Brilliant,
1990:27). His "paraphemalia’ makes a more immediate reference 10 *Andy Warhol' than an
image of his own fiace would. Significantly, when Henry Geldzahler interviewed Robert
Rosenblum about Andy Warhol, one of the questions which he asked was;

_ When you see a portrait of Marzlyn Montoe by Andy Warhol who do you .
think of ﬁrst, Andy ot Manlyn‘?*

- Warhol was more widely known for whia he did and was more divectly identifea by isiv work
and by his own gonstructed personal image. than by his actuat facial features. Depending, -
then, on one's perccptmn of likeness, this portrait is as much, lf not mom, like Warimi asany
other.

To sum up, white the notion of likeness assumes some degree of difference between the
porirait image and the person, the porfrait genre itself has necessarily been extended into
arcas which re-address the importance of issues such as recognition and the purely optical
- versus the conceptua} portrait, All kinds of portraits attempt in some way to represent the
‘other'. The use of distortion both to imply or suggest movement and change, and the
relationship of distortion to caricature with its discovery of ‘like in unliks* are some ways in
which the portrait gente is extended. Caricature in turn relates to the idea of the percona or
constructed image, and along with other issues, these have become vital elements or
considerations in the construction of a portrait likeness, No porirait, however “realistic' is
simply and solely a representation of physical characteristics (Wardell, A. in Borgatti and
Britliant, 1990:9). |

C‘om.rettsmg the notion that hkenesses are highly constructed, the nex.t chapter deals with
some aspects of perception, intellectunl ¢onstruing and recognition, and their relationship to
the ongoing debate between what is natural and what is conventional, or constructed.

S Geidzahler‘ H. *Andy 'Warhol Virginal Voyeur in dndv Warhol, Partrmts (eds)
Geldmhler. H. & Rosenhlum. R. (1993:13).
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CHAPTER TWO

PROBLEMS OF PERCEPTION AND REPRESENTATION
INTHE CONSTRUCTION OF LIKENESS

1)
E



"No fuct is without its fiction.”
 Ira B, Nadel !

Chapter one suggests that likeness itself is an unfixed concept, constructed and bound
by specific sets of conventions and relations, intentions and attitndes, This chapter
explores the idea of unage-making as social construct; of art-making as a system of
signs and of tire recogmition of images as societal, § would like to suggest that the way
in which - and the degree to which « we understand erness in an :mage isrelated to
our recognition of these signs or social codes. :

21  Mature and convention

Likeness is constructed by the artist using representational conventions which are

themsehves socially constructed. Codes of recognition are formed dynamically through
continuous usage and suceessive change. As indicated in chapter one, the test of a
truthful likeness is never simply “the real world' but some standard construction of the
world. This is the position which Nelson Goodman assumes in - his semmal text
Lo, guages of Art. He states that

realistic representahon depends niot upon imitation or iflusion or
information” . upon inculcation,”

and is thus based on « kind of social consensus, E.H. Gombrich who bas been the
most outspoken gritic of this conventionalist or relativist position held by Goodman
and others such as Norman Bryson, regards this position as extreme. In his text, 4n
~and Husion (1967), Gombrich stresses that some of our reactions, and those of
animals, are instinctive or given in that we are programmed with a survival instinet.
Thus he questions which part of our response to the world is natural‘ i.e. entircly
instinctive, and which is conventional, i.e, acquired, :

Gombrich's position is most mterestmg He has amassed a great dral of evidence to
show that the way we see and depict depends wpon and varies with experience,
practice, interests and attitudes. Yet his position shifts to one of arguing against this

v Nadel, L.B. "The Bingraﬁlxer‘s secret” in Studies in dutobipgraphy, (2d) Oln_ey; |
1. (1988:24).

: Goodman, N. Languages of 4rt.{1969:38).
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 relativist or conventionalist consensus which he helped to form. 3}‘ setting himself up
agamst a purely conventionalist position Gombrich manages {0 estabhsh o pnance in
their argument which they have failed 1o acknowledge.

-Working against the conventmnalzst position, Gombrich argues for distinctions
between two kinds of representation - pictures as opposed to maps, and images as
opposed to ftexts ~ suggesting that the former are namral and the latter are

_ comerrhonal

Goodman,. on the other hand. argues that the difference ong perceives, is, in effect,

- between kinds of convention. The sign systems of reading and mathematics, for

gxample, are fundamentally the same as those of painting; based on an understanding
of codes and the ability fo use them:?

the buundary line between fexts amd i‘magés, 'pictufes and paragraphs, is
. drawn by o history of pracncal differences in the use of different sorts
of symbolic marks, not by a metaphysmal dwxde. : :

Thus, the differences hetween sign-types are matters of use, habit, and convention. In
later work, Gembrich apologises for undermining the distinction between jmages
~ which are “naturally recognisable' because rhey are imitations, and words which are
based on conventions and recognisable through learning.* He changes his line of
thinking and his distinctions are then no lowger between that which is conventional
and that which is innate or natural, but bemeen thase signs which are natoral and
those signs which are cun\rentmnal '

It is at this point that Gombrich's argument is most useful: having conceded that ali
images are based in convention, he argues that some images - or some conventions -
are more “natural’ than others. This argument is hinged on Gombrich's belief that one-
point-perspective - upon which Western illusionistic representation is based « is the
formal convention closest able to reflect or capture the way in which he budieves that

5 Bryson. N. "Semiology zind Vlsu:ii hmrpmmtzon“ in Visual Theorv, {eds)
Br:,son.N Holly, M.A Moxey, K. (1991:64-5),

¢ Mitchell, W.LT, Tconologn: Image, Toxs, Ideology, (1986 69)

: Gombrich, E.H. "Image and Cede: Scope and Limits of Conventionalism in
Pictorial Representation” in Jmage and Cadb, (ed) Steiner, W, (1981:11),
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vigion happens. He the ¢ are sees the convention nfperspectwe as more *natural' than
| -pther conventions.®

In opposition, supporting the idea thai different sets of conventions are used for
representing different things, Goodman offers

That a picture Jooks like nature often means only that it locks the way
nature is usnally painted (1969:38-9),

This chapter elaborates upon some of the issues in this debate, which establishes much
of the theory foregrounded in the discussion in chapter four. Indeed, many of the
guestions which I ask in the fifth chapter, with regard to my own practical research
have their foundations in this debaie. '

The next section discusses the nature ofpainting' as a system of signs. It motivates - as
the sub-heading suggests ~ a conventionalist spproach to painting. The section
thereafler re-considers Gombrich's argument which does much to unsettle the
' conventionalist assertion of the purely ‘social nature of signs' - which is the sub-
heading of that section. My own position with regard to the nature-convention issue is
also reviewed in that section. |

2.1.1 Painting as a system of signs

The portrait as a genre invelves a number of apparent contradictions. Most
importantly, it is both a work of art and a document. Thus, the portrait poses the
general artistic problem of the aesthetic versus the referential as an overt conflict: it
represents a real person whose actuality it announces through its title and through
‘individualizing' detail: at the same time, it presents itself as n work of art « often
framed, highly structured, of interest in and of itself)

6 in the end, one-point-perspective and its allision to one-moment-in-time is the
paradox that lkeness hinges on: the fixed moment is less ‘like' than those
representations of likeness which account - in some way - for the duration of

- time and mo . cment, such as in Cubism.

*  Steiuer, W. Fvact Rescmblance to Evact Resemblance- The Literary
Partraiture of Gertrude Stein, (1978:4-5).
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The fact that neither 1 mug shot nor ar allegorical painting, neither a
police description nor a play of humours® is 1 portrait, indicates that the
co-presence of artistry and reference to spepifie neahty is essentzal to
the porteait genre (Siemer. 1978:4-5),

Wendy Steiner writes that ﬂu‘s doubie property of the portrait-image as both artwork
and referent, can be seen to be exploited in the earliest portraiture of ancient funerary
masks and statues, which aimed at both a representation of the deceased and a direct -
experience of her or him through the work. Porirait silhousites and miniatures also
create this magical presence, putting a loved one, whether dead or absent, constantly
nnd intimately in fouch with the wearer of the likeress. Mote practically, porteaits or
photographs of officials are used in public places such as courts of law and post
offices to summon up the authority of the official, to endow the place with his
characteristics. This ability of the porteait to ‘render its subject present' is, in fact its
most central characteristic (Steiner, 1978:5), Thus, that a porirait can “stand for' a
particular uman being, allows for tha image to be seen as a sign. Stedner quotes R.G..
Collingwood, who states that

the true definition of representative art is pot that the artifact resembles
an original, but that the fecling evoked by the artifact resembles the
feeling evoked by the original. When a portrait is said to be like the
sitter, what is reant is that the spectator, when hie looks at the portrait,
‘feels as if’ he were in the sitter's presence. Seen in this way then, the
portrait is a sign for its subject (Collingwood in Steiner, 1978:5),

Thus, it is in relation to a socially detesmined body of codes, and not in relation to
some immutable “universal visual experience’, that the realism of an image [or the
~ likeness of a portrait] should be understood.” To see a portrait as a sign isto see it as

social construct, A semiolugical approach to art would start from the observation that,

as complex social creatures who live in a world of elaborate and nuanced social
meanings, our visual experience is far more complicated than models of simple visual
identification sugg st. Partraits, and by Jogica) inference, their lkenesses are thus
constricted social'y, a view which is semiological or conventionalist in that it regards
painting as a system of sa¢ially constructed signs,

# 1 presume that a play of humours® efers to the kind of cancamre which is
based on satire.

N Bryson, N, Vision and Painrmg-— The Logic nf the Ga..e, (1983:13)
%



In A Theory of Semiotics, Umbesto Eco ontlines just sush a coded approach fo the
understanding of images. His line of reasoning is divided into a #-ory of codes o
systems of signifieation and a theory of sign production which is the process of
communication.® Codes are sets of convemions which conmect systems of
“expression’ to systems of “content'. In other words, codes enable us o recognise a
word, a gesture, an image as standing for a particular meaning, Both kinds of system
are structural: the idontity of every unit depends entirely on its refations + ih other
units in the same system (Eco, 1976:48-51).

Semioticians have usually accepted Charles Peirce's distinctions between symbols,
indices and icons. In all three cases something 1s seer as stunding for something else:

with the symbol the “standing for' relationship is arbiteary and therafore coded; with
the icon the “standing for'* relation-hip is one of 1.semblance; with the indexicol sign
the “sianding for' relationship is causal; the index is understood to be connected to the
real object, causally. The content or meaning of icons and indices thus depends on
their relationship with the real world, whereas that of symbols does not."!

Eco, however, rejects this trichotomy and substitutes for Peites's niotion i the sign
that of sign function. He writes that whenever something is perceived as standing for
something else a sign function occurs, sand whenever a sign function ozcurs, it
depends on a coded relationship between a unit of expression and a wnit of content.
Thus what Fco refers to as a sign function is the encoded meaning which is found in
the correlation between an expression unit and a content unit. For Eco these sign

¥ EBeo,U. .. Theorv of Semivtics, (1976:4),

s Silverman, X. The Subject of Semiotivs{1983:14-25), Peirce *writes that a
symbol is a sign which refers to the object that it denotes by virme of a law:
natural languages and notational systems of all sorts are pre-eminently
symbolic (20). _ _ .

‘Indexes' have an intrinsic selation to the referent, like smoke to fire.
Another example which Peirce cites as an indexical sign is a symptom: the
signifying capacity of the sympiom inheres not in its physica} residence within
the patients body, but in its ability to assist the physician in making a
diagnosis. Because the indexical sign is undetstoed to be connected to the real
object, it is capable of making that object conceptually present (19-20).

 An iconic sign's ‘rasemblance’ need not aim for ‘ptical iLusionism. A
“blueprint and a photograph of a house are both jconic signs of a house.
Convention plays a central role in iconic signification in that we need to be
schooled in sysiems of representation before certain signifiers will reveal their
iconicity to us (24).



funetions are temporarily encoded relationships, changing as cultures change. In no
case does the meaning or content of the unit of expression depend on its relationship
with the real world (Eco, 1976:48-51)." Seen in this way, Eco's position can he linked
closely to the conventionalist views of theorists such as Nelson Gouﬂman for whom
there is an absolute plasticity in the world:

There is no way the world is, there are only the conventions of its
orgaaisation. There is no inmocent eye. The eye is tainted by the
original sin of cognition.”

Representation or image-making is linked both o our perception and to our
concepiion f reality. The representation of our perceptions wili involve the use of
sone kind ef medium. It is at this point that codes and conventions come into play.

The convergence between picture and model, between thought and

world, is not easily attained. The mind does not jump directly fiom the

peraeptual notion of spatial continuity to a conceptual or
~ representational schema able to express this.' '

Re, spentation - of any kind - can therefote be seen fo be reliant on a system of

conventions and will thus always be coded.

A system of conventions such as a language, is discussed in Hal Foster's article, "The
Expressive Fallacy" where he discusses the idea of expressionism as a specific

% " e when we recognise the picture of a dog 85 & picturz of a dog, we establish
a relationship not between an image sunit of expression) and & real animal, but
between an image and a cultusal uait (voit of content) the idea of o dog, Its
significance derives entirely from its relationship with other cultural wnits, not
from its relationship with the real animal kingdom. This is a structuralist
definition (Eco, 1976:66-8).

Eeo's theory is regarded in greater detail in chapter four with spemfiﬁ reference
to the works of Frend and Warhiol 20d to the proeess of understanding or -
reading images.

B Danto, A.C. "Deseriptien and Phenomemlogy of Perception” in Pienal Theory
(eds) Bryson gt al (1991:207). This view stems from Ruskin, It is also held by
Sombrich {1960:297-8). References to this idea can also be found in Goodnian
(1969:7-10)

B Gablik. S. Progress in e, (1976:35),



language.™ Hz writes that expressionism is first and foremost o paradox: & type of
representation: that asserts “presence™ of the artist. of his existence in the real world.
He notes that this prasence is by proxy only; the expressive marks of the artist, the
indexical traces of the hand, He goes on to say that

it is easy to fall into the fallacy: for example, we commonly say that an

- expressionist like Kandinsky “broke through' representation, when in
fact he replaced (or superposed) one form with another « a
representation not oriented to reality {the coded, realist owter world) but
expression {the coded, symbolist imner warld). After all, formlessness
does not dissolve convention or suspend mediation {Foster, 1985:60).

Foster argues the conventionalist position, It is important to note that whilst the view
that "ali is convention’ might equalise varying forms of representation {nsofar as thay
ase afl medioted. it does not equalise them in terms of their meaning or their impact on
the viewer. For example, one might read and respond fo a pestural or expressionist
sty le as more prisal, understanding at the same time, that it is nonetheless still coded.
Foster elaborates his argument by comparing expressiomist representation with
classical representation, He suggests that the material elements in classical painting,
especially the traces of the artist, merely function to substantiate what the painting
represents. and are used so as to deliberately avoid any feature or quality which would
cause viewers fo focus on the material elements themselves, In Norman Bryson's
words, : -

With classical painting of the West, the image is thought of as self
effocing in the representation or reduplication of things (Brysom,
1083:0).

In expressionist painting, by way of confrast, the material clemens tend to be
subsumed by what the painting expresses, by its subjective reality- In other words. the
expressive content is foregrounded and the mediwn is intrinsic to the style. Both types
of representation are codes: the classical painter suppresses non-naturalistic marks so
 as to simulate (a staged) reality; the expressionist “frees’ such marks of nuturafism so
as to simulate direct expression (Foster, 1985:66-1). The use of such codes will be
illustrated in a Iater analysis of the works of Lucien Freud and Andy Warhol. Their
critical reinterpretations of past moditions help to identify and stretch certain




conventions of painting in new directions, Foster's argument thus confirms and
expands upon Nochlin's staterent cited in chapter one:

A style - aay style - is by definition no more than s series of
conventions (Nochlin, 1971:51).

if one holds with Noch¥in's conventionalist position, painting must then be viewed as
a system of signs. The power of such a semivlogical model is taken to fie in its ability
to question, radically, 2 mimetic mode! of art (Bryson, 1991:75). The recurring dream
of Eurcpean painting - to perfectly reduplicate the world ~ must continually suppress

~ the overt visual trace of the printing process itself and the status of painting as @
system of sigms (Bryson,[983). Eco argues that traditions! or “classical’ art was largely
unambiguous.’ Although it could give rise to varying responses, its natute was such
as to channe} these responses in a particular divection. Eco yanintaing that much
modern art, on the other hand, is deliberately and systematicatly ambiguous. Such
works invite, acknowledge, and thematize the activity of the viewer, and can thus be
seen as social works, deeply conneceted to un interactive relationship with the viewer,
This interaction accounts for the possibility of an exchange of power. For Eco,
ambiguity is the product of the contravention of established conventions of
expression.” The power ir painting can then be fonnd whenever an image meets the
existing discourses and moves them over, finding its viewer and changing him or her.

Generally, semiological models of art position themselves against Perceptualist® or
Universalist approaches. Supporting conventionalism, Michel Foucault takes &
position against linear origing and against the authority of history. He suggests that

e In the next chapter this argument is analysed more closely in an effort o
determine whether in fact the ambiguity or “openness' of & work doesn't lie
with the viewer's context or predisposition, as opposed to being inherent
within the work itseif. Perhaps ‘openness' s net then limited to modern
artforms. :

" oo, U. The Open Work, (1989:84-6:94-5). |
i The Perceptualist account is a conception of image-making based on the key

processes of “schema’, ‘observation’ and “testing’, with the aim of reduplicating
the natural world, Gembrook's text, "Art and IHusion" is viewed by Bryson as



humankmd's point of departure for self mderstnnding «begins toﬁay. _
~not in some hypothetical beginning of historical time. Each day we
make ourselves anew in fresh Tormulations.’”

An impoitant aspect of conventionalist or relativist theory is the idea thut we
continually construct cur own system of structures for understanding and defining
am"eiws ‘We ultimately represent ouzselves according to these structures.

Representation is often regarded as "mere appearancé‘ in relaﬁgn to reality {refer"bnw!
of oranges' discussion in chapter one:14),while Norman Bryson's argument suggests
that the real and the natural are ﬂ:emselxes canvemmns. eomstmcted sociaily througlz B
hxstory.

212 The social nature of sign systems

According to Bryson, Perceptualism is a type of image-making which omits reference
to the social formation, for in the perceptualist account the painter's task is to
transcribe perceptions as sccurately as he van (1991:63). Brysot wriies that, crucially,
the perceptualist agcount leaves no room for the question of the relationship between
the image and power. since power is accounted for in painting whenever the viewer is
an active participant (1991:633.%

It takes one person to experience a sensation, it takes (at least) two to
recoguise a sign. And when people Iook at & representational patnting
and recognise what they see. their recognition does not unfold in the

- solitary recesses of the sensoriu™ but through their activation of
codes of recognition that are fearnt by interaction with others, in the
acgquisition of human culture. One might put this another way and say
that whereas in the perceptualist account the image is said to span an
orec that suns from the brush to the reting, an ars of inner vision or
parception, the recoguition of painting as sign spans an are that extends

®  Futton, P. “Foucault, Freud and the Technologies of the Self* in Technologies
of the Sclf A Seminar with Mirhel Foucault, (eds) Martm, L. Gutman, I
Hutron, P. {1988:134).

= ‘The question of power is taken up again in- the next chapter.

M sensoriam: the seat or organ of sensation, The Cassell Pocker English

Priostoinam: & T TSEY



from person to perscn and across mter-mdiwdua! space {B:‘ysnn,
1991:65), '

‘Bryson's semiological approach to painting gives rise to a view ofpéinting as socially

and historically constructed. Bryson argues that the traditional perceptualist approach

tends to discuss visual representation as if it were constituted by ahistorical constants

based eithier in luman perception or In the universal e litions of human siperience.

As a consequence, it fails 10 come to temms with the issues of power which are

necessarily historieally and eulturally defined (Bryson gt.al, 1991:2).% In other wosds,

Bryson posits that ali represenation is a miatter of convention and is wholly defined by

its historical conditions of origin and reception. Since the reality experienced by
human beings is always historically produced, there is no trapseendent and naturany

given reahty {Bryson, 1983 13

Gombrich, on the other hand, argues against such extreme conventionalism, In his
essay, "Image and Code: Scope and Limits of Conventiopalism in Pictorial
Representation”, Gombrich comes to suggest that we can read an image because we
can recogmise it as an imiration of reality within the medium {Gombrich, 1981:11).

