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ABSTRACT

This research project explores contemporary visual arts that are located within a field |
identify as the O6aesthetics d&d emotionalistata ofy 6 .
shame, including feelings about the body, and the capacity of art to build relationships
between the artist, artwork and audience.

This research project shows how affects can be foregrounded within contemporary artworks,
to provide ntimate, aesthetic encounters that impact on individuals and groups. The thesis
specifically articulates an expansion afy art practice which led to the creation of new
conceptual approaches to exploring the relationships between artists, subject/amadels
spectators. It also examines the way that art galleries, exhibition spaces or public places can
provide a forum for intimate experiences for viewers

Three bodies of artworkserecreated for this research projéct Weight and Seg&scumbag

and To see bgond what seems to beThe first artwork,Weight and Seas an interactive
sculpture that invites audiences to shift in their traditional position from objective spectator to
embodied subject by spontaneously performing within the work. This artwarkatet in a
public environment and reveals personal and private information about bodies, activating
shame responses when confronted by a large audience. In the second &twaitkagthe
physical body is absent, yet its presence is conveyed by ematigeidge inserted into
specific domestic sites, then photographed in order to confront shameful issues about
domestic and familial traumas. In the final artwoflq see beyond what seems to the
emphasis shifts to a more abstract representation of emuatieere shame is transformed and
spectators encounter the possibility of new and transformative personal meanings.

The first and second artworks identify different aspects of how private shame is disclosed in
public spaces, whilst the third artwork movesvards a possible emotional and visual
resolution for the viewer. These three works map significant shifts in my practice and the
movement from conventional representational modes of seeing and representing the body,
demonstrating the potential forddfiu | t f eel i ngs to reside withirt

The affect of shame is critically analysed from the perspective of how shame can be
transformed from being a negative affect into a productive and creative force. | describe this
creative forceas a O0gateway to intimacyo. My thesi
Oaesthetics of shamed, such as Tomkins, Se
drawn with the works of contemporary artists such as Bourgeois, Goldin, Spence, Emin and
Moffatt, who are located within the field of intimacy by their critical explorations of
subjectivity.

This research mpject provides a new model farontemporary art practice through the
exploration of shame and the experience of intimacy. The findings ofdb&arch have
implications for artists as an exploration of how an aesthetic work and its environment,
might embrace positive and negative affect as relational encounters for audiences. This
knowledge permits levels of both increased subtlety and piegsal to emerge without
compromising either the seriousness of emotions such as shame or the importance of
intimacy.
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PROLOGUE

Picture thi® a photograph of Ella Dreyfus in 1973

In this photograph | am seen as a pubescent girl sitting with my siblings on the
edge of our backyard swimming pool; tfeur children are lined up next to
each other for the ubiquitous family photograph. We are looking vaguely in
the direction of the photographer, our father, who is calling us to attention.
The youngest, a girl, looks like a boy and wears a bikini bottamdbia-top

to cover her flat 1§earo |l d6s chest ; s hndortably hker casual |y
c hi | d 6Tée eldestd ayson, is a aamy 17yearold with shaggy hair who
stares into the camera laconically, with a slightdadifrustration about him.
The-15year old daughter is dregead gorgeous, nubile and buxom, and
wears a fashionable bikini; her body is held in a naturally seduotanner,
showing off her figure. Andl, the 13-yearold middle daughte wearing a
handme-down, onepiece swimming costae, amsitting slumped over; m
hands pressed tightly over my small, round female belly, as this is thef part
my body that hate the most and that causes me discomfort. | try to flatten my
stomach, cover it up as best as | ,canhide the telkale siqyis of shame
housed withimmy body.



CHAPTER ONE: INTRODUCTION

This research project explores visual arts practice located within a field | identify as the
baesthetics of intimacyo6. Within this field
feelings about the body, and the capacity of art to build relatipsidbetween the artist,

artwork and audience.

This thesis is concerned with hownaety about the bodliasshaped my identityformed the

basis of my lifelong creative investigation through -amaking and led to this research
project Such anxiety situad the body as the central themenmy artworkandas a contested

site of meaningpf personal, political, philosophical, sexual and somalaning My work

lies within a contemporargrt framework and has built on some of the changing feminist
debates atut how the body is seen and reRepresentation of the body has been one of the
grounding topics of feminist art theory and practice, which has engendered many alternate
accounts of subjectivity, objectivity, gender and visibilithis project is both aontinuance

and culmination of how the body may be represented.

My artistic practice is driven by a desire to find walyatbodily responses could heedto

offer affective aesthetic ecounters This thesis exploreshe impact onviewers as they
confronttheiremotionsjn paricular, the feeling oEhameand how thesean beexperienced

as an audiengehus engendering commonality, humour and affective encounters in public
places.This aspect of representatios an importanfart of contemporay art practice and
there isa giowing body of research around the effect of intimacy on audiences as they

encountesomatic experiences in relation to themselvestawnthers.



For this doctoral research projebtde seriesf artworks Weight and Sea, ScumbagdTo
see beyond what seems tq Wwere created tshowhow affect, shame and intimacy che
conveyedeffectively within contemporary art. Thegemonstratéhe ways| exploredthese
emotions bytransforning andunderstanishg how the phenomenon of intimacy can emerge
when artworkdrigger disclosuref aspectf the private selin public. Each of hese inter
connected xhibitions and installationgvokel strong sensationsf shameand feelings of
intimacy in different ways Theseaesthetiexperience$orged connections between the artist

andthe artworksandwereshared by the audiences.

In order to experiencany shared intimacy with others had to deal with my own sense of

shame which was deeply embedded raegativeaffect that had permeated my sense of self.

The emotion of shame is linked to embarrassment and humiligdedgwick and Frank,
1995)and is not only felt in thedaly, but can be about the body. In my case, it whsre |

felt the failure of not attaining a body that conformed todhkurally determinecgtandards

of beauty. Shame can al so spi || out beyon
parameters, and circidaamongst groups and natigisobyn, 2005)My memories of being
overwhelmed by shameful feelingsave influenced my desire to explore shame in my
artwork, | have come to the understanding that shemmet a feelingo be ashamed of, rather

to be metead on, andhrough embracing shame, find a new pathwanti;macy.

An examination of intimacy was conducted by LManuel Garcia, who proposed the
concept of a sonic or sensuous aesthetics of intimacy, in which the relationships and
interactions between friends and strangers on the dance floor, and the role of soi@sd, bod
and spaces at Electronic Dance Music events, created sensations of ifiGassg, 2007)

Garcia traced the origins of the wardimate from the Latin termntimuso r Ai nward a
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proxi mal o0, and to other |l anguages, whcare i ts
as depth and secrecy (French), familiarity and knowledge (Spanish), proximity and intensity
(Italian), and inwardness, heartfelt and sincere (Gerr(200)7) In trying to elucidate the
various connotations of i nti macsg, coneeionc i a St
interiority, things in common, communication, disclosure, touching surfaces, long pasts,
desired futures, togetherness, war mt h and i

intimacy (2007:4)

Many of these forms of intimgchad been important in my earlier work in the relationships |
formed with models in the studio and were present in the artworks. However there were
certain aspects of the intimate images visible in the photographs which were unsettling, for
me.| wastroubled byissues abouthe representation of the body, esjally the nude body,
which was the dominargubject matter ofmy previousphotographicwork. As the body
becamancreasingly objectifiedpverused ad exploitedn mass medigand the photographic
medium assumed more power, | grew more uncomforbken artistontinuing to produce
images of nudesln the struggk with these dilemmasstrong conceptualshifts emerged
within my practice, each of which contributed to the dewelent of the three series of
artworksthat lie at the heart of thishesis This researclarticulates arelationship between
embodiment and feelingn art, which | call an aesthetic of intimacyThis conceptwas
applied ineach artworkto reveal aspects diodily shame communal shamand family
shame; exploring the wayis which theartist, art work and audiendater-relate within
aesthetic encounters of shared intimallyese works were presentadvarious spaces a

public beacha suburban landscape atittee differentart galleriesto researchhow affect

may beexperiencedh the context ofurrounding space
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Thethesisis structured in the following wayniChapter Twol consider thee aspects of my
earlier work thatprovidedthe impetus to undertake this projelsbw thisearly work raised
ethical questins pertinent to this research amalv my photographs revealed the body as a
site that was both flawed and forbidden, making me aware of the power of Shames
framed byfeminist art theory where the personal narrative and embodied subjectivity in

contemporary amvas validated

Chapter Threeesearches in depthe phenomena of shame and the impact it can have on the
body, as a physical manifestation or feelingxplore how mternalized shame can be shared
within groups anccan infiltrate attitudes and perceptions, which are oféesperienced as
negative affeGgtbut, | argue,can also be a productive force. | discuss the workenf
theoristsi n t h e oOfa esh #umeSdvan Fomkins to Eve Kosofsky Sedgwick and

Sally Munt andprovide related argumenédoutshameas an importaraffect.

In Chapter Fourl analysethe practice of three recent artists who engage thehfield of

shame and intimacy. | stuss howhey locate themselves as active participants in their art
making,to highlight howimportanta factor this isin understanding the role of the artist in
developing an intimate relationship with their audiedg.art practice is placed in theabis
alongside these and ot her artistsoé oeuvres

intimacy.

Chapter Fiveasserts that the art experience may providmt@mate encounter derived from
the expasure of spectators to artworks in a specific spabe.purpose of this chapter is to
shovt he effects of the s p a cafHectiveencduiess! discusswe r s 0

how theart gallery is considered to laeplace where new ideas can be thawgid felt and
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by extension, maprovidea spaceavhere intmacy might develop. fis chaper describes the
methods used in the creation ahaee way relationship between artist, artwork and audience

is configured as a set of integlating elements that constitute a full aesthetic experience.

Each of the final three chaptdnasas their content thanalysis of eacbf the three series of
artworksthis researciproduced These ar&Veight and SeéChapter Six, ScumbadChapter
Seven andTo see beyond what seems ta@kapter Eight These are conceptually related
but visually and materially distinct arhgtallations. They result from thghift in my
photographigracticeto installation artactivated by my concerns about the representation of
the bodyand the affectiverelations within such an art practice. Importantly, each

installation illuminates different aspects of shame anchauty.

The thesisconcludeswith a distillation of these experiences and significantimplications
of these aworksfor the exploration of shame as a subject within the field of the aesthetics of

intimacy in contemporary visual arts.

Appendix 1comprisesa (D (insertedinto the back coveof the thesisthatshowsa visual
documentation of the artworks, exhibitions and installations created for this research project.
Appendix 2lists professional activities undertaken throughout the researacpmog¢luding

the papers given at conferences and symposwhexe | presented théndings of this
research. Appendix Bsts additional professional activitiasndertaken during the period of
candidatureAppendix 4was added following the examinationadf of the research work and

shows examples dlfie final exhibitionl forgive you every day
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CHAPTER TWO: PUTTING MYSELF IN THE
PICTURE

Contemporary feminism is a coalition of various conflicting feminisms that

are neitherco-extensive nor independent, but which act collectively to

inform contemporary art practi¢®cDonald, 2001:4)
The purpose of this chapter is to locate my artworks within their historical context, which
emerged from a feminist framework pertaining to issues of the body and representation in the
medium of photographyin order to articulate the phenomenon of shame and intinaacly
the affective responses that they can engender in artworks, it is necessary to trace the
trajectory of my previous art experientereveal theoncerns and motivesidepinning this
researchproject The seeds of my photographic work were frameddegaspertaning to
embodied subjectivitygendered relationshi@sd representational strategies about the body
This inherently feminist positioprovided a theoretical framework that explored embodied
subjectivity, probed cultural taboos and exposed the body in various states of abjection. The
images reflected upon what it meatts inhabit a human body and to be the object of
representation of sydxts that are often rendered invisible, considered shameful, and hidden
from view, yet retain a sense of beautiheexhibitions relating to the body weRregnancy
Series(1992), The Body Pregnant(1993), Fat and Ugly: written on my body1995),
ReMembe (1996), Covenant(1997), Age and Consentl999), Transman(2001), Under

Twelveg2005) andJnder Twelve UnderWenty(2012).

In an essay where she proposed the idea of a Virtual Feminist Mueumgnownedart

historian GriseldaPollock discussedmy photographic series of ageing woméwge and

! Examples of thesartworkscan be found in Chapter One and further examples caedren thewebsite
www.elladreyfus.com
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Consentobserving they wera tender and unusual representation of ageing women, removed

from the far more pervasive imagery of youthful femininity

Situated withinan earnestly responsible feminist reatis.asphotographs of

bodies whose extraordinary presence is presented through the shock of

something never seen, yet here so carefully pursued, such images, | suggest,

induce a feeling of tenderness and memory, along with curiosity and the

possibility ofidentification with a female body that registers time through its

skin. The softly creasing skin of these headless but not depersonalized bodies

is the furthest | can theoretically travel in my virtual museum from the frozen

perpetual fixation ofthefaces 6 et er nal | (004186)t hf ul f aces
It was important, as Pollodglecognizedihat these artwork®cused on the body as a place of
profound intimacy, which drew awareness to
their bodes, as sites of privacy, taboo and aleanhcluding bothpositive and negative
feelings Philosophedudith Butler assertgn Copeland, 2005hat the maingoal of art is to
produce sensations the viewer. This ideeesonatesleeply with the fundaental premise of
this researad that affective intimateencounterghat evoke feelings afhame, could well be

represented by contemporary drideed it is the simultaneous experience of intimacy and

shame that feature are integral features of my artworks.
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Figurel: Ella Dreyfus,Age and Consent999 100x100cm, gelatin silvethptograph

This research is framed biyerepresentabn of the self and the body ane of the grounding
topics of feminist art theory and practice. Feminist art historians and the&oisexample
Pollock (2003) MarshaMeskimmon (2003and Rosemary Betterton (2004gve restated the
importance of ongoing feminist interventioms art practiceand these have also been
maintained inother disciplines such as sociologfor example,Anthony Giddens(2006),
postcolonial studies, for exampl#licholasHarrison(2003)and critical theory, for example,
Butler (2004) My practicebased research developed from some of the key feminist debates
about how thébody is seen and read from the perspective of embodied subjectivity. Many
feminist artists engage with intensely personal subjects and transform them into art
experiences, in public placds addition this researclioreground embodiment, face and
relaionships assites through which artists, subjects amadidiences create meaning from

visual forms.
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As and artist) hadfollowed the fenmist mantra which claimed the personal as politiaal

spent over two decades actively working towards empowering women by creating
meani ngf ul wor ks albyuphawtoamegmashiimdgendridagl 6 bec
on uncovering, looking and making the invisible visiblewdsinspired by Lucy Lippr d 6 s

(1994) affirmation of the potential of art making to be an effective mediton societal

change:

A developed feminist consciousness brings with it an altered concept of

reality and morality that is crucial to the art being made and to how life is

lived with that art. We take for granted that making art is not simply
expressing onesel f o but i s a far br oac
expressing oneself as a member of a larger unity, or comm/unity, so that in

speaking for oneself one is also spegkfor those who cannot speak

(Cottingham, 1994:276)

Figure2: Ella Dreyfus,The Body Pregnan1993 100 x 150 cm, gelatin silver photograph.

Feminism and feminist theory gave me permission to explore my own feelings about the

body through artmaking, allowing me to process these feelings, talk to other women about

17



their attitudes towards their bodies and furthermore, to make images about phe dee

personal which wereelebratory anémpowering.

After twentyfive rewarding years of producing intimate, innovativéofpgraphic
representations of the body, my work had been commended by art critics, reviewers and the
general public as havingfluence and agency in the public reglfaust 1992, Losche, 1992,
McGregor, 1993)For examplefeminist writerNaomi Wolf (1993)wrote (for the coverpf

The Body Pregnant, hat it was fia dazzling new | ook at

disability. The richer the images we have of our bodies,e better i.t 1 s for

THE BODY
PREGNANT

E sl A D R E Y F U S

A DAZZLING NEW LOOK AT A STATE THAT IS S0 OFTEN DENIGRATED AS A DISABILITY.

E RICHER THE (MAGES WE MAVE OF OUR BODIES, THE BETTER IT IS FOR OUR MINDS.

NAOMI WOLF
iy

Figure3: Ella Dreyfus The Body Pregnan1993 published by McPhee Gribble/Penguin.
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Evenin these early workshe body wa revealed as atsithat appearedeautiful, yetflawed

and forbidden and a site thatwas troubling territory for artists to entefhese6 c | as si ¢ 6
photographic imageswhile celebrating womanhood alseflected upon the frailty and
physicality of the human body; what it meant to inhabit a body and be the object o
representation of@mboos ubj ect . | rs reldawaf mePregnareye Jermeshe took

the view that:

Dreyfusds images are in the genre of the
conjure an illustrious heritage . Pregnancy Serieattracts and holds the

viewer with its evocation of classic, formal beauty while at the same time
rendering the truth of the rbthecsigresd si ze &

of the nudg1992:48)
In her forward to my monograpfihe Body Pregnantpsychotherapist and authétim

Cherninobserved that:

The Body Pregnanbffers itself as a bible of images for contemporary

women, who will certainly find in its pages a message of -fongotten

sacred truths about female being and the mystery of the female body. These

resonant images of mothetlomen lure me, as if to the fudden. But why

forbidden? This mothering body, once so freely given, later shut away

behind locked doors, return to us through these pageslebration of its

own being(1993:4)
In a similarvenJudi t h Butler noted when writing abo
confronting fhotographsh we ar e not supposed to make into
that are stigmatized within public life or to treat them as objeetsladble for visual

consumption (2004) This was exactly what theregnancy Sergeand The Body Pregnant,

did.
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Building upon these strong foundations, my research project ventures further into the terrain
of taboos about the body; exploring the affects of shame and feelings of intimacy that could

be experienced through the creation of new artworks.
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2.1 Feministrepresentation

By un-covering and envisioning the unspeakalbminist artists havebeen able tae-
imaginethe body. Early artists such as Carolee Schneeman, Hannah Wilke, Ana Mendieta
and Eva Hesse worked from within feminist cultural practice teanth ad reclaim the
repressed female body as a place of desire, pleasure and pain. Since then, numerous artists,
both male and female, have expanded upon these concepts of gendered subjectiyitynand
feminist theoretical, critical and social perspectjves order to influence the broader
understanding of culture, race, sex, age ands.clélsey have conductedn increasingly

sophisticated analysis of the bodRebecca Fortnummakes the point that

The triumph of feminisnii within the visual arts at leasthas been its ability

to integrate the real issues affecting women into the language of

contemporary art. Feminism is a fundamental tool in our understanding of

the world 7 informing debates around ethics, power, representation,

knowledge, memory and natirge (2006)
For later artistssuch as Jo Spence, Nan Goldin and Tracey Eissues relabg to the
personal, the body, the domestic and the confessional were legitimized as a consequence of
the impact of feminist consciousnessd they each developed new and influential
approaches tart. Similarly, my own work has arisen out of and been shaped by the
trajectory of feminist art practiceSimilarly, my own work has arisen out of and been
shaped by the trajectory of feminist art practices in the formation of creative spaces where
women might feel, experience, share and rebel against patriarchal discourses, as Lauren

Berl ant expressed Afeminism aims to create

consciousnessafemalec ent r ed p 1988R238) sphereod

21



Notwithstanding the current explosion of social and mainstream media that thrive on making

the private public, theralwaysremain some constraints to censor or limit our representations

of that whichis imperceptible or hidden from viewHowever, he constant urge towards

seeking out and visualizing dease antheut o mf or t abl e, fAa certain s
one s houlBiltlemebd., 2G0&vaa core aspeof my workand a key motivation

for me | had been circling this territory for decades making pictures that reflected the hidden
experiences of being a womaabout beauty, sexuality, identity and the abjeetas also
respondingto the devastating effect of negative body image that continued in Western
culture (Grogan, 2008) An obsessive pursuit of beauty and the belief in its powers for the
attanment of succgs and happinedsasled to a culture fuelled by competitiveness, self

loathing and multiple psychological disordékécFarland, 199Q)

| argue that m work acts as a counterpoint to thetawé of negativity surrounding the body,
drawing attention to the obsession with beauty by providing a visual alternative to what was
offered by mainstream imagery. Indeedale Spender, in launching the exhibition

Pregnancy Serigscommented onthe ont ri buti on the work made

position socially and symbolically, saying t
is a revelation. Theyowmwaeabkbtandd ngny ®€r ove mt
(1992)
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Figured4: Ella Dreyfus,Pregnancy Serie4,992 100 x 100 cm, gelatin silver photograph.

While not claiming that my artworksould bring aboutthe political and social change

required to combat the entrenched destructive attitudes towards the, libdse is
nevertheless a nedadr artto contest such attitudes. As Beatrice Faust statedit hes e | ma ¢
of beauty and eroticism in pregnancy are powerful enough to counter the ugliness and

hostility @992)truckie porno

A consequence of this contest of representation, which saw the body as a site for the
exploration of cultural, sexual and political values, was the question of gendered subjectivity.

| asked myself, Wwat dd it still mean to inhabit the femalbody? Andi why do questi o
representation and symbol i zat i (Bettertoi, 1986@)e f e m:
It was because of the relationship between self, aesthetics and politics that women needed to
investigate their own image. Two divergent strands of feminist titohgd emerged that

positioned representation as, on the one hand, an embodied, physical notion of identity and
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subjectivity, and, on the other, as a function of linguistic and cultural digimgon Kwon

(1996)explained that:

At the crux of this distinction is the status of the badyepresentation and
as representation. That is, the body as a transparent signifier of identity and
self versus the body as nexus of arbitrary conventions of meaning, the body
as signature or sigi1996:166)
Nonetheless, when the body is silenced or shut away out of sight, is the signifier not absent,

or at the very least renderadnrepresented and thus negased shame?l

As a way of addressing this lack of visibility, | was driven to find ways to dépecbodily
manifestations of womeand to challengéhese positionsin the next chapter | discuss how
my focus shifted to concerns about fhervasivenessf shameful feefigs that negatively

impactthe everyday lives of women.
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CHAPTER THREE : IN THE SHADOW OF SHAME

3.1 Speaking srame

Shame is a force that acts upon the self, constituting social subjects who are
marked and shaped by its interpellating propensities of recognition,
misrecognition and refusal of recognitidviunt, 2008:203)

If 1 wish to look at you but you doot wish me to, | may feel ashamed. If |

wish you to look at me but you do not, | may feel ashamed. If | wish to look

at you and at the same time wish that you look at me, | can be shamed. If |

wish to be close to youub you move away, | am ashamé&lkedgwick and

Frank, 1995:152)
The emotion of shame through the impact it can have on the body is profound and may be
damaging to the selfAccording topsychotherapist and author Sugibach (2008) an
epidemic of personal shame has been experienced by many people across the Western world
This epidemic has seenowmené6s shbpdeesed t o i ntensi ve
objectificat i(Szekelhg 1088:1&hdihe phenbmemon @af women who suffer
from the relentless pursuit of physical thinness, control and perfection has been
acknowledged by clinical, feminist and theoretical experts for many de(azelsecly, 1988,
Orbad, 2003, Grogan, 2008)n a recent study of the cultural politics of sharSally R
Munt (2008) proffered an aesthetics of shame, which plays a large role in forming our
identities transforming, adloreenGi f f ney expl ai ned, our fAfeeld]
into disgust ad hae... and simplabjecting them onto those marked aus O {2608:x) 0
Lauren Berlant, another leader inthénking the politics of shamergues that when one is

markedby the laws of normative behaviours as a member of a shamed community, it not

only shaming, but produces a shamed subjecti{@grlant, 1988)
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As a womanl was also influenced by strong pressures to try and mould my body to conform

to idealized notions of femininity and consequently suffered from negaélfimage.This

led to participation in selfielp groups that provided support for problems with body image,

food and eating behaviodrsThese organizations were safe, confidential environsrfent

personal testimonies to be spoken of and discussed amongst members. Groups such as these
donotprovideidept h therapy, rather Athey offer a
symptoms that may be secondary complications of trauma, such as substance abuse, eating

disorders, and ber selfdestructive behaviousgHerman, 1997:220)

In these groups | listened to women reveal their innermost thoughts and feelings about the
relationship to their bodies. Thisad a profound impact on my art practice, by encouraging
me to further explor@isually the intimate relationships of body to self. As people spoke of
their physical and emotiah pain, their attitudes towatteir bodies and thefeelings about

their bodies wereevealedThe speaking of pain is reflected onMye | i s s as witingg wn 6

on torure

In our dayto-day lives, we rarely experience a division between our sense of

self, and our bodieg it is our sense of self which inhabits the body, and

which we project beyond our physical confines through our meaningful

speech. It is through langge that we humanise the world, and construct a

commonworld with other2009:4)
| was disconcerted to hear the extent to which the affect of shame had penetrated the body as
group members verbalized howeir bodies had become shamedflljects. There was an
overwhelming outpouring of buried pain and anguish expressed by participants, who were

mostly women. Their body never matched up to their ideal standards of measurement or

acceptabilityand they seemed to be living under a shadovehame In a study of the

2 The groups | belonged to were Overeaters Anonymous and Food Addicts in Recovery Anonymous.
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cultural, ethical and psychological implications of emotions, Elspeth Probyn asserted that,
Afshame and ot her affects can seem to get
ourselhes and our relation to the pa$2005:155) Shame was certaly nonrepresented and

negated by the women my groups, yet it had a palpable presence.
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3.2 The double bind of iame

For those affected by eating disorders there
and Tyeis BakeBaumann identifya s At he shame of the inner S
b o d {1996:x) They argued that the foundations of Western culture are shame based, with

an oveemphais on competition, whebs:

The body has become the object which tells the world whether or not a

person is sbng enough, controlled enough mowerful enough. The body,

as an objecbf shame, becomes a mask, for matter how thin or fit the

body is, t can never edicate the deeper shame witljir990:xi).
When the group members expressed a skdmaen selfhatred for a body that could not
meet theirexpectations or standards of beadiys seemed to cripple them emotionally. The
objectification of the body produced an acute -selisciousness, and comparisons with
others deepened and entrenched the feelings of slaaprecesavhich has been poetidgpl

descri bed, as being in the fAshadow of shame

t ak es (Muhta2p08:x)

The group bore withesdo the testimonials, often being spoken out loud for the first time,
and shameful feelings were released which affected the gaupvhole In this contextthe
speaking became a 6confessional narrativeo

surrounding the shame, fas Melissa Brown pointed out:

APain 1s i sol at igstimg description and expressionsn by r esi
language its resistance to language is linked to the fact that is it an utterly
i nterior(@M9BXx peri ence
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Whilst there might have been a sense of relief in exposing shameful thoughts in such a
supportive networ k, there was also some di s
increased th shame affect in the mind and body. This double bind of shame is explained by
McFarland and BakeBaumann(1990) who assert thathere are two factors common to the

inner exerience of shame and these are exposure and defectiveness. Exposure refers to the
fact that shame brings about feelings of painful-seffsciousness and seMvareness, whilst
defectiveness refers to the fundamewdmd tflea

accompany this experience.

The effect of kame caralsobe seen on the body, specifically on the face, which wears the

60si gn oif thesblush,neretplifying for all to see, that makes us ashgmmdbyn,

2005, Sedgwick and Frank, 199%)s the body displays thigsible sign of shame, theense

of having failed oneself, of being unable to live up to the physical standards of beauty, is
compounded by the exposure of self to oth@sychoanalyst LeokVurmsercalls thisa

bi pol ar experience, wher e, i whora weoabejaghanted po | e
while the subject pole is that aspect of smlves of which we feel ashanme(McFarland,

1990:4)

Shame candwve powerful consequences. Thiteet of dhhame has been studied by a number
of theoristd. Silvan Tomkins, in his landmark publicatigxffect, Imagery, Consciousness
(1962) delineated seven key affective stateSich are culturally, physiologically and
psychologically determined. They were: interestitement, enjoyme#by, surprisestartle,
distressanguish, angerage, featerror and shambumiliation. According to Tomkins

(1990) the interesexcitement dect is the most frequently experienced human emotion as it

3 Along with Silvan Tomkins the theory of affects has been elucidated by philosophers and theorists such as
Gilles Deleuze, Brian Massumi, Eve Kosofsky Sedgw&adly Munt, Jill Bennetand Sarah Ahmed.
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provides the motivation for learning, creativity and the uggijon of skills. Interest
excitement anghamehumiliation are the motivationsfor this research project andeahe
central conceptainderlying the form of theartworks which arguablyoffered audiences

insightful, affective aesthetic experiences.

It is importantto understand how the phenomerajrfeelings operateat different levels of
embodimentln their studies of human affect, and in their extensive writings on sltiaree,
Kosofsky Sedgwick andAdam Frank (1995) have offered a new reading of Tomkins. They
argue thathe notion of shame as amperience of the self by the setian have both positive

and negative affects and are closely linked tocatisciousness, shynesgldhumiliation:

Shame turns the atteon of the self and others away from other objects to

this most visible residence of self, increases its visibility, and thereby

generates th®orment of seHconsciousnesd995:136)
My experience in selfielp groups showed that by revealsttameful thoughts and feelings
additional shameould be activateavi t hi n an i ndividual s body,
throughmore shara, which isimparted to the audienc&his circulation of affects such as
shame and envare calledan affective economgAhmed, 2004)where affects are relational
and emotionshatii al i gn i ndi vi duadrbodiwspach with sooiahspace t i e s

through the very i ntAdmes,i2004:119f t heir attachme

In the intimate, private and emotionaliharged group emonmeni members sharethe
shame of the suffering and indignity experienced by their fellow memasrai t r ade i n
feeling® (Probyn, 2005:7)as it were As sentient beings, humans affecied by what
happens to others amade capable of showing empatland identification, which makdkem

vulnerable to aexperience of projecteshame. As Sedgwick and Frank comment:
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Ato the extent to which the individual
beings, in institutions, and in the world around him, he is vulnerable to the
vicarious experience of shamgl995:159)

A

This dual exposure f oneds own s hamwas expedenced dy eyrougpd s h ¢
members, when they admitted their own lack of acceptance and inabilitygeb cultural
expectations of physical beautyhdsthey werebeing shamed, setfonsciously, as well as
feeling ashamed in front of the group. Sedgw
because the other feels shame, but also under circumsianagsch the self would feel

shame, even if the other does 0¢1995:160) This added further complexity by producing

more shame, wbh spread tahe other group membeas theywitnessedhe private struggles

which incorporate Athe mass experience of i
pol i(Berlaots1888:238)Berlantn ot es Sedgwi ckds contributi ol
how oppressive shame can be when experienced by subjects who are organized by shame

(1988, Gregg and Seigworth, 2010)

The multidimensionality of shame responses activated my interest on two counts. Firstly, |
identified longheld, internalized feelings of shame residingnyp own body, which made me
ashamed 1in front of myself and the others,
Secondly, as a photographer of people, portraits and the badg enlivened and inspired

by the fascinating and complicatedeb of shameasit reverberated around the room,
wrapping itself on the body, and | relished the challenge of Nzsug these intimate, shame

filled moments in my art. Like some other artisthiald harnessed the photographic gaze to

explore idea®f looking at shame ahbeing looked at by shame
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3.3 Photography and poximity

The camera is the quintessential device for voyeurism and often causaseli; people

who are about to be photograph@dartin, 2001) particularly when involving the naked

body. The potent combination of photography, nudity, inttsnand privacy is bound to cause

anxiety, given our cultures relationship to the body, dhne likelihood of strong personal

emotions being revealed is a distinct possibility. This can also release afsebngs of

shame, includingat certain timess ubt |l e overtones of sexual o
necessarily involves the sharing of affect, though it may also involve more, as in the sharing

of s e x ua(Sedgwick and kranle ©995:144)

My art practice had made me sensitive to the proximity of the camera floneia the bodies

of the subjects omodels.While | did not engage in sexual relations with models, | often
experienced a@egee of discomforabout thefeelings that arose ime duringthe sessions.
This discomfortwas aroundmy recognition of the responsibility 1 had for actingt the

model 6s s h avhieh can somgtimes Heedetected on their faces in the photographs.

Through my work with models, | searched for the kind of intimacy that included intellectual
rapport, emotional closeness and the courage ofdsslosure. By asking thenodek to

reveal their naked bodies to me and to a potential audience, a relatimashiprmed which

included a complex set of power relatofshe photographerdés rol e |
manipulator of the work can sometimes lead to problems of exploitation and ethical issues. |

tried to maintain an open dialogue with my models, yistdid not prevent the breakdown of
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communication and misunderstandings from time to tifites closeness was apparent to

visitors as some remarked in the exhibition comments bboks.

When photographing in the studio sessionsftén moved the camereloser to the modé
body, which reduced the normal boanies of personal space. At thesemens of intimacy,
phot ogecamhlye ia kind of reciprocal touchingo

camera probes darkness, negotiates proximity ansl ¢ a([Ducaet,(2011)

Figure5: Ella Dreyfus,Transman2001, 50 x 50 cngelatin silver photograph.

Sedgwick and Frank1995) comment on the complex and disturbing nature of the
relationships between taboos abouimacy and affect In the relative privacy of a home

based studioa bond was created between photographer and nyedelonverselyhat bond

* A visitor commented at thEransmare x h i b is¢eia coopertive dialogue between the photograptd
the subject, the persan. ( Pet er Wur st )
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was also unsettled by thgroximity of the camera to the modet b aaubing negative
affect as shame ariseand collides in the bod{Probyn, 2005) Although tis may have
caused feelings of discomfort, theodek neverthelesgrusted meand permitted mynvasion

of their personal space.

Figure6: Ella Dreyfus,Under Twelve, Under Twent¥012, 60 x 10 cm,archival inkjet print.

Regarding my own respongewas conflictedsincel at onceexperienced feelings of being
ashamed for causingny models discomfort and mixture of guilt and pleasure about the
exciting new images | was making. A further level of complication ensued when | showed the
photographs to the modehs | had previously promised. Their reactions upon viewing
themselves irthe contact sheet prints waat times, painful to witness, as wavessbame
engulfed them, producingsceral sensatiain their bodies. Their embarrassment in seeing

their own image régnited the seHconscious, negativefact of abject shame. It was evident
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that some deep emotions had been triggered in the models, both in the photographic sessions

and when viewing thphotographs afterwards.

| alwaysoffered the models selection ofrints of any images they chose, ado gave
themthe power to veto the use of aimgages for exhibition purposedireough | preferred

not to takethe latter positionas it may have limited my use of the most confronting,
revealing (andperhaps mosshameful photographs. @ my surprise, the models rarely
requested prints, even simply as a record of the experience, as they could not face their own
bodiesas | had remsented them, but nor did they veto any of the photographs from any

further use.
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3.4 Phototherapy: transforming shame

In thar groundbreaking work oPhototherapy(1986) artists Rosy Martin and Jo Spence
devised simple methodologies using photographic means to interpret and investigate complex
emotions, social constructs, sexuality and familial traumatic relationships. According to
Martin, Phototherapyoncerns transformations and chatgechallengingthe nature ofthe
photographic imagéo reveal andeal self(1986:174) Martin and Spence set up a mutually
supportive environment and uksbasic photography cameras and cheap forms of printing to
work through their raw emotions, as a form of therapy. Here they explored the painful
emotion of shame and the extent of the negative effects caused by external aral inter

pressuresTheystressd that:

It has become clear to us during the production of our large body of work,

with each other and with individual clients, thva¢ are often dealing with
internalized shameéthis be-oppmssisn a form ¢
which blinds us and probits us. This shame is experienced either because it

has been impossible to match up to the ideal offered as models, or because,

in a hierarchical soci ety which needs fii
recognize ourdees as one of the many Oth¢t995:177)
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Figure7: Ella Dreyfus Fat and Ugly: Written on my bod$996, glatin silver photograph.

As a photographic artisthe concept of body shanmad beera constant presencegvering
beneath the surface, as a feeling;named, uracknowledged and never articulat&hame

had already emerged as a thememe of myearly photographic artwosk Fat and Ugly:
Written on mybody (1996) where | used intimate sebortraits overlaid with texts to
scrutinize my feelings about my body shame and body image. The work comprised three
photographidexts printed on Perspex, whigere individually wrapped in tissue paper and
presentedinhandthade sl i m white boxes, alluding to
the promise of sexual allure. This sedflective work measured my body shape against the
ideals of perfection, performing my embodied subjectivity in an exposé whes$tioned the

gaze and used negative thoughts to cover my shame. However as Martin and Spence pointed
out:
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Shame work is not simply reversed by
but often entails the working through and going beyond the idealizedtpare

or family histories which have been produced by our defence system
(1995:177)
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Figure8: Rosy Martin and Kay Goodridgeutrageous Agerg003, gelatin silver photograph.

Another series of artworks that dealt with female shame was thMadin and Kay
Goodridg® ©utrageous Agersa photographic serieghich focussedon the invisibility,
decline and silence surrounding postnopausal womef.hey subverted the representation
of the body wusing the surface of ageing
Selected phrases from writers such as Butler, Freud, &hatHrigaray were projected onto

their ownbodies, writingthe skin with different voices, discourses and polemics. The words
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woul d descr i bhe semasnadsuafcien socfr idb ewomandés ski n, I
they materialise female desire arglbjectivity as embodied, sentient knowledge

(Meskimmon, 2003)

Similarly my earlyinteress hadalso been concerned with skin, surfaces and embodiment, as
| exploredthe humanbody in transition,focussingon particular stages of the hfgycle,
where normative social and cultural bounéswere disrupted. | depicted the body in various
states ofchange and possiblabjection by documenting states of illness, ageing, dying,
adolescence, overweight, pregnancy and gender transitiofiingugh the intimacy of the
photographic medium | trietb see beyond what seems tq tmeexplore taboos about the
body anddentity, to showthingsthatwe were not allowed to look a&nd to empower people

to examine their attitudes to themselves ans tfeduce their sense of sharB@amples of

viewer sd6 comments relating to feelings and i

This is an exhibition that stimulated a lot of questions for wiat does it
mean to fifeelo | i ke a woman? Illikkem a woman
one, and also a lot of feelings (Tricia Dearborn)
and
Very moving images, an inspiring representing of realising an identity. | feel
longing for the body | was never born with and am given hope that | will one
day feel truth myself (Anonymous).
In addition,ep osur e t o ot h éroughpmeocpsertd wndetstamg myeosvn
shame surrounding my owbody. As a way to overcome this shame | also used self
portraiture, as this example shows the nude, pregnant photographer | felt empowered in

the company of other pregnant women and published thipeethit inThe Body Pregnant.

Furthermore, these worksubverted the common, pervasigelture of thinnessand gave
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women permission to feel comfortable in their own bodies, whatever the shaigét or

size.