Though Gombrich later concedes that any kind of pictorial representation is made up
of conventions - accounting, 5 the same tinie, for non-reptesentational images which
must be conventional in terms of our reading of them « he still refises to accept that
notions of reality are entirely relative, varying aecording to how those notions or
realities are constructed and by whom. Gombrich writes that in past styles, images
were frequently made with the aid of conventions which had to be learned. So, whilst
he may concede that there are numerous ways of referring io reality, he still believes
in the "naturalness of realistic representation as we know it in the west, which is based
on one point pe pective, |

Perhaps it is possible, however, that the perceptualist approach to painting did
not regard overt reference to the conventions of 2 particular socio<historical
context as either interesting or important. Perhaps their concerns were to de
with image-me i g within g particular set of other idess, outside of extending
ov chaflenging a.--making conventions. On the other hiand, perhzps this view
of the pereeptvalxst‘ approach to p*tintmg as failing to come 1o terms with
issues of power - is merely the way in whizh we - as modem viewers ~ see
painting which in its day had equal social sxgmfic‘mee or power as that with
which we bastow contemporary “semiological' painting.



On the other hand, the relativity of realism, as Nelson Goodman diseusses in his book
Languages of Art, affords us the realization that we may find an ancient Egyptian
representation murealistic because we have not learned to read it. Understanding
realistic representation is then also a nuattér of conditioning. But Gombrich continues
to insist on the traditional empiricist separation of mind and re'\‘eiy {Gablik,
1976:170). Here, it seems as though Gombrich is arguing for liis belief that we are alt
- predisposed to secing in the same way, but that we buikd upon this predxsposxtmn in
varying ways according to what we know and helzeve

Yet, in his "Limits of Convention” essay it seems clear that Gombrich tegards the
claim for the "naturalness” of illusionistic painting since the invention of perspective
as & literal truth, not as a figure (Mitchell, 1986:83). In other words, Gombrich does
not concede that perspective is also a convention - the same as any other - and that our
understanding of such pictures depends on 2 certain amotnt of conditioning. in short,
he holds that one point perspective is more than simply one way of mapping the
world; it is successfut in mapping not only what we see from a given point, but also in
terms of ow we see it

Gondbrich's distinetion between nawural ond conventional signs leads him, eventually,
into 9 position where he seems to be supporting a qualified view of the conventionalist
position. He 528 to great lengthy to prove that the images of nature are not
conventicnal signs like the words of human language, but show a real visual
resenblancy, not only 10 our eyes or our culture but also to those of birds or beasts
{Gombrich. 1981:21), It scems that Gombrich proposes a kind of “natural cods’. He
locates the source of this natural equivalence in our biologieal make-up:

We cannot regard the visual environment as neutral, Cur survival often
depends on our recognition of meaningful features. and so does the
survival of animals.™ .

i+ i7 gecording to Mitchell, {1986:79) the fact that there are natural signs which can
be decoded by lesser beings (‘savages, children, illiterates and animals', sic_) leads
Gombrich to deduce that if the image involves a code, it is not an arbitrary or

»  (Gombrich. L.H. "The *What' and the “How" Perspective Representation and
the Phenomenal World® in Logic & Art: Essays in Honour of Nelson
~ Goodman, (eds) Rudner, R, and Scheffler, I (1972:148). '

A Qiainer W ted) Inave and Code. £ 198143).



cunventional one, but something like a biological program.™ It is probably bacause of

their recognition of the usefulness of this facility for example, that Indian woodcutters
‘have used human face-masks on the backs of their lieads, in order to avoid being
_pttacked by Bengal tigrers, who mﬂy attack from the back (Brilliant, 1991.44)

The way the !mguage of art refers to the visible world is both S0
obvious and so mysterious that it is still largely unknown except to
artists themselves who can use i as we use all languages - without
needing to know its grammar and semantics (Gombrich, 1960:9).

Gombrich's statement here is ambiguous in that one Aas to know the grammaticat and
semantic construction of a language, even though one may not necessarily be able to
tatk about what one knows. In a similar vein, whilst one might know exactly what
something looks like it is ofien difficelt to find the words which describe it
adequately. Nonetheless, when Gombrich makes the above statement i scems as if he
is arguing for a theory which is part nature and part convention.

Another attempt to retrieve the force of the natural is found in his claim thot

we not only have a nature {physis), but what in English parlance is so -
aptly called “second nature’. our personality which is formed by our
~ cultural environment (Gombrich, 1981:21).

Gombrich argues for the existence of a “nature® which we are all predisposed to, and
for a “second nature’ which is built upon this natural predisposition - that which is so
habitual as to seem natural. Thus his distinction is between that which is nutural and
that which seems natural, but § is rooted in cultural conventions,

While Arthur C. Danto acknowledges that language at every moment
penetrates perception (in Bryson gt al, 1991:9) he also concedes that there may
‘be an area of thesry-nentral perception. His evidence is in the observed
‘behaviour, in connection with pictures, of animals that cannot be supposed in
the first instance to have Janguage. The fuct that they ¢an recognise pictures
(photograghs and drawings) of particular humans and of pasticular members of
their own species, implies that this facility is innate, in both man and beast.
Danto writes, "All 1 want to insist on is that the ability to note minute
differences is innute, probably for good adaptational veasons, and we can be
conditioned to make finer ond finer discriminations..." (Danto, 1991:209-10).
There is reasonable inference that the recegnition of iniages, in so for as there
are relevant isomorphisms, between pictores of things and things themselves,
may be innate or theory-neutral,




Behind Gombrich's theory Iurks the idea of a progressive “fit' or match between the
representation and its real counterpart in nature, For Gombrich, art proceeds by
mimetic conjecture, The conjecture is then exposed to criticism to find our whether or
not it is like the real world (Gablik, 1976:154)% Affirming his initial belief in the
construction of likeness, Gombrich states that

the correct poritait ...is an end product on a long road through schema
and correction, It is not a faithful record of a visual experience but a
faithful construction of a relational model (Gombrich 1960:78) (Italics
added).
Such an argument still supposes that there is indeed one ‘correct’ model of
representation, one “correct' set of rules. Clearly, we see Gombrich's very articulated
notion of how the natural and the conventiona! work together. He concedes that we
can never wholly eliminate the “subjoctive slement' in perception and that in painting,
thete are limits to objectivity, He also claims that perception already stylises and that
~ art is always an interpretation, never 2 oure recording of facts (Gablik, 1976:169).
That he then asserts that the undeniable subjectivity of vision does not preclude
objective standards of representational accuracy is a clear example of his belief in the
 supremacy of representation in terms of one-point-petspective.”’

Gombrich insists on the existence of ene “natural code’, overlooking the possibility

- that human predispositions allow for the construction of many "natural codes’ which
might arise from genetic variations and development. Up until this particular point,
Gombrich's nuanced argument has proved extrernely helpful in {emms of my own
understanding of the nature-zonvention debate. However, his insistence on perspective
as the only ‘natwral code' is the point at which my own thinking in terms of
representadon and “the natural’ moves away from Gombrich. Parallels can be drawn,
for example, with the tuman capacity for language, a capacity which manifests as
many different languages. Similarly, whot seems to be a natural way of visuol
reprasentation in the West, is in fact only one form of “natural’ representation.

B References to Gombrich's theory of making and matching can be found
intermittently throvghout the text of Art and Rlusion, (1460). 1t is succinetly
explained on page 321. It links to a Poppenan method of scientifie discovery
through probing and testing. This is explained in the same taxt, page 28-9.

2 Gombrich, EH. Art and Hlusion, (1962:x1)
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Gombrich's distincticn between naturat and conventional signs is not without flaws:

- first it is images in general that are natu.al signs in compatison to the
conventional signs of langusge.. Jand] then it is certain kinds of
images {Western illusionistic paintings, photographs) that ase natural
compared to the relatively stylized and conventional images of
Egyptian or Far Eastern art (Mitchell, 1986:84}.

The difficulties in his d:stmctmn iead us to ask why Gombrich insists on trying to
isolate any kind of sign as the natural cne. However, he manages to convince us that
images are more natural than words... thay are more easily learned: they are the sign
we share with animal-... they are naturally fitted to our senses; they are grounded in
the stratezic perceptual skills that man mus apve for survival in a hosuie “state of
nature’ (Mstcheil 1436:88-9).

At times Gombrich's argument is highly problematic, yet I think it is because of his
 attempts to differentiate or vnpeck the distinctions between sign types that he manages
to unfold nuances or areas within a purely conventionalist position which exposes the
difficulties with such an extreme stance. Gombrich's argument deals with issues and
objections that uennot be ignored. It raises questions which create discemfort in 3
completely social approach to conventionalism which tends to oversimplify the
- complexity of the perception process, both cross-culturally and across the fines of
species, as well as of its role in the formation ofcouvenuon

22 Perception and_recngnitioh
A Perceptualist position would argue that human perception is universal and that there
are forms of eonvention which are more isomorphic with the processes of perception,

“and thus more natural’ than others. The broad issue in the debate seems to be

to what degree are percepmll mocesé:s cognitively penetrated by
conceptual or descriptive structures? (Danto, 1991:208). '

Put more simply, ‘to what degree is what one sees penatrated by what one comes to
know 7' ' '

Suzi Gublik offers thot the way in which we understand imazes is constructed rather _
than given; the lmman mind is an active, “orming participan® in what it knows; that the.
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- gvolution of conceptual f:rmneworks must be accounted for both in the mdmdual and,

by extension, historically as well ‘“Gablik, 1976:11). This view stems back to Piaget
- who suggests that the reality behind appearance is not pereeived by the senses but
conceived by the intelligence (Gablik, 1976:27).

Qur notiox of reality is nut an empirieal given but is a continuous
mental construction... (Gablik, 1976:37).

The notion of reality as continnous mental (re)constru don also allows for the idea
that criteria of truth and reality change with the progress of selence, and every culture
has its own norms which enter into the perception of reality (Gablik, 1976:80).
Gombrich's making and matching theory, however, seems to focus on a quest for
some kind of ready-made reality which the act of cognition itself does not
substantially transiorm. The sepurate yet co-operative functions of the eye and the
mind are illustrated by the M» Her-Lyer illusion whereby our knowledge that the lines
are identical in length fails to disrupt our perception of them ns of different lengths: no

matter how much we know, we continue to see things as we do see them, as if our -

perceptual system were invincibly resistant to knowledge (Danto, 1991:208)..

If one’s account of hurman perception is sufficiently minimal or reduced, if it attends
exclasively to the elementary kinds of recognition that all human beings (and animals}
are able to perfornt in all cultures and eras, it will indesd appear that the perception

which art engages is trans-bistorical and universal. Further, if the visual processes are
presented as unaffected by historical determiiniation, then the art which embodies them

will seem to exist outside history. in a timeless realm of aesthetic contemplation
(Bryson gt al, 1991:9). Thus, whilst certain perceptions are rooted 1 innate features of
the cognitive apparatus, the issue which is of greater relevance in this context, is the
extent o which physical knowledge can be regarded as penetrating perception and
how the perception of a work of art is of a different order altogether {Bryson st al,
1991:9-10). :

The fuct that there exist pairs of objects perceptunily indiscriminable but which have
different philosophical identities and, in consequence, different properties, has to do
with the idea that art embodies the power of thought, Once one accepts the possitulity
that a Brillo box by Warhol is a work of art, while an ordinery Erillo box fs net, it is
plain that the diffirences are not of a kind that simply meet the ey (Danto, 1901:312).

What we see and what we know work fogether in the way we represent things, in the
way we create images. Whilst mechanisms of pereeption may be innate, we alt have



differing sets of associations which will colour our perseptions. Thus, the way we see
things is dependent on what we have learned and on our understanding of prrticular
sets of social - wdes and conventions, Without the recognition or our wndersianiding of,
sacmny constructed codes and conventions we become compuier-like, consiruing the

world in an “identiti-kit* ways by means of key features and schematic relationships.

Recognition is thus related to the memoty of past experiences and thus, perception

works together with ¢conception to enable recognition. The word “recognition’ itself

stems from the Latin ‘re-cognito’, which translates “think again’. "Re-cognito’ could
read as “re-think’ or ‘rememt °. With reference to the social nature of recognition,
the plienomenon of visual agnosia is interesting. Certain disorder- of recognition and
perception have been termed “agnosia', the partial or total inabifity to recognise objects
by use of the senses. Prosopagnosia is the inability to recognise visually the faces of
familisr persons who continue fo be normally recognised tirough other sensory
channels, This breakdown in visual rccogmnon is due to a complete failure to evoke
memories pertment to Specxf' ¢ faces.™

A neurological mode] of facial Jearning mnd recognition hus been posited which
includes various steps from perception to the arousal of past visnal perceptions, to the
activation step whereby multiple memories are evoked and finally to a readout of
concomitant evocations which result in the experience of familiarity. Prosopagnosia
gannot be explained as being due to an impairment of the basie perceptual step. Nor
can it be explained by an impairment of associated memories because they can be
easily evoked through other channels. Tests on patients with prosopagnosia, based on
the use of electrodermal skin conductance response indicated that despite the patients'
inability to experience familiarity. they still carry out some steps of the recognition
process for which there is a spontaneous or autonomic index.™ On these grounds
Daniel Tranel and Antonio Damasio posit that the defect may be explained by m
impairment of the activation step (1985:1453~4), The study of such rare disorders has

#  Tranel, D. and Damasio,A.R. "Ixnm\lédge Without Awateness: An Autonomic
- Index of Facial Recognition by Prosopngnoszcs Science 228, June 21
(19335:1453).

¥ autonomic: (Biol) occurring involuntarily, spomaneous, pertaining to or
mediated by the autonomic nervous system.
autonomic aervous system: the part of the wrtebmte nervous system that

regulates the involuntary actions of the heart, glands and some muscles. The
Poovald Basteot Faalich Dictiore . nil



been useful in pos:tmg a defivite order of reiammshxp !:mtweeﬁ processes of

perception, memory and recognition,”®

Thus. the ability *o recognise an image neither involves nor makes inferences towards
the isolated rurcepinad field oF the image's creates It is tater an ability which
presuppocss competenve within socinlly constructed codes of recognition.

In the fourth chapter I will attempt to "decode’ some of th conventions used by Freud
and Warhol in order to further understand the Images, pastienlady i terms of their

* constrection of likeness, and in which respects the portsaits are like their human
counterparts, | -

The apprehension of o work of art is the result of a rind of visual
exposure to its colour, its exture, its artangement, and its reference,
This reference may often be subliminal, an underwater contact between
artist and spestator ...Comprehension is something zIse, In this the
spectator for the moment throws off the (sensuous) involvement and
discerns what he. is qualified to dlscem. methods, tet.hmques..

- influences, subtle intrusions.* o

In nther words the understanding of an image is reliant on the de-coding of the
gonventions vsed,

The language of visual art, os in that of verbal description is a translation of ideas.
Neither artist nor spectatos exists in a vacutitn. The objective viewpoint is thus greatly
undermined. Heather Murtienssen sugpests that the subjeetive is not necessg-ily the
personal, and that it may be as near a valid g -eralisation for all sensate s vy as
it is passible to got (Kossick, 1984:46)". We are all subjects, directing and redirecting
the flow of power, creating ourselves and recrenting others, and 3 is this complcx of
relationships that will be extended and elaborated on in the next chapter.

———

® Py, Oliver Sncks Writes extensively about visunl agnosia in s book The Man

Who Mistook His Wife for o Hat, (1988), ecp. the title essay,

k Kossick, $.G. {ed) Jsights - seloected essays of Heather Martivnssen,
(1934:85).

£ This mipht be exaetly what txambmh means when he snggase that the
subjectivi - of vision does not preclude objectivity in teans of representation -

(see page 33).
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CHAPTER THREE

TRANSACTIONS, THE SELF AND THE OTHER - THE
WAY WE ARE DEFINED




1)

“The only portm:ts in which one believes are portraiis where there i is

very little of the sitter, and a very great deal of the artist.”
Osear Wilde *

Chapter two has explored the idex that whenever something is perceived as stoanding
for something else, the use of signs is inevitable. That a portrait image “stands for' its
human counterpart in the world, enables us to view the poricait as o sign. Sign systems
<re explained as social in that they are reliant on the recognition of particular, agreed-

upon codes and conventions which have been built up through social consensus. That

which we leamn to know sociolly works together with the innate structures of
perception in order tu create recognition, B is clear then, that recognition is roated in
our understanding of these socially-constructed codes and conventions. In both the
reading and Lx the creation of a portrait these codes and conventions are at play. The

likeness, then, is also constructed socially through the interacticn between artist, sitter -

and viewer. In chapter two the social construction of the partmu-hkeneas was
gstablished,

This chapter examines more closely the interactions in the relational triad presupposed
in the creation of the portruit, that is. the relations between artist and sitter, artist and
viewer and between sitter and viewer. The construction of these relationships as
presented through the portraits has varied over time, and the nature of these
relationships has reflected at wluch point in the triad power is seen to ba the most
focussed.

In this chapter the interaction between persons and the environment is also discussed,
since this interaction plays o primary role in the sonial construction of the portrait. To
recognise that the pet of painting a portrait-image is to engage with the notion that the
body itself is always modified by the social construetion attributed to it by a particular

society at 4 pertioulor time. The artist ray simply perpetuate the deminant sociel

construction, or challenge some aspects of that construction - & ituation which
sometimes con be sufficiently powerful 10 open up new areas of epresentauon. which

then frequently become assimilated into the subscquent social construction of the

body. A brief exploration of some ways in which I feel that my own work challenges

certain dominant modes of representation in portraiture, is discussed with particular

yeference to the relational triad between artist, sitter, and viewer.

v Wilde, O, “The.l'}eeay of Lying", The drtist as Critic, (ed) Ellmann, R.
{ 1969:304).
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Ultimately then, in poriraiture, the artist is faced with dealing simultaneously with the
image constructed by the sitter her- or himself in accordmmee with the societal
pressutes and possibilities which the sitter hos perceived - conscivusly or
unconseiously  the self to be subject 10; the range of "permitied' artistic constructions
for the portmit open to the artist: the artist's own pemep‘.mns and desires for
expmsaun in the light of the other forees in the portrmt-makmg situation,

This chapter, havm« looked at the selational triad, briefly wnsxders 4 special case =

that of the missing sitter - where likeness is consiructed without the wrgency of the

- aesthetic, in the jdenti-kit portrait. The special nature of this relationship between

artist, viewer and “sitter’ is unpacked in order to iHluminate the social - construered -
model of art proposzd by Bryson and Eco and which is reviewed in the Iast section of
this chapter, This last section examines power as an interplay hetween the image and
the viewer. :

The next chapter looks at the transactions between artist, sitter and » ‘ewer as present

in the construction of artworks by two particular artists. It examines the poriraits of
" Lucian Freud and Andy Warhol. How and why these artists choose their sifters and the
part which their sitters play in the portrait-making process will be discussed as a way
- of providing the reader with an access to the idea of the works as social productions,
or as images which are created within the social fabric and which acmely reflect
and’or resist it.

3.1 . The historical transformation of the transactions in portraituve

There is a ¢lear historical shift in the power relations within the relational triad upon
which the construction of portraiture is based, The basic movernent is that of the artist
as being - in some senses at least - subject to the (dis)pleasure of the patron, to the
siteation where artists have claimed the power largely to determine the noature of the
power telations between themselves and the sitters - and the viewers.