Figure9: Henry BarrkmanElla Dreyfus andnode] from The Body Pregnan,993
Publishedby McPhee Gribble/Penguin

Unlike Phototherapy, where the photographer/therapist and sitter/client use the framework of
the therapeutic relationship twork through emotions and affedhere was no formal
structure to help my model/subjects. This lack of structure resulted in some awkward and
embarrassing moments, or led to what appe#metie a feigned indifferencfom both

parties.
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A further aspect of the shame experience related to the differences in how we looked at or
understood the photographshid my own interest and excitement, as our feelings about the
photographs were so distindt. vi ewed them with the artistéo
visual language such as framing and composition, as well as my own interest in the subject
andaffective responsés judge the works, whilst the model/subjects viewed the images from

their subjetive standpoint. Understandably they often recoiled in shame and humiliation,
unable to witness the reality of their bodies represeiitesir reactiongroduced discomfort
andfeelings of guiltin meand | was forced to confront my culpability for haviaged, or

perhaps abused, thesaby t s 6 wi | | i n gmneetvassin aliscusstor @f shanee anndh e
guilt, Probyn(2005)distingushes the two emotions, statititatshame goes further than guilt
because it candét be smoothed away by an act
to both how others think of us and how we thaflourselves, and Probyn argugsiemands

fia gldbal [re]evaluation of the s@l{2005:45)

| was thus forced to revaluate my motives, my inner self and my practice. The very
admission of intense personal feelings of shame acknowledged within these pages still has
the power to activate even more shame responsaado Yet, this degree of selflection

also took me to the core of the research. He

There is something pure about shame as a feeling, even as it publicly twists
the very sense of self. And yet, shame alwalgys on that doubleness. It is
the most intimate of feelings; it makes our selwesmate to ourselves
(2005:41)(my italics)
Shame gradually became a means to the development of new approach to my art practice. |

wanted to harness these particular affective responses, not only as the inspiration for

artworks, btithe essence of the aesthetic experience embodied by the ,vieveeeate an
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aesthetioof intimacy. This impetus to use shame adransformativeand positive affect for
the creation of art was supported by the belief #etme could generagpood emotnal

work. As Probyn argues

Shame is always productive. In this sense it produces effentse shame,

more interest which may be felt at a physiological, social or cultural level

(Probyn, 2005:14)
As an artist working in multiple dimensions, it was also critical to understand how shame
could occupy space as both an object and a feeling. Shame is enacted ty@space of
shared intimacy and my artworks attempted to find a common point of spati@ct for
speaking about this shame. | imagined a space where spectators might experience their
private expression of shame and articulate their feelings with each dthese experiences

might show the very subtle emotions that emerge as a resukedfgsthe artworks.

McFarlanddescribes theitferent facets and nuances of the shame experience as

.mnmcomfortable feelings t hatthoughruweg and pul |
have all experienced shame, it is very difficult to assign words to the actual
feelings because language is inadequate to communicate so complex a
human experiencg990:2)
This research project asserts that contemporeryhas the capacity to articulate complex
feelings and emotions through visual immediacy and imaginative formulatibmes.

following chapter analyses the approaches of sekenahrtistswho have endeavoured to

find ways to communicate experiences of intimacy and shame
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CHAPTER FOUR: INTIMATE UNTO OURSELVES

The relationship between artist and artwork is one of intimacy with the self,

and intimacy is truly terrifing and camever be fully achieved. The claose

one comes to something really intimate (which may seem really foreign), the

faster one springs back, and therby féshor, 1997:124)
This terrain of subjectity has been negotiated by maastists in order to investigate the
body as a site for the exploration of macy and shame, to make themselves intimate to
themselves, and in different ways, to get under the surface of the viEhite.chapter

explores the practicef four such artists, Nan Goldin, Jo Spence, Rosy Martin and Tracey

Emin.

4.1 Private passion: thesearch for intimacy

Figure10: Nan Goldin,Nan and Brian,1983 type C photograph.
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Nan Gophatdagraphisvork is significant asiew heiglts of intimacy were revealethat

ruptured normal conventions of privacy and ldada marked change in ways of seeing
(Heiferman,1996:279) Goldin broke the taboos of represeiatwith her portrayals of fluid

gender identities, sexual relationships and transgressive behaviour, edmslituted a
confronting experience for viewers. Artists such as Goldin came to promineticeage of

celebrity culture and setevelation industry where moneynd fame was available to risk

takers who were willing to reveal their private selves in puldierck and Townsend, 2002)

and where contemporary art collided and intersected with mass consur(ipiterton,

2002) As Daryl Pinckney noted, nit helped tha
with people whose investigations of perception includeidhate display for public recoed

(1996:204)

The political a s peeetmformed by the@aylrighis mavemeit, whick w
disclosureob n e 6 s s e xwas a form df empowetmegnt, especially witttie newly
forming queer cultural milieyWeinberg, 2005)Her revealing photographs subverted the
conventions of mainstream heterosexual society by disruphitigerto stereotypes,

categorizations and the restrictive rules of mainstrieanaviour(Weinberg, 2005)
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Figure1l: Nan Goldin,Misty and Jimmy Paulette in a taxi, NYX991, type C photograph.

Gol dindéds position as anmalimgtblurrecethepires betiveemtpea nt i
fixed points of author, subject and vieweéhe located herself as the central point of
subjctivity and she explicitly usegbhotography to work through and firnelief from
emotionally disturbing events, addiction and abusive relationships. &mtydcrticulatedhe

importance of therapeutic outcomes in her practitzming that in order to survive trauma,

she had to take pictureg¢Reid, 2004:63) Furthermore,Weinberg(2005) argues, that for

Goldin, the act of photographirig itself, became a form of dependency and an addiction.

Goldin searchedor intimacy where it wagnactedin bedrooms, bathrooms and night clubs,

which resulted in a mattesf-fact sensationalisnfHoberman, 1996)This methodology

provided viewers with a vicarious pleasure, a visual entree amés i der 6 s Vvi ew i n
unseen and hidden lives of various subtures, revealing scenes of transgressive behaviour

in private and public locatior(§&rant, 2002)

The power of Gol di n 6 sng wfopriviecy and esmacy and théire u n c

exposure inthe public realm, whickcoincided with an increas@ interpenetation from
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reality television(Weinberg, 2005) The intensity of herelationships with her subjects

enabled her to expence the deep connectedn#ds®t she craved, a connectednesthwith

herself ando others andwhich shereceived, by touchingeople through her photographs

(Reid, 2004)This intensenter-relatednessvasp i v ot al i n the dwesual| op mer

languagewhich shearticulates as follows

I f it were possibl e, | 6d want no mechani
photographingéthe instant of photographin
a moment of clarityrad emotional connection for m@oldin et al., 1986:6)

Figurel12: Nan Goldin,Rise and Monty on the lounge chair, NY888 type C photograph.

This can be seeim the photograplRise and Monty on the lounge chair, NYG88 [Hg. 8]
wherethe presence of the photographer does not appear to register with the icolgad,
theyseemb | i vi ous t o Guoother wards,sheyptruse here yetcae also llikely to

be consciousof her intentions to disclose their private passion in public, performing
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shamelesslyfor her camerd.Go | di nds wi t ne sd thia gexual ertountee c o r d |
illustrates her desire to capture a reatrmacy and emotional truth, t@hich she is not an
outsiderlooking in, butis an inside accomplicand witness to the intimacgoldin defines

this in the following terms:

There is a popular notion that the photographer is by nature a voyeur, the last

one invited to the paismypartyBlhisismydm not cr

family, my history(Goldin, 1996:281)
Gol dinéds desire to mermngemotiondtdirrainarealgamatidrj ect s 6
fused the psychological space betwesubject and photographetier habitation of this space
thus formed an aesthetic strategy through which to expose the strictly private acts, which
were destined for gener al consumption, where
and, therefore, for the public(Weinberg, 2005) Similarly it is this fusing of the
psychological space between artist and viewer that offered a strategy for rethinking my art
practice.Indeed, this fusion of the psychological space between the viewer and the artist

emergeds an increasingly important theme in my artworks.

®Gol dinds circle of friends and acquaint agsifhees bec ame
Ballad of Sexual Dependendiius bringing a selfons@ousness, competitiveness and performdandbem

when photographed by hétor her subjects, there was a compulsion and imperative to disclose their unhappy

and dysfunctional lives (Weinberg, 2005).
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4.2 Re-enacting, visualizing and vitnessing

Figurel3and Figurel4: Jo Spence and Rosy MartibrossClass Perspectived988 type C photographs.

Jo Spence and Ro s yenadthezenttwork @reototherapgviartina 2001r e
Spence, 1986)was a collaborativeexplorative and transformatiahprocess of visualizing

the conscious and unconscious self with photografy symbolically representing the
multiplicity of identities and stories that dwell within the confines of everyday life, they
produced photographic images through play, acting and cathartic methods that bridged
privatepublic discourses. Beginning in 198Bey utilised skills learnt irCo-counselling
training, to facilitate a new style of therapeutic work that involved an exchange of emotions,
thoughts and feelings that were buried within the psyche. This powerful and experimental
methodology required a confidential, contained envirorinfen the safe disclosure of

emotionally rsky and potentially subversinehaviours to be worked through.
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The aimof thar photographic sessionsas to promote sedwareness and even though

distress was sometimes involved, the&itention w a sto make visible the effects of
institutional gazes and societal f(Mattme s t hr
2001:17) in particular, exploring feelings of shama 1982 when Spence was a midedle

aged, overweight, workinglass woman and also a feminist, photographerstundent, she

was diagnosed with cancer, which launched her into Photptheaa way of trying to
examinepersonal and theoretical debates about modes of identity and the way subjectivity is
constructed. Spence strongl yf mpawg enqudy rdtherat s h
than the object of ct @thee thanebeing ladted Qio(Sperwedr e r e |

1995:163)

I'll be so proud of you Jo
when you get your degree
and learn to be ashamed of me.

Figurel15: Jo SpenceMother and Daugter Shame Work: Crossing ClassuBdaries, 1988 type C
photographs.
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Spence laboured with this complex agenda, endeavouring tonfgmhingful ways to
represent hemner world by connecting it to the struggles and inequalities of ideologies,
politics, economics and class. Using the pen and the camera as her means of enquiry, she was
unable to tackle what she perceivedtvas the
history (Spence, 1995)until she faced her own fears, shortcomings, guilt and the painful

emotion of shame. Spemsaid of this important point that:

| cannot fully engage with theseawggles until | fully understand what | am

still trying to work through and make visibiei.e. the shame of who | was

told | was/what | lacke1995:163)
Through Phototherapy, Spence uncovered layers of psychological shame embedded within
the deepest parts of her selfhood, where it had served as a defensive strategy for most of her
life. Shedescribd f eel i ng ashamed of @A mmuredbod,ofmess, o0f
inabilitybeaiongasugceeons féul 6, shame of my i nat
(1995:158) Moreover, she felt unable toatch up to the models of idealization demanded by

what she calledi a erdrdhical society which needsferiority in order to flourisi

(1995:177)
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Figure16: Jo Spencelransformations1985 type Cphotographs.

Calling hers# an educational photographerS p e n ceffdits to generate new
representational spaces for the investigation of personal and political identity, manifested as

powerful, feminist acts, whickhe claimedvere about:

. saying the unsayable, seeing the unseeable, facing the unfaceable,
confroning shame and by so doing releasing and letting go of the power
those "secrets" hel@001:17)
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Figurel7: Jo Spence and Tim Sheakdgerwork1988 type C photographs.

Her passion and commitmentttee deeply cathartic work of photographieemactment with
Martin and othefsenabled her to fully scrutinize her emotional and clinical history oferan

as it unfolded.Spence found the experience of being a hospital patient an incredibly
disempowering x peri ence, yet she was determined no
medical discourse but to be the actudbject of my own investigation(1986:153) As a way

to maintain her dignity in this devastating situation she continued photographing herself
throughout the treatments, whi not only gave heback some sense of control, but also
exposedhe usually hidden processes of medical procedures to public scrutiny. Throughout

her sometimeterrifying and humiliating bspital experiences, Spenstated that sheas:

®Spenceds Phot ot h eTerayDgnnetPavid RolertssandiTimSheard e d
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Trying to represent to myself what was happening to me by using my

camera. But how to represent myself to myself, through my own visual point

of view, and how to find out what | needed and to articulate it and make sure

| got it ultimately wanting to make this vide to others? How to deal with

my feelings about myself drgive them visual formSpence, 1986:155)
This inspired way of dealing with her experiences and feelings in a vimdilmserved to
underpin the creation of a new photographic methodology that bridged the separation
between private and public discourses. In the hospital documentation images, as in most of
the Phototherapy works, the photographs funetiio perform act of disclosure through
which, as Martin maintained, repressive, shameful secrete wet only verbalisedbut
embodied, reenacted, withessed and recorded by the camklareover, once the
photographs we printed andrviewed on paper, they coultk analysedt a distance, once
removed, and an objective stance taken. This collaborative and therapeutic mode of contained

exposurefunctioned to defuse the power of the shame, and offered participants the potential

for greater understanding of thablic and privag selvescreating the potential for change.

Martin and Spencealso foregrounded the crucial role of trust and intimacy in their
development of Phototherapy. Bhdternated between the roles sifter/director/aent and
photographer/therapisfMartin, 2001:18) Martin stressed the importance of them both

i nhabiting al/l the rol es, in front of and b
where there is fAboth joy and fear i n being

centre of attetion, the fear obeing exposeal(2001:18)

Similarly, the use okhifting roles in the development of artwork becarsgnificant part of
my enquiry, as the question of identity and ownershipeghifom the body being simply an

object o fscruimynto that efr sdlgetive enpowerment and psychic reality. Put
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another way, Wwen language speaks over the surface of the body, it shifts the mettheg
words, destabilizing it@uthority; or as Martin state$2001:19) when #dAflesh ove

word, the body answers backo.
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4.3 Theart of shame

Self-exposure and representations of the shameful, unspeakable and pkesobakn an
important motivation foartist Tracey Emin Over the last twenty years she has used intimacy

in autobiographical, emotionalo r k st h ahtttinga roneantit, despetengry, funny

and full of longin® (Luckett, 2011:2)and her 6eminenced in this
honorary title néfes $iPd.derkeand#uces havé bedmetimes
welcoming and adulatory, and at other timesrified and disgusted with her aesthetic of
shamgMunt, 2008:220)Art critic JenniferDoyle and others have no doubt that her feminist
forebears in academia, art acmmmunity inthefield of intimacy(Munt, 2008, Doyle, 2002,
Betterton, 2002) paved the way for the emergence of this powerful outpouring of
subjectivity, which saw the anguish, pain and tormerd wagic early life become the raw

material for her art and representatiof the self.

While atists such as Cdy Sherman, Judy Dater and Jo Spence each inhabited the
subject/object positions in decidedly feminist paradigms, revealing the variety of different

roles played and experiencbg women in society and cultyrfor Tracey Emin, the personal

became moretm pol i ti cal , as it introduced an autc
or witnessed with such intensity(Smith, 2001:1) Additionally, as Dawsa (2011)
comment ed, Emi nés wor k i s giges willinglyt of hetssff, ta f f e c t
others Emin achieved levels of poignancy and emotion that drew audiences into the most
intimate of encounters, as they became privy to the shameful and often metadrama

narratives of her life.

" Thistitle wasawarded t&min by the European Graduate School in Switzerland.
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Specifically,Emin uncoverd hidden childhood and family traumas, revealing pain and desire

as a conscious and reflective engagement with selfhood; embracing shame as both a
profoundly private and visibly public discourséor Emin, shame was a productive driving
force that shapeler creativity of critical engagement enacted upon the self. Shame is written

on her female body, visually, textually, emotionally and affectively.

Figurel8: Tracey Emin] 6 v e g2DaqQ typetC photodraph.

As Munt stated, nAshame i $2008)ane fomtms,ther enagerg d i e d
was built on the associations of her body with the sexual abuse it endackdyith its
functions, expul sions and pri mal, shamef ul
has a plasticity hat | ends itself to (2008208 wwchEmannd cr i
certainly did by takinghe worst aspects of her private life and made them into public works

of art As Jeanette Wintersonclaimech en r ef er r i «isclosures Emi nd6s sel f
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By refusing all her own separations, she questions ours. By refusing to
disentangle art and life, by fusing her autobiography with her artistry, Emin
creates a world where personal trtgling moves beyond the rmiltureand
into collective catharsi®006:6)
Her work often created a visceral response in viewers who were subjected to explicit sexual
themes including rape, anal sex and masturbation; excessive belawbuas drunkenness
and hangovers; and the emotional messiness of abortion adthself. Emin deliberately

made it difficult for audiences to differentiate between the artist, her reality, her sexuality, her

feelings and her artworkBetterton, 2006)

Fortnum described the eff ectasbang abie &weerasc ho f
out to a common experience to which the audience can relate, surely everyone has had these
feelings, sitting in rooms, indulgingecr t ai n  e(Rootrium,02008l:260Her work

reached out and touched vast numberfsua$, many of whom were young womerho were

moved by Eminds work because it reoyleat ed s
2002)®
However criticso f Emi nd6s wor k a doo mgckof hereself andighamefelv e a |l i r

baggagé (Munt, 2008) Given the current ubiquity of personalrevelation and public
confessionas evidenced by the dominant contemporary culture of reality television and
social networking (Munt, 2008) where audiences indge in vicarious pleasure as they
witness the titill ati ngitidsurprgiegdhatevsual@ift wokt her
could be so provocate and engender such distasteet it is precisely because of the
shamel essness of wemiand canmentatarsnaike tare aepelled byeher

flagrancy. Emi nds slargemcemmurstyapargaegd bydMiure d o nt o t h

8 In the exhibitionLove is What You Waatidiences we invited to contact Emithroughthe Hayward Gallery
website, in the section call&rite to Tracy/Write a message to Tracey Emin
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Shame circulates in an acute form throughout our public cultures, in shame

scenarios or moments that punctuate social spgirron more diffusely in

veiled strings of shame that worm themselves through the social imaginary,

attaching to groups or individuals like wet spaghetti, puncturing wormholes in

the social fabric as they go. Insidiously, shame can cling, milikew to

certain bodies, detectable on them like a clammy s(@6008:201)
Regarding the modes of practice in Binis  w anguage arld performance are important
elementsas are irony, satire and humouhese are expressed in a wide array of artistic
styles and mediums including drawings, photography, sculptures, fabric works and videos in
which she scratches away at the surface of the social boundaries of decency, to uncover
unspoken narratives whichavec | o s e t m theé fineWhyp IdNever@ecame a Dancer
(1995) Emin recounts the shaming she experienced when performing in alasiog
competition, when a group of (Bmanl99%)atlhe.l | 'y sh
These were men who had rough sex with her when she was undedateiahypocrisy and

humiliation of her was again shattering. In the film she uses a double shaming as she speaks

their names out loud, shaming them in return, in a public cohtext.

Her public persona has both an attractive and repellent qualgsgting both intimacy and

di stance as she gives voice to wmpepandkabl e
absolutely personal(Doyle, 2002:109)In her appliquéd blanket artworkihe witten texts

are hanektitched and words also feature in her neon signs and as captions in her drawings.
The sources of the texts are varied, as Emi
other people, some of these things are what | say to myself and some are what people say

me (Hayward, 2011)Emi ndés art is fundamentally based
captivating and affective performer when seen in the flesh, as | found when listening to her

speak at the National Art School, Sydney2004. Here she gave an opinionated, intense and

® This film was shown at the 8%Venice Biennale in 2007 arad many other ainstitutions worldwide.
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humorous talk, argued with an audience member, and held court afterwards with a pack of
Ohungryd male art St udte sdaksup thé aura gfasexhaéty shel ar o

emitted

Figurel9: Tracey EminBut | never stopped loving ya2Q02 Appliquéd fabrics.

A

Emi nd6s e nobthedpensomal harratve e f r ames ar t as a Asite
which, perhapsjn its extremity, makes an honest attempt to deal with the dilemma of the

personaln public. For as Spee argues

We still need forms of realism which bring together the psychic with the social, the
unconscious with the material, the construction cfirdewith the experience of fear
(1995:160)

Eminés work thus resonates with my own in t@1

emotional subjectivies, fabricating powerful artworks to engage audiences in affective

encounters.
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The three artists discussed in this chapter have each performed and enacted the body in
different ways, in private and public spaces, with different intentions and outcdraesy

Emin established her agency as an artist by asserting an unmediated intimacy and deliberately
parading her private grief for mass consumption, conducting her own therapy in the public
eye. When Jo Spence put herself into her own pictures, it wasalignwitnessed by one
person in a private therapeutic space, and the photographs were nobnadelfition. Nan

Go | dphotdégsaphs were of close friends who performed intimate encounters in front of
her camera. These images were shown as slidessfurvgelect groups of people in private

places and only much later in art galleries.

Emi nés work continues t hdtanddy emtracingl pravipus Sp e n c
traumast hese artists accepted fithe pain of our
desire to bec(Bpare, DOO5:164Myp studicressasch may be pdatwithin

the same genras | endeavoured to engage with shame from within the lived experience of
embodied subjectivity. To do this | experimented with new modes of representation,
establishing a tension between the artist, artworks and models, conmEtinghame and

pleasure in a series of intimate encounters that included creating meaning from private

knowledge and emotion for audiencéhis is explored in the following four chapters.
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CHAPTER FIVE : A GATEWAY TO INTIMACY

Affect, properly conjured up, produces a rBale somatic experience, no

| onger fr amed (Besneth 200bR23 sent ati ono
This chapteranalyses one of the principal aims of the resedhshtesting ofexperimenth
approachesshifting away from tradibnal exhibtion modalities of showing photograpts
spectators who usually observed the artworks from a distancereamained relatively
passive. The resear@xploresnew ways to envisage, suggest and enact meaninthe
body, subjectivity and the self, withougpresenting itn a familiar way, harnesmg art

making as @ateway to intimagya coalescence of artworkffect and audience

After many years of dealing with the body apartraiture | felt a mounting dissatisfaction

with conventional forms of photographic representatdrch led to the research for this
project. | felt | was somehow contributingp the objectification of the bodyand the
exploitation in mass media communications. | gted with the fact thatdespite all good
intentions and relative success, my photographs conttoyselpetuate the objectification of
womenodshil dr ends beadied It was dertupbm@ to ldigcavér my artworks
being posted on pornographic veites and blodS. Notwithstanding my commitment to
maintaining a feminist agenda of imaging the body, my reliance on classical representations
of the nude, where figures were often headless and decontextualised, were no longer
satisfying and requireturther inspectionThis dilemma ofphotographic representation has

alsobeenproblematic for other practitionensecause as Mark Durant argues

%Some examplesf disturbing blogs and websitesluded http:/pinkneptune.milkboys.orgnd
http://www.pageinsider.com/elladreyfus.co@onversely, the internet has also provided many positive contexts
for my work, such as these websites,
http://www.ontheissuesmagazine.com/2009summer/2009summer_Badmargphp
http://leflaneurblog.blogspot.com.au/2008/07/shbokrorspecialnudefamily.html
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It's a good thing for artists, particularly photographic artists, to be aware of
photography's historic comipity in the construction of stereotypes and other
representations. Because representations matter, because they are obvious
and insidious, powerful and seductive, the practice and analysis of
representation becomes the arena of conflict, as individudls@anmunities
attempt to reassess andpresent identity and to quem the authority of the
canon(1996)
The powerful masculine gaze, so clearly defined and critiqued by MuReljock and
others! had not only failed te subverted by feminism, it hadtrenched itself even further
as the dominant paradigm of seefAghus, images of female bodies, and often that of young
childrenos, continue t o fll eobjedificdiipneand sedual t o n ¢

exploitation. Furthermore, kft ashamed of my own failure to resothese issues, at least at

the level of visual representation.

This realisationopened up a new domain whereby the role of spectator, as mediated by the
artist, became implicated in a complex interactive and affective exper@tiag. artists such

asMona Hatoumalso dealt with thigcrisisd ~ w h i scatshifwrami r e pr esent i ng p
and soci al realityo to fAquestioning of t he
v i e wWBrettpl1997:56)This was exemplified in her vidddeasures of Distance&here the
viewer s sense of intsenagiyoxismiatcyt i vfatidat dymd

to the camera, creating an uncomfortable and emotive space.

YBy John Berger (1972), Laura Mulvey (1975), Rosemary Betterton (1987), Rozsker Bad Griselda

Pollock (1987)

2 In her work on the feminine gaze, in relation to the gaht er / mot her rel ationship ¢
renaming and |l etting goo, Jo Spence el aborated on th
subjectivity and identity. Especially in their impact on the regular photographic tropeg wherh e y , iseem
have rendered obsolete any idea of a single unitary self made visible by an interpretation of surface appearances
and the capturing of O6essencedo. Furthermore, she co

tatterso
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Figure Mona Hatounvieasures of DistancE988, vdeo installation

Thusin my art practicea relocationoccurred. This relocation wasom seeing art as a
representational modality towards experiencing art as a fe@litige body which effectively

remows the vi ewer 0s safety net when encounteri|
Meskimmon (1998) defines this as a deference of meaning from art as olgeatttas
encounter.My intention was to bring viewers intcmaencounter of sudden consciousness

aboutthe physical body, the mind and emotional states.

Art can stimulate thinking vi boutdyan éffeatMeo di me
experience As Bennett argud, sensation is not an end in itsaifither it must engage us

through our senses, and lead to a deeper level of th¢RQD5) She foll owed I
proposition of t he Aencountered signo, whi

something understood thugh cognition. Bennett argues that affect causes an involuntary

response and this is a more effectigger for stimulating the audien¢Bennett, 2005)
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My i ntention was to bring ab Meskimianu9B8:3)pl e f ¢
originating in the artworkto be communicatetthroughthe sensations of @wving and feeling.

Such artworkwh e r e, Nnaffect i's felt and f(Manys bet v
2008:xii) and wherethe artist act as mediator, invites audiences to inhabit their bodily
manifestations and thus see themselves aAswamethodobgy of artmaking, itwent well
beyond the display of artworks on wall s, a |l
subjective evento that h ap p e mgageiwith edach @here x hi b

(Betterton, 1996b:6)

The recognition of the possillies of a new aesthetic experience were not merely for the
audiencesOd participludtongs bdu@llessn Gaorrd ary @uA
that | can go to t he balmightalsb procdaimkhatd hakeuatt i t 0
so tha | can go to the gallery to talk, feel and connect witiect about my artworks, in a

space of shared intimacjsist he case of artist Gillian Wear
strangers in publicthe primary product and endpoint of her practicefiis he col | usi
relationship she f o1rSyse 1899:83)Likawise theshiftdili nayb or at o

practiceand research made intimacy and relational encountele primary goal of my art.
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5.1 An initial shift

Throughout all of my art practicejsduption had beenne of the key themes | have worked
with. Firstly, in the manner in which the body wdsrupted by the photographs which
simultaneously exposed it as a figure of abjection and one of subversion; secondly, when the
exhibition space wagisrupted by the insertion of the artist, myself, acting &aison or link,

between the artwork and audience.

Art in galleriespresent an opportunityp have arfiexotic, dangerous, cynical, whimsical or

naughty visual experienags i n t he saf e e n (Durang 19868Thi$isnats t h e
to say that all audienceseaequally a engaged in the artwork, or hatve same responses.

As in most exhibitions, some spectators appeaaftected or bored and leave the gallery

quickly, whereas otherseem to engage deeply and remain for longer periodstifideg

with the artist and theiwork. Although audiences respond different ways in the
exhibitions, they often assunae quiet form of surveillance in front of the artworlBrett
(1997)describesths as fihaving power and control ove
physically (129%:57n. vHoWwevee, dhiere ra sometimes imperceptible, and
sometimes more obvious reactions of a more intimate nature, involving the expression of

subtle emotions and feelings.

In my previousexhibitions,| began toattend the gallery during the exhibitions and paid
particular attention to how viewers became aware of themselves when looking at the work,
through their own embodiment, the proximity ttee artwork and the gallery space. | was
interested in how their emotional responsesewiafluenced bythe environmentandhow

their feelings wee both physiagically and socially expressé@erhardt, 2004)Further, |

65



was alerted to the dept thatthd body eommunieatesemotiera ct i o
not only in the brain, as was previously thought, but also in the blood, lymph system, nerves

and all interconnecting lines of body communications, which explaityswe feel emotions
Adown t he s piofGerhady 8004:100)nmthar wogds, tve perceive the world

through oursensatdodies.

My artwork was located from within my own bodily experientee body of the
subject/nodels in the photographs and in the bodieshe audiencenembers | wanted to
further investigate ways to placdgewers directly within their own bodily experience;
formingan af fective encounter médorsdiouswpemhdpsiinal | ow
deeper, more internal w @nett, 1997f35)andoé theenseles.r i e n c
Thus thebody might be theunifying site of relationshipsbetweenthe artist artworks and

audiences

This relationship between the artist, artwork and audience can be configured as a triangle,
with eachelementpositioned at one of the threeipts, as can be seen kigure 20below.

This allows the relationship between the elemetisbe depicted, showgneach linked
separatelyd the other butvith the bodyat the centre, linking them all togeth&he artist is
locatedat the top of the triangle because she/he conc&ivaad makeshe artworks. $e is
alsoactively conneted to the models whose bodieppeaiin the artworks, as well as the

audiences as they vietlwe bodies of the models in the artworks.
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Artist

Body

Artwork/Model Audience

Figure20: Relationship between Artist, Artwork/Model, Audience and Body

In my case theelationships | developed with models through our proximity to each other in
the studio was one of emsity As | outlined inChapter Threghe models experienced

strong feelings about thallude bodies during the photographic sessions, including shame,
and were also concerned abbotv their bodies would be seen by audiencesad

implicated with the modes experiences atsb participated in the experience of the audience
as theythe audiencearticipated in witnessing the bodies of thnodels in thgalleries. The

a u di eembodiédsesponses also included a range of feelings from strong identification,
to pleasure, distés and indifference. fie body was the focal point fah the intimate

encounters betweartist, artwork, model and audiences.
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5.2 Risky viewing

Adopting such an approaclpresentsboth a risk to artist and viewemas well as a
responsibility of artist to viewer. At a general levehad been a creator of intimatyough
my choice of subjects and relationships to thamg had generated the possibility tbé
development o€loseness between myself and my subjedtavell as creating the possibility

for both artist and viewer A dBennétte200bg3) a spect

For an artist working in such a personal sphdere is a certain degree of ritkking
involved, as the interactions with the subjects rely not only on building relationships of trust
but also on personal disclosures. Bayliss and Orland identified the need of some artists for

intimacy, explaininghat:

Some people who make art are driven by inspiration, others by provocation,
still others by desperation. Artmaking grants access to worlds that may be
dangerous, sacred, forbidden, seductive, or all of the above. It grants access
to worlds you may dterwise never fully engage. It may in fact be the
engagemerit not the art that you seek1993:108)
It is important to acknowledge the part the camera had played as a strategic device in the
creation of intimateengagement with oneself and othErfor photographers such Bsane
Arbus, Nan Goldin and Robert Mapplethorpe, there was a strong element of thrill and
excitement about the possibility of intimate encounters between the artist and their
subject/models, @n if it included, or was dependent upon, certain-taging behaviours?

Going out on a limb by breaking tabooshdae both exciting and fearfuhs artist Jemima

Stehli put it

13 This has been widely identified by writers such as Susan S¢i8#g)Roland Barthe$1984)John Pultz
(1995)and Deborah Bright1998).
4 personal disclaimer, | only needed to offer my models cups of tea.
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|l think when youdbre making workgyou have
everyhingupi y o u ¢ a n 6 tFortpuma2907:87a f e
Driven by a desire for emotional intensity and feelings of connectednessptiwegraphic
artists not only sought to expose others, but in doing so, they committedh aofaself
exposure. They often put themselves in the padturough various forms of veiled or visible
selfportraiture where their subjectivity revealed feelings and emotions, and often exposed

them to an even greater degree than their subjects.

The ar texmdur@ san Beat ohce both cathartic and siradineing. In a similar way

to Gol din, Wil liam Yangol ama @amerd (which eperatagulr o d u c 1
within the genre of an olthshioned, familyslide show) combinedexualpolitics, history

and intimate relationships with revealing, personal stories. Yang admitted this was a
potentially shameful experience, when he sai
role of artist to expose themsele@robyn, 2005:108)l have been a member
audience and been carried away with emaotion, figanyself in tears of sympathy, but also

embarrassed and unsettled, as he revealed his poignant, private narratives.

Doyle (2008) proposed that a certaitype of emotional aesttie has emerged dr
contemporary artists whose works traverse the borders between the intimadbject and

the beautiful. h such a situatigrDoyle claims that

The artist offers him or herself up to the audience, and invites us to
experience the wkras not only autobiographical in terms of the artist, but
relationali soliciting a personal, emotional, and narcissistiestment from

the spectatof2008:5)

15 This performance wasiewn at the Seymow@entre, Sydney in January 2012.

69



Some artists have gone to what seem like extremes in order to create intense emotions for
audiences. One example isrfprmance artist Franko, Bvho took the concept of risk and
exposure tanew levelswhen he used his bleeding body to paint canvasesglnyfritualised

public acts of intimacy, which generated a high degree of tension between the abject and
affective feelings in audiences. His stated
to provoke the viewer to reconsider our collective usidedings of beauty and suffering

(B, 2001) He also inscribed his body with layers of texts, tattooed syithbols of love and

slogans that refeedto his intimate relationships

The intensity of emotion, materiality and theatrics that FeaBlemployeccommunicatd an
evocative corporeality, which audiences fod irresistible. As David Thorp2011)
comment ed, Franko B has the ability to dtra

through the emimaticlanguage he has creaéd@011:9)

This form of radical intimacysdescr i baésavhethesnof risko and
scholars and art critics who question the way extreme performance artists such aBFrank

Stel arc and Ron At hey del i berately p,r ovoke
exposing their discomfort in publ{®oyle, 2008) As Bennett(2005:23)has pointed out, live
performance art has a |l ong history of engadg
components of a dynamic between the artwork andstpee ct at or 0. She expl

viewerssee sensation, it induces feelings and audiences are:

... experiencing a tension between an affective encounter with a real body in
pain and an encounter with the body as image or ground of representation
(Bennett, 2005:38)
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In performance art of this nature, the immediate experience is prioritised as an affective
encounter that represents both the emotional state of the performer and crosses a boundary by

shifting that emotion onto the audience.

| alsotook risks in my elationships with models by revealing myself to them and allowing
the possibility of a shared space of intimacy to form. It was a private exchange between us,
through a series of carefully negotiated steps which involved trust and consent. Artist Janine

Antoni also had a similar attitude when working intimately with others,

Il think whatdos I mportant about that is t
ot her . And my hope is that you as a Vviev
what a portrait i§ a way of geihg closetat he per son that ités

(2007)

These kinds of artworks (including my own) are not difficulimatch but they carry with

them a certain emotional demand on the audience, through their subject matter and affective
presentations, which make them risky viewing. They are not simply art made for passive or
pleasurable viewing; rather they ask of tiewersthat they enter int@n fii nt err oga
relationship with the self and the (Muntpcesse:
2008) This sort of challengmay evoke spectator anxidiyt, from my perspective at least, it

is offered with respect for my audiences and the real hope they witheetat some level of

cognition, feeling (and humouandthe opportunity for authentic intimacy.
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5.3 Art galleries as intimate paces

Figure21: Ella Dreyfus,Scumbagexhibitionat Stills Gallery 2008

Doyle (2008) points out thatn contemporary arthe presence of the viewer hassumed

more importance, and there has been an increasing focus on the emotions that are likely to be
experienced byi t maody presence of the spectatan museums and gallerie$his has

been examined bgocial semioticiarMaree Stenglinin a semiotic reading of the spaces we

live in. She describethe way meaning is constructed by the organization of space, and was
concermed with how emotions change depending on whether the feeling of the space is one of
security or insecurity. She identified space
two spatial extremes[oo Boundor Too UnboundStenglin, 2009aand she introduces the

concepts of binding and bonding. Binding is concerned with the relationship between
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emotions and spaces; bonding is about how space helps interaction, specifically, solidarity

and affiliation between peop(€009b)

Stenglin explains he ways three di mensional Spaces ar ¢
and t hé®apdhow interpersonal relationships shift withirese spaces. Sheeth

applies thigo the way audiences experience art galleries

In a gallery or museum, visitors need to feel welcomed by not only the architectural
environment, but also by their passage into the social, communal and emotional spaces that
are required forsuccessful viewing experiences. The considered use of design, furniture,
lighting, seating, sound, temperature and colour in art galleries can play a great part in how
an artwork is experienced by audiences. As a shared experience, these factorscivhieffe

way feelings emerge amongst groups of viewers as they move through the space.
Incidentally, viewers at exhibitions can sometimes be so confronted by art that they suffer
from overwhelming sensations which may leave them feeling shocked and shamefull
exposed. Thi s experience has often beéamforttef err ec
2010)following the experiences of a French writer Matenri Boyle (known as Stendhal)

in the 19" Century who observed his own overwhelming bodily sensationgatiahs and

emotional agitation after prolonged exposure to Italian artworks and monuments.

Revealing strong emotions in public is more acceptable today than in previous generations
(Gerhardt, 2004)But when a person expences waves of any form of emotion passing
through the body, it may cause discomfort and-setfsciousness, especially if withessed by

others, and particularly by strangeffiuswhen a viewer is brought into contact with their

YFoll owing Hallds theory of Proxemics (1966)
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feelingsinan artgalleryt shapes the dynamics of the con

intentions the artworks and the audience. As Bennett also attested:

Seeing sensation for an audience surely entails feeling or, at the very least,
experiencing a tension between an affective encounter with a real body in
pain and an encounter with the body as image or ground of representation
(2005:38)

Viewers have a range of responses, for examplBeasett noteda woman she knows has
physical condition that affecther ability to feel sensams on her skin. The woman

commented on her own experience of viewing art exhibitions, that

You need to éel to see images...and in particular you need to feel to know
that what is visibly occurring before you is not adfuappening to your
own body(Bennett, 2005:42)

Anotherexample of a visitor expressing strofegelings was made at my exhibitidge and

Consent Shewrote that:

| was captivated by the strength, sensuality and dignity of the older body,

somet hing | coul dnodt have anticipated, é
contrasting i mages of Oweaknessod or st e
vibrancy and spirit of thse generous women leapt from the video. | am

humbled to be able toetv the imagegBurrell, 1999)

Galleries are conscious of their resporigibto provide a sense of place, of comfort and ease
of access for vi eareaadt gsdallyplacethas allowéor, thebxpressidnh e y
of strong emotions, andsitors can often feel intimidated by the authoritative tone of an art
institution (Woltman, 1993) Galleries can even lift people out of their everyday lives, as

Mark Alice Durant commest
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It was one of thoseare encountersn a gallery setting in which | had the

overwhelming experience of total immersion, of leaving the everydayness of

my world and giving myself over.(Durant, 1996 my italics)
On the othehand, he often staid, silent formality of the museum or art gallery may suppress
peopl ebs af f e cpedatoes can find it difficatrioscopa witth thesir feelings in
publ i c. Yet , according to Stenglfespacesnars e ums

exploring u(R09%:27&) and cre als® a possibly unique and protected

environment for challenging audiences.