The first two trinds illustiated opposite are variations on the traditional power-tensions
which exist between the artist and the patron, who might be either the sitter or the
viewer (ps in the instance of the portrait of Nell Gwynne by Sir Peter Lely {1618.80) »
commissioned by Cherles the Second). The third triad locates the greater powe~ with
the artist, witich is generally the case in much modern portraitute. Freud and W. shol's
work are both representative of this third form of triad of relations, albeit with very
different aspects of the artistsitter-viewer relationship or power-tensions be. 2
challenged. :



Nowadiys the sitter tends to be chosen by the artist and not vice-versa, but, becanse
the artist reguires the sitter to serve as the starting point in the creation of her or his
work, the relations are not so much "power over’ one as they are transactional:
between two people. The shift of power from extemal forces such as patronage, to a
Hield of activity whereby the relations betwaen artist and sitter are sransactional, is
obviously seniral to the work of Freud and Warhol, especinlly with respect to the way
in which the} are both involved, in different ways, in the democratisation of the
image

For Freud. the image s deliberately democratised by his generally not choosing sitters
who are generally well known, His images also tend towards the ordinary and the
mundane sather than the glamorous or heroic ~ qualities which wonld traditionally be
highlighted in portraiture-for-patronage. Warhol, on the other hond, retaing the
traditional notion of celebrities as sitters, and continues to glamorise the sitters, butin
2 way which ultimately suggests artificiality, the constructed quality of the sitter's

projected image and perhaps even a cerfain tawdriness. Warhol's images, on the other
hand, underewt traditional notions of unioueness and originality - which contributed to
the monetary and artistic value of the traditional portrait - by being produced in
multiples, via *echniques such as silk-screening. In many ways the sitter, as subject,
moves far closer to object-status - as viewed by the artist, and becomes subject to her
or his preozcupations.

Freud and Wrrhol thus both undercut values of power and authority and this
- undercutting is linked in many ways to the transformation of the transactions between
artist and sitter. including the traditional power-relations, *

32 Acknowledging the interplay between self and context

It is elear kow jmportant, and how telling the relationship between the artist and the
sitter is. {h1e relationskip is - in put - physically manifested in ferms of a resulting
image. When considering the portssit as o point at which socially- constructed codes
and conventions are «t play it becomes impossible to iguore the reciprocal relationship
between the social construction of the self and the individual's concurrent construction
of society: we construct ourselves within 2 context or environment which inevitably
deeply affects the simultancous construction of the self. Iu other words, our natural

: An oxtensive discussion of the art of Freud and Wahol is the subject of
chapter four.
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- world is continually bemg construcied a.d re-constructed in terms of owr changing
understanding of it, Tais, in tam, affef:ts our undesstanding of our own location:

The categories of who we are - gender, class, natimmlity, histﬂﬁcal
specificity. social location. institutional affiliation, religious or ethnic
identity - the ways in which wz define and redefine ourselves are
themselves constructed systems which structure our manner of secing
the world

In other words, the basic f‘nmes of psychic orgmi.satmn are amculated and structured
within the thetozic of a titwe, an age, gender, aclass: : :

We bear the weight of our place in history: this weight helps shape who
we believe owrselves to be, and we act upon tis belief (Gillman,
1991:15). :

Foucault argnes for the body as a site of power, which, situated in the social strate is

continvally shaped ond reshaped by it. He stresses the need for power to be .

considered, not in terms of domination, but as a productive network “hmh ns
through the whole social body: '

power must b2 analysed as something which circulates, or rather as
something which only functions in the form of a chain.. never
appropriated as a commodity or a piece of wealth.”

To elaim a history for the body requires that we take seriously the ways in which the
environment dand the typical activities of o body may vary historically and ereate its
capacities and limitations and even its desires and its actual material form. Socially
defined reles and conventions profoundly affect appeasonce and behaviour, thereby
establishing the historical construetion of the person within a social context (Brilliant
and Borgatti, 1990:12). By drawing aitention to the context in which bodies mave and
recieate themselves - as artists do when they create a postrait - attention is focussed on
this complex dialectic between bodies and their enviranments (Gatens, 1992:1 30

: Gillman, S.L. Iuscribing the Other, {1991:14)

N Foucault, M. Poweriknowledge: Sclected Intervicows and othor wiitingse 1972,
Med) Gordoen, C. (1980:98



For example, the social norms and fashions of the Victorian et encouraged the
wearing of corsetry for women and resnlted both in a particniar appearance or style of
- dress bt also in the distortion of the actual posture of the body. Thus, this social
constrietion of the body impacted directly on the way in which Victorian nudes were
represented visually in portraits.

Deborah Drier elaborates upon the discomfort and the painful effect of such ;ashmns
for the body:

~fight-lacing surely is an esthetic, and just as .urely involves
castigatica of the flesh...{the pursuit of a seventeen inch waist]
involves @ trangfiguration of the self, a me* - sival transactimi
between self and other in whick flesh is deformed to be perfected, as a
saint is perfected in martyrdom (1994: 12)(Italics added).

The role which corsetry and fashions play in physically changing the shape of the
body, the various aflments and health problems it consequently becomes prone to, as

~ weil as the moral problems, is takew up by Ronald Pearss“ i his book, The Worm in

the Bud (1971)

The sociological, even philosoplical, impliva:ions of the corset vere
vot fost. It kept woman in her place, in every imaginable sense ...Jne
of the implicatioas of the corset and of the incredible amount of stuff
the well-dressed woman hod piled upon ner and built sround hex was
that such o woman was certainly mcapab!e of doing work (Peorsall,
1971 13%) _

Clearly the Victorians® social construction of the female body shaped not only its
physical appearance but aiso functioned as a means of limiting it range of activity
Jjust to those possibilities that suited the patriarchy.

Current social attitudes towards the female body continue te reflect a preoccupation
‘with appearance, monifisted in an obsession with slimness and the condesmation of
any degree of overweight as undesivable and ugly.! Many feminist writers have
ascribed the dramatic increase in the cases of anorexia and bulimin, both disorders
which completely distort the shape of the bedy and which affect mainly women, to

Bruch, ¥l Eating Disordors, {1973:88),
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these ‘insane social realities® with which cantempermy v.omen feel compelied to
cottend because mese realities have been so strongly internalized.

thst power has generally been conceived as something which is intimately
conmected with authority, domination or exploitation, “oucault has pointed out that
relations of power are not purely and simply a projection of power over the individual;
they are the chenging soil in which power funictions (Foucault, 1980:187), and through
which all people regardiess of gender, continually need to redefine themselves,

Portraiture, in its preoceupation with likeness to the human face and body, forms an
iraportant record of the changing conventions whici have governed body types. It can,
however, also serve to chalfenge accepted forms of depiction, inviting the viewerto
take a fresh look at the body by endercutting or negating the cumrently accepted
conventions.

Freud and Warhol, from a male perspective, have both challenged traditional concepts
of portraiture and their work con be seen a3 representative of that relations! triad
which moves away from patren-commissioned potttaiture. However, as menticned, -
within the expression of the trindic relationship in both Warhol and Freud's work, the
sitter m many ways is treated as being of object status, as 8 hvmg abject viewed by the
artist.”

Nowadays ~ but perhaps even previously - the artist takes on a certain power or
authority over the subject when she or he sets about constructing an image. Thus,
whilst the identity of the subject is first constructed by the subject her - or himself, it
is also constructed by the astist. Horold Rosenberg once wrote: |

Pormaitore involves a comsensual ritual encounter which is both
trosting a1 + wary: the subject submits to the arfist’s interpretation
while hoping to retain some control over what the interpretation will
he‘s )

s W, N The Beauty Ath, (1990:163). Susie Orbach's book, Fat is @ Feminist
. Issue, (1978} deals with eating 9isorders as a social disease, a response to the
socially determined inequelity of the sexes.

? An in-depth analysis of a work by Freud and one by Warhol is mulndeﬁ at the
- end of chapter four.

8 Cited by Brilliant, R, Pormraiture, (1991 :‘}0).
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3.2.1 Negotiating transformation in my owa work - towards capturing an
mtersubjeeme renlity

My own practical work struggles with the chatienge of neither being subject to the
demands and expectations of sitters ner of reducing the sitter to the ohject of my
artistic endeavours, The aim of my work is to dissolve traditional relations of power
and to capture some quality of the essentially egalitar.en, intersubjective reality which
exists between myself and the friends who have sat for me. Towards this ena, the
portraits become mereasingly about reflecting a relationship between artist and sitter ~
recognition moves from the visual to the sensory as the postraits aim to create 3 sense
or a feeling of both the sitter and the relationship between artist and sitter, |

Recoguition can be easily triggered by “information’ other than facial details The
following extract from the novel Miss Smilla's Feeling for Snow by Peter Hoeg
sloquently illustrates the ¢employment of different modes of perception in viewing, and
the shifting perspective of detail as a means for recognition:

In a big city you adopt a particular wey of regarding the world, A
focused. sporadically selective view, When you scan a desert or an ice
floe, you see with different eyes, You let the details slip out of focus in
favour of the whole, This way of seeing revenls a different reality. I
you look ut someone’s face in this marner, it starts to dissolve into 2
shifting series of masks.

With this way of seeing, a person s breath in the eold - that veil of
cooled drops that forms in the air in temperatures under 8°C - is not
nierely a phenomenon fifly centimetres from his mouth. If's sor~thing
all-encompassing. & structurs] transformation of the space surrounding
a warmeblpoded creature, an awea of minimal but definite thetmal
displacement., I've scen hunters shoot snow hares in a starlecs winter
night at a distance of two hundred and fifty metres by aunmg at the fog
around them (Hoeg, 220-21),

The description, in relatibn o my own work’, hig.‘hlights. the shift away from a
singular, defined imoge of the sitter, towards an attempt to express an egalitarian,
intersubjective reality (illus 8). With this shift it seems to me that the power relations

¥ The development of sy proctical work towards renching this dissolution of
teaditionl pomer»tensmns by way of dissolving physical boundaries which
senarate qetist, sitter and viewer, is ensefully traced in chapter five,



involved with one person fixing the i image of another, are themselves dissolved, or at
Jeast s:gmf‘ eantly lezsened,

33 The theory of power in terms of interplay

Rel'atipns of power at. not in a position of exteriority with respect to
other types of relationships, ...but are immanent in the latter. Power is
exercised in the intezp!ay ofnonegaiitarian and mobile relations. ™

it is precxael‘ this transactional noture of power relations which enable us to view
power itself as something which is both sociolly generated and which works on a
shared basis between penpfe

I order for a man or womasn to be constituted as a subject, he or she must first be
divided from the totality of the world, or the totality of the social body. Fora ‘me'two

emerge, & distinction must be made between the “me’ and the “not-me’. The boundaries
of the self are those lines that divide the «21¥ from all that which is not the self. The

first and essential move in the constitution of e self is division.” Having divided the

‘me' from the ‘not-me,’ the *me’ discovers itseif apart. separated, isolated, alone.
Although the first reward of constituting oneself as a subject is a feeling of centrality

and well-being, an inevitable consequence of that constitution, which depends upon

division, is isolation. All selves lead double lives as object as well as subject (to 'cc a
subject is fo he able 1o see oneselfas an objact) [Gutman. 1988: lOQL

The self cannot perceive itself any more than a camera can tak: a pictue of itselfl The
iden that the freedom and independence of an individual is a given, derived from the
boundasies and demareated wholeness of her or s body, is now reversed and the self
is reliant on the gaze of the other for its wholeness (Van Alphen, 1992:115).

Thus there is the division of human experience into self and other, "me’ and “not-me' |
- or individual and society. The self is not known in isolotion or by itself, It is always

and only knows in relation to the world. One does not see oneself o5 one is seen by

® Foncault. M The sttorv af Sewaiﬂv (19?8“34)

" Guman, H. “Roussean’s Confossions™ in Tolmologics afﬁw Sclf: 4 Seminar
seith Afiohol Fonacnle. todey Martin ot ol £1088:107).
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othets. While others sep the subject's bedy as object and as whole, the subjeat has only
inner experiences or tragmented auter views of her ot his body,

As an image is completed by the viewer, simiiarly the self is completed by the other.
Both seis of relations allew for the flow of pawer. In ponra:t‘zre these two
relationchips are compmmdeﬂ

At least at the beginning of an exchange, coliusion is the end result of the way one
‘person represends her or himself and is so understood by another (Brilliant, 1991:89).
Notions of identity and of the self are both dependent on this col'usion. It is clear the,
that the existerce of power relations in the transactinns between artist, sitter and
viewer are inevituble, but that e exact nature of the relutionship is not nececsnrity
unvarying.

34  Constructing likeness - the ease of the missing sitter

By leuking at o portr. image, the viewer can retrieve a great deal of information
atout tie artist. the sitter and the nature of thei - slationship. Added to this, the
porireit and its particular aesthetic also provides information about the soeisl milien
within which it was created.

With police identikits, the aesthetic qulity of the portrait is not of great concemn. The
aim, or the information which one can glean from the image is solely concerned with
“catching’ the likeness « and the sitter’, who in this case is abseént {illus 9). In light of

these special circumstances, there is a very specxf'c set of selations between artist,
“sitter’ and “victim' / viewer.

A system of likeness-creation called ‘photo-fit, is ofien used as an aid in the
construction of suspect likenesses. Penry, its inventor, believed that in order to
perceive and 1emember a hwnan face it was necessary to absteact fiom it the various
featwres and categorise these systematically, Photo-fit comprises a box containing sets
of features, svch as a lerge number of chins, noges, eyes, types of hair and so on, all
taken from actunl photographs, which can be put together to tons~uct & face, By
putting together combinations of such features it is possible ++ nroduce & very large
number of different faces, and it is claimed that, given a skilled operator, it is possible
to reproduce any given face. The idea behind Penxy's photofit is reminiscent of the “lip
books® which Warlol had made and from which he wouid se* 1t the Jips he thought

2y Alphen, E. Francis Bacon and the Loss of Self, (1992:114),
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would be most flattering for a given portrait.® With this particular practice Warhol
seems to mock the constructed nature of the sitter's image, while at the same time
- using the practice to £ advantage in that his “customers’ would be glamorised and
satisfied. The images would still be recognisable, even though the mouths or eyes had
been changed, This same ‘construsted" approach to creating am identi-kit. however,
employs rather different power-plays to those which exist in usual portraits. Here the
potential for power-plays can become increasingly complex, given the likely
emotional biaz of the viewer - often the victim - and her or his need to “catcl’ e - or
perhaps any - suspect, - -

Producing likenesses of suspects for ‘wanted' posters is a peculiar form of creating
likeness, since the artist is required to construct 4 Tikeness of a person she or ke has
never seen. Copturing likeness is difficult enough when the subjent is in front of the
ardst, However, nsing information and descriptions from witnesses or victim, the
~ artist pieces together an image in much the same way as a jigsaw puzzle is put
together (see iflus. 10 and 11). The collaboration is difficult for artist and witness alike.
The features of a face, even a face one knows we'l from years of frequent observation,
- can be maddening ‘o convey with the precision an artist needs ...”Havé. I got the eves
the right distance apart?....'Is there more space between the top of the eye and the
eyebrow?". The witness is belplessly uncertain, and it is quickly apparent that the
problems of creating such g likeness le in the realm of the memory and ariculation of
the witness." The artist is working on somebody else's perception of the subject, and
the artistry could be said to lie with asking the right questions. '

Even in such identikit descriptions, and this could be said of other poriraits too, an
exact likeness is neither the objective mor is it necessary. The drawing will
nevertheless present a great deal of information about the suspec: . .nd elimirate many
others. As discossed in previous chapters, a compendions attention to detail is not

‘necessarily essential for recognising people and thus one shonld imagine that it is also
unnecessary for the recognition of porfraits, A few salient featares often hold the key
to recognition; as with cartoon of caricature, Similarly, we might recognise a person
because of their particular goit or expression without consciously knowing that it is
this particular element which enables our recognition.

12 Fremont, V. *Aady Warhol's Portraits" in Anedy Warhol Portraits, (eds.) Henry
Geldzahler aud Robert Rosenblum (1993:30).

u MacDonald, S. * *Wanted' Art: Meet 2 Man Who Draws Shady Characters“ _
The Fall Street Jowrnal, August 3 (1984.5)
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11 Compurarised identi-kits comprised of selected fhciai features - before and after
~ tonal adjustments. ' ' '



38 Asocial model of art - viewing power as something thhm the image and
withiti the viewer

The special nature of the relational triad at work in the construction of an identikit
portrait highlights the very consiructed natute of portrait-making processes. With this
very clear understanding of the way in which portraits are constructed. one is able fo
situate power as something within the fmage itself and within the viewer.

- Without an image or a description, either visual or verbal, one person has, in a very
~ real sense, no power over another individual: one caunot easily identify or even
attempt 10 locate a person without this information. The power of portraits may thus
be seen to be linked to the power of recognition:, based on the view that

the rezognition of an object implies the coiomzat;on, the possession of
it ¥ :

And since recognition itself is rooted in memory and assaciation and that which one
comes to know socially, Norman Bryson rejects a perceptualist account of
‘representation. He argues that such ao approach tends to discuss visual representation
as if it were constituted by ahistorical constants (Bryson, 1991:2). Brysen suggests
that we relocate painting into a field of power from which it has been excluded - a
field of socially generated codes of recognition, At the same time, Bryson offers this
semiological gpproach merely as a toal vhich we might use in our in_terpretaﬁon of 2
work. In this, Bryson acknowledges the inevitability of interpretation - a characteristic
that tends to remain veiled in those views that insist that representation depends on 2
purely perceptual base.

Whilst Bryson might suggest that some works are indeed made in such a way as to-
encourage a perceptualist - and in his view, limited - reading, he does not ascribe the
existence of powsr in art specifically to modern artforms - which is & view that
Umberto Eco advocates. Eco views modem - or open - works as those which are
“essentially ambiguous and which contravene aurrent or established conventions of
expression. Modem forms of art are said hy Eco to mark a radical shift in the
relationship between artist and public, by requiring of the public a much greater
degree of collaboration and personal involvement than was ever required by the
traditional art of the past (E<o, 1989 x - xi).

'Lee. R. “Resisting Amnesia: Feminism, Pamtmg and Postmodemism®
Femmzsr Review, (July 1987: 19)

51

LR



It is precisely this process of interaction between image and viewer which resonates
with Bryson's semiological or social view of art which ~ opriosing the Perceptualist
 tradition - hinges vpon the notion that if a painter views painting as a system of signs,
and assumes the sociaty's vodes of recognition, then it becomes possible to think of
the image as dr sursive work which returns into the society, often displaying new
combinations of the sign and also refreshing and challenging currents of discourse, By
way of such an open approach - making images which deliberately facilitate an -
exchange of ideas, images which Invite active viewer participation - the power of
pairiing will then be found in the thousands of Boazes caught by its surface, in a mutter
of Jocal moments of change and that

such  -nge may take place whenever an imag: ine_ets the existing
discourses, and moves them over; or finds its viewer and changes h'm
or her (Bryson, 1991:71), :

I would like to suggest here, however, that Eco's open theory and Riyson's -
semiological view of art have inde.d established refations between - some forms of -
art and power, which have provided us with a discourse - the tools or the means with
which to talk about power and power relations in art-making, f would lke to stress,
however, that these transactional relations of power must surely pre-exist any
theoretical attempts to understand them. The continued and changing tradition of
portraiture must lie within a Aistory of artists who have challenged existing power
relations and stretched the boundaries of current conventions. Openness, or the
relationship between art and power cannot then be a part of modemn works alone.

* Whilst some works can be seen to encourage viewer participation, and therefore as
more open than others, this openness must reside, as Bryson intimates, in the personal
disposition of the viewer at least as muc’s as it Hes within the work itself,

When an image is multivalent or open to multiple interpretations or possibilities in
terms of its reading, it empowers the viewer in that she or he is required to complete
the iroage individually'®, When an image displays a contravention of existing
conventions, whereby old ideas ave challenged and replaced, it begins a process which
gradually shifts the viewer's perceptions from what they were initially (refer chapter 2
page 30). To be a spectator is thus to fulfil a pivotal role in realising - activating - the

16 Whilst on one level, ‘open’ images can be seen to empower the viewer, on
another fevel, this same feature can work to inhibit or alienate or disempower o
viewer, who is faced with an unfamilior type of image - especially if that
image is not based in illusionism.
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_power of the image. Ultimately then, the full power of an imags lies as much with the
viewer who chooses to either respond or not 1o respond to the image. So, the premise
of Eco's open theory should surely be equally based in the degree of openness of the
viewer. The meaning of a work therefore changes with the shifting responses of
viewers through time. Perhaps one could even go so far as to suggest that the degree
of openness of an artwotk resides in the disposition of the viewer and the fact that
- certain works seemingly encourage openmess on the part of the viewer. The
significance of the viewer in completing the image lies in the fact that a sign is not a
sign until it completes the projection; meaning comes 7o the sign from the place it .
projects itself to (Bryson, 1991:72).

E~u's theory of the open work and Bryson's semiological position both locate the

openness or the power of art within a social reading of the work. Undoubtediy this

reading will vary from viewer to viewer within a particular age, and on another level,
the collective response of viewers to works of their own age and to works of previous

ages will also vary through time. These responses will affect the continued sense o0s

relevance of the work.