At the artgalleries where | held my exhibitions was moved by witnessingudiences in
emotional statesf excitement, disgust, joy, grief and evimars. | wanted to acknowledge
their public expression of emotion by sharing, listening and empathidZing kind of

understanding idescribed by Gerhardt as:

... the essencef @motional regulation: someomesponding to what is actually
happening inthe moment, processing feelings with you. it involves a
recognition of the psychological self, the thinking and feelirig(2004:197)
My artwork produced intense affect in audiendesas not only responsie for activating
the feelings as | had made the artwork, butad also facilitated and encouraged the
expression of emotion by providing the space for it to be enactedniidging well placeme
in the role of otenablesithe ls@jectvtd tarticalaes his owler own
e X p e r i(Bemmette 2005:31)Just as Spence and Martin had provided each other with
permissiono release deep feelings in private places, my artwork offered viewers a different,
but nevertheless, affective experiendantimate engagement with themselvegemplified
byonevi ewer 6s comment that , n. . . iognvery muahn 6t v i

aware of onesdif(Carter, 1999)
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Some theorists havarticulatedan aesthetic strategy of contemporary art whereby artists
deliberately provoke audiences into troubled affective and embodied states. Jennifer Doyle
forexamplej denti fied this as an ndneffect of I ntir
Emin, after fdi ng her sel f Ainterpol ated by the wor

feeling both funconi@002rlt4dpabl e and exhil aratedo

However, Doyle finds this kind of work inappropriate for the museum environment as it
demands too much emoti@nnvestment from the audien(2002) | disagree with this view

as Ihavefound the gallery space to be an especially useful environment for the exploration of
the personal interplay betweenrtist, art and audience, and the creation of an intimate
aesthetic. Within the confines of a formal exhibition space the recognition of the arousal of

strong feelings could be unsettling, productive and affective, for any viewer.

In art galleries, jushs at the theatre or dance events, intimacy can have a number of different
applications. As Stenglif2009b) notes these carbe influencedin an art galleryby the

formation of space in the room, and whether it is welcoming or alienating; the interpersonal
spacethat attends to the way people behave and interact with others; and the theoretical or
cognitive spacéhatcan be induced by artworks. A further interpretation proposed by Garcia

is that intimacy can be fian expanesioal oWwomineg
(2007:7) to which Stenglin added, that, when experienced in a secure environment, such as

an art gallery, intimacganbu | d As ol i daroi200pb:2a&) d af fi |l i ati on
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5.4 Social and relational ewcounters

As | have described above, thesea strong participatory aspdct my exhibitions, which
enableghe provision of a convivial social environment and affiliation in the gallery setting.
This relational behaviour bears some similarities to an art form known as participatory art,
which refes to art that is concerned with the discursive and social nature of both the making
and the viewing of ar{Foster in Bishop, 2006) In this at form, the social dimensiorsi
prioritised, aspeople affiliate momentarily, governed by such aspects as the kind of artworks
being viewed, the degree of participation required of the audience and the frameworks of

sociability that is propose@ourriaud, 2002)

The contemporary artworks identified by NichoBs ur r i a umnhloagsthetie | at i o
(2002) andLar@ang Lar s en 6 s(1999were mdtivaieeby thieesntain ¢
points of i nterest ARactivati on; aut hor shi p;

drawn from the writings of Guy Debord, -founder of the Situationist International

in the 1960s. The call for spectators to p
postmaler n ruptur e, one of &éblurring the border
of popul ar cultureo and was a critical forr

tension of diffee nt a e st h @anciare, 200418%5)t i ¢ s 0

In such brms, unpredictability and ristaking arelikely, as atists working in this genre use
live situations and the general public as their raw materials. The trajectory of participatory art
has been weltritiqued by Bishop, Foster and others, and in some respects, my work

employed similar rationales, yet the differences are marked by thesehteamotional,
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physical and subjective dimensoembedded in my work, where an alternative aesthetic

emerged.

This aesthetic developed through my intuitive and enthusiastic practice of engaging in
stimulating conversations with spectators. | assumedptisgion during the exhibitions, as

an Oiaresstlenced, where | was av aihltoagbthese f or
authentic encounters of intimacy. | encouraged viewers to express their feelings and thoughts
by writing iommenth lrooksThese boaks wedte useful as primary source
material for the research and have also shown the powerful and affective emotional, social
and political impact my work had on viewekldeeting people at the exhibitions for informal
communication ws a high point of my practice, not only for the purposes of gaining
feedback about the work, but as an integral parreéting anintimate connection in the
semipublic, semiprivate gallery settings. This bears some similarity to the experience of
intimacy and slidarity felt by dancergGarcia, 2007) These exhibitions wer¢herefore

places of socialization, connection and discovery,@rorm toHuyghe §2006)idea that

the discussions about an exhibition can become an important part of a.project

While the verbal and social exchandgetweemmyself and the viewensere fundamental to

the formation of the collective bonds, of even greater significance was the recognition of
affective encounters which brought audiences into a deeper sense of themselves, their bodies
and their emotions. Theskegerlevels ofengagementngendered moments of intimacy that

could benonverbal and selfeflective, or promote communication with othewy practice

thus developed towards this new mode of working where audiences would encounter art as
not only a relatinal, participatory or social aesthetic, but more importantly, as an embodied

and intimate aesthetic.
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5.5 The embodied pectator

When an artist successfully overrides the -selisciousness and the
inhibitions that settle on us in places like galleries eladsrooms, it comes
as a shock finding ourselves o r whel med wi t hfindmg t ual emot
ourselves crying, laughing, afraid,i sgust ed, a cao laaseeud |, outrage
feeling a bit nakedDoyle, 20@).
My earlier knowledge and understandiofyembodied audience subjectivity broadened to
encompass how the viewer felt, throughthe t i st 6s medi ati on, about
emotional states througtirect engagement with the artworkhis concords with what
Spence notechbouth ow fistrong emoti ons are i1involved
Vi ewers to have acanaosttheéirowndspbedtivgld98:068)Thef or mat

artworks might activate emotion and cause the viewer to thinktahemselvesand then

experience feelings in their bodihis process is explained by Gerhardt

Cognitive processes elaborate emotional pseEssbut could not exist

without them. The brain constructs representations of internal bodily states,

links them to other stored representations, and then signals back to the body

in a process of internal feedback, which may then trigger off furtherybodil

feelings in a cyclical proce$2004:6)
As viewers encountered the work, it seemed that the site of activity and anxiety could shift
from the artwork to the viewer, through their act of looking, understanding and feHliisg.
is a kind of transaction which is finely balanced between being &dike and passive
(Fortnum, 2004petween artwork and spectator. This not only impied the cognitiveind
emotional state of the viewegets disturbed, but it wouldalso seem to suggest that art

encountescan merge he arti stodos percepti adnowodensédie sub

selfi mage with. the vieweros
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The importance of thehythmic motion flom artwork tot h e v iminey @emodians and

body, further expandsupon thethreeway relationship between the artist, subject and
audiences as described earliefFigure 20(page 67. This additional shiftbecame the key

that unlocked the development, for me, of a new visual language to speak about the body. It
generated an aesthetiwough whichthe interplay ofaffectiveencounters between the artist,

artwork and audience might resultnawaesthetic exgriences.

These affective encoters between the artist, artwork and audienceatsobe configured as

a triangle with the artist, artwork and audience each ocaupyhe three pointsas can be

seen inFigure 2 below. Similarly to Figure 20the artist ispositiored at the upper poinof

the triangl e t oimpodapae @s imitrator oft theeencauntédr ibetvieé@nsthe
artwork and audiere Also, like Figure 20 the two bottom points are occupied by artwork

and audience, representitige transactional nature of the exchange betwedhrakt.What is

different aboutFigure 21 s t hat the O6affective encounterd

triangle, to highlight its central role in the transaction between artist, artwork andaaudien
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Artist

Affective
, Encounter
Artwork & Audience

Figure22: Artist, Artwork, Audience and Affective Encounters

The triangle also hints at the inseparable nature of the experience or transaction, one which
Meskimmon(1998)n ot es makes tkhde 66kherowlkedgued 6amecome

the performative act of the artwork.

With this inseparable transaction in minidset out to devise an art encounter in which my
relationships would change from private encowswath individualsin the studioor gallery

to operate in outdoor space and manifest in real filyefirst artwork Weight and Sewould

be experienced byan anonymous audience of up to half a million members of the general

public, and take place in a vast outdoor arena.

The next chaptefocuses on this exhibition armhalysesow the transaction of the affective

encounter was expanded in my artwork.
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CHAPTER SIX: WEIGHT AND SEA

In the peculiar mutations of shame we can begin to understand that shame as

an affect can be alternatelypersensive, semiotically embodied, and yet

al so seep i1invisibly Iike a gas, sucked i
often without his awareness, experienced merely as a vague {syolatic

discomfort, hunched deportment, or sickly hab{tdsint, 2008:203)

How much do yoweigh? Does it really matter? People come in all shapes
and si zes,yto® much iisdnly a numbébreyfus, 2005:22)"

ella dreyfus

Figure23: Ella Dreyfus,Weight and Se&005 exhibition invitation

Y"This statement was printed in t heSculpturebydhe 8ea dendicat al o
whereWeight and Sewas shownAn additional statement about tleisr t wor k appeared in the
whichsaidii Thi s i nteractive scul pture is designed to highl

obsessions about body image and wedght.
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Weight and Se#&ook the form of an interactive, performative sculpture that operated in real

time andwas exhibitedat Tamarama Beach, Sydnag 2005, dur i ng Austral i ad
outdoor artexhibition Sculpture by the Sé. This event was a perfect lo@at for my

artwork and a great opportunity to test out this confrontational work, which was designed to

give the audience an enjoyable, thougidvoking and intimate experienegound the issue

of body weight

This artworkcomprised ofa structure thatauld weigh peoplend display their weighin

public. Given that one usually weights oneself privatelyeliberatelyset out to disrupthe

borders between private and public behaviolinss was compoundeoly conflatingthe role

of the subject and the spectator, minimizing the proximity between them and soliciting a
dialogue of intimateexchange with th@udience. Ta artwork presented forum to try out

the re-contextualisation of an everyday occurrenice a new concepial framework

Spectators were invited to participate in a communal encquartdrsuch encounters have

been described by Ranci re as -bijiaansupeapeceed of r e

rel at i(2049®Mi p o

6.1 Shameful exposures in public places

The strategy of challenging audiences donducting privatematters in public spaces has
been emplogd by various contemporary artists engaged with treading the fine line between
shame,ntimacy and representation, through deliberate exposure of audiences to their work.

For examplen Pat r i c kGlassiOuthaser(2008)as portable toilet was placed in

18 Sculpture by the Seia anannualevent held at Bondi and Tamaramaaches in Sydney, Australia. This
outdoor exhibition attracts around half a million people over three wedlaight and Seavas one of the
artworksexhibited from 320 November 2005
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different locations around the city. The toiletsere moulded from oneay reflective
Plexiglas, allowing brave participants to enter and uséoitet while looking outthrough the
oneway ghss although passeitsy could not see in. This contradictory and confronting work
revealed a private act in public and the potential for a shame res@msven though

passerby coul dndét see in, it felt |like they col

Figure24: Patrick Killoran,Glass Outhous&€003 mixed media.

Annetta Kapon is another example of an artist who invites audiences to participate
artworkswhere aesthetic proximity to the artwasks y mb o | i ¢ a | |-spcial@ecthee d t o
object and transform it (Kenmdk,00&2Ll)KaproBodrsf com
Scale (1991) was a minimalist work, which usedet common bathroom scale large

numbers, ira gallery environment and, in a similar veinteight and Seaised wry humour

to confront the prevalent obsession with body weight.
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Figure25: Annetta KaponFloor Scalg 1991 mixed media

I n Kaponds work the scales were | aid out
gallery floor, thus forcing the viewers to be weighed, but only if they walked into the gallery.

This set up an unavoidable tension between the objedigraae and the representation of

their weight. Kapon also took her lead from feminism and the embodied experience of

private, domestic experiences which brought audiences into direct proximity with the three

way relationshi p b e tfouadeobjecttandagepresergation.r s 6 body,

The involuntary exposure of peolpolexampleawmei ght

advertisement for a Fitness Figgtm in the Netherlands in 2008pncealech scale in a bus
stop seat. When people sat othigir weightwas broadcast on a large display screen, in the
hope thatublicly shaming thenwould make them joithe gym. The advertisement caused
an outcry of negativeesponsesas it was seem o vi ol ate peopl eds

humiliate them in publi¢?

9 The websiteThe F Word published comments such bg Melissa at Shadsville, who wrote that the
advertisema t  w.aa onfy fathating/shaming, but deeply hostile to the physically disabled, who have to
exchange their privacy and dignity for their basic comfort just to wait for@a(McCabe 2009).
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Figure26: Fitness First Bus Stop Advertisement, The Netherlands, 2009

A third artist, who challenges audiences with difficult emotions including shanStyuast
Ringholt In his recent work, titleéPreceded by a tour of ¢hshow by artist Stuart Ringhok 6

8pm (The artist will be naked. Those who wish to join the tour must also be naked. Adults
only ?° spectators were offered a rare opportunity to participate in a group bonding experience
of nudity whilst viewing artworks. Ais unusual and humorous situation was devised by
Ringholt following his workshops on embarrassment and anger at the Sydney Biennale
(2008), where hattempted to gain insight intoow fear nanifests in the body and how

debilitaing it can be.

2 This arteventtook place at the Museum of Contemporary Art, Sydney fro@@&pril 2012.
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Figure27: Stuart RingholtPreceded by a tour of the shdwy artist Stuart Ringholt-8pm
(The artist will be naked. Those who wish to join the tour must also be naked. Adulgdagly

In this recent performative piece the revelation of the nude body in a public space functions
as an affective and intimate encounter, designed to reduce the distancing that normally occurs
in formal institutional art spaces, and soften the barriers egidietween the triangular
relationship of artist, artwork and audience. It was throughkthd of triangular relationship

that my artwork Weight and Seavas able to explore ways to allow the body to become

visible and no longer silenced.
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6.2 Seeing kame

As mentioned,Weight and Sed ook a private indoor task 1
bat hroom scales 1 and inserted it into an
remained the same, but with the displacement or transfer from a private to aubécy p
environment, a new set of responses and reactions arose. Something very intimate was
revealed.The placement of the scales at a popular beach broke through the often secret,
ritualistic behaviour that sur ragngthid weighthe ac!
known to others andxposed audiences to a range of potential feelings and thoughts about

their relationships to their bodies.

Figure28: Ella Dreyfus,Weight and Se2005 wood, rubber, electronic scatmymputer, screen.
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Superficially, the workaddressed the wiekgpread obsession with personal body weight and

the anxiety caused by the pressure to reach unattainable archetypes of physical perfection,
thatcan affect many peoplternplsasised shaese as bdhuattangible r e
affectandasa process for working through the very experience of shahis.is supported

by Gaffneywho hasargued that the affect of sham@uldbea catalysbeyondshame, as well

a sa niechanism for thinking abbidentity, desire, embodiment, relationshgusd social

inclusion/exclusion (2008:xi).

Moreover,Weight and Seaet out to confront the taboo of looking at oth@speciallytheir
body size and shape. Generallyoking is not a taboo, as bedi throughbody language,
clothes, hairstyles and other fashions point todésire to beseen, noticed and approved.
Peoplemay or may notlress to avoi@r attractattention to varying degrees, and according to

culturally determined identificatienindeed we

... wear our identity as both a costume and a body, the former varied as

systems of presentation and the far more secret body thereby cloaked to

protect us from sham@®athanson in Munt, 2008:xiv)
It is commonlyconsidered shameful to peer at others and we are taught from an early age that
it is O6rude t o ofeenshameddy oui parents foc doing (Swogwick anel
Frank, 1995) Therdore onelooks, but not for toolong and thus develos furtive ways of

seeing without being seen, without causing shame to others, or bringing shame upon

ourselveqSedgwick and Frank, 1995)

Sedgwick and Frank maintain that we are unaware of the extremes this taboo is taken to, as
we quite naturally look at others every day. But, as they suggest, individuals are good at short

bursts of lookingbut generally cannot hold eye contact for long periods without turning
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away in discomfort, breaching the shame/int
mut ual |l ooking i s more stri (IgOBMT)InEeightandt han t
Sea | invited audiences to become implicated in a subtle exchange of 4izes®e looking.
Here they were not onlyaudt between the shame of looking, but alsthim shame of being
ashamed talo so. frther, when they were standing on the scales, they experienced the
shame of being looked at by strangdrsthis artwork, the taboo on intimate looking was
reinforced by lhe mutuality of the experience for audiendesitnum summarises this in the
following way:.
The artist seeks to set in place a number of possible viewing experiences,
through which the viewer will not passively uncover meaning, but will
activelyconstruc i nt er pr et ati ons. ...the artist s

the viewer, placing her at the centre of the work, attempting to enact
meaning through her egpence of the work2004:142)

Figure29: Ella Dreyfus,Weight and Sealamarama Beach, 2005
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6.3 From spectator toGpectated

By focussing on thembodied experienc&Veight and Sealaced content over form as a
conceptually basednulti-dimensional work of artAs a minimalist structure it combined a

roughly built, wooden platform, in which was hiddanindustriatstrengthscale linked via

wireless technology to hiddencomputer The computer was located in a nearby council

wor kerdés office and was fitted with extensi
emitting diode (LED) display board on the rooftop of the agffiwhich also housed the
Tamarama beach cafe. Thed wooden platform was deliberately constructecaimunder

finished way, which left a psychological space in which the viewer could assert their
subjectivity and, by inhabiting the work, creathsir onn meaning. It engaged their sensory
perceptions and emphasized the transformative possibilities for a participatory experience of

art.

When viewers stood on the platfariiey had towait and seefor the display oftheir
numerical weighto appear on thdigital screen, situated ampimately 20 metre away.The
bright red digital numerals wekmasilyvisible for 150 metres across Tamarama beach, from
headlandto headldn d own t o t hEe wok ;naduddi she olé af theelandscape,

seascape, dnwveather, and as a social and political performaihees carried out publicly.
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Figure30: Ella Dreyfus,Weight and Sealamarama Beach, 2005

In Weightand Sea he spectatorsd bodies and ethabti ons
activatel the work. Initially, the audience needed an intellectual understanding tdske

for, as Oakleyarguesficogni ti on i s (p98F21) Omcé thee mentali o n 0
understanding took place, it was quickly followed by a set skippte emotional responses

that could give viewers feelingsthin and about their bodiesThena number bchoices

opened up before them. Thed®oices appeared to be based on highly individual, personal
reactions to the artwork including a range of affective responses such as shyness,
embarrassment, interest, disinterest, enjoyment or a combination ofdbksgs.After they

made a decisiorthey would eithewalk past the artwork without engaging with it, pause to

watch others using,ibrjoin in and be weighethemselves
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The artwork was situated on a cement boardwalk which acted as a border baeveand,
grass and the pathways leading down to the beach, in a transitional zone where peaple move
from clothed tothe seminaked environment of the beach itselit was a border that
demarcated the line between dressed and undresseded@nd uncoved, body hidden and

body seen.

The platformwas also strategically placed near the Tamarama Beach café, where people
purchased and consumed food and drinks, which provided a further level of conceptualization
linking shame tdfood choicesand bodyweight. The café tables were separated from the
artwork on a higher level, enabling people to see others being weighed in pdiiist they

sat, watched, ate amilank.

As an ephemeral piece, it came into existence only when someone stepped upaiibotime pl
where the numbers came and went, and did n
someone got off the scales and the numerals returned to zero. The computer program was
designed to play with peopl ebds etugbeduogptaadt i ons
down in different formations bef oNumbersdn r est ¢
scales often assume a disproporti omreatdesn, power

and set a positive or negative tone to their day, eome cases, to their life.

Numbers would change quickly or very slowly, bouncing or climbing from highs to lows
before settling on the correct weight and flashing brightly. Following this, the screen went
blank, indicating to the participattiat the weghing was complete. At this poititey left the
platform, making way for the next person to have aAjopeak periodssuch as weekends

and early afternoons, queues formed as viewers waited to take their turn on the scales.
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Figure31: Ella Dreyfus,Weight and Sealamarama Beach, 2005

94



As eachpersonstepped onto the platform they became the centre of attention and the
meaning of the work wasactivated by them andipon their body. By spontaneously
participaing, they moved from spectatty the pivotal site obpectatedand simultaneously
occupied the positions dfoth subject and objecin a performative roleConsequentlyhe

axis of power and control shifted, and the conventional roles of subject/\weseconflated

and fused into one, abke viewer became the object, subject and obsaW¥é¢nemselves
Weight and Seanactecemotional affectivityas itwas felt in he mind as well as in the body

of the subject/viewer

Examples of body changesxperienced by the subject/viewaright include palpitations,
gui ckened breath, bl ushing, or Obutterflies
responses to feelings such as shame and embarrassment, which according t¢199R)ey

may seem similar, but are noetekame emotion

In Weight and Seashame coul be feltby the subjedviewer whentheir body weight was
reveal ed to themsel A strorsgerdotionseceudebseen bydotharnt i n g
viewersin the vicinity, which often numbered tens, hundredewnthousands of people.

Nothing was hidden, the body was fully seen, antthely felt inadequate, their shame was

palpable.

How safe was it for viewers to participate instvork? Without the relative anonymity and
comfort of the artistds studi o woiewertwhsdeftf or ma l
Unbound(Stenglin, 2009a)faceto-face withanydefensive strategies that might normally be
triggered to cover up any overwhelming feelings. In some cases, this artwork had the power

to propel the viewer into a stme reactionto be reminded of their failure tachieve the
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O6perfectdé body, of not | ooking good enough
short, too tall; the shame of onedewevedent i
not everyone dlt inadequatesome saw it as anotherrfio of gratifying public exposure

some were amusahd others were totally indiffererRe opl eds experiences
to shame are bound to be different and subject to their own individual histories, attitudes and

affective reactionsAs Sedgwickand Frankargue

... whether one experiences shame or distress or fear or enjoyment in a given

situation is in part a function of the relative weights and probabilities

assigned to different kinds of-put information(1995:165)
This admission of ntense personal shame, whi@pence and Martirf1995) suggest is
internalized as a form of negative selfage,is not something most people fimdmfortable
or are willing to admit, especially in front of strangevgeight and Sealso proffered a
therapeutic spacereatedby the artist/therapist from which thespectator/patient might
play and perform aspects of their own subjectivity. Phototherapgnethod which was
discussed in Chapter 4yas conducted in an environment of the utmost privacy as
collaborationbetween two people, one acting as plagent, the other as the therapiseded
strict privacy and confidentiality for emotioriisom unconscious to consciomsemories to
surface Weight and Sewas deliberately conceived to operate in the mostpnvate space
possible;the setting thusconveyed a sense of insecurity and emotional danger, yet, also
constructing a social place where communication and other relational exchanges between

spectators could occur.
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Figure32: Ella Dreyfus,Weight and Sealamarama Bes, 2005

Because of this aspect of performativity involving the audience as both subject and viewer, i
Weight and Sethe artist no longer controlled the outcome. Whilst | was responsible for the
concept and construction of the work, | relinquished my usertralfunctionas directoand
responsibility forcompleting the worlshifted to thesubject | was responsibléor offering
audiences hte possibility of activatinghe work by toosing to participat®f their own

volition. Furthermore, this new dynamic removed my earlier problematic of objectifying the
photographic models and my f Rudihgithe gnsis oo the s h a mi
viewer to make the decision to expose themselves was a liberating solution to what had

become a persistentgislem in my photographic work.
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Figure33.andFigure34: Ella Dreyfus,Weight and Searamarama Beach, 2005
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6.4 Voyeurs of dlame

As viewers gathered around the platfdrnro wat ch t he subj ecthewi ewer

became voyewr conversely, they may have experienced a shianmeiliation affect of
looking at, then looking away from, the person on the scale, who was experiencing their own
reactions of shame, pleasure, contempt or indifference in this display of their body. Sedgwick

and Adam succinctly describéuis dynamic, whetgy:

The humiliated one under these conditions still wishes to look at the other

with interest or enjoyment, and to be looked upon with interest or enjoyment

in a relationship of mutuality. It is just this tension between the positive

affect and thdneightenedegative awareness tife face of the self that gives

the experience of humiliation its peculiar poignancy. In this case the residual

positive wish is not only to look at the other rather than to look down, but to

have the other look with interest or emagnt rather than with derision

(1995:138)
As passing spectators paused to watch others interacting\Meitiht and Seat, was possible
to see waves of emotion pass through themth faces flushed, they stared, whispered,
giggled or looked embarrassehd seemetb move quickly away. Some bowed their heads
in shame as though they had secrets to hedejpounding their gxession of shame by

expressing it through both their facial expression and their bodily move®eagwick and

Frank, 1995)

For the spectatothe work called atterdn to something that may have been a source of great
shame, or perhaps indifference, pride or joy, but in any case, would have normally remained
a secretAnd, asProbyn(2005)arguesshamemakes people want to cover themselves, hide

or disappar,even though there may be no place to hide.
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One feeling that stood out wahat manifesteds a6 s q u Benmet argues that the squirm
is evidence of both feeling and knowirtg005) This kind of affective encounter, as an
aesthetic experience, cannot be reduced to

register subjective processes that exceed our ¢agacit o r e p(Benrsei, 8005:28)h e mo
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6.5 Surveillance of the ®lIf

Feelings of inadequacy in failingp attain physical perfection areielled by anxieties
generated withirtontemporarysociety. The desire to control body weight is driven by a fear

of exclusion froomormal life as | discussed in Chapter ThréeWestern cultureve fearfat
peopleand see them as ug(iMcDonald, 2001) Ownership of a thin and fit body bestows
credibility andrepresentself-discipline,and a sekrighteous morality which gets converted

i n tapasdpa to social and cultural powe(McDonald, 2001:2)However to maintain this

position requires great degree of control and séi$cipline from the individualExerting

control over the body can bring rewards, approval and success, including, as was apparent at
Tamar ama Beach, an opportunity to shaeew off
This is one of the reasons that this particularcbka i n Sydney éswasEaast er n
suitable location fokWeight and Sea&known to locals a&lamaramabeach itrepresents the
guintessentiaAustralian beach culture; home to a fierce competition that takes place every
summer when the beach is transformed into a theatre, and a fashionable market place for the

par ad epedett(and mperféctb odi e s 6.

The beach is a place of leisuget asWeight and Seatended to reveal, the beach is also a

place oftension where acute performance anxiety about the body can be experienced and
felt. WeightandSeaapped i nto the various O6gazesd6 and
identitesther eby construing a gradc@mead d995:1660 ncons
Theorists Donald Winnicott and Mieh Foucault eaclargued thatgazes can b#ving or

benevoént, but are also oftenintrusive and surveilling(Spence, 1995:167)Foucault
(1977Yyecognized the staiemposed practices that fbormtoce our

rigid standards of discipline, including the high degree ofesedimination and setleproach.
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He argued that institutional rules condemn us to become the ruthless guardians of our own
identities and we apply strict surveillance techniques topbysical selves, monitoring our

behaviour, appearance and movemeamsight and Setapped into this sefurveillance.

Earlier feminist writers Susan Bartk¢1988) and Susan Bord¢1995) expanded upon
Foucaul t 0s, conbluiag thad these diiplinary practices exaextraordinary

pressure on women tooweform to and perfom the aesthetic regimes of womanhood and

beauty Bordo(1995)r ei nt er pr et ed the sl o ¢GhernindglO8ijgs t yr an
alluding to thesense of failure that occurs when women are shamed or humiliated for their

| ack of success in meeting s ocWhieetBprdosandst and a
Bartky argue the case for womdtlizabeth GrosZ1994)maintains that mn are not exempt

from the seHproduction, observation and surveillance that women undergo.

Figure35: Ella Dreyfus,Weight and Sealamarama Beach, 2005
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The focts on weight and body image betsag fundamental fear @xclusion, of not fitting

in, of being either too big or too small to pass in normative social conditions. It runs the risk
of verging too close to the territory of abjection, where the body becomes repulsive, filling
one with horror and shamm other wads, it is intimately tied up with our sense of self and
our individual subjectivit O'Flynn, 2004) Not surprisingly, body weight becomes a secret,

often known only to onesel& doctor or personal trainer.

64 |

Figure36: Ella Dreyfus,Weight and Sed amarama Beach, 2005

In Weight and Seaactive participantsconfronted their own subjectivity about the size and

weight of their bodiesvhichp | ay ed on f e arbgcawdheirbveightwguldibe ut e d o
revealed to themselves and strangers. The artwork did ngiruste this informationin

order to humiliate rather i t was a fnddel i bemcautage apdiercesarc at i o
recognizing their own resistances Spence and Martialsodid in Phototherapy.Although

many viewers appeared to expede negative affecas they stood on the scalehers
seemedpleased with themselves when the numbers appeared on the screen, taking great

pleasure in being looked at and being seen to be in control of their bodies.

The double concept ofiewer as performeand artist as performerconstituted one of the

main objectives of this artworkVeight and Seaot only functioned to deliberately disrupt
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the borders between private and public behaviours for spectators, it also challenged my

feelings about control of the body aclthllenge me to revedhiddenaspects of myself.
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6.6 Performativity and play

Whilst addressing issues of visibility and theseen in others through photography, | had for
the most part, buried my own shame. Consequehity artworkallowed my body image
anxiety and discomfort to emerge, exposing and enacting a cathartic breakdowergf a
personal tabacAs part of themethodologyof Weight and Sed was weighed on the scales
hundreds of times. With each weigh my shame respoasand embarrassment decreased,
and at the conclusion of the exhibition | had completely overcome any need to hide my
weight (which is not to say | was satisfied or accepted it, although | lost 2ditrsthe
duration of the exhibition When |engaged asubject/viewer irthe artwork | alsolet the
audience see into a very intimate part of myselfommitted an act of setevelation
performing my subjectivity,shaing private knowledge in publicand engaging and
empathizing withthe audience Within the work | executed a multitude of roles including
artist, hostessphotographersubject and onlookeand performing all these roles gave rise to

a range of emotions, including shame

Figure37: Ella Dreyfus,Ella on the sdas,Weight and Sealamarama Beach, 2005
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At various intervals throughout the exhibitjdnentered the work in a perfomative rdig
inserting myselfin the guise of a gam&how hostess. Dressed in an outfit that matched the
colour of the platform, | chatted, connected aneigled audience membets participate in

the artwork in a performance thabecame a pleasurable, humorous compoménthe
artwork The performativeelement was not preeditated or part of the original design;
rather, it evolved spontaneously during the making of the warkome respectst was a
continuation of my earlier practice ofldol ng oO6r esi denced6 i nltook e

theidea further by appearing as a costumed character and public persona.

Figure38: Ella Dreyfus,Ella as hostes§Yeight and Sealamarama Beach, 2005
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At other times | reverted to an anonymous position as observephantdgrapher, where |
watched and recorded the audienceds respons
range of responses as they moved through the spgesforming withartwork, in an

improvised manner.

Humour played anntended andequally inportantpart. Asaudiencedaced their shame,
insecurities and embarrassment in front of otHatgyhter became a release valestrategic
device to Abring spectators into an unfamil
across cultural differense, (Meskimmon, 208:47)or,t o Al augh off o thei
(Knight, 2012) In the case oWeight and Seaaudience communicated across the ramge

their physical differences.

There was a deliberate sense of playfulnasthe appearance and actions of the hostess,
where humour was used not only to diffuse tension but toldedigd entertain audiences. As
individuds understood théun inherent in these activitieshey wanted to play the game.
Importantly, the work made a&laim for personal empowerment of the particigahthey

were willing to reveal their weight and thus frimselves, if only momentariljrom the

grip of body obsessiomhis interplay of play as satisfying and risky is articulated by Rosy
Martin (2001) In writing of the performative body in Phototherapy, Martin notes the
importance of play to renact troubling scenes, try different roles, and explore desires and
fear s. She refer s asesseWially being abaut thée srusttbétweeerr, ig o f
the first instance, a mother and baby, and later as a form of intense credthaty.
photographic documentatioof Weight and Seahows adults and childrers dhey played

with the artwork and invested their energies by linking with each other to eveateg and

meaningful experiencédsmanaging both pleasurable/playful and uncomfortable affect.
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In Weight and Seahe boundaries between objeand representation coalesdedhe bodily
presence of the viewers, transforming them into living sculptdigis experiencecreated a

tension between the proximity of the intimate, private, domestic activity and the open, public,

performance space.
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6.7 A personal interface

Weight and Seavas an interactive art wottkat provided apersonalinterface Thedisplay
screen changed ac c oweidhtamndthusfunctiandgdeo cieatggrsonal d u al 6
meaning, as it was actualibout the subject/viewer themselviesom themanythousands of
people who comprised the audience, to the partidaidividual, being weighedbecame

highly personalised in one swift act of revealimgiimate private piece of informatian

Weight andSeaconstructed live social element that positioned the viewer -seifsciously,

in the workso thatt hey b ecame a complex andnbobidedspatiahintefactian
(Meskimmon, 2003:3)The artwork was in a constant state of chamg@ew people arrived,

took part in the workand others left;thus conpleting it momentarilyThis has been called

6ambi ent affiliationd and refers to the wa\)
encounter(Zappavigna, 2011\While the workoperated in real timat was never fixed in

time, shifting with the weather conditions, crowds and audeesc6 i nt er est and i

Their physical participation activated the wonkjile they became the wark

Figure39 andFigure40: Ella Dreyfus,Weight and Sealramarama Beach, 2005
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Theconcept of thehreeway relationship between the artist, artwork and audianderwent
further developmenn Weight and SeaThis development concerns the affective encounter
that occurred when the experience of intimacy between the artist, artwork and audience were
co-joined through the revelation of body shame in pulEcan be seemiFigure41 below,

this progression isanfigured by another trianghich helps todepicthow the emotion of
shamewas shared by the artist with the audience and particularly with viewers who put
themselves into the artwolly becoming the subjectSimilarly to the triangles ifrigure 20

(page 67) and Figure 22 (page 81he triangle irFigure 41washas the artist at thep, with

the audience at the bottom right. While the artwork is still at the bottom left, it is not
conflated with the subject, as Weight and Seahese merged to becormgertwined as the
subject entered and engaged with the artwork. In the cehtiee triangle is the emotion
shamewhich is what is seen to unitke artist with the audience and the subject/artwork. But
as can be seen kigure4l, the vehictis intimacyd that is, intimacy enables the mutuality

between audience, subject/artwork and artist.

Artist

\ )
Audience

Artwork/Subject—

Figure41: Artist, Artwork/Subject, Audience, Shame and Intimacy
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Thus, by experiencingthe artwork intimacy could becane a conduit for an affective
aesthetic of embodiment, where the affect of shavmald befelt. Such a somatic encounter
produced thought, emotion and feeling in the audience. Importantly, the activation of affect
is not, as Benne{R005)pointsout, an endhn itself, but preferably it is a proceks inspiring

new thoughts about the issue being raised by the artwork. In this case, the artwork brings
about the disruption of private acts in public spaces, the questioning of cultural norms and
ideals and thdeeling of shame brought about by being subjected to these norms, whilst

engendering an aesthetic of intimacy.

Figure42: Ella Dreyfus,Weight and Sealamarama Beach, 2005
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Weight and Seased many different elements and modalities of knowing, from the textual or
numerical, to the physicathe cognitive andthe emotional, all operating to create a-co

existing dialoguebetween themin the rich interplayof intimacy between the participants,

their bodiesand emotional reactions, the numbers on the screen were rendered strangely
disembodiedand thismerged into an abstract form of representattbns in some sense,

removing the presence of the individualized, peattiody. The screend6s numer

took the place of the camera, representing an alternative portrait of the participants.

My awareessof the b o displécemengrew more interesting ahe exhibition period
continued, and led ta further conceptuahift in my desigrs for future artworks It served to
constitute a new form of affective resonance whereby language and text, rather than bodies,
would be foregrounded as the primary tool of collaboration, communication, cognition and
intimacy. This was apassagewayo an innovative, expanded methodoldgy the second
artwork of my PhD researchScumbag involving a deeper level of enquiry into shame,
intimacy and the unspoken language of emotional trawsaexperienced in privacy of

domestic space3his artwork is described and analysed in the following chapter.
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CHAPTER SEVEN: SCUMBAG*

Figure43: Ella Dreyfus,Scumbag2008 Chromogenic print.

Pain effectively becomes visible through the structuring of proximal
relationships between bodies within a designated space... The spectator must
make sense of the space... who are the people that occupy this space on terms
that make it appear this way2o whom does spadeelthis way?(Kennedy
and Bennett, 2003:177)
Personal testimony as a source for art is an important legacy oénfigidt movement,
enabling an exploration of strong emotional con{éintpard, 1976) In the second series of

artworks which are the focus olis chaptermy concerns are oemotional trauma and

domestic violations and the way they linger in the atmosphere, embodying and inhabiting the

2L sections of this chapter were presented at the-Dismiplinary.Net § Global ConferenceYiolence and the
Contexts of HostilityBudapest, Hungary, 2009.
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specific locations in which they occun particular,Scumbagexplores and articulates the
often unspoken, unacknowledged and painful feelihgsoccur in familial relationships, and

it is my attempt to articulate the unspeakabtbe feelings, language and shame of domestic
conflicts. This constitutes a further shift in my art practice where disembodiment comes to

the fore of the work.

The notion of revealing or uncovering the hidden is of paramount importance to my art
practice andmy understanding ohow an artwork reveals and reflects upon intimate and
hidden aspects of human physical, social and emotional conditioBsumbagthe borers
between the public and private spheres are deliberately disrupted, using larspeatfe

locations and text as tools of mediation.

The source of inspiration for the artwdBicumbagcame from some highlgharged personal
experiences and the desieltreak the silence and shame that surrounded them. In 2003 my
immediate family experienced a traatic rupture when my marriaggissolved and the
family separated. | was estranged from my home and children and surfitereztfeelings of
isolation, shamend despair. In 2005 my family fortunately reconciled esghitedwhich
started the long healing process of returning to a place of emotionabeusdj and shared

intimacy.
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7.1 Representing trauma in art

Art has been an effective medithroughwhich to give voice to the complex emotions and
memories that relate to the real or perceieggerience of family traumaasnd the shame
these may engendefurther, he act of unveiling the intimate and hidden has a toadit

within contemporary artworiBradley et al., 2001)

There exist certain monitored boundaries of representation, such as the sexual and emotional
abuse of children and domestic violatipasd artists who challenge them may invoke social
penalties and a sense of unease for audiéAd¢éswever, in the representation of traumatic
memories or eventsontemporary art ianappropriate a medium for society to engagsh,

think about, represemnd communicate the experience of traand shamé¢Bradley et al.,

2001)

Transgressive art that questions the assumptions and stsdaacietyplaces the viewsr

in an uncomfortable position, as they are caught between the voyeuristic pleasures of being
privy to anotherds personal pai n, and the poc
bring. Whenan audiencés surroundedvith visual imagenthatevokest he oO6unment i onaé

even if nothing explicit is seen, strong affective responses may be triggeratim 2004)

Some artists, who have fgmunded the deeply personal in their wdnkve engendered

their own unique visual languagéth which to convey intimate, private experiences as well

22| encountered certain difficulties in the exhibition of my series of photographs of younyidgs Twelves
which led to some images being censored and removed from circulation. This incident took place prior to the
furore over Bil |ofydmgEeople éesulting m bexhobdionbemdriosed by police and
artworksremoved in 2008. Thiesulted in widespread debate on ceslsigr, pornography and obscenity (Marr
2008). Since then new protocokgarding the appropriate use of childremitworks wergpropogd by the

Australia Council for the Arts and the National Association for the Visual Arts.
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as more universal themes of trauma. Artists such as Louise Bourgeois, Tracey Moffat and
Jane Orleman have each endeavoured totfienl own language with which to communicate
affect and sensatiorwhich ha expanded our capacity for engaging with represem,
attempting to register the impaait traumatic memory(Bennett, 2005:2)or shame memory

which is a memory thican evoke a physical imprimtf a traumatic experiencgelbo,
1995:xiv). These #istsdengagement with psychic and bodily memories that reveal intimate

aspects of the sedfmbed thenmn the framework of an aesthetic of intimacy.