Chapter one showed that likeness itself is a construction, If we are to accept the
constructed nature of the self and of identity, then a porira:t construes of reconstructs
an already constructed identity. Warhol's celebrity porteaits, for example, are largely
paintings of persona’s, His portraits of Marilyn Monroe, made-up and glamorous, are
different to how a portrait of Norma-Jean Baker without meke-up would appear.
Waihol has constructed an image based on an already constructed “image',
Furthermore, 2 portrait is created by the artist's interpretation of particular sttributes or
qualities of the sitter which are construed fiom the artist's relationship with the sitter.
So, the portrait can then be viewed as a meeting of the artist's and the sitter's identities
~ o physical manifestation of the quality of the transastionsd relationship, including the
issue of power relations between the two. | |

* This chapter has stressed the constructed nature of the self, the way we are defined
and how we define ourselves. Transactions as an integral part of these constructions
acknowledges that the individual actively defines her or his self and context, and is so
defined by her or his environment and by others, |

Considering the portrelts of Fraud and Wurhol in the next chapter aflows s, in a
sense, 1o step info the studio, to look af iz work, finding the ways in which the
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paihted or silkscreened images smbody such issues as the relationships between artist,
- sitter and viewei, and how the use of particular conventions conveys thesw relatiqus.

5



CHAPTER FOUR

 THE PORTRAITS OF LUCIAN FREUD AND ANDY WARHOL-
 ARTIST, SITTER, VIEWER |
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12 Top: Lucian Freud, Reflection fself-portrait), 1985, =il on canvas, 56,2 x 51,2 em.

Bottom: Andy Warhol Self Portrair, 1964, acrylic and silkscreen ink on canvas, two
panels, each S0 x 40 em.



13 Top: Lucian Freud, Francis Bacon, 1952, oil on canvas, 17,8 % 12,8 cm,

Bottom: Andy Warhol, Lana Turner, 1985, Synthetic polymer paint and silkscreen ink
on canvas, 101,6 x 101,6 em. |
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“What if anything, lies behind the mask can only be inferred by _tﬁe' vz‘ewef
Jrom the clues provided by the mask, which snay mislead as well as inform
through the use of conventions of representation * (Brilliant, 1991:115).

Umberto Eco offers the ides of an interpretative co-operation between reader and text, or in
this instance, between viewer and image. It is a co-operation that brings into play not only .
unchanging universal' structures of the mind, but also - and in particular - sets of
presuppositions that vary with the passing of time, The power in images is accounted for in
this way in that, according to Eco, this kind of image is an “open’ work: the artist's decision to
~ leave the arrangement of some of the constituents of the work ~ and indeed the interpretation
of the artist's intentions - to the public or to chance, gives them ot a single definitive ordey
but a multiplicity of possible orders. '

Open works thus presuppose the activity of the spectator in her or his completion of the
image using various cultural codes which have been assimilated. The viewer then is assumed
to be an active reader of messages rather than an uncritical contemplator, Thinking of works
as “open’ functions on the premise that because the work o art can be viewed as a system of
soc'ally constructed signs, its "readings’ by people can also vary.

The ambiguity, and the contravention of accepted conventions in the work of the selected
artists, Lucian Freud and Andy Warhol, is established in this chapter. Their works can
consequently be viewed as open. This chapicy also analyses the role of power in terms of the.
construction of the relations betwsaen ariist, sitter and viewer.

Andy Warhol and Lucian Freud have been selected for the way their images exemplify
markedly different forms of likeness. Analysis of their portraits helps to show, in a precise
way, that likeness is constructed by the transactions between the artist, the svlject and the
viewer, and that likeness can be regarded therefore largely as a matter of convention. The
analysis will be dealt with in four sections: 1) Process, Style, Medium and Subject; 2) The
Contravention of Traditions®; 3) Re-defining the Portrait Genrs in terms of the above section

! refer to the debate in chapter two (esp. pages 33-4) whereby it is established that basic

~ structures of the mind are indeed gwen or natural, but that sets of presuppositions are

then built upon such structures in varying ways, using conventional means, which are
constructed, Ses also introduction:s.

L3

In this context, “traditions' are interchangeable with “conventions' in that both arise
from continued usage and social consensus.
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and 4} A visval analysis of a pamtmg by Freud and ote by Warhol. There are links b.twem
the sections which will become clear in the discussion.

41  Process, style, medinm and subject: reflecting on approaches to likeness,

Both artists' particular cheice of subject reflects something of their individual attitude towards
likeness. The styles of their portraits are directly linked to their chosen medmm, and together,
ﬂne style and medium remforce the arfists’ views ahont likeness.

4.1.1 Choice of subject, the relationship between sitt‘er and painter, and the
relationship between sitter and viewer.

The subjects of Freud's paintings are mostly people from his irmmediate personal life; wives,
- daughters, close friends. Some are fairly high profile people such as Leigh Bowery, a
performance artist and Francis Bacon, but these people are also Freud's persopal friends..
Qccasionally there are commissions, such as Man in a Chair {1983-5). a p'omait of the
collector Thyssen-Bememisza. but paintings such as these are fow and far between, partly,
think, because Freud is not dictated to by the demands of sitters,

The identity of his models often is kept private, as paintings are referred to as The Big Man or
Naked Portrait, The anouymity of the titles highlights both the very private nature of Freud's
work and the fact that the images are about @ private sense of identification. This sense of
privacy - which is maintained despite the publiz exhibition of the works ~ can be at once
enticing and distancing for the viewer, For the viewer, recogmition of the images seems to be
about an identification with what it is to be human rather than about identifving fadividual
human beings. The subject’s identity generaily semains unknown to the viewer.

On the other hand, Warhol's "sitters’ arz people who present themselves as images to the artist
and to the world, - as images already made up and groomed. The people Warhol chooses as
subjects are generally to be found within the realm of high society, where weaith, fame and
glamour are the criteria for recognition. Warhol knew some of his subjects, but it is of interest
to note that many of the partraits wete made after the death of the subjects. The creation of
portraits after the death of the subject, or of thoss portraits whose subjects Warkol did not
know, annonnces clearly that Warhol's portraits are about images < more precisely  ed or
finol images.

“In these instances, Warhol's porteaits are reliant on publicity photog’raphs from the past. This
-fact, and the endless repetition of the images allude to notions of propaganda. Affirmation of
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Warhol, A. Tirguoise Marilyn, 1962, sﬂkscreen ink on synthetic polwrxer pamt
on c:mvas, 101,6 p 4 101 Hem.



14 Washol, A. Turguoise Marilyn, 1962, silkscreen ink on synthetic polymer paint
on canvas, 101,6 x 101,6 em., o -



and 4) A visual analysis of a painting by Freud and one by Washol. There are links between
t_he sections which will become clear in the discussion,

41  Process, style, medium and subject: reflecting on approaclies to likennss.

Both artists' particular choice of subject reflects something of their individual attitude towards
likeness. The styles of their portraits are directly linked to their chosen medinm, and together,
the style and medium reinforce the artists' views about likeness.

4.1.1 Choice of subject, the relationship between sitter and painter, and the
~ relationship between sitter and viewer : :

The subjects of Freud's paintings are mostly people from his immediate personal fife; wives,
daughters, close friends. Some are fairly high profile people such as Leigh Bowery, a
performance artist and Francis Bacon, but these people are also Frend's personal friends.
Occasionally there are commissions, such as Man in a Chair (1983-5), a partrait of the

* gollector Thyssen-Boruemisza, but paintings such as these are few and far between, partly, 1
think, because Freud is not dictated to by the demands of sitters. '

The identity of his models often is kept private, as paintings are referred to as The Big Man or
Naked Portrait, The anoaymity of the titles highlights both the very private natwre of Freud's
work and the fact that the images are about a private sense of identification. This sense of
privacy - which is maintained despite the public exhibition of the works - can be at once
enticing and distancing for the viewer. For the viewer, recognition of the images seems to he
gbout an identification with what it is to be human rather than about jdentifying individual
human beings. The subject's identity generally remains unknown to the viewer,

Ont the other hand, Warhol's “sitters’ are people who present themselves as images to the artist
and to the world, - as images already made up and groomed. The people Wathol chooses as
subjects are generally to be found within the realm of high society, where wealth, fame and
glamour are the criteria for recogmition. Warhol knew some of his subjects, but it is of interest.
‘1o note that many of the portraits were made afier the death of the subjects. The creation of
portraits after the death of the « “ject, or of those portraits whose subjects Warhol did not
know, announces clearly that Warhol's portraits are about images - more precisely - fixed or
final images. ' '

In these instances, Warhol's portraits are reliant on publicity photographs from the past. This
fact, and the endless repetition of the images allude to notions of propsganda. Affirmation of
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this *dea is found - most obviously - when the images which are so multiplied and extended
into our space, are indeed images of political 'herces”: one is reminded of Warhol's *Mao'
- serjes and of"his portraits of Lenin. That Warnol produces jmages of coup-cans and flowers in
as much abundance as he does "heroes’ says much about his understanding of the
propagandist natuse - or potential - of mass-produced imagery. Warhol's portraits seem rather
to exist in the category of social commentary. :

With the portraits which are created from past publicity images, Warhol re-awakens the
subject, creating portraits in memory of the subject and reinforeing public images or images

~ of public people. With this process of posthumous portrait-making, Warho! voufronts “head-

- on', so to speak, the role of memory and time contnined within the portrait: he evokes the
past, waking it present. This is a reversal of the usual portrait-making provedure whereby the
portrait is made in the present, and in time comes to evoke the past. Warhol turns time inside-
out, and in so doing makes apparent a chief ﬂmctmn of the portrait, namely that of recordmg '
the passing of time. -

His portraits can be seen to be images of images, each as constructed as the other and for this
reason it is immaterial whether Warhol knows his subjects or not:

As knowable personalities go. Marilyn Monroe and Mao Tse-tung, whnm
{Warhol) never met, are less remote to him than some of his ‘sitters',?

The viewer, in turn, is also familiar with the image or the persona rather than with the private
person. : '

That Wathol's titles - Marilyn, Jackie, Liz - are fisst names, sometimes even
nicknnmes, suggests the familiarity of public figures with their andience:
everyone knows who Liz is (Steiner, 1987:175),

Of course, the permanence of this familiarity is -questionable as surely the “stars’ will date ond
for generations to come will not be quite so readily identifiable.

- With the portraits of high profile celebrities the public sense of identification, whic’: is based
on the recognition of an image, is more sipnificant than auy detailed reference to the subject's
actual physiognomy. It is exactly this which contributes to the limited time-span of these
portraits: that recognition is based on the social conventions of a speeific time which are
continually shifiing and changing.

; Bourdon,D "Andy Warhol and the Snciety Teon" » '+ in America, Imx!Feb (1975:43),
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412 The approash fo the m'akin'g_ of the work, and mediizm.

The approach 1o the making of the portrait and the choice of medfum again serves to
comment on the celationship between painter and sitter. Freud's style of painting can best be
described as gestural. It {s as if he were modelling from clay, pinching and prodding the paint -
fot the shapes which structure the form. The oil painting process involves the direct
application of the aint to the surface and the painter's unique presence or impression is
captured in every brushmark. The communication of Freud's feelings about his subjects

only bsome Tpparent through [Frend's] exhaustive looking - a process of
exaninat.on that can last six months or a year, and sometimes for eight hours a
Jday. Expressionistic or romantic emational splurge would be too easy - a mere
self indulgence. not the true feeling. 1.ath ¢emerges from . the “closest
observation ..day and night' with a completeness “without which selection
itself is not possible'(Freud, 1954:23) ...This approach explains many things
about the Freudian method. The arduous nature of the process, for example,
and jts slowness - the painting growing imperceptibly, as one model puts it,
"like the hand of a clock’*

Given this. it could be said that Freud's slow techhique of painting from life allows for the
painter's particular attitude to be communicated subjectively:

one advantage of painting slowly is to register chang -, because people change
- slowly too ~ the texture of their skin, their mood, their weight. I pay attention
to the* all the time,*

The painted image thus functions as an extended recording of the relationship between painter
and subject and allows the images to extend beyond purely optical likenesses of the sitters, -
becoming images which embody both the painter and the sitter « images which intrinsicaily
reflect the power relations in this transaction. '

The scale of Freud's work is generally quite small. Viewing is conditioned by the scale in that
such a scale demands that the viewer moves in close to the image. The fleshiness and tae
physicality - both of the paint itself and of the bodies portrayed « further draw the viewer in

4 Gayford, M. "The Duke, The Photographer, His Wife, and The Male Steipner”, in
Modern Painters, Vol 6.3 (1993:23), _

) Taken from "On the Couch with Freud" Sunday Telegraph, London, 5/9/93.
61



towards the image. The vimer is thus compelied fo expenence the works from an intimate
viewing distance.

Warho%‘s approach to the porirait, on the other hand, is somewhat different. Usually, his
models would arrive at the “factory’ for a fificen minute phote-shoot. Warhol would then
work alone on the image, altering it as he saw fit. Warhol's style of portraiture has been
arguably described as “cosmetic’ - a skin deep treatment of surfaces. It nevertheless reflects a
relationship between artist and subject. The artificiality of the portrayals of his sitters as
society icons, as dehvmanised and heavily made-up, mosked “individuals', glamorous and
blemish-free may be seen as reflective of Warhol's belief in the superficiality of his subjects

and the teiviality of his relationships with them. Therafore, his mechanical siyle can be seen,

fiot as a Himitation, but as a reflection of Iis perceptinn of the quality of his relationships with
his sitters. His images bear a likeness to the sitters in that they ate /ike the images or personae
the sitters present of themselves.

Warhol's photographic and serigraphic medivm ...ults in & mechanical and uniform style
which reinforces the sense of distance between Warhol and his sitters. Paradoxically, this
sense of distance which is enforced as a resuit of the mechanical style, also affords the images
¢ certain accessibility by virtue of their reference to medisted images which we digest
everyday. The speedy reproduction processes, thongh very flat, very commerciol and very
depersanalised has become very mueh a hallmar’s of “Watho!* - his presence ar aura can be
 immediately felt through the use of these \echniques.

Roland Barthes offers some insightful comments on the rature of photography which help to
explam the impact behind Warhol's plmtograph:cally based portraits:

The age of photography cotresponds precisely to the explosxon of the private
into the public, or rather into the creation of a new social velue, which is the
publicity of the private: the private is consumed as such, publicly. ¢ '

The scale of Warhol's wotks is alse public, and his work is often as large as billboard | |

advertisements’. The viewing process is conditioned by the large seale in that the works can
be seen from some distance. Whilst the bright and shiny broad areas of slick colour might
arguably seduce the viewer into moving closer towards the image, this mediated quality of the

¢ Barthes, R. Camera Lucida, (1984:98).

E One thirks of Warhol's 1964 Thirteen Most Wanted Men which was a 388 foot-squize
mural, and of the many images which were transformed into wallpaper, covering large
gattery wolls, Many of his works are over 2 metres in height.
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works might also a!low the work to be digested at 2 quick glance, allowing the viewer to
moveon :

Warhoi's portraits and their obvious ,>%rence to mediated - advertised - imagery, evoke a
strong sense of the peblicity ﬂf the private.

4.2 Thecontravention of convention

Freud and Wa hol butn make poriraits which work agninst cartain conventions of the geore.]
would like to re-cap some of the conventions which are challenged before gomg on 10
examine the effect which such contraventions hold for the portrazt genre, :

" The way in which Freud uses the ml pamt mediam for instance, obv:o_usly announces the
paint as medium and this is different to the way in which classical painters concealed their
paint medium in an attemipt to create a simulacrum of reality (refer Hal Foster's argument in
chapter two, page 28). In Warhol's work, the use of his particular medium, especially in
conjunction with his specific set of sitters - the rich and famous ~ serves to undercut notions
of originulity, usually associated with conventional portraiture. Freud's sitters, by way of
contrast, ar¢ personal friends, unknown to the larger public and in this again, Freud's choices
are in opposition to the assumptions of traditional society portraiture. |

Both Freud and Warhol's approach to the process ¢f creating a likeness contravene
convention. Warhol's fifteen minute photo-shoots with sitters, from which an inage would be
selected, “touched-up' and transformed into & painted silkscreen ~ with the potential for an
endiess series of the same image, and Freud's arduous and draining process of scrutinising his
often-raked sitters, are both very different fiom any conventional process whereby the artist
would be dictated 1o by the demands of the sitters - pmhably in terms of time 2s wellasin
terms of the resulting portrait,

By challenging its convention, Freud and Warho! re-define the portrait genre and the power
relations which they have set up between themselves and their sitters, between themselves
and the viewers, and between themselves and their relatwnshxp to the genre of portrait -
makmf' itself.

Freud and Warhol clearly challenge and use conventions in rather differing ways, For
example, whilst they both worked within the traditional genre of portraiture, their particular
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portraits dellberately denature and ruptute the human form, one through gestv.we, the other
through mechanical means, In tiuds, their powmts are mbued with a new relevance.

-Modermsm, - Expressmmsm- mcluded - represents a challenge to authosity,
specifically to the outhority vested in dominant cuitural modes and
conventions. Today, however, modemism has itself become n Sominant
~cultural moede, as the quotation of modernist conventions in pseudo-
Expressionism testifies ... Thus the contemporary artist is trapped in a double
© bind: if the modernist imperative is obeyed, then the norm is simultaneously
upheid- if the modernist imperative is re_zected it is simultaneously confirmed
«In other words, today the mademist nnpe*anve fo transgression can be
“neither &mﬁmced for rc_;ected 2

This statement, though in context of Modemism, is in fact an archetypal dilemma rather than
a purely Modernist one. The "trap’ in the struggle against preceding styles of painting is

part of the poetics of artists themselves, whose very vosabulary beftays the
cultural influences against which they are reacting (Eco, 1989:837). '

Whilst it may be a conventicnal route to overthrow existing or previous traditions, the use of
such conventions to reinvent traditions, can give the works a fresh impetus; a new meaning, It
is naive to assume, for example, that & “classic' work of art meant the same thing to the artist's
coptemporaries as it does to us. Images which now seem conventional, were once almost
certainly revolutionary, Assuming that their meaning is unchanging would be to deny the
successive reappropriation and remtexpretatmn of works of art by each successive generation
{Owens, 1983:1 1)

Both the work of Freud and that of Warhol confronts the diﬁ‘mﬁl&y of challenging cmmntion
and the impossibility of transgression. Thelr attempts to du so therefore inevitably eontain
ambivalence and contradnction :

“  Owens, C. "Honor, Power and the _Lové of Women" drt in America, Jan (1983:11).
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43  Re-defining the portrait genre in terms of medium, subject-matter and approach.
431 Medinni

- Freud uses the convention of gestural brushmarks as part of his pursu:t to.vender paint as
flesh, 1o mould the pamt on the canvas as flesh is moulded around the bone structure:

1 want paint to work as fizsh, 1 know my idea of por&aitme came from
dissatisfaction with portraits that resembled people. I would wish my poriraits
to be of the people not like them. Not having the look of the sitter, being them,
As far as I am concerned the paint is the person, I want it to work for me just
as flesh does.’?

Evident in most of the later portraits, is Freud's manipulation of the paint, the swirling,
swiping brushmarks which define and redefine the form, leaving granular residues of pigment
which describe the texture of the skin and reveal the struggle aud labour of the painter.
Freud's portraits are painted as if they were modelled, and though it is his desire that the paint
becomes flesh, the portraits do not ever break through their own boundaries, in the way that
~ portraits by Frank Auerbach do, sometimes reaching a three dimensionality which is
exceptional in oil painting,

The sometimes rigid illusional quality of Freud's images, and the way that the paint is so
clearly used to describe a form, paradoxically both announces and maintains the equation
- between paint and flesh. The paint is thus prevented as such from ‘becoming’ flesh, it is all
the time admitted as an equivalent for flesh, Parhaps it is when we can no longer identify the
form clearly or immediately, that the paint begins to work on our senses ds something other,
perhaps as flesh ¢ | |

Preud's gestural marks are expressmmst as tbough the gestures contsin the presence of the
artist through his direct translation of sight into mark, and thus communicate the intensity of
his relationship with the mudel's body. In his use of gesture, the form 1s ruptured, and this is
in complete antithesis to naturalist or classicist traditions of depicting the body, in which the
marks of the artist are concealed, and the body made to appear “natural'. The deposits of paint
granules which collect on the surface of Freud's portraits can also be viewed as something
which ruptures the form. Thus it is in Freud's particular uss of the oil paint and in his very
specific approach to his sitters that one locates the “double bind’ of the contemporary artist:

¢ Lucian Freud in cunveraahon thh Sir Lawrence Gowing, in Gowing, L. Ltwian
Freud, (1982:190-91).
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Freud works both within and against the gente of portraiture in that although he does re-
evaluate the tradition of portraiture, ‘wndressing' previous values to expose others, he
nonetheless upholds certain  conservative 1deals such as tle evidence of artistic sk:ll,
tltusionism and iabour.