Bourgeois, Moffat and Orlemameference the body in emotionally charged waysating an

affective enconter that grants agency to the experience of the audi®vicen the visual

language of the artwork cohabits with affective sensations on the body of the viewer they are
implicated as witnessedzor example, ri the group exhibitionTraum&® a range of
contemporary artists offered representations of traumatic events using a combination of
verbal and visual means to describe the impact of different types of trauma, at both the
individual and the collective levels. The curators of the exhibiiwessed the importance of

the ways artists respond to traumatic event
think about the events they describe, an Im
(Bradley et al.,, 2001) This explorabn of the juncture of bodily and emotional
communication between the spectator and the artwork is also one of the key components of

the exhibitionScumbag

Janet Marstine has argued that the boundaries of emotionally explosive subjects such as the
sexualabuse of children are difficult terrain.

represented? Can it be represented at all? Is the art of trauma an oxymiargtine,

% The exhibitionTraumawas exhibited at the Hayward Gallery, London in 2001
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2002:631) Marstine refers to the pogtiolocaust problematic of the aestheticization of
traumati c events t hrough Theodor Adornoods
impossible to write pdey after AuschwitZArato and Gebhardt, 1982)et there is no doubt

that atists still want to find waydo represent the traumatic and unspeakable horrors of
human experiencdhe taboos that surrounded the depiction of war atrocities have now been
broken, as the last two decades have shown. One exasriple landmark exhibition and
publication Mirroring Evil: Nazi Imagery/Recent Artield at the Jewish Museum in New

York in 2001. In this exhibition thirteen contemporary artists, most of whom were
descendants from families of both Nazi victi
the very idea of the Holocaust monumento anoq

behaviouro (Kleeblatt 2001) .

Artists such as Pam Skeltora Jewish woman of the peatorld War Two generatiorfpound

Athe pressure to reveal und ited foet a3 she das tiving s u p p |
with unspoken or ignored family traumé@Betterton, 2004) Her need to remember her

f ami | y édminfll exdediencesf the Holocaust was a powerful motivation for her art.

For painter Lubaina Himidyhose works are engaged wrtvealingor uncoveringa history

that is sometimes hidden neglectedHimid, 2004) the connections between the visual and

the remembed were critical. Her questidhat asks howeople escapfom dangerthat

occurs in a safe plag2004) becameamost pertinent when applied to the perceived safety of
children in domestic situations where abuse is pre3didinformed the methodologgf my

artworks inScumbg where my aim was to create imagery that did not merely reproduce

personal or historicalarrativesnor was my aim tdoe overtly sensational; rathéraimedto
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evoke and suggest the physical, psychological and emotional experience of shameful family

traumas®?

The reimagining or reworking of personal traumas by artists can have a thetiapaalue

which may enable an artist to perform a catharsis of their own situation. The artistsediscuss
hereare concerned with the representation of the private, unspoken and unseen in childhood
traumas, and use powerful visual languages of art tota#éc embody emotion, intimacy

and shame.

24 A personakxample of living with the silence of unspoken traarmeluded the loss afiy family members
who weremurdered by the Nazis in the gas chamblegsewup with a father and grandmother who were
unable to speak of their experiences as a Jewish family in Germany who survived the Holocaust.
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7.2 Raw Emotion and Catharsis

Louise Bourgeois is &ey example in the visual arts dfscoursesurrounding shame and
intimacy as she used the narrative of psyblugraphy to communicateffectively with
audiencesHer brilliant application of visually embodied strategiresculptures, installations
and drawingshas contributed significantly to the development of feminist theory and
aesthetic of intimacy. She states thdthelped her to resolve hawn personal feelings and
conflicts, as she endeavoured to give form to her emotidmatt, 2005) She wasalso

conscious of how her audiences @sged to her art, stating that:

My work disturbs people and nobody wants to be disturbed. They are not

fully aware of the effect my work has on them, but they kitas/disturbing

(Crone and Schaesberg, 1998:11)
B o ur g eoton ®fdemme maisdi o r owoman housedo, enabl ed F
visual representations of shameful traunfasther, sheecognisd that the body could be a
site where aggression and pain are located. Her sculptural work has been described as

emotionally cathartic and as @&aveenfhajjedressartdr y of

raw emotio® (MeyerThoss and Bourgeois, 1992:61)

% As a conceptiemme maisois oneofBour geoi s6 greatest contributions to
hi story of modern art 6a theory of the maternal subj
what Bourgeois hersleiltfy & eafmshearhearétf.ant astic rea
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Figure44: Louise Bourgeoisdremme Maison2005 felted fabric.

B o ur g eoeuvre depresents a combination of domestic, autobiogragli and
psychoanalytical spaceghich interrogated her anxieties and exposed them in p(iBdt

2002) The collection of works known abe Cells created a sense of claustrophobia in a
confined environment, reminiscent of traumatic domestic disturbaibtey alluded to the

scenes of her family histognd her attempt to come to terms with her troubled (¥aster,

2004) TheCellsmade ali si ons t o womeno6s bodies ,amdd t hei
were constructed in such a way adrnwite voyeuristic readings byiewers that evoked a
sense of being privy to the artistsd own m
Bourgeois as &uilder andto arguet h a t Af i g Cellaare houwsés yof, the tming,

through the childha memories they obviously housé002:184) The viewers are thus
witnesses and invited to enter into a space of intimacy, wherafactive and relational

encounter between the artist, viewer and artwork becomes possibdxample can be seen
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in the CellRed Room (Parentg$jigure 45in which a large double bed is surrounded by a

series of closed doors, creating a claustrophatidtimate matrimonial environment.

Figure45: Louise BourgeoifRed Room (Parents)994 wood, fabric, objects.

Hertext-based fabric worksuch agJntitled (I have been to hell and bagkP95) andSeven
in Bed (2001) employed emotionally powerful language to express traufiesr use of
genderedechniques of weaving and sewing contributed to the uncovering of unconscious

layers of shame and trauma, as Pollootes

These materials carry into an image hitherto wmgid or unspoken
possibilities of other organizations of meaning and subjectivity that also

®Prijior to Bourgeoisd death in 2010 she collaborated
drawings calleddo Not AbandonMe Emi n was quoted in the Art Newspaper
literally holdinga batontat | shoul d take. 0
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allow for other pleasures and other conduits of traumb@ memory and
representatio1999:100)

Likewise, Scumbagjuxtaposedgendered techniques of hastitched texts placed in site
specific, domest environments, where they performeasl confronting agencie® explore

notions of shame, intimacy and trauma.
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7.3 Behind closed @ors

The artworksWeight and SeandScumbagieal with the hiddenistories of everydayife in
comparablavaystosomeo f Tr acey Mo f flike myoverk,ddfoft atgtr @p har t
establisked a tension between the raw, painful experiences that can trigger affects of shame

and humiliation, by exposing harrowing narratives that platewers in close proximity to

their own emotionsFor exampleMoffatt successfully activated these kinds of stories in the
seriesScarred for Life 1(1994) and its sequé&carred for Life 11(1999) which are set in

suburban Ausalia. Moffatt made works that expose traditionally unmentihaoibjects

such as alcoholism, sexual abuse and family dysfunction. In these situations, children are
often forced to grow up prematurdall, 2001) Mo f f a t t dresanewactméntsothese

kinds ofchildhood traumas, which are often inaccessible because children lack the words to

speak of their formative experiences.

Mof fatt és conipasé a geries pfhcanstructed tableaux in which actors perform
scenes which draw on the uneasy feelingshef tetamorphosis of adolescence and the
disquieting affects of the complex intexlationships between parents, siblings and friends.
Theyare not overly explicit, in that they do not depimlent or horrific imagery. Bither are

they the conduits for fther traumatisation in themselves, which as Bennett suggests, can
someti mes cause further -segjeessd@fthe avuimawe:r
posttraumatic memor¥f(2002) Sheuses fleeting fragments oiimagery, by stagingveryday

kinds of domestic violationgasing an atmospherefo i nt ens e e mthickwithal ity
mood, memory, atmosphere, associaiiMartin, 1998:15) At times,these storieare told

with a dry sense of humour. Her methodology encosgm<losaips and tight camera

27
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angles which invite the viewéo enterinto intimate private spaces, to see baythe myths

of happy childhoodwhere the home operates as a safe hayediences become witnesses

to private, forbidden and shameful encounters that are usually hidden from view. As Moffat
replicates t hes e-ensceres, ghd B yell aware afghenydmplied by e

the reduction ofsuch a serious subject matter a universalized and dramatic sameness

(McDonald, 1995h)
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Heart Attack, 1970 She glimpsed her father belting the
girl from down the street.
That day he died of a heart attack.

Figure46: Tracy Moffatt,Heart Attack, 19701994 offset print®®

2 Courtesy of the artist and Roslyn Oxley9 Gallery, Sydney
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The interplayof such provocative imagery wighamecan be seen in the photogragbart

Attack, 1979where viewersvitnessa troubling scene in a bedrooMo f f at t 6 s camer
the position of the voyeur, stealing a glance at a man who is physically abusing a young girl,

as she triesotresist him. The gat i o n Sheegbnpsed her father belting the girl from

down the street. That day he died of a heart atigtR94)

In this unsettling photograpiMoffat establishean overwhelming sense of dangerwhich

the father s nude inipendingsexua acsomigingc vathviolenee. As f an
Hal | concluded, Awe know s ome@Q00i:46gMovf drayt t wrso
dramatic narratives highlight the insidious way a secretive, shreeént can turn into a

trauma by exposing audiences to glimpsethefevents in intimate and voyeuristic ways.

Scarred for Life land Il are sinister and disturbing depict® of domestic dramafsom
6behind cltasreede dd ommats 6be read as a process
representations of t he arti st 6 offaptdanguage a | e X
used in each i mage fev orki@ But esthlishesvaotragicomica s p e c
poignancy (McDonald, 1995a) Mo f f at t pravidanspectators with images,

supported by the narrativexts of her explicit tittesf r om whi ch to view At

voyeuristic business @brampowcelRI7:h3)y i nt o private

Likewise, in Scumbag| too create artworkshat deal with everyday traumas that occur in
ordinary suburban lives and places, however my narratives are drawn from dialogues,
thoughts and words that evoke the trauma of shameful episodes, presented in the form of

childrends col ourful educational toys.
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7.4 Traumatic Realism

The third artist | review here #ane Orlemarwho actively engenders narratives that portray

the bodily and psychic experience of being a survivor oésh rape and sexual abuse. Her

works explicitly refer to violence and terror and incite recognition by viewers of the haunting
familiarity of these types of events, which have often been suppressed by both the victims
and the society in which t hethesklfiporteitisthen Or | e
testimonial platform with which she seet® show how trauma is unable to be resolved
(Marstine, 2002) Thedirect, ironic and sometimes humorous approach exhibited in these
paintings use a traumatic realism to confront the everyday, hidden aspects of child sexual

abuse.

Regardingthe nature of traumaCaruth (1995) argues that traumatic events have impacts
precisely because they cannot be simply locatetha time it occurs, and often appears
belatedly. Shae t r essed t he I mportance of exploring t
6straighto narrative, but also in the space
layers of telling can helpeso | ve t he 6 1Qrrleesnoal nvéasb | edr.k has el
responses from some art i-abuseubronst ol abelal

work being marginalised by ther¢ger world of feminist practicéMarstine, 2002)

2 Orleman embraced this theory by devising an affective methodology of painting the shameful and traumatic
childhood experiences, which included analysing the paintings witkdctor in their private therapy sessions.
Further, she took a personal risk by exposing the intimate works to a wider audience, which her doctor
encouraged as a way of assisting others to recover from emotional tranthasinforced the therapeutic
dimensions of the work.
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Figured7:Jane Orlemai h e Pai n Tel |, 098Heawic osdarevdss Al i v e

In writing about one of her paintingg,he Pain Tell s @efk erBdare ds a)rd
reaffirm the promise | made to speak for the child | was and for the children who are now

s uf f g1998nSindlarly in my seriesScumbaghere is an overriding concern or sense of
responsibility to act as a mediator, using the language of art to speak the unspbkgs ¢

the traumatised child or adult.

Collectively, the threaartists discussed heréave mined their familial and psychological
archives to create visceral, seduetand sometimes shocking works, treading a fine line
between the public and the private spaces of domestic spheres. This difficult terrain is also
negotided in Scumbadoy two distnct series of artworks; firsas a sitespecific installation

made in areal suburban environment and secondly, as an exhibition in a contemporary art

gallery.Each of these is now discussed in turn.
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7.5 Bearing witness

The sitespecific installationScumbagevokes the experiences of children who live in
situations where emotional, verbal and physical alusselly occurs in the family home.
Under ideal conditionsthe family home is a place of comfort and security. As Maree
Stenglirf® noted
The phhasmeddohtns a deeply metaphorical me
deep and abiding sense of sanctity and inner peace alongside personal
wellbeing ad strong feelings of securi{2009a:280)
When children are exposed to domestic violence, the home can lose its power to protect and
can change into a place of instability or dan§eumbagseeks to ask the following question:
when the sanctuary of the family home erupts into violence, who is there to testify and bear

witness to the physical and emotional pain that replaces the safety of home?

Figure48: Ella Dreyfus,Scumbag, Protect Myse#)08 chromogenic print.

39 Maree Stenglin wrote an excellesgmioticanalysis of th&cumbagexhibition in the chapter Space and
Communication in Exhibitions: Unravelling the Nexus, in the Routledge Handbook of Multimodal Analysis,
2009
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Scumbagexplores thesense ofoss a chid might feel when his or hdundamental trust in the
security ofthe home vanishesAs Judith Butlerhas said when responding to the art of
BrachaEttinger, there is often an absence or loss of wdiaschildren who experience
trauma and she wonders how this loss can be repres@ateigr, 2001) Yet words have the

power to illuminate our past and present experiences, and the singular image of home can
shape our thoughts and memories from childhood through to adultBoothbagaddresses

But | er 0 g of theergptesentation of childhood loss in that it evokes a dialogue
between trauma and domesticiby presenting words and thoughts of domestic violence writ

large, for all to see.

Whereas Moffatt used friends and acaquances to renact shameful scenes of family
traumas, inScumbaghumans remained absent and were deliberately left out of the frame,
however they are represented by their thoughts and words, in phrases that remain in the
spaces long after the departufelee people who spoke theffhe artworks inrScumbadad

the potential to propel viewers into their own lost fragments of childhood, stirring up long
forgotten memories, snatches of conversations heard in the night, images of secret places and

even physical sensations in the body.
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Figure49: Ella Dreyfus,Scumbag, Immense Pa0Q08 chromogenic print.

My intentionwas to create the affect of intimacy by building a narrative through feelings and

language that appeared in both the present and the past, in an undefined plate. and t

Scumbagattempted to negotiate the disjunction between public and private personas,
as realised by the interior spaces of emotions and the exterior places of habitation. In
this process of negotiating a sense of self through place, the body, both as presence

and dsence, remained central.
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7.6 Inhabiting the landscape

Scumbagonsistsof a series of brightly coloured, felt lettaessembling soft toys, anghen

placed togetherform textual sequences and phrasest ihscribeboth linguistic and visual
aspects of dmestic violations, emotional abuse and the silence of shame. The ,chalted
stitched letters evoke the delicate flesh of young limbs and the presence of a child at play,

closely accompanied by the |l abour of a mothe

The letters became a s#pecific artwork when thewere placed iractual environments,
where they oprated as interventions in bothdoor and private, and outdoor apdblic

landscapes; as ephemeral installations in real time and space.

Figure50: Ella Dreyfus,Scumbag, Mean and Selfig§08 chromogenic print.

The words and phrases were placed in the landscape of an anonymous suburban housing
estate and photographethem at each site. The presence of a photograplned t he camer

Ainsistent gaze oBucishickenann,d996:289rovidedshe i mony o
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evidence, acting as a witness to the real or imagined events . After positioning the words,

phrase by phrase, | photographed them over a period of 12 mbwthiged for weeks at a

time for the right photographic conditions. They required flat, overcast days to spread the

light evenly and saturate the colours. Occasionally a pagssould pause and watch the

events. They asked simple questions suéhfasvh atd & f ncamer a are you u
other times they ventured further in their questioning, for example the photograph titled

have no choicewas made on a national federal election day and elicited a comment about

the democratic choices we have to eeoew government. | usually worked alavigen the
neighbourhood was quiet and when it was unlikely | would be seen. My methodological

practice mirrored the often invide state of domestic violence and the vulnerability | felt at

this time of my life.

The photographsombinethe private world of domestic violence as it erupted into public
places, disturbing and inhabiting the landscape, exposing the shameful acts. Seeping into the
mortar between the brick walls, hiding behind the furniture, and haoginthe window and
violating a major taboo by entering the mos
was to have the language and feelings of dread penetrate and emeydhie space of the

viewers.
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Figure51: Ella Dreyfus ScumbagHorrific, 2008 chromogenic print.

The photographing oScumbagin the ubiquitous family homé pictured in the hushed
landscape of an anonymous apartmentblock § ounded by s ujlxtagposedan par

the disturbances of abuse with the banality of subutfiigamain site ofvesternfamily life.

A 1970s block of flats represents an achingly banal place in so many lives, contrasting with

the daily battering of verbal and emotional abuse ihaxperienced in too many family

homes.
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Figure52: Ella Dreyfus,Scumbag, Punishing Silen@)08 chromogenic print.

These photographs are deliberately devoid of any human beings, yet the presence of people is
evident through their words, belongings and abodes. The imagined characters that might
inhabit these environments are sensed, rather than seen. An audiened¢dfaect their

own version of different personas, relationships and meaning into these places. As one viewer

observed, Athese i mages trigger memori es o]
empti nesso. Anot her v i e we ron af ovonas emitht evetyday h at ,
items strikes a universal chord with anyone

(Anonymous, 2008)
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7.7 Punishing Silence

Figure53: Ella Dreyfus,Scumbagprivate ehibition, 2008 chromogenic print.

In a private exhibition to which no one was invited, 8mumbadetters and phrases were
positioned around the walls of an empty apartment, where they could not be seen. The only
viewers, apart fromme, were two or three neighbours who happened upon the scene,
becoming witnesses the site/sight of trauma. This secret art installation was a concentrated
mass of traumatic expsion;when seen as a whaleseemed tanhabit the space witkilent

affect.

Later, a public exhibition took place when the photographs and felt letters that comprised the
entire Scumbagseries were exhibited at Stills Galldty The aim was to create an

environment which would stimulate peopl eds

31 Scumbagvas exhibited at Stills Gallery, Sydney from 9 Afr) May, 2008and will be exhibited with a new
title; | forgive you every dawt the University Gallery, University of Newcastle fror2@ October, 2012.
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histories and the language of shabased memories. This was an intimate encounter that had
the capacity to bring viewers into conscious contatht their sense of selhoth physically

and emotionally.