Warhol ruptures the buman form through mechapical means. Ideals of originality and
uniqueness, which are linked to e values of wealth and status, are challenped through
Warhol's use of the photogtaphic and serigraphic mediums and their inherent -eproducibility.
Whilst Warhol's poriraits appear to valorise traditional portraiture, the properties of his
chosen medium afford his paintings a criticality which negates the ideals of previous
portraiture. Warhol's portraits aiso challenge the ideals of precision, or the preciousness of
much society portraiture: the deliberate offsetting of Iip or eye colour, for example, alludes to
the idea of ‘mistake' and also underlines the process of construction. Here Warhol is
deconstructing while constructing. ' :

The images are repeated, sometimes with differences of colour, focus and print articulation.
In this way Warhol disrupts our belief in photographic accuracy or “truth', He also deliberately
and obviously alters the photo'grafphs, removing wﬁnklgs, thinning gecks and 50 om:

The portrait was Andy's idealized interpretation of the person. Around 1980
Andy even had 'lip* books made; ¢lothbound books containing many pages of
silkscreened lips in vatious shapes and shades of red. If he thought & woman
should have g certain look he would sometimes refer to these “studies' of Tips;
they were his "sketchbooks' (Fremont, 1993:30). :

Tne obvious alteration of the photographic image works to expose conventional notions of
‘photographic truth' as bemg construsted too,

The mechanical processes of reproduction, the deliberately constructed nature of the subjects

and of their representations, denatures the human form and offers instead, depersonalised

icons of twentieth century symbols. These icons, including such celebrated stars as "Marilyn'

and “Liz' paradoxically sustain the value system which prizes wealth, fame and stardom, event
in thelr attempt to comment upon the value systems which sustains them.

. Warhol's work challenges past conventions of art-making. His understanding of such

conventions is made clear in the following anecdote: Henry Geldzahler reraembers saying to
Warhol about the 1974 portrait that he had recently completed of him:
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16  Warhol, A, Henry Geldzuhler, 1979, s:lkscreen ink on synthetic polymer paint
on canvas, 101,6 x 101,6 em.



“But Andy, 1 don‘t went it, it's nozhmg but a blown up version of the polaroid.
You've lefi qut the "o

A few yeats later, in 1979, the portrait was redone. This time the portrait has many juicy
brushstrokes on it. It seems clear that Warhol esed violent ‘impassioned* brushmark as a sign
of artistic mastery. Such simulacra of mastery testify, however, only to its loss.’ Peshaps this
is exactly what Warhol intended, with his “anybody could do anything' attitude,

432 Sobject-matter

Freud is seemingly neither concerned with tlattering his subjects, nor with their happiness or
unhappiness with the finished 1mage. For the most part his paintings are not commissioned
portraits, and this entails a renegotiation of the srtist/subject relationship in that the artist
retaing more control over how the sitter is to be represented, The artist is not subject to the
requests of sitters. While it is true that Freud requires models whose 'aura’ must be the
“starting point for his excitement™, he observes that before the work is completed, the models
‘themselves seem to drop away, and the '

picture is ail he feels about it, all he thinks worth preserving of it, all he invests
it with (Freud, 1954:24).

In & way, Freud sees his models as objects; as vehicles for his work, wlnch is piimarily about
the nature and quality of flesh and not the individual person.

A painter must think of everything he sees as being there entirely for his own
use and pleasure (Freud, 1954:24). '

In a conversation with James Kirkman. an ex-dealer of Freud, I asked if Freud painied only
those whom he knew well so that he could capture an inner or metaphorical likeness, He
answered that he thought since Freud is a very private and shy man, that he likes to secure his

1 Geldzahler, H. "Andy Warhol: Virginal Voyewr" in Andy Warhol Portraits,
{1993:26). : '

- u Owens, C. "The Discourse of Others: Feminists and Postmodernism® in Hal Foster's |
The Am:-Aesriwr.e, {1983:67).

= Preud, L. "Some Thoughts on Painting” in Encoxmter, Voo, No. 1 (19 4:24).
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sontrol of the situation, and that his chorce of ﬁmnds as sitters has nothing to do with any
kind of search for inner likeness. .

Freud's contro] in the studio can be felt in the poses which ‘s sitters adopt. While Freud hos
claimed that he never dictates a pose and tha: he Jets the sitters find their own positions, it is
ireresting that the poses which sitters have chosen are so ofien defensive positions. Notice
for exampie. the way that the subject in Afan in a Chair (1989} clasps his hands together over
his groin, or the way that the sitter in Man i a Chair (1983-5) grips his thighs with his bands.

The poses are also often victim-like, in that the sitters crouch, as in Naked Man on a Bed
(1987) and Naked Girl {1985-6). The postures almost always have a certain uneasiness about
them and this uneasiness would surely stem from the nature u'? the power relations set up

between the artxst and his su!:geeis

Washol repreduced a particular proﬁie of the American value system, which was, in a sense,
one of a spiritual wasteland. His glamorous and expensive portraits of the rich and famous
seerm 10 vphold the values of wealth. power, and status which are traditionally associated with
society portraiwire. These values have little to do with an understandmg of humaneness and
much todo mth superficiality. : :

The confusion which Warhol himself ereated about his work is very much part of the work.
The ambiguity of the portraits seems to me to be located in Warhol's joy and sadness in the
power-plays with which he was involved. On the one hand the glamorous and “beautiful'
society poriraits were very lucrative and made him popular, and on the other hand they
confirmed the vanity and superficiality of the sittets.

4.3.3 Approach to the portrait genre

The ambiguity of Freud's paive v, porticularly with regard to their ambivalent relationship
to the traditiona]l genre of  seaiture, 2ccount for his work as “open' which allows the
spectator to connléte the image. Indeed. ., Catherine Lampert notes:

The interpretations that shadow these works are highly subjective, and many
ari historians would insist they shouid begin with admissi: a8 of our owal
gender and expstience.”

1 Lampert, C. Lucian Freud: Rezent Work(1993:18).
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Bottem. Freud, L. Naked Man on a Bed, 1587, oil on canvas, 56,5 x 61 em.



With the removal of the clothing, the setnng, and the modesty of his eub;ects, Freud'
portraits unsettle the past fraditions of portraiture, Retaining the exclusive use of the oil-on-
- canvas medium, the portraits have little to do with concepts of role. status, wealth and

decorum traditionally associated with the porteait. Tt seems that Freud questions what lies
beneath the decadence displayed in previous sacial portraiture. Still, embedded in a solid,
conservative, English painterly tradition, his fleshy, ‘undressed' portraits nevertheless suggest
a kind of metanhor for “the difficult era in which we live™, one in which humaneness and
- vulnerability is exposed and embraced. This point is not without ambiguity either, for the
sterile environments in which Freud places his sitters can afford them a centain dehumnanised,
lifeless, or ubject-like quality. and yet, at the same time, the nakednes.,» and vulnerability are
most hmnan {see also illus, 20). _

As much as the images draw the viewer in, as mach as the brushwork, for example, implies
the presence of the painter and allows us into the process of the image's creativ, there is also
a certain amount of distancing. One feels disturbed by the challeaging and confrontational
quality of these exposed figures, but one feels that it is Frend, and not the subject who
challenges the viewer. The presence of the artist - the palating as reflective of the artist's self
is paramount cnd this testifies to the degree of Freud's control. Visuelly, this control is made
manitest in the somewhat rigid definitive edges or outlines which fimetion as boundaries to
enclose the figure. _ .

In the end, such an anaiytical decoding of the artist's intentions often avoids - or simply
cannot ever provide - an accouat of the very powerful impact that these works have on their
viewers, Catherine Lampert seems to be speaking of exactly thxs difficulty with tmnslstmg the
‘impact of an image when she suggests that:

Freud really hay shaped his painting to join what is by consensus great art by
sensibility alone .. His is a sensibility that rans all five senses as it wired up
together (Lampert, 1993:13).

Freud's paintings have an ecoticism which is difficult to pinpoint. The inteasity and the
struggle with which they are executed is almost tangible. the artist's serotiny of the body in
front of him and his translation of it into paint, seems to be almost a physical act; the body is -
described almost 4s much through touch as through sight. T would like to suggest that the
eroticism of Freud's images is pethaps indirect in t 1 the eroticism seems to result less from
looking at the represented image than it does from the suggestion of closeness or intimacy

4

Flytn Johnson, R. "hie Later Works" in Lucian Freud: Works on Paper,{ 1988:23)
_ § 6
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which is implied between Freud and his mudels, especially given the private nature of the
long and naked sittings and the resulting privateness of the images themselves,

It is elear then that both the portraits and Freud's motivation for painting them lie outside the
conventional realms of society portraiture.

Vurarhﬁl's reinvention of the porirait genre - simultaneously glamorising and depersonalising |
 his sitters - is embedded in his own persistently ambiguous persona or constructed image. An
apocryphal story tells of Warho! opening two exhibitions at the same time; one he opened,
and the other was opened by a look«alike. No one was quite sure who was the real Warhol
and who was the impersonator. This episode seems to question the very notion of identity, the
original, and points to reasons for his use of repetitive imagery as, for example, in Sixteen
Jackies (1964%

Some people must go crazy when they realize how much space they've
managed to cormand. If vou were the star of the higgest show on television

- and took & walk down an average American street one night while you were on
the gir. and if you looked through windows and saw yourself on television in
everybody's living room, taking up some of their space, can you nnagme how
you would feel? ¢

Warhol's portraits are ambigue :5, He strove to challenge conventions of his chosen genre and
to radically undermine notions of uniqueness, Yet the zich and famons continued to want and
need an “original' Warhol; an - ~iginal fake, Warhol's own vagueness about his position with
regar. to the criticality of his works, evoked a varicty of responses fromn viewers, testifying to
the “openness’ of his work, He deliberately cultwates the changes of his original mtent:ans by
unwitting assomtes' '

1* Seen in this way, the images are very much about Freud himself and his primaty role
in the construction of the portrait is asserted. Freud himself, and his relationship with
the sitter, is implicit in the resulting image. In a sense it is very difficult to view these

~ images as anything but a reflection and an embodiment of both sitter and artist and of
their « intimate - relationship., Viewing the works one “feels' the intensity of the
relations between adtist and sitfer, and T think it is hete that the images are petbaps
erotic. _

¥ Wathol, A. From 4 to B and Back Again, (1975:132).
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113 penple never misunderstand yon, and if they do everything exactly the way
you tell thera to, they're just transmitters of your ideas, and you get bored with
that, But when you work with people who misunderstand you, instead of

~ getting “tansmissions’ you got “trausmutations’, and that's much more
interesting in the long run."

It seems-as though Warhol yses his power in the situation nfportraitnmking to the dencfis of

his sitters. He makes them beautiful. The images are so glorious that they do not appear

victim-like, until they are all seen toger’ . It is thien that their “sumeness’ is sadly obvious,

Individuality is drained and the sitters can all be viewed as victims of & media-conscious

- society whereby wealth, fame, beauty and prominence are the most valued commodities,
Warhol's stated desire to be accepted in these echelons of fame and stardom confuse the way

“his poriraits are read. They have been understood as botha critique and & celebration of such
values. Jt is !'us very process of making portraits - mechanical, quick and repetitive - which
allow him to critique traditional notions of authenticity and originality generally associated
with high society portraiture. Warho! works within and agoinst the tradition of portraiture -
whilst obviously commenting upon high art, his work is imbued with many of the
connotations of such art » and it is in th:s that the ‘douhle-bmd’ of the cuntempa ‘ary painter
manifests itself.

One can imagjne that Warhol's portraits will easily becorne dated - that in generations to
come, "Marilyn' and “Liz’ will not bear the same force as they do/did i the twentisth century.
That Wathol might have been conscious of this limitation - in terms of the timelessness of the
portraits « strikes me as merely another way in which Wathol worked both within and against
the genre of sociefy portraiture,

Warhol's own persona, epitomised by evasive and ambiguous behaviour, creates confusion in
his works with regard to any form of conclusive meaning or implication which they might
have. But perhaps it is precisely because of such consistent ambiguity and provoeation that
otie could posit that Warhol is fully in control of all the power plays between himself and his
sitters, .ud between himself and lis audience. Again, the irony is that in this, Warhol
succumbs 1o values of power and possession which he appeais o be critical of.

Y Smith, P.S. Andy Warhol's Art and Films,(1986:189),
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44 Reflecting on Two Women, 1992 by Lucian Freud and # 204 Marilyn Diptych,
1962 by Andy Warhol.

44.1  Two Wonien, 1992,

Looking at a painting by Freud, one is immediately aware of the travail involved in its
making, One senses, and sees reflected in the worked and re-worked surfaces the many hours
of the creation process - the changes which have been made and the traces which they leave
of previous decisions now gone back on. It is through this sense of struggle that one can
imagine the intensity of the sitoation within the studio. It is also Freud's sensuous and
acmrated or animated handlmg of the oil paint whxch hol's the viewer's attention.

With particular reference to Tivo Homen the viewer is drawn into the cativas by the deliberate
upward tilt of floorboards, which serves to unsettle or unbalance the viewer, who probably
expects to retain some distance from the scenes portrayed, The sense of feeling off-balance,
created by sloping floorboards, can best be understood through the experience of walking
across a wooden floored room carrying a mirror. As one moves, the mirror reflects the
floorboards at an exaggerated angle and causes one to feel quite unstable.

The abuse of perspective - in terins of one-point-perspective at least - which is evidenced in
the sloping floorboards and in the illogical angle of the window at the right of the canvas, and
also in the forward-tilting effect which the raised comer of the room in the centre of the
canvas has, forces the viewer willy-nilly to enter the image so that she or he becomes an
active participant and is no longer a passive onlooker - the viewer is pitched into the room
along with the two women. '

However, this participation is counteracted by Freud's simultaneous refusal to include the
viewer. This exclusion of the viewer happens primarily through the tight outlines or
boundaries which ennlose the figures ond separate them from the viewer, maintaining the
dtstance

Further, the lack of interaction between the two women themselves reinforces the sense of
lifeless disengagement and the separation both between the two women - who each seem
strangely unawsre of the other's presence despite the closeness of their bodies - and the
separation between the figures and the viewer - who is forced to confront the figures but is
prevented from sharing in the experience of the women. It could be argued that the two
women whese bodies lie - seemingly divorced from their psyches - on a sterile white bed, ing
bare room, evoke an atmosphere of oppressive discomfort, and as John Russell once wrote,



We sometimes wonder if we have any right to be there -(G‘ayford 1993:22).

It fact, when an image is created and then publicly exhih:ted the viewer is not un!y mv;ted
but is expected to share the experience.

Having either withdrawn so completely into their own inner space, or indeed having no |
connection with Freud at all, the two women bear no sexual or erotic presence, for without
their psyche they are reduced to flesh. Since there seems to be no interaction on any level -
between the two woimen, between them and the viewer and éven between them and the artist -
the viewer is, in a sense, drawn into and rebuffed from nothing at all: the scene offers no hint

- of mystery or seduction, the viewer's role is not that of voyeur, since she or he looks in on a
scene which displays nothing of the private or that which should not be seen, This forced and
refused entry - particularly when there seems to be nothing going on - serves fo increase the
tensions involved in thf: viewing pmcess.

And whilst one might indeed ask exactly what it is that the viewer is excluded from, one
might also be compelled to ask why Freud chose to paint fwe women, The duality or ‘co-
existence’ of the two women zesists any sense of narrative, and I am reminded of the way in
which Freud has often criticised Francis Bacon's work for being too narrative, With this in
mind, it is possible to assume that Freud might intend this potentially narrative image - in fact
- to be devoid of any such possibility. ' '

It is through subjective and personal interpretations of an image that one can imagine a
similar kind of tense and uncomfortable interaction batween artist and sitter. And whilst one
may interpret or invest the image with all of ones own feelings, coupled with sparse
information issuing from Freud's studio, one is in the end presented with few certainties. In
this instance we are presented with two women and as Catherine Lampert has suggested, any
interpretation of Freud's paintings should begin with admissions of our own gender and
experience. Of Twwvo Women, she writes, |

The nir-borne fantasies and long filly-like raised limbs of “Two Women' 1992
lets the mood hover into the realm of male connoxsseurshxp so deplored by
women (Lmnpert, 1993:23),

My own faschmtiou viith this image Hes with my sense of these women a$ somewhat lifeless

abiects of flesh ~ which might decrease or increase such "enjoyment’ of the flesh, suggested by
Lampert's interpretation .
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21 | Warhol, A, Marilm ﬂipgen, 1962, ncryhc and silkscreen on canvas, 208,3 x
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- Freud has stated that his interest in the portrayal of flesh was to allow the paint to be the flesh
- moulding and shaping the figures from paint, as flesh is moulded by the bone structure. At
the same time. however, as Harry Diamond - a well-known phatographer who sat for Freud -
explains, there is more to Freud's portraits than the translation of flesh into paint, or paint info
flesh: :

- If someone is fnterested in getting your essence down on canvas, they are also
drawing your essence out of you. So [sitting for Freud] was somewhat
exhausting, Afierwards one felt depleted, but also invigorated, because he has
a stimulating personality (Gayford, 1993:24).

So one can assume that it is also an individuat life that Freud aims to relay to the viewer, and

not only their flesh and the “objective’ porirayal of it. It is thus interesting that my sense of the
~ two women is primarily of their lifelessness - their objecthood. It is possible that this apparant

lifelessness is 2 result of the v.ry nature of the “Freudian method', and that the energy or

essence of the sitters and the situation is transferred rather to the image itself, than to the

depiction of the sitters. This might explain Freud's ambiguous statement about the sitter

eventually falling away and the picture being afl that he feels about it, all that he thinks worth

preserving of it, all that he invests it with, It might explain why the two women appear as

objects but the image is invested with a great tense energy, a great psychological presence.

The image is then, in its entirety, an embodiment of an intet-relationship between artist,
sitters and ir ge. In this way., the image functions 1cre in terms of traditional portraiture
whereby the identity of the sitter is primary, and more as a reflection on the portrait-making
process as a complicated web of transactions between artist, sitter, image and viewer,

44.2 # 204 Marilyn Diptych, 1962,

Looking at Warhol's portraits, by way of comparison, is a funds.nentally diffe e vaprrience,
Oge is struck immediately by the sense of ease and randomness with whic.: these portraits
ware made, On another lovel jt is precisely this ease which becomes aiscomfoiting: the ease is
not evident so much in terms of the fluidity or inevitability of the imoge as it is in the sense of
a systematically produced and reproduced imag2. The obviousness of thin deliberately
repetitive and banal process unsettles the ease with which we digest such images, as viewers.

With particular referenve to # 204 Marilyn Diptvch this ease Is exaggerated because the

image of Marilyn Montoe is an already mediated image - Warhol created this silkscreen
painiing from a publisity shot of Marilyn, an image which became even more publicised ence
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Warhol began repeating it. Warhol was aware of how people became images in the first place
when he stated that :

repetition adds up to reputation (Steiner, 1987: 1. ),

and he exploited this 1dea visibly in this particalar image: the more one's xmuge is repeated
the ntore of an image one becomes.

The repetition also functions on another fevel, The repeated lines of Miilyn's portrait a!lude
both to photographic contact sheets and to film strips, This could allude to movement and the
passing of time but when one fooks closely there is no change at all in the position of the
subject: only the colous, the tonality and the shndows alter. So that if ane imagined these
strips being put into motion, as in film, Marilyn would be stationary and statuesque, as only
external factors around her, such as light, changed. Interestingly, many of Warhol's films
which he went on to make, such as Sleep, display just such a sense of stillness in that not
much occurs - Sleep, for example is an eight hour long film of a person sleeping. This sense
of stillness evokes the “object’ quality with which Warhol invests his sitters,

The sense of stillness, despite the reference to movie strins, reinforces the “objecthood’ of the
imunge, and one's sense of Marilyn, or rather her image, is as a commercial property in much
the same way as a can of Campbells soup. The image of Marilyn is repeated so often that it
becomes an iconic symbol of 1960's famie, glamonr and stardom, Warho! pushes the image to
the extent that it becomes - almost - the singular way in which we, today, know Marilyn
Monroe: more as a symbol than as a human being.

On the right panel, the image of Mavilyn is the same image as on the left pancl; only here it is
reproduced in black and white. Too much ink is vsed in some prints and too little in others so
that Marilyn is at times blotted out and ot times so faded that she is almost non-existent, The
left panel shows the conscious aestheticising of an image while the right panel seems fo show
the de-aestheticising of the same image. Together, the two panels expose the constructed
nature of Maxilyn's persona and the constructed nature of Warhol's portrait of her. Warhol's
portraiture is revealed to he primarily about images, and their construction - of both the
‘persona and the portrait,

Finally, 1 would fike to comment upon Wathol's telting ~ if not amusing - title for this image.
He calls it # 204 Marilyn Diptych, and this alludes to the fact that there might indeed be 203
others. We would surely not be mistaken in thinking both that the previous 203 «re the same
as the present one, and by the same token, that there might be an infinite amount of such
images which follow number 204, Here, with the usunl Wurholian cynical humour, the
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boxmdarxes of traditional portraiture are siretched, and the convention of authentxc:ty and th&if
“original oil' is greatly undermined. '

In conclusion, both paiziiers have addressed very specifi~ proiles of the cultures from which
they have issued. The social context of an artist; forms a background to many of the decisions
made in the construction of wn imsge. In this way, society and environment impinges upon

- Individual sensibility, and is reflected in the work. Warhol's depersonalised, rechanical -

poriraits seem fo embody an American value system intent on the new, the slick and the
“successful. Freud's work, on the other h:—md, is embedded in a Sohd copservative, English,
pamnterly u'adatmn

Freud and Warho! both use convestions of past traditions critically. changing their meanings
and the ways in which we respond to them. It is in this way that their images form a rich
dialogue both with the past and with the present. '1he1r works reflect the environments and the
social contexts within which they were created, they engage with their audience and they ae
thus lmbued with a life force and a power through which to locate their relevance,
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CHAPTER FIVE

THE THEORY IN RELATIQN TO MY O‘VN PRACTI("AL
WORK '

"



"Everything points to transience. Nothing stays as it is. The signs we
make are provisional; if one knows it, well and good. Images lose now
~ theiy firm owtlines,"

Christa Wolf,'

5.1  Imtroduction

I shouid like to make it clear at the outset of this discussion that not all of the peints
raised apply to each individual work. The prastical body needs to be viewed as
precisely that: o bady of work, whereby each pieee informs, and reflects on a process.
I shonld thus like to discuss the relationship between the theory and the practice in
meze general terms, referring at times fo particular images. I should like here 1o
provide a brief overview of some of the issues which are discussed at length in this
.~ chapter in relation to the image themselves and their relationship to the theory of the
previous chapters. |

Contemporary art draws its main value from a deliberate rupture with
the Jaws of probability that goverr common language - Jaws which it
calls into question even as it uses them for its subversive ends (Eco,
1989:94).

The ruptures aze the most critical aspect or development in each painting, I locate the
critical or conscious ruptures in my own work in relation to the use of impasto paint,
gestural brushmaork and the figure-ground relationship. These and other conventions
are used to disrupt traditional ways of reading images. For example, by deliberately
confusing the figure-ground relationship, or by using heavy impasto for the spaces
surrounding the figure, the viewer no longer reads or looks for an illustration on the
canvas. but is encouraged to consciously view the canvas as an art object in itselfl

The practical work and this discussion of it, also explores various other ways in which
traditional expectations and traditional ways of viewing portraits are subveited. For
instance, the shifts ficea frontal portraits to back views axd partial views of the head
question traditional concepts of resemblance and recognition as based almost
exclusively in the description of facial physiognonty. Also. there is 2 gradual shift in
my work from a teaditionnt oil-on-canvas meditm to the later use of clay and plastet-




of-paris 1 make and cast relief portrait-sculptures. The effect of these different

mediums is lueated in the subsequently different appearances of the portraits: the

essentially flat. two dimensionality of the paintings and the thick physicality of the

sculptires, The differences between these two forms of portraiture are discussed i in

terms of the material qualitics and the particular references and associations which
they evoke.

1 later discuss iy interest in the objecthood of the images. This objecthood of both the
paintings and the sculptures is discussed as arising from two things: the dissolution of
boundaries between figure and ground: the positioning of the figure and other objects
as extending bayond the frame, in other words, not contained within the format. In
both cases the ground, in a sense, becomes u field of activity whereby the clarity of the
edges and of the image itself is diminished or confused. With this “confusion' in piace,
the portraits inevitably become highly subjective objects of art, rather than descriptive
pictures, The ohjecthood of the sculptures is firther Jocated in their weighty bulk and
three dimensionality, The later paintings on fiugments of marhlc have their own
objecthood, pethaps because marble is a material associated with sculptwe, and

sculpture, because of jts three dimensionality is more easily associmted with “object’,

The dissolution of boundaries is also Iater discussed with relation to the dissolution of
power relations between artist and sitter, and is in fact used to indicate a8 more
empathetic form of portraiture.

Finally, metimds of display whiclh underline ntmons of objecthood and the _
construction of likeness, are discussed.

It is my intention that the portraits are open to varisble interpretation. According to
- Ecn's concept of the “open’ work :

the disorder of the signs, the disintegration of the outlines, the
explosioa of the figures incite the viewer to create Ins own network of
¢onnections (Eco, 1989:103).

My research of the portrait imige and, in Lucian Freud's words “dissatisfaction with
resemblance’, has lead to an approach to portraits which embraces Eco’s concept of the
“open’ work, an appronch which acknowledges the portrait as a sign, and inage-
making as a system of signs, based on convention:

‘The freeplay of assaciations, once it is recognized as originating from
the disposiunon of the signs, becomes an integral part of the woik, one



of the components that the work has fused into its own unity and, with

them, & sowrce of the creative dynamism that it exudes (Eco,
1980:103), -

I am suggesting that my practical work becomes deliberately unfixed or ambiguous so

s 1o allow each viewer to bring to the work her or his own » * of associations and to
complete it individually in a private and meditative capacity. Viewing the images as a
hody of work inevitably invites a dialogue to be set up - between the works themselves
and between the viewer and the extended body of work - which can guide the viewer
towards certain associntions which are intentional.

The act of viewing an image as o open and variable field of sipns from which one
extracts meaning, affords the work a power of its own, The work then functions as a
sowrce of meaning through the interaction between viewer and image, and in this,
allows for possibility: '

‘openness’ ..4s one of our most precious vaiues, since every aspect of
our culture invites us to conceive, feel, and thus see the world as
possibility {Eco, 1989:104).

Arguably, the most open werks not only invite possibility but also challenge the
degree of openness of the set of signs or conventions. "QOpenniess’ within the work also
imbues the viewer with a certain active power in that in such works the viewer is
encouraged to extract as many suggestions as possible from the totality of the signs,
suggestions and personal responses which may or may not be compatible with ihe
intentions of the artist. T have found this concept of "openness’ useful in refation to my
research on porireits, since the research has led me further and further away from a
prescriptive understanding of likeness as exact reduplication,

Connections hetween the images and the theory of the preceding chapters are nade
throughout this chapter. Whilst the works have an interactive relationship wita each
other, there is some sort of chronology as to their production and ¥ will briefly discuss
this development in the following section. The third part of this chapter looks at the
images in relation to each other; as a bedy of research. This third section clorifies
connections between the v intings and the sculptures through looking at modes of
display. Section 5.4 draws associations between the body of work and other genves
and conventions. The last section of this chapter, 8.5, briefly reviews the relationship
between my work and the portraits by Freud and Warhol,
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5.2  The history of the images

My process of working has not been linear. Generally, I have not completed one
painting before embarking on the next. The process rather, has been organic in that
several images are worked on at the same time, some. are rompleted, others are
discarded only to be re-worked at a later point. Thus, it is impossible to categotise a
strict chronology. I have nevertheless divided the discussion fnto early, middle, and
late phuses of work.

521 The early phase.

Because gy exploration was based on a search for & kind of likeness which extends
the boundaries of exact or photo-like resemblance, the sitters that I have chosen to
watk from have all been close fiiends. My research has been in pursuit of a porttrait-
likeness which evokes the presence of the person. When one knows ones sitters
personally, it becomes possible for the likeness to become much morxe private or
subjective, more abowt the relationship between artist and sitter, and less about
capturing likeness = h conventional accuracy. Van Gogh takes such an approach to
the portrait in a letter which he wrote to his sister in 1890:

I painted a portrait of Dr. Gachet with an expression of melancholy,
which would seem o look like a grimace to many who saw the canvas.
And yet it is necessary to paint it like this, for otherwise one could not
get an idea of the extent to which, in comparison with the calmness of
the old portraits, there is expression in cur modern heads, and passion ~
like a waiting for things as well as a growth.”

In my own pottraits, the elose relations I have with the sitters is reflected, at first in the
expression of particular bux subtle moods and then in the gradual dissolution of the
boundaries - in terms of the dissolution of demarcated space between us, The portraits
‘'serve as a reflection of tie relationship between the artist and the sitter. The portraits
can give the viewer access to the artist-sitter relationship through the quality or mood
which the portrait evokes, The imnges are thus extended, becoming more than a
simple idemtification of the sitter’s identity, I decided to call the paintings, "A Portrait
of ... and to use both first and sumames of the sitter. Underpinning this decision is the
intention that there is less a notion of persona and the public recognition of likeness,

2 Van Garh. Y. The Comnlote Lettors of Viseent Van Gooh, Vol. 3, (1978471,
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than there is an acknowledgement that the viewer is not expected to identify the sitter
immediately,

It is not until much later in the research that the images actually lose some of their
physical boundaries or outlines. My initia! exploration of portraits entailed the sole
use of photographic reference material. In other words, there were no Jite sittings.
These portrits consequently convey the static quality of the source material, in that
the portgaits appeared to be fixed in the moment. The split second instances of

~ photographic images sometimes appear to the viewer to be uncharacteristic, in short,

uniike the subject, and thus call into question the authority of the camera's scientific
. objeetivity in determining lkeness. My reason: for talking about these earlier portraits
here, is that they exposed the traditional portrait-1"" .ness as & trap and encouraged the
shift fiom nawraistic likeness. | |

The early works following directly after the photograph-based portraits, are still fairly
readily recognisable to those who know the sitters, examples of which are, 4 Portrait
of Keith Kropman (1992), 4 Portrait of Tavya Rosenthal (1993), 4 Portrait of Darry!
Katzenstein (1992), A Portrait of Merran Roy (1993) (iilus. 23 - 26). These early life-
painting sessions provided a framework for the baginning of an exploration of the
portrait-making process. It was during these painting sessions that 1 first had to
contend with the movement of the sitter; their breathing, their shifting of their bodies,
and ofien, the change of their facial expressions in conversation, These difficulties, 1
think, pre-smpted the realivation that likeness in portraits is necessarily linked to
difference, that likeness implies difference. It is not possible to capture sctual
movement in a still image. This recognition has had great impact on the course of the
theoretical research and is explored ir. the firat chapter, In practice, tireless attempts to
capture such continuous movement led to the Iater creation of images which became
more and more ‘fugitive’, images which the eye continually lost, and found.

The early life-painting sessions also afforded me direct experience of the power-plays
which oceur between artist and sitter in such a situation. Working with sitters and
listening to their responses to my paintings of them, made it clear o e that sitters
come to the studio with particular ways in which they see themselves and which they
would thus expect to see reproduced. These post-portrait interactions between myself
and the sitter clarified two things: that people do construct an image of themselves,
which is entirely independent of the image created by tiwe artist; and that the image

- presented to the artist by the sitter is by its very nature the artist's interpretation of her
or his own view of the sitter.



24 Breaner, J. 4 Portrait of Tamya Rosenthal, 1993, oil on canvas, 40 x 40 om.
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Bremmer, J. 4 Forn«it of Merran Roy, 198 -, oil on canvas, 30 x 22,5 om.



25 Bremner, J. 4 Porrait of Darryl Xatzenstein, 1992, ot} on canvas, 30,5 x 40.8
om. : '
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It became clear that a portrait-likeness is constructed and mediated through one's own
consciousness of selft through grappling with conventiors and the challenges they
pose, including medivm cnd through grappling with the challenge of refiecting the
psycho-physical precene of the sitter,

In my iwterpretation of my sitters, whilst I did not always teke into account the
requests. for “ruby lips' or “broader shoulders', I de not think that the power telatione
operate in the poriraits in a way that either objectifies or vivtimises the sitters. One
cannot deny that in creating a portrait of a person, one makes their image into an
object in that the artwork itself is unavoidably an object. However, it is In my striving
to tefain an empathetic relationship with the sitter and ia my striviag to imbue the
portrait with a sense of the presence of the sitter that I believe my portraits challengs -
to a degree -the objectification of the sitier which occurs in all portraits, it is just this
effort #3 imbue the portrait with the physical presence of the sitter which ironically,
lead to the sculptural embodiments of the sdters in ¢lay and plaster-of-paris, which are
more obviously ‘objects’ than the flat canvasses. This dsvelopment is discussed in
detail later on in this chapter.

Whilst iy own presence is obviously part of the portraits - evident in the choice of
subject and in the particular decisions taken in the representation of the sitter with
tegard to medium and style - the portraits aze also about my relatiunships with the
sitters. The impact of these transactions and their centrality in the portrait-making
process auticipated the theoretical research of this issue, which is located in chapter
three, The early portraits were thus crucially important. both in their impact on the
theory and on the development of the body of my work, |

Many of the early portraits are displayed in thick white fiames These frames serve a
double purpuse: on the ane hand tiey provide a kind of visual relief from the intensity
of the worked quslity of the painted image. On the other hand, the frames allude to
representations of paintings in posteard format which often have just such a white
surror d, thus admitting to the physical fiatness of painted poriraits, or their two
dimensionality, As much as one would lige the portrait to be the peeson, a portrait
image is only ever a representation. This diseatisfaction with the flatness of paint was
a crucial factor in the development of the practical research.

The creation process of transeribing £ie featurs and the shapes into brushmarks on
the canvas seemed 1o me to be almest equivalent to touching the face with one's eyes,
or to g hiind person fee hng the face of another, and in so dnmg. understanding its
structure: :






ey

..the artist is tracing the detail [of the fice] almost as if by touch ...and
in each line that is added strengthens the pieture but never makes it
final, > | | .

Yet. any attempts to mould the features of the sitter or to try and define the physicality
- the fleshiness - of the face through gestural marks of the brush and the paint alone
seemed thwarted, certainly while the medium remained oil paint on its own. So, I
- began to mix the oil paint with marble dust, which created a thicker textuse, This

texture was at once more “fleshy’, but was at the same time Jess like actual flesh since

he paint was now embedded with tiny flakes of plittering marble. The use of this

marble-flecked paint in “background® areas had two interesting results: it further |
disturbed the figure-ground relationship, examples of which are found clearly in the -

later poruaits: and it also disrupted the simple equation of thick paint with flesh. In 4
Porirait of Andrea Birgener {illus, 27) for example, the more substantial impasto
arcas of paint are used in the background, and not to describe the flesh, The ) aintings,
though mare “fleshiy'. still failed to convey my sense of feeling or touching the face
with my eyes.

§2.2 The middle phase

The middle phase can be marked by when I began looking at Rodin's portrait bust of
Ms. Fairfax in the Johannesburg Art Gallery. What struck me about this work was the
way that the figure seemed to emerge freely from the constraints of the marble block.
The rooghly ‘hacked' block at the back becomes the finely chiselled drape almost
without transition, Ms. Fairfi's face scems to have miraculously emerged from the

marble block, as if unaided by the rough hacking of the marble with the tools of the

sculptor. It is also as if a rubber film has covered her face rendering the features vague
and distinct at the same time. 1 made sevetnl paintings from this sculptuve using the
marble dust. ™ retrospect, the study of this sculpture had mauy effects on the course
of my wotk. The plaster casts and the paintings which followed, were all xplorstions
of the ways in which things can be at onee so specific, and yet so far from the original
in terms of representing the sitter. When the eye is continually challenged, finding a
- form and then losing it. the wuy of viewing becomes kinetic und the movement of the
figure is in some way accounted for,

Afier the studies of Ms. Fairfox, the portraits I was working on began fo merge with
their grounds. Sometimes the splitting of the format helped to disrupt the figure-
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28  Top: Rodin, A. Eve Fairfax, front view, 1907, marble, 54,2 x 58 x 46,8 e
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Top: Brenner, J. Paimting from "Eve Fairfax' IT, 1994, oil und marble dust on
canvas, 36,5 x 36,5 ¢m.

Bottom: Rodin, A. Eve Fairfax, left profile, 1907, marble, 54,2 x 58 x d0.8
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ground relationship (illus.30) in the:, in this particular work, it is dfficult to
differentiate waich panels are figure and which constitute the ground. But it was not
until after I had made the plaster portraits that the painted portraits finally lost almost
all definition of the boundories batween figure and ground. Oaly after I had made the
plaster casts. did I feel that I found a way of representing the sitters which expressed
the intimacy of the portrait-making process. The dissipation of linear contour int the
portrait, which happens when one visually removes the division or the space between
- peaple, reflects an intimate interaction. There is a direct link between the casts and the
paintings which followed, but this connection is discussed Iater in this chapter. The
eradication of the separation between sitter and painter, which I found myself striving
for, is well expressed in Paul Valery's account of the exchange of regards:

Once gozes interlock, there are no longer quite two perscns and its
hard for either to remain alone, This exchinge ..effects .a
tzansposition, g metathesis, a chissm of two “destinies’, two points of
view. You take my appearance, my image, nnd I take yowrs, You are
not I, since you see me and I don't see myself. What is missing for me
is this "I' whom you can see. And what you miss is the "you' I see, *

At about the same time as the Ms. Fairfor;gpisaits, I also made a few paintings of
everyday things in my = lio-und of thecemejéri*which T can see from the window of
my studio, These punmungs were important in many ways. They allowed me to
concentrate on particular paint qualities and ways of representing things which were
not flesh, They were quite small imapes of mops, bricks which I used as makeshift
easels for the small paintings, old Winsor and Newton paint boxes. They were details
or fragments of things, My initial reasons for making these images hid to do with
reaching o temporary standstill with the portraits. “Vhat I found interesting was that, in
context of the body of work, they are as much sbout are as the self portraits and indeed
as the other portraits are, These small paintings represent parts of the studio; they are a
small view of the room in which the research took pluce; in o way they make more
tangible the process of creation in that they aive form to the place of work. These, and
the two portiaits of me painting in the studio (illus.35 and 64), serve to demystify
painting as something glamorous; they admit the work and the effort and the isolation.
The subjest matter of these two paintings is essentially the process of painting and of
making images. In this they go apainst the grand teadition of classical poriraiture and
they admit the conventions of painting and the construction of a portrait; the studio,

4 Quoted in Merleau-Ponty, M. Signs, (trans.) McCleary, R (1964:231).



LT .

w ma o



Brenuer. J. \C‘emere:;i'_ﬂ. 1994-5, oit on board, 36 x 39 em.






34 Bremner, J. Mop. 1994, oil on board, 21 x 17 cm.
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the easel, the brushes.® In some sense there is a link between these paintings which
illuminate the physical context and the matesials of my work, and the way that Arman,
for example. constructed o porixait of Andy Warhol using the tools or eqmpmw
which Warkol used in the production of his paintings (illus. 4).

523 The late phase

Afier making these paintings of the studio, 1 returned to the porteait but now, for the
first time, I began moulc'ing portraits from clay slabs, literally feeling with my hands
and tracing into the clay that which I could see with my eyes. Thi- process finally

allowed mte to translate the human hiead in a way which, ¥ feel, was hbﬂrated from the
 restraints of the paint medmm

In some ways the process ofmaking the sculptures v'as similar to the painting process:
there was still an intense relationship with the sitter, and I was still closely serutinising
the sitter's face. Instead of my working materials being paint and pantbroshes, they
- were now clay and my bands. I would begin with a slab of clay in front of me, and
using my hands and forearms I would feel, push and pull the portrait into being, At
times I used paintbrushes and other tools to work into the clay surface. The clay, as
much as the paint, has “a life of its own'. And whilst I was simply working with and
challenging s different medivm and a different set of conventions for deseribing the
sitters and my relationship with them, I felt the process to be more intimate and
perhaps this has to do with the direct use o touch - my hands in the clay. in the
creation process. The exploretions in clay vrere to have a direct impact on the
paintings which were to foliow. For instance, the clay field from which I ‘sculpted the
portrait was one substance, one colour, from whi~h the portrait “emerged', defined
only by my marks in the clay, and %y the light and shadow crented by manipulating
and prodding the clay. The later painted portraits also began to ‘emerge’ from their
ground, and this emergence can be seen to be a result of the previous ¢lay process.

Most of the plaster casts were modelled from life, but some were modalled from
previous paintings. My reasons for working with clay were in an attempt to “grasp' the
structure of *he face. A plaster-of-paris mould was subsequently built up over the clay
portrait. When the mould had set, it was overturned and the clay was removed, leaving
a negative cast of the initia} clay portrait. Plaster-ofiparis was then poured into this

*°  There is however a stream within the grand tradition of portraiture in which
artists ave reoresented themiselves in the process of painting.






37 Brgnnef, L Pai::ta‘#gﬁom ‘Self Portrait, 1995, 1995, ail on carivns, 45,5 x 40,
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38 Brenner, J. 4 Portrait of Berenice Gm‘b L. 1995 plaster ofpar:s and ml pa at, 33
X 31 X 6 on.



negative cast which, when set, was itself overfurned and the initial plaster-of-paris
mould chipped away. This process therefore enabled two things: an initial working in
clay, a soft and malleable, *fleshy’ substance, and a ﬁnal mote permanent positive cast
-of the clay image.

The decision fo cast the moulds in plaster-of-paris was related to plaster being a
traditional casting medinm and also because it has the whiteness of marble, and in
using this medium, 1 hoped to allude to the tradition of sculpture, the portrait bust and
to ancient relics. '

QOnge the clay poriraits had been cast in plaster, and chipped fiee of the mould, a
second stage began. This stage involved working into the plaster in various ways,
drawing out some areas and chipping/hacking into the surface in others. In some I
used washes of colour, areas of impasto paint and marble dust. In others I added
colour using wax, a reference to the death masks or encaustic® postraits on «immies
during the Ptolemaic and Roman period in Egypt’ (see illus. 5) and alluding to the
‘presence’ of portraifs through time. Some of the later plaster casts were ¢ast using
plaster which had already been coloured. Others were cast with marble dust coating
the inside of the monld even before the plaster was poured. The plaster casts finally
enabled me to challenge the concept of likeness in a new way, Francis Bacon once
said about his painting something which helps explain the way 1 feel my plaster casts
function in terms of likeness:

When I was {rying in despair the other day to paint that bead of a
specific person, I used & very big brush and a great deal of paint and I
put it on very, very freely, and I simply didn't know in the end what I
was doing, and suddenly this thing clicked, and became exactly like
this image I was trying to record, But not ont of any conscious will, nor
weas it anything to do with iflustrational painting. What has never yet
been analysed is why this particular way of painting is more poignant -
than {llustration. I suppose because it hes a life completely of its own.
It lives on its own, like the image one's frying to trap; it lives on its
own, and therefore transfers the essence of the image more poignantly,
So that the artist may be able to open up or rather, should I say, walock

¢ encaustic: a mode of painting in which the colours (coloured clay or wax) are
fixed by heat, The Cassell Poc!:e! Ei nglz’sk Dietionary, (1990:265),

? Petrie, W.M. Flinders. The Hawara Portfolio; Paintings of the Roman ffge‘.
{1913:1).
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39 Top: Brenner, J. Iustallation I, 1994-5, shelf: 3 x 350 x 20 ¢m,



the valves of feeling and therefore return the onlooker to life more
violently (Bacon in Sylvester, 1987:17)8

5.3  Theimages as a body of work.

The conscious manipulatipn and rupawing of conventions challenges the degree of
openness of the conventions - or sets of signs - which are, by definition, fixed. This
section looks at ways in which the images - both individually and throagh their
relationship to each other - rupture certain conventions of painting and sculpture.

The specific characteristics, and the interplay between painting as against sculpture,
- become clear when viewed as a whole, This Interplay had a great impact on the
decisions made with regard to the display of the work, which accentuated these
relationships, The method of display heightens the objecthood of the works
themselves and this helps to crntrast my work and fraditional portrait-likenesses
which helps to reveal some conventions. |

" There are many formal or physical links between the paintings and the sculptures:
areas within the sculptures whick are painterly and aress within the paintings which
are sculptural, For example, the sasts made using coloured plastet seem to have the
density of an evenly painted surface; the colour is not applied, but rather emanates
from within the form. In this way these particular sculptures allude to “painting,
especially impasto painting, in that the paint colour is not applied to a form, it is the .
~form. The casts made using marble dust, though painterly in terms of the gestural
matks made, have a surface which is very much like a gritty stone, and in this they
allude to sculpture, The use of brushstrokes in the clay portraits, which cast quite
clearly as brushstrokes, funciion fairly obviously as an inversion of & conveation; the
gestural brushmark, generajly linked to immediacy and directness, is here ‘trapped’ or
‘set', twice removed. in plaster of patis, in a mode of sculpture which is neither

# ‘Bacon. along with Lug:an Freud, Frank Auerbacl and some others, formed the
basis of & group of figurative painters that came to be referred to as the school
of London. Freud and Bacon made portraits of each other, and to a degree,
were interested in similar problems; paint, flesh and the capturing of
appearance. Bacon ofien criticised the itlustrative pature of Freud's portraits.
His articulation of such problems and difficulties in the making of art have
been extremely useful in my own attempts to write gbout likeness and the
nature of image-making.

ot



40  Top and Bottom: Brenner, J. Installation 1, details, 1994-5.



41 Brenner, J. Installation |, dehﬁl,. 1994_—5;
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42 Brenner, J. 4 Portrait of Carla Held, 1995, oil and marble dust on canvas, 25 x-
- 40em. | | IR |



compleiely immediate nor direct. An irony of these sculptures is that in many ways
their fugitive quality affords them s movernt which gives them an unfixed
liveliness, something which is in contradxctmn to the hard, ﬂxed and impersonal
plaster surfave,

Gestural paint marks are used throughout the research. In the early paintings, gestural
brushmark was confined to descriptions of flesh and form, When such marks are used
in areas which are not fleshy, for example in backgrounds which are increasingly areas
of nondescript space, the paintings and the sculptures challenge the equatin of
gestwial mark-making and the description of flesh and form; In fact gesture can, and
dogs, work as an intervention in the portrayal of flesh, and images v.hick contravene
this convention admit the construction of the correlation between paint and flesh, Hal
Foster's discussion in his essay, "the expressive fallacy” examines the constructed
nature of conventions, such as the pestural or ‘expressive’ brashmark to convey
immediacy.® : :

The interplay between painting and sculpture is evident again in the paintings which
followed the sculptures where boundaries between the figure and the ground are jost
in the most extreme way yet. For instance, in A Portrait of Carla Held 1995, (illus.42)
the close relationship between the figure and the ground prevents the surrounding
space from providing & clear and comfortable frame for the figure. These later
developments in the painting are a direct consequence of the explorations in clay, and
for me the paintings are sculptural in the sense that they allude to these particular
plaster sculptures and the initial clay process Wthh facxhtated the merging. of the
ﬁgure-gmund relationship.

The sculptures or plaster casts, are objects in themselves, especially since they are not
immediately recognisable as portraits, and the “sculptured' paintings, particularly the
later portrails, ave more suggestive of objects of paint, than of conventional pictues.

Cne of the motivations for displaying some of the works on shelves wag to ingrease
the objecthood of the images and to increase the interplay between the soulptural and
the painterly, between physical three dimensionality and illusionism. In this, the
viewer can make connections between corcepts of portrait, fragment, past, death, life,
mask and so on. Such connections are drawn in section 5.4 of this chapter.

9 Hal Foster's essay, "The Expressive Fallacy® is considered in the second
~ chapter, ' . . .

95
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44  Brepner, J 4 Pertrait of Darryl Im:zemtﬂu:, 1994, plaster of patis, 011 paint
and marble dust, 35x 31 xSem,
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- This interest in the “objecthood' or physical presence uf the works, in asserting the
portraits as objects of arf rather than as the human counterparts which they represent,
is linked to the basic premise of likeness itself; that a portrait of a petson is no more
the nerson than a painting of a bowl of cranges is a bow! of oranges (refer chapter
one). Thus, viewing the portraits as images existing in their own right, opens them up.
to & broader range of interpretations, | |

The paintings of the plaster casts, somg on canvas and others on fragments of marble,
compound the distinctions and the interplay between sculpture, painting and object:
the canvases and the pieces of marble are paintings of the plaster casts, and ali are
‘objects, With the paintings of the phister casts, as with the later portraits, the
fipure/ground relationships are deliberately disrupted, differently. but with the same
~ pusposs in mind; to blur the focus on the Higure, and in so doing, to txtend the image
across the entire surface, making the canvas, or the marble into an object of painting.

The shelves used for displaving the works are painted in various colours and this
feature highlights the shelves as being both a considered part of the wark, and as
punctuating the work, Quite literally, these shelves underline the objects. One could
see the objects on this line almost as wards which make up a senfence, or images
which, through their relationships to each other, form a constructed investigation of
likeness, The coloured shelves allude to chilaren's highly coloured Cuisenaire building
blocks and so allude to the notion of construction, which this research places behind
the concept of likenes. « shelf in itself has z fixed set of associations and functions.
A shelf has a domestic function an is often associated with the display of precious
objects, Because of this association, the “objecthood’ of the paintings and sculptures is
announced. However, these particular objects - clearly not like those objects generally
displayed or stored on domestic shelves - have a reference to the museum or gallery
context and the types of precious ohjects displayed in such contexts. In this the objects
are imbued with the suggestion of a certain historical value - which connects tv the
association of the portrait and the passing of time. This idea is elaborated upon in -
section 5.4, : -

‘The display of sculptwos end paintings on the shelves underscores the complexity of
the conventional relationshlgz- ef the traditional painting to the wall, On the shelves, the
works are contrasted with each other and are forced to relate to each other and this is
different to the isolation of a painting hung on the wall. The conventional relationship
of the painting to the wall is especially underscored in those instances where some of
the sculptures are in fact hung on the wall.
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Brenner, J. 4 Porirait of Josch Emnet, back view, 1995, oil on canvas, 30 x 25
ent,



The shift that one's eye needs to make iu reading the different kinds of images on the
shelves, is heightened when one is viewing the works in conjunciion with sach other,
In relation to both the paintings and the sculptures it is 8 matter of searching for the
fikeness which one does not often find immediately. In viewing the works in relation
to one another, likeness itself is challenged in that it must be found outside exact
description.

A further challenge to likeness is located within some of the later paintings, many of
which are back views of the sitters' heads. These were made partly in recognition of
the fact that, as examined in the theoretical sections, a likeness need not be limited to
the facial featues; that any image of a person is only a part or fragment of the person
and that much information is found outside of the face, which is in itself a fragment of
the person. For exampie, people are often identified at a glance by their hairstyle or by

their posture; people's identities are often constructed through fragmentary evidence.

The paintings of the back views are also much “quieter', or appear more meditative
than the frontal portraits. With the consequent removal of eye contact, the fension
- which caists between artist and sitter is slightly alleviated. I found myself able -0
concentrate more on the paint qualities and textures, and able to view the canvas in
front of me as an object which was fundamentally about painting and aboeut art, but
also about an individual sitter. This shift from frontal portraiture and the subsequent
effect on both the artist-sitter relationship and on the approach to the actual painting as
artwork in its own zight, reflects indirectly, the fixed comventional attitude to
poriraiture as one more about the porirait as facial description and Iess about the
image as "art' in its own right.

The artist's presence is intrinsic fo the image, in the choice of subject and how that is
translated into an image. In one last sense, every image an artist makes 15 a self-
porteait, or a reflection of the artist's self, and it is in relation to this idea™ that the
images of and from the studio have their connection to poriraiture, '

| Thé paintings of the mop have an almost metaphorical relationship to the head.l more
specifically, the back of the head and the hair, and a these images, the viewer is
guided towards the associations between objects and humian subjects, and the way that

W In his book Portraiture, (1991:141-3) Richard Brifliant discusses the idea that
a self porirait requires no more than the represematmn of the artist's distinetive
style and touch,
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47  Brenner,J. 4 Parirait of Josch Emnet, 1995, oil and marble dust on canvas, 30



43 Brerner, 1. 4 Pertrait of Tom Colen, 1995, plaster of parm. wax, marble dnst
and 0:1 pamt. 21xWxdom.
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49 Brenner,J. Head of Clay, 1995-6, oil and spray-paint on canvas, 20,5 x 39,5 em.



in the end all the portraits ars objects of art. One thinks of the way that Van Goglt's
portrait of Gauguin was a painting of Gauguin's empty chair. The: shair becomes 2 sign
for both: the presence and absence of Gauguin. The cumulative associations at play in
the recoguition of an individual and the many cases of “mistaken identity’, an extreme
of which is discussed in Oliver Sack's article, "The Man Who Mistook His Wife Fora

' Hat", is alfuded to in the paintings of the mops, and their similurity to the paintings of
the backs of heuads. To sum up, viewing the images as a body of work both confitms
certain ideas and evokes others. -

54  Theimages in relation to other genres and sefs of conventions -

Viewing the images as a body of work evokes various associations and suggestions
which make refeaence to other genres or sets of conventions.

Particular uses of different med:um<:. convey or evoke different respouses. The
exploration of a different medium. i.e. the plaster, helped, by comparison, to clarify
properties of the oil paint medium, Experimentation with different mediums helped to
elarify that there is much important information which is contained within the medium
itself, and conveyed through the medium, by way of the resulting appearancs of the
image, and from subsequent associations which can be extrapolated,

For instance, some connections can te drawn between paint and the portrayal of flesh
and life, and between plaster and the reference to death. The manipulation of the
plaster casts and their beghwings in clay, give the appearance of iife and the fugitive
nature of a person in motion. However, whilst plaster when mixed, is first liquid and
in a sense living, once it has set it is dry and sold and brittle 10 the touch. This is much
like the body: soft and pliable when lving but coid and hard and brittle when dead.
The casts are fragile in that they can be shattered. The oil paint, on the other hand, has
a sensuous quality, it is soft and pliable and has the "give' of plasticity. In contrast to
the plaster, oil paint remains wet for many months, forming a skin over the outer,
exposed area. I'm sure it is these reasons, and for the way that paint occupies the
surface like o living, life-generating and decomposing substance thot led the painter
Willem D2 Kooning to state: ' . o

Flesh was the reason why oil painthig was invented,"

" Sylvester, D. "Flesh was the Reason®, in Hiffemt D¢ Kooning Paintings,

100



30 anner_, 1. 4 Portrait of Josch Emnet with Fist, 1995, 30 x 30 cm.



'S0 Brenner J. 4 Porirait of Josch Emnet with Fist, 1995, 30 x 30 em.



Unlike the fragility of the plaster and its ability to shatter or fragment. the
precariousniess of the oil paint is in its extraordinary suppleness and in its
unpredictability. As Franz Kline put it:

Paint never secems o behave the same - even the same paint, you |
know.”? |

David Sylvester elabo ates upon this quote and suggests, or confirms rather that paint,
in its plasticity or malleability i is 4 living substance which, in a sense, “answers back'
to the proddings of the painter:

Each situation in the duet between puinter and paint was to be met and
dealt with as it came along, and the painters’ hope was that they [the
painis] would not impose their will upon the situation but collaborate
in the emergence of someihing with & life of its own (Sylvester,
1994:29), '

The experimentation with different techniques and matetials was encouraged by the
interplay between painting anda sculpiure which was becoming evident in my work,
The paintings had become quite seuiptural in the way they defined the formis, and the
sculptures seemed to feel more like aggressive paintings than sculptures, In a sense,
the plaster vasts allow for an embodiment of form by their sheer bulk and physicality.
Whilst the oil paint, and its flatness, might have a connection to skin, the casts have a
connection to the body.

In this later phase of work, the physical likeness becomas less important and is so
replaced with a *feeling' of the individual, The irony is that the latei sculpted portraits,
whilst less sbout the physical likeness are more physical as objects. A portrait can
only aver be a fragment of the sitter; representing a part of their being which is already
in the past. In this respect the plaster casts by virtue of their appearance, quite literally
illusteate the point. They look like archaic atchaeological fragtaents, or remnants of
the past, This reference to the past seems to bring full circle important aspects of the
portrait in terms of the passing of time and foregrounds the significance of “likensss'
in portraitsy if the porteait can, in a sense, be substituted for the subject, be a surrogate
for her or him, then likeness is indeed a central concern (Steiner, 1978:6); a porirait is
often created in memory of a particular person and portrait-images often create the

2 Franz Kline in conversation with David Sylvester, taken from "Flesh Was The
Reason" in Willem De Kooning Paintings, (1994:29). '

10



1 Brenner, §. 4 Portrait of Darryl Kaetzenstein, 1995-6, plaster of paris; marble
dust, spray-paint, oil paint, ink and earth, 32 x 37 x4 em



_ way in which we either remember or have access o an individual; ﬁnally. that the
portrait represents the subject long after her or his death, establishes a portrait as
intrinsically about death or about a substitute presence - about immortalising a life.

In appearance, the plaster casts have a reference t the fragmentasy nature of ancient -
relics; things dug up from the past; things which provide us with clues, The human
fascination with lineage, and with giving 2 face to our ancestors, allows poriraits 3
special relevance, It is in this reference to fragments and to the past that one can find a
 link with the paintings of the cemeteries. I painted the views of the cemeteries becuuse
they were my view from the studio. Looking at them in relation to the rest of the work
which deals with flesh and human Jife, and in relation to the plaster casts which have
their own reference to death and the passing of time, the views of the cemetery seem
- to have their place within the body of work.

Having isolated a portrait as an image which does have & hronan counterpatt, : actual
referent, it is possible to find some relevance, in context of this dissertation, in Roland
Barthes’ contemplation of the presence of death in a photographic image:™

In front of the photograph of my mother as a child, I tefl myself: she is
going to die: I shudder, like Winnicott's psychotic patient, over a
catastrophe which has already oceurred, Whether or not the subject is
already dead, every photograph is this catastrophe ...there is always a
defeat of time in them [photographs): that is dead and that is going to
die (1984:96).

~ In aletter to his sister, Van Gogh expresses similar thoughts on this notion of death, or
the return of the dead, as present in portraits:

1 should like to paint portraits which would appear after a century to the
people living then as apparitions (Van Gogh, 1978:470).

The paintings made gf the plaster casts, the last series of paintings, are probably the
images which are most removed from the original subjects because they are made
~ from looking at images which are themselves of images. The marks used in these

" Barthes isolates a photograph from amy ather image as the only image in which
we can be sure that its referent had existed. He writes thot the noame of
photography's noeme (essence) is "That-has-been", or “the Intractable"
(1984:76-7T).

102



52 Brenner, J. Inverted painting from A Portrait of Andrea Biirgener, 1995
(plasier of paris), 1993, oil snd narble dust on marble fragment, 49 x 34 x 1,5



paintings of the casts are much broader and more fragmented than in the painted
portraits. Recause the image itself is so disrupted, its relationship with the background -
is confused or integral to begin with, the figure and the ground seem to merge w:thout _
actually being fused. Qeeasionally, in the display of some of these images I have

inverted them ~ displaying them on their sides or upside down (illvs.52). n a way, this
has the effect of further abstracting an alrendy abstracted fmage. It forces the viewet to
find an mage on the canvas or marble which was not the intended image, and in this

‘way it encourages the viewer towards her or his individual and “open' approach. In
these works perccularly, the “merging’ of subject and gmuﬁd seems t echo some
scientific findings which suggest that we construct our awn reality’, that we are, inu
sense, finked to and inteinsieally part of our surrounding external space' :

“We are not sure,’ they tell us, ‘but we have achnuIated evidence
which indicates that the key to understanding the universe is you.' This
is not only different from the way that we have looked at the world for
three hundred years, it is opposite. The distinction between the “in here'
znd the ‘out there' upon which science was founded, is Lecoming
blurred, This is & pizzling state of affairs. Scientists, using the “in here
- cut there' distinction, have discovered that the ‘in hare - out there'
distinetion may not exist! What is “out there' apparently depends, in a
rigorous mathematical sense as well - philosophical one, upon what
we decide "in here' ..there is a growing body of evidence that the

- distinction between the “in here' and the “out there is illusion (Zukav,
1980:115),

A particular painting by Francis Bacon clearly illustrates and articulates one wa} in
~ which this scient’f cormept can be given visual form:

In Study for Porrrair of Van Gogh 1l we see Vincent Van Gogh
standing still _cm' a voad. The road is composed of large strokes of thick
paint. The impasto technique is even more sirikingly used in painting

103



Bacon, F. Study for ”om'mt of Yar: Gogh II:, 19%7 oxl and sami Oh £aNvas,
1984 x 13 .5 cm.



the road than in painting the figure ...The road ... extremely body-like.
The red. pink and white strokes of paint tum it inio a meat-like surface
{Van Alphen, 1992:143).

There is an ambiguity and a strange tension which is set up between the body and the
road and the ways in which Bacon has inverted the “expected’ treatment of these areas.

As dxscussed in the previous section, the use of shelves as a display method for both
the paintings and the sculptures serves to add to the nature of the objecthood of the

- images. In their reference to the museum space, the shelves as display units heighten
the concept of the images as allusions to historical or secial refersnces which can be
extrapolated froni the works. In this there is some connection to the life mask.

In the 19th century, Jife masks, which were made in the same manner as death masks,
became popular.” Certain Jife custs were made as sejentific and “objective’ studies of
particular mees and 50 transformed human subjects into museum nb_;ects In this
instance,

the exhibited fipures were not intended fo evoke a presence of the
socinl beings who had been cast at a particnlar time and place, but
instead were presented as generalized examples of & racial tfype
separated from their social and historical contexi, the people who -
were cast were literally nh_;ectwlzed and reduced to scientific
speunnens. :

On the other hand, life casts and wax effigies such as those found in Madame
Tussaud's wax museum, are not based on race or racial scrutiny. Instead, they are
~ often famous and infamous figures, placed in a reconstructed environment, reflecting
the subjects social and historical position and cultural context. Yet, both the
*seientific' casts and those at Madame Tussaud's could be said to share the same
fascination: the iflusion of actual presence, a copy of the original form; on one hand it
seemis that one cannot get closer to the original, on the other hand, if one considers the

¥ The New Encyclopaedia Brittanica, 15th edition, Vol.23. Macropaedia
(1987:589),

' Davison. P. "Human Subjects as Museum Objects. A Project to Make Life-
Casts of "Bushmen' and *Hottentots' 1907-1924", dunals of the South: %‘:ean
Museum (1992-3:178).
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Dexth mask of Cecil John Rhodes,



 stiflness, and the “object-ness', the life~casts seem deathly, far fiom the living models.
The most one leamns fram such installations is a pamcxdar sociey’s repard for racial
difitrence ot celebrity, for exampie.

My work, displayed as it is, must have a reference to the concepts of Tife and death
masks. Encyclopaedia Brittanica defines & death mask as a wax or plastet cast of a
mould taken from a dend face and suggests that

death masks are true portraits, although changes are oseasionally made
in the eyves of the mask to make it appcar us though the subject were
alive, - .

Whilst the canﬂatwn of the cm:cepts of life and death is acnte in death musks. | R
Van Alphen suggests

the imprint of life is mdlsnnct from the ghost of death (1992 1363,

it is my belief thnt in their ﬁiﬂ‘ex_‘ence to such literal trasssripts of a face, my pv--mits
offer & challenge to the traditional concepts of likeness which seem to be emtedded in
the masks and their quest for objectivity or conventionally aceusate representation.

“The imitator', says Socrates mmugh Plato, *is 2 long way off the truth,
and can do all things becauvse he lightly touches on a small part of
them, and that part an image’ (Martienssen, 1984:11).

One could say that it is in the interactive relationships, such as between artist and
sitter, that some living quality of the sitter as social being is iroparted o the image and
then to the viewer. It is in the presence of interpretation ot interwrelations, or in the
shift from exact resemblunce, that the sitter goins status s something other than mere
object, and the imuge gains status as something more thow mere imitation.

The concept of the mask itself is extremely relevant in refation to the postrait,
especially witen one considess that '

our very faces ane living masks, which reflect, to be sure, the changing

emotions of our inner li\{es, but tend more snd more to conform to the
1ype we are seeking to impersonate (Park, 1950:249),
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55 Brenner,. 1. Selfporivait, 1994-3, oil and marble dust on canvas, 45 x 53 cm. .



56 Brenner, 1. 4 Portrait of Borenice Garb I, 199‘= plaster of paris amd uil pﬂmt.
Bx3xi0em
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Nader, Marceline Desbordes-!-’afmdre, photograph, 1857 (dimensions not
providerd), :



This suggests that our "niasks' both reveal and conceal. The duplicity of the mask as a.
problem in visual interpretation and interpersonal relations is succinctly explained by
Roland Barthes in reiati_on to being photographed:

In front of the lens, I am at the same time: the one I think I am, the one
I want others to think I am, the one the photographer thinks I am, and
the one he makes use of to exhibit his art (Barthes, 1984:13),

Faces are indeed facades and any portrait is an interpretation; a reading of’the mask or
:mage which is presented to the artist, As Richard Brilliant tiotes:

What, if anything, lies behind the mask can only be inferred by the
viewer from the clues provided by the mask, which may mislead as
well as inform thmugh the use of conventions of representation
(1951:115).

Confirming then, both the relevance of decoding an jmage in terms of conventions,
and that likeness is understood through the shared perceptions of artist and viewer
sather than through any fixed definition of “truth' or “realistic’ aceutacy, Barthes offers:
the following thoughts:

Who is like what? Resemblance is a conformity, but to what? to an
identity. Now this identity is imprecise, even imsginary, to the point
where I can continue to speak of “likeness' without ever having seen the
model. As in the case of most of Nadar's portraits (or of Avedon's,
today): ..Marceline Desbordes-Valmore [is ‘like' because she]
reproduces in her face the slightly stupid virtues of her verses... I can
spontaneously ¢all them ‘likenesses' because they conform to what I
expect of them (1984:101-2). :

Thus, with the research of portraits one is brought back, ngain and again, to the
transactions between artist, subject, viewer and imoge.

In conclusion, this chapter on my practical work is indended to provide some direction
for the viewer, both in suggesting associations between the works themselves and in
connecting the practical body of work to the theoretical study, This chapter serves also

to discuss the practical output and the ways in which the works function, challengmg
- the conventions of certain genres in art-making.
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58 Topt [Ireud, L. Self-portrait (Reflection ), 1981-2, oil on canvas, 30,5 x 25,4
: cm.

Centre: Warhol,'A. Self-portrait with Skell, 1978, silkscreen ink on synthetic
polymer paint on canvas, 40,6 x 33 em.

Bottom: Brenues, J. Self-portrait, 1996, plaster of paris, spray-point, dye, 28 x
24 x6cm. ' - '



* The area of theor .} -al study was born out of the practical investigation and because in
Francis Bacon's words,

I think art is an obsession with Jife and after all, as we are human
beings, our greatest obsession is with curselves {in conversation with
David Sylvester, 1987:63).

The meaning of an image is never static. It is always altered by its changing viewers
and its changing context. It is in the tramsient nature of images and indeed of people
that one locates the diffteulty of freezing likeness. It is this samie fransience which has
informed the approach to both this body of work and to the writing of it. In other
words, T like to think that both the practical and the theoretical research allow room
for the personal interpretations of the viewer and reader.

85 Freud, Warho! and myself

1 would Iike to review my choice of artists ~ Lucian Freud and Andy Warhol - whose
work in portraiture I have used to create a framework for the discussion of likeness in
poriraits and for the discussion of my own practical ontput. To this end, having
discussed my own work, 1 would like to draw some connections and comparisons
between their portraits and also between my work and theit portraits in terms of my
concerns in portraiture,

My initial interest in both of these painters’ work can be found not only in their being
two of the most prominent contemporary portrait painters despite working in an era
which does not seem to value the portrait as a genre, but also in the way that their
appronches to the portrait seemed to be not only different, but opposite. My interest in
these artists was sustained by the answers to my questions about likeness which their
- portraits helped to provide. My gquestions relating to likeness were clarified both
through the information which is contained within the poriraits, and also through the
dialogue between the works which was set up &5 a framework for this research.

Reflecting upon the poriraits of Freud and Warhol, and playing one off against the
other, I was prevented from drawing any conclusions about which kind of likeness I
felt to be more “truthful' and it became very ¢clear that likeness itself - any likeness - is
a constructior.. Finally, the selection of these two artists for discussion was based on
- the way in which their portraits seem, in ¢ sense, to extend beyond themselves: they
are not gy thanesses,
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For instanice, Freud's portraits struck me primarily as paintings in their own right ~
very much about paint and about the painter « before they are poriraits in any
traditional sense, and perhaps this has to do with the way that recognition fanctions in
* Frend's work, Here, recognition is located outside of “exact’ likeness. Even when one
looks at photographs of the sitters, or at different representations of them by Freud,
recognition is not immediate, Perhaps it is more so for those viewers who know the
sitters personally, or those who know something of the relationship between artist and
sitter. Nonetheless it is clear that Freud does not seek “exact resemblance’ in his
Ilikenesses, and this separates them immediately from more traditional portraits -
whereby verisimilitude was the chief criterion. '

Warhol's portraits on the other hand, whilst equally about his particular medine: and
very. much sbout Warhol as artist, struck me as portraits which seem to criticise
themselves. Churned out society portraits, they become highly sought after commodity
iterns which und:zent traditional values of authenticity and preciousness. They -
simuitaneously serve and mock their subject. And whilst we might immediately
recognise the sitters, the superficiality of such recognition is as immediate. Warhol's
portraits generally have little to do with either the qualities of flesh or with the
representation of an individual's particular physiognomy. Instead, they are cleaned-up,
slick versions of prefabricated images and recognition of the sitters is based on the
“trademark’ associations which their porisaits evoke. Warhol's likenesses are very
much about flattering his sitters and whilst this aspect might place his works alongside
+rqditional portraits, his mechanical mecim coupled with the *alterations' which are
so obvious and so un-subtle, render likenesses which make a mockery both of
taemselves and of thieir traditional referents.

My own work with portraits. as discussed at the beginning of this chapter, began with
the use of photographic reference material. My dissatizfaction with the resulting flat
and static “lifeless’ portraits led me to review the way other na ad treatnd flesh,
~ In this regard T was deawn to Freud's work in pestraiture, At xae time 1 was
fascinated with Warhol's approach to portraits and their wnas! .aned satisfaction of
their subject's vanity or pure narcissism. They seemed to be sy blatantly about the
ways in which we both see and present ourselves and are in tumn seen and represented -
by others - an interaction which struck me as both pritary and central o the portrait-
making process.

Looking at two such diverse painters forced me to test my findings with regard to one,

agninst the other. It beeame clear to me that much of the meaning or intention of the
artist is contained within the medium. Also, the choice of medium is directly linked to
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the style of the portrait and that together, they can be seen to reflect a set of inevitable
power relations - between artist, sitter. viewer :md image - whxch are intrinsic to the
creation of o pomatt

These ﬁndmgs are detpiled in chapter r, but they are behind my own explorations
in portraiture, The emotive implications of Freud's gestural style of painting formed an
initial impact on the direction of my own porteaits. This theoretical research into the -
constructed nature of all likenesses enabled me to move beyond such an approach to

portramtre and fo. stmtch the boundaries of my own prasical work -

- However, the practical research thus far hax concentrated almost entirely on bust

portraiture, The theoretical research fias lead me to recognise that in much the same -

way that likeness is not necessarily limited to - but is often limited by - 2 description
of the facial feamres, s0 portraiture, as a genre, is similarly not Imfuted to ~ but
possibly limited by ~ the description of head and shoulders only. -

In fact, viewing portraiture in terms of the full body must vndoubtedly open up an
~ entirely new and perhaps extended area of looking at likeness and the construction
both of self and of images which tepresent the self, and others. :

In many senses, my own sculptural explarations of portraits and the sculptural
“emibodiment’ of the relationship between artist and sitter, seem to me fo capture -
within the portrait bust - the full sense of the sitter and the spatial as well as the
emotional relationship between artist and sitter. Having exploted, in this dissertation,
the very essence of the portrait-making process, via the porirait bust, it seems as if the
very boundartes of the format itself - the edges of the canvas or plaster slabs - now
approach the point where they too must expand, or dlssoive. or move into areas other
than the portrai. bust. ' :

116



~ CONCLUDING NOTE

111



e - PP ~ S S -

"...it is all passing, land tf:zs] is the only reason for wanting to preserve rt"
Denton Welch'.

wthe inemse, concentrated reprocenistion of bodily experiences evokes
simultamc ously the situation of death. Death. then, is not an event which cores
after life: it is a situation which lurks within the experience of the body (Van
Alphen, 992:96). |

Van Alphen sugg :sts that death is somsthing which is coterminous with Lfe. Iv portraits this idea
is physically emodied in that the porirait itself. of a living or once-living person, inevitably
coniaing the seeds of reforence to death. the past, change and the passing of' time., A portrait's
reforence to the passing of tane admits the bravity of life, or the approach of death. But then
portraits - ancest al portraits in particular - can also belp us to locate our position, and our means
- of beiny in the world:

Linegge -eveals an identity stronger. more interesting than legal status - more
reassuring; as well, for the thought of origins scothes us, whreas that of the future
dxﬂ;turhs us, agonizes vs (Barthes, 1984:105), '

Perhaps it is beeawse 4 person exists in a continuat state of growth and chanpe that a portrait will
always have a reference *0 the past and fo the passing of time: immediately as a portrait is
completed, it exists both in the present - in its own right as a porteait - and also in the past-as 2
particalar perspective of a person-as-they-were at 2 specific time in the near or distant past. The
haortrait fimetionss as a sign of a past interaction.

- ‘Whilst one might view 2 portrait of a Biving person as a representation of the person-as-they-were-
ip-the-past, when viewing a portrait of someone no lonper living, the portrait is seen s a
reprosentation of the-person-as-they-were-in-their-present. This suggests that the porteait itself
gains o new life-force. or a new importance once the sider has died.

Anywork of art s, of necessity, fidl of conternporary references. So. through looking at artwarks
one can move ir. an era before one's own and shate experiences beyond one's own. When one
wiewws postraits, 18 possible to have an imaginary experience of whiat it is to be both the painter -
by looking at th: image as representative of the artist's seff « as well as the sitter, in the context
of her or his rel: tionship with the artist. .

! Quoted 1 Burns, R. Fond and Foolish Lovers, (1992:44),



A portrait can be a very rich reflaction on what it is tobe hmmn. and pemaps on uhat itistoba

@ particular aman. The construssion of a portrait operates on many levels,
The atzist deaws on all sources: the teaditions and conventions of his medinm, the
percnnial quirks of human existence such as love and death, and the temporal
world which is his home *. : :

Likeness is affected at each {evel by the mzerachve relations betweon the people, and by these

fnteractions between those people and the enwroumcnt in which the portrait is constructed. My

frustration with photo-like or *naturalistic' likenesses in portraits. and the frustration of viewers'
responses being focused, almost exclusively. on the identity of the sitter, formed the injtial impetus
for this research. I'wonted 10 find 5 way of presenting portraits which are reflections of personal
relationships with the sitters, and which dre at the same time dependent on, and open to the
diverss interpretations of individual viewers, interpretations which extend beyond “face-value', and
which reflect on an interaction between artist aud sitter, inturpretations which reflect an
interaction between viewer and arhwork.

The view of likeness as a coustruction, based in sociat conventions. provided me with 4 point of
departure from which to question and challenpe traditional notions of authority which equate

likeness wish “realistic’ reduplication. The writings of Norman Bryson and Nelson Goodman were
invatuable in this regard.

Such an approach to likeness encouraged various direetions for exploration. Most exciting was
the way in which a dinlogue between the theory and the practice was set in motion. This resulted
in an open or expansive method of leamning in that unexpected arcas were explored both in the
creation of the images and in the writing of the dissertation.

My interest in portraiture, and the questions around likeness which kept emerping, helped form
the framework for the theoretical area of investigation: In tuen, the development of my practical
work has greatly informed the theoreticat research, and to this end, I was able to fully explore snd
. 1o expose as constructed, both the way we make images and the way we read likenesses, The
symibiotic or dual relationship between theory and practice has fundunentally informed this
research. The exchange s 4 dynamic relationshiy, facilitating the growth of ideas and possibilities
in my work, providing some answers and most importantly, many new directions which await
exploration.

‘Having acknowiedged the importance of the relationship between theory and practice, I would

2 Burns, R. Fond and Foolish Lovers. (1992:44),




also like to suggest that it is only possible to identify - or under .md “this relationship in
retrospect. By supoesting this. T am saying that the process of art-makirg ssmsr be something more
than a purely intcliectual endeavour, whareby works are made to LlUCId{m. a pmnt David
Syivester suggests that in creazing a painting : . '

accident is ai\s.aya present and control is ahways present acd there's a zremcndous
overiap between the two {in conversation with Francis Bacon, 1987:99).

Even when one gneonrages one’s iniuition or subconscivus to play a role in the creation of an _
imaze, a personal investipation, a private act of painting, remains inextricably linked to a shared
predisposition in terms of saeing and to the complex codes of perception and recognition which
are built upon that predisposition ~ a framework in which we are intricately enmeshed. The
individual is a part of the whole of society, a part of this framework of compiex codes, The
individual's private set of references which manifest in her or his work, are intricately linked to her
or his experience in the world, Ultimately, as Roger Seruton so succinctly words it: '

Art manifests the "common knowledge' of a culture (1981:581).
1 would like to sugpest, however, that art not ouly imm:}'ésrs this -common' knowladpe, but

expands and builds upon this knowledge. Growth and change ozcur precisely when art chatlenges
existing conventions, using sem 10 re-evaluae the "cornmon Imowledge of 2 cutture,
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S0 Bronner,J. Selfportrait, 1991-2, ofl on canvas, 25 20 em.
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60 Bmmer! R Se If-porirait {Hiptych), 199122, oit hn canves, gach pahel: 25.3 20 e,



61 Brenner, J. Self-portrait, 1991-2, oil on canvas. 56,5 X 56,5 e_:m;
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62 Brenner, A Por-trtift of Sandy Tasman, 1993, oil on canvas, 35 %25 ¢m,
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63 Brenner, J. 4 Portraitof ??zwz Soggor, 1993, oil on canvas, 25,5 %258
cm. . B ' '



64  Brenner, ). Inthe studio, 1, 1994, oil on cani!as. 56,5 % 56,5 cm.



65  Brenner, J.  Artist and Siier. A Portrait of Avself and Parey!
Kearzenstein, 19945, il and marble dust on canvas, 30,3 x 71 em.
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Top:  Brenner, J. Painting from ‘Eve Fairfax’ 1, 1994, oil and matble dus, on
canvas, 46 x 54 ent. '

Bottom: Painting from "Fve Fairfin.” V1, 1993, oil and masble dust on board, 15



67  Top: Brenner, J. Daisaiug prom *Eve Fairfax® ¥, (detail), 1995, oil and
marble dust or caard, 16 x 31 em. ' -

Bottom: Rodin, A. Eve Fairfax. rdetail), 1907, marble, 54.2 x $8 x 46,8 em.
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68 Brenner, I. 4 Portrait of Josch Emmet, 1995, off and marble dust o canvag, 25
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69

Brenner. 5. 4 Portrait of Darn Katzenstein, 1995, ofl and
ganvas, 23 x 30 cm.
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- Breanen . d Portrait of Wilson Mootanw, 1995-6, oil on ganvas, 30X 28
em, N -
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73 DBrenner, J. 4 Portrait of Boreniee Gard, 1996, oil and marble dust on
- canvas, 25,5 x 35 em.
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75

Brenner, J. 4 Portrait of Darryl Kaizenstein, 1995-6, coloured plaster of
pais, il paint and ivk, 30 x 34 % S em.
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