The cool white walls of theontemporary art gallery helped create a particular type of
reflective space, where a viewer could immerse themselves in the artwork, whilst standing in
a bound spacethat provided a feeling of relative safetytenglin, 2009h) where the
relaionships between physical and emotional space® waramount. As Stenglin noted

when writing about this exhibition

The material scale of the space and the firmness of its enclosure thus evoke a
sense of being 6at homedd.atl tones vi ket ef 6
comment refers to it as a o6little housebo
(Stenglin, 2009a)

While a quiet stillness pervadéke space, the familiar noises associated with domestic life

were noticeably absent. The stark silence of the gallery echoed symbolealjleénce of

those who suffedomestic traumas.
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Figure54: Ella Dreyfus,Scumbagentrarce to Stills Gallery, 2008

The first artwork in thiexhibition was a large photograph of a pile of fabric letters. It was
positioned at the entry of the art gallery to entice viewers into the colourful world of
childhood language. Theest of this ser® covered thavalls of Stills Gallerywhich were

filled from floor to ceiling with the brightly coloured letters, from lgdlvo wn at a chi | d
to the hei glyelinedand abave. Witkn firdt glimpsed from a distance, they
aimed to |ift oneds shecotourcosnbifayonstIdrirg theehver e r v i &
into the space. But upon closer inspection, as the wepiesenting traumf@rmulated in the

v i e w e nddle destabiing effect of the work began.

I'n this exhibition, the viewer feels piercec
of the playful, happy feelings of childhood, coupled by the unexpectedly chghngses

wher e s onmegnost th@ughts were laid bafegure 10). What appeared at first to be

soft and soothing, was instead suggestive of hidden shameful memories of pain reminiscent

of what Barthe¢1984)c al | e d t h As oGepspentatdr noted
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The silence of thenspeakable and tprocessable burst through each word
and image wh a life and voice of its ow@Anonymous, 2008)

Figure55: Ella Dreyfus,Scumbagstills Gallery, 2008

Following the texts up, down and around the gallery walls, towards the photographs, the
chil drenos aneprheabkeUui lltett et s wor ds derived
terminology, words associated with emotional, psychological and physical abuse. The

complete eries of theScumbaghrases are:

despicable scumbag
mean and selfish
your malicious ways
punishing silence

itdéds horrific
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grow up

| exist

no visible wounds

| forgive you every day

total dismembering

protect myself; immense pain
you never believe me
assume supremacy

| have no choice

The words can be categorised into groupings that relate to particular types ofStbogén,

2009a) There are examl es of ver bal abuse, e. g. O6no Vi
0tot al di smemberingé, sexual abuse, e. g. Oi
6puni shing silencebd. Ot her suwmolhr das avnée snMgge
redemptonsuch as 61 forgive you every day?o.

Whilst moving through the exhibitiorthe words and photographs catapulted audiences into
feelings of both positive and negative affect. Their own internal database of language
conjured up longorgotten phrases spokdéy parents irheated moments, by neighbours and
teachers or themselves. Viewers wereoemaged to enter into dialogugth me, for ass my
usualpractice | made myself available throughout the duration of the exhibition to speak to
visitors. They werelao invited to leave their written respges in a blankaged book. The
followingpoi gnant example of one visitordéds commer

exhibition
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These images trigger memories of my childhood associated dislocation and
enptiness. Experiencing these feelings in my gut and acknowledging them |
feel © be a very healing experien@nonymous, 2008)

There were many other sensitive and moving comments written mthes i t or 6 s ¢ o mm

book at thescumbagexhibition such as:

We came at a quiet time of day, but yet the words shouted and we were
surrounded by resonance of past pain and redemption.

Power ful and confronting; it eheoked many
silent suffererso; may they find a voice!

This work hits you unexpectantly and despite its initial simplicity makes

deep and raw statements about trauma secrets and power.
Scumbaggave the opportunity and the permission for many voices to speak, or shout, the
shame and trauma of repressed and forbidden family stories, mgludy own. In

commenting on this potentially transformative experieStenglin stated that:

This experiace no doubt gives victims a sense of collective belorigthgy
are no longer alone with their pairthey are now bonded into a community
whose shared experience has been the experience of abuse, whether domestic
or institutional or racial; verbal, phigal, sexual or passive aggressive. It is
not surprising that many visitors 8cumbagvere moved to tears and found
the experience of the exhibition compelliig enotional, healing and
cathartic(Stenglin, 2009a)
The making ofScumbagundoubtedly had some therapeutic and-satisformative benefits
for me. The tactile physicality of handling the fabrics, combined with the repetitive bodily
actions was mediative, calming and had a distinctly feminine quality. | found solace and

meaningin writing and stitching such difficult words. | delighted in the joyful celebration of

childhood colours.
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Although at a certain level éhcontent of the artwork was informed fpgrsonakxperienceit
moved beyond the mere referencing or describihgeosonal events. The artwork wa
combination of the following elementsty empathy with the subject, ngchnicalskills and
aesthetic decisionghe physical experience of how the artwarkabitedreal locations, and
how the viewer inhaked the exhibiton spacethe affective sensations evoked in viewers
and most importantlythe way in which the utter silence of domestic violence was broken
within the safety of a senprivate, sempublic gallery spaceFor Stenglin, the experience of

the silence inhie exhibition ofScumbagonstituteda:

pr of ound silence marred by shame typifies

such a visceral evocation is an impottpart of the meanings being neath

this spacg2009b:280)
As a contribution of women6s intimate aest he
Scumbadorged a new language of representafionme, by registeriig the experience of
emotionallyc har ged memori es of vi ol at i oembodiedd by
perceptiono (Bennett 2002). This exhibition

the viewer in affective encounters that tread a fine line between the verbal and the visceral,

the intimate and the mutual, the public and the private.
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7.8 | forgive you every dy

Figure56: Ella Dreyfus,Scumbag, | forgive you every d2@12 felt fabrics.

After the making ofScumbagmy life underwent significant chang@&he personal traumas

that were the genesis for thartwork shifted and resolved, and | look back at the work |
began eight years ago with different understandings. Something strong emerged in the
process of stitching words and creating the installations that broke through layers of silence
and shame, andlgyed wth the way emotional language pervadegeryday lives and
ordinary landscapedhe final exhibition for this research degree will show 8®imbag

series with the new titlé forgive you every day.
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Figure57: Ella Dreyfus,Scumbag, Grow u008 chromogenic print.

The Scumbagartworks intermittentlyappearon websites anghersonalblogs, such as this

example on thevebsiteblogHe | | o, |, where tRseaoinneehs weremade abouthe

artworkGrow Up

lam al so crazy a chettakes puffykiddergantenidekterst od ay

and tosses them up in banal public places to create charged phrases

( AP mme n sexid, pratectrmysefl); snapping the contrast between our

Sesame Street associations andtiwha e wor ds r e atchwgrk say. Emi n
tent, 2.0. Anyway, | like this one. Group. Grow up. Say that on repeat

(Rachel, 2009)
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CHAPTER EIGHT: TO SEE BEYOND WHAT SEEMS
TO BE

Figure58: Ella Dreyfus,To see beyond what seems to284,1, archival inkjet print.
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8.1 Tracing the numinous

You take a risk if you open yourself to the work of art, either as the one who

works it or as the one who lets it look at you. Before you know it, and

without being personally imprinted by the wound, you are effected, affected

by traces of the trauma ofeh ot her and of the worl dé t ha
turn away(Ettinger in Horsefield, 2001:52)

This chapter is about the final of the three artworks created within this research Jioject,
see beyond what seems to Ivés a seriesof printed works on paper that reflagbon the way
language shifts through space and transcends medimagvorks @ paper contaimemnants

of the Scumbadetterswhich are overlaid on top of each other and reduced to gently opaque
images using Photoshop technigugse stitched sculptures merged and softened into muted
tones, folding into abstract formations of cotét interiority. As the letters hovered and
shimmered in front of and behind each other, they became disembodied, no longer forming
recognizable wordsl no longer needed to utter amyprds as language gave way to vision.
Within the gallery, between trapatial and the temporal,raminousworld was revealedas

John MacDonald noted, in these works there fisense of light coming out of the shifting

veil-l i k e (MoDomals, 20113

The artworks comprisingilo see beyond what seems to dmerged fom the visceral
encounters of embodied shameWeight and Seand transitioned out of the emotional
intensity of domestic violations iBcumbag.They became something altogether different,

appearing disembodied and mysterious with their playful variaoisrepetive coloured

%2 0ne print fromTo see beyond what seems touasselectedas afinalist in the Blake Prize for &igious Art

Exhibition at the National Art School Gallery, 15 Septerrit@rOctober, 2011.In a radio interview, the art

critic John McDonaldsaid of this work# | think amongst typate shanimering veocktbys t her ¢
Ella Dreyfus which, if | were going to put an abstract work in the show, really | think Ella's work is probably the

pick of them for me by a long way because it actually dee® Isome sense of the numinoseme sense of

light coming out of this shifting veilike formo .
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imagery. hey resembledor me,a related group, an extended family perhaps, reformed after
a period of rupture, recompensed for the disturbances of relationships, the failure of the body

and the inability to speak

This final canponent ofthis studio lead researamarks a visual and symbolic conclusion, a
distillation of the silence and separation which befell my own family. It also offered a return
to a more benign vision of childhood, no longer consigned to silence, whewsoeahs/ could

be imagined and new possibilities for visual experiences emerged. The mowarherit

trauma $ well described by Butlef® as she states

The past is not past, but is not present, in which the present emerges, but

from the scattered andnimated remains of a continginthough not

continuous trauméButler, 2001:32)
This exhibition illuminated past and present experiences within the architectural frame of a
quiet, interior space. The long gallery in which the works were exhibited resembled a psychic
border from which to cross over into the intimat r eal m of oneds own
St engl i n 6 Bindindaed8anding(2004)dre worthwhile as an aid to understanding
the way a viewer might feel in this space, allowing them to respond affectively to the
artworks.As mentionedhinding is therelationship between the space and those who occupy
it whilst bondingrefers to the wayhe occupants and spaces interact, to building a sense of
solidarity and affiliation(Stenglin, 2009b)The gallery provided a comfortabt®undspace,
which determined the viewerdés sense of secur
open and closed spaces, determined by the height of the ceiling and the lengtihoohth
The carefully considered lighting angles also contributed to viéwerdings of being

emotionally held obonded thussupported in the space, as the artworks became illuminated
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by the spotlights. From the dim tunfiilde space on one side ofetlgallery, the lights drew

viewers towards the artworks and provided a passageway for moving in and out wiitgroxi

to the works.

Figure59: Ella Dreyfus,To see beyond what seems toAréiculate Project Space, 2011

When gazing at the prints, new formations of words could be envisitwyethe viewey
haunting words, loving words and enveloping words that restored a personal, contemplative
moad. They could enter another place, a more settled selfhood, embodying botle arsenc

presence, a space of feelings and boundlessness.

While my earlier artworks were about trauma and painful emotions, such as Stases

beyond what seems to epresents a shift away from shame, and therefore moveshe|
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artwork, artist and @wer, beyond shamiato a place of intimacy within the self. As Munt

wrote(1978)t he sel f i s fAnot a privat .Rahemtliser i or i ty

€ an attempt to realize oneself by cul ti
something that is achieved relationally through multiple interventions with
the present and imagined futur¢2008:182)

Figure60: Ella Dreyfus,To see beyond what seems to2,1, archival inkjet print.

It is from this transcendental perspective fhatsee beyond what seems tdrtervenes and
converses witht he vi ewer 0 ssesiand &fectiva lexpegences &® me, the

ambiguous yet critical, aesthetic encounter isitlteraction between thartwork and the
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space itresidesin,andh e audi enc e 0s. Foronthinareart preaquniterree pat i o
found Asomething that you couldné6t anticipat

|l eft wonder i n(gtingenid Honsefieldl 2001:4R)g 0
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8.2 ResolvingTrauma

This research has focussed on shame and intimacy, but towards the end of the project |
became aware of the close relationship between shame and trauma. | began to reflect upon
the way Scumbagentered this domain and considered -avoeking of the material, which

would move the artist and viewer to a place of resolve. This manifested in a reconfiguration
of the images, texts and title for a final examination exhibitirgive you every dagsee

Appendix 4).

During this final period of research | drew upon the work of artist, analyst and theorist
Bracha Ettinger, in order tlurther explore how art invites ways of entering the imaginative
andinternal places within the selAs an artist Ettiger combined her practice with a new
psychoanalytical theof§which materialized in part, by actually making artworks within the
space of private, onAm®-one, therapeutic sessionBuring conversations and encounters
between herself and her patieristinger Istened, made notes and paintedr imagery was
evoked by and arose from the voicing of the@rsonal traumas and feelings, although her
artworks are not specific to particular patiénssories. This pioneering methodological
practice struck a chdrwith my own practice, whereby the thweay relationship she
engendered between herself as artist/therapist, the client as model/subject and the constructed
artwork was one of profound intimacy. This mode of working forged connections between
telling, listening, drawing and painting to combine artistic practice with theoretical
knowledge, from which emerged a new visual languageelp resolve traum@le Zegher

and Pollock, 2011)As Ettinger commented:

... what came from my art allowed me to understand @wbas on with my
patients, but something also began to work the other way a(@0ad:43)

¥See Et thdony gnahe Matrixial Gaze ifihe Matrixial Borderspacé006)
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This dual project comprising Oo6artworko and
invest gati on of the oOvisiblel/linnes andbphsg dostr el at
generationgPollock, 2006) Her works were like palimpsestsates of losswhich were

imprinted through listening and layering marks intuitively as her clients spoke, revealing

themselves. Of this practice, Ettinger stated that:

When | am working my paintings and drawings in series, materials come from
outside andniside, and when | am working with my patients, the flow between
inside and outside is also continug@801:37)

Figure61: Bracha EttingeEurydice Serie49921996 ecrylic on canvas

Ettinger 0s adsofiayarskoSimagesymsing pigment, cal@and ash, overlaid
with smears anghotocopicd u st ( Et t spregde créate imprts oh jnemories and
traces of historical events, uncovering deeply hidden stories of loss. Butler explained that for

Ettinger, her paintings are signs of | oss,
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connection between trauma and beauty s €001:34}he correlation wh my practiceis
the way Ettinger probes into emotional and traumatic spaces, whereby the artwork is part of a

oworking throughoé the feelings experienced b

I el aborate traces of t-viite-paintin gt,réa u ma Vi e
digesting these traces for them, in a way, getting involved with what they
cannot digest alone, mixing their traces with mine and giving them back their
own traces transformg@001:43)
GriseldaPollock explained that for Ettingesubjectivity is an encounter, which occuats
fisharel borderspaces between sevecataffecting partials u b j e ¢ t(d0@86i2)t This s 0
refers to the blurring of the boundariestweernthe artworks and audienceghen engaged in
aesthetic encounter$his domain is reminiscent of ngarlierencounters with models in the
photographic studio; with spectators in art galleries and wistudiencesin public

environments. In these spaces of affective resonance, mutual intimacy is relational and

embodied by artist, artwork and art audience.

Ettinge® sombinedartistic andtherapeuticpractice reflects certaiaspects ofmy own art
practice, in thatit is a space where intimate feelings can be revealed and meaningful
encounters occur.This allows for personal expression by artist to ceexist with the
feelings of the viewers, which openp a space wherpositive and negative affetiayarise,

revealing a pathway not only into themselves,ibiat relationships with others.

Likewise,in the context of my exhibition$,have permitted audienceswmrk through their
feelings in the space of art in order to find a place of resolution and peace; giving viewers a
space to take risks by acknowledgthgir feelings.The art wor ks thus funci

carriers of t (Da deglet, R0O1:6)Te see Wweydnad what seems to be
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represents a distillation and resolution of traumatic memories and emotions, moving beyond

shame to a place of intimate encounters.

As the soft blurry letters hovered in space, the artwork invited audiences to immerse
themselves in a gentler relationship language;in an art form where aesthetics meet
feelings,where there i sharing of oneself with another, awtiere therewas a mutual,

intimate, relational and perhaps healing experience. For, as Ettinger proposed, art may be the

best method of articl at i on f or these encounters, becau:

important that we, as artists, strive to:

Formulate the precise lines that make it possible for something to emerge

from the other, | ooki ng to dmeingiofn t hat s
an answer to what constitutes a conversation is: it is about transformation

and the desire to knowith the othelin an encountef2001:40)

In To see beyond what seems tombenore needed tee said.
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CONCLUSION

So | et togh inbor pubhiog cultéire an ethical challenge to think
otherwise about shame, inciting us to risk entering shame and make insanely
joyful, dancing(artists)o f  u &iffreey ih Munt, 2008:x)

In this research havesearched for new ways of art making that might open up an aesthetic
space for speaking about the relationship of shame, intimacy and the experience of emotion
in contemporary art practice. This method of artmakinghas dependant on traumatic
experiencesoront hei r deni al, rather, this kind or
to accept the pain of our failure, to |live
(Spence, 1995:154My practice reflects that of artist Janine Antoni, who commented on her

ownwork saying:

| begin with the idea of an experience | want to give myself. The meaning
reveals itself to me througthe experience, through the procééyerza,
2007)

Throughout the period of my candidature, from AABL2, my life experience were closely
linked to each of the artworks; from the anxieties of body image as expressed in Weight and
Sea, to the emotional disturbances of my family life which resonated mifagy to a place

of resolve and softening in To see beyond what seems to be.

As an artist, it was importafdr meto capture the processtmt lead to the shifts in my art
practice shifts that allowed thelevelopment of an aesthetic space, where igesdand
negative affect could arise as relational encounter® riieaning, significance and trajectory
of my practicebasedresearch which lead t&/eight and Sea&Scumbagand To see beyond
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what seems to bean be explained in terms of a shift towardsasthetics of intimacyAs a

way of identifying theeshifts | will refer back to the three triangles diagrams orepé&d,

81 and 110and revisit them belowin these triangles the relationships between the artist,
artworks and audiences are each depibtethe different phases of the development of this
research, which lead toishnew synthesisThese shifts exposed relationships between
embodiment and feeling through the medium of shame and intimacy thus revealing our

aesthetic of intimacy.

Artist

Body
Artwork/Model Audience

Figure62: Relationship between Artist, Artwork/Model, Audience and Body

In Figure62the triangle depicts the conceptuatipnof the relationshipbetween artist,

subject/artwork and audience, a relationshiierethe bodyis the centratocus of the

aesthetic experiencé&his also refers to the problematic nature of the body as an object of
photographic representation and the vicarjplessure wheraudiences observéadh e mo del s 6

bodiesfrom a distancein two dimensional formaVly concerns about these issues leth®

156



first majorshift in thinking about how to resolve these matterisichis depicted irthe next

triangle

Artist

Affective
, Encounter
Artwork & Audience

Figure63: Artist, Artwork, Audience and Affective Encounters

In Figure63the triangle shows the way the artist, artwork and audience were linked closely
by an dfective encounter, each depenten the other. Thidepictsthe realization of how
audiences were reacting physically, emotionally and cognitively to thergyas well as to
me,the artist (within the exhibition spagewho engaged with them whilst they were
experiencing their feelgs abouthe artworks. These shifts led this research project and the
conscious decision to foreground affect and feelings as itlnyrencounter of the artwork,

beginning with the firsexperimentabrtwork, Weight and Sea.
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Artist

Artwork/Subject _ * Audience

Figure64: Artist, Artwork/Subject, Audience, Shame and Intimacy

In the thirdshift in my art practice as represented by the tharafigurationin Figure64, the
emotion of shame is central to the intimate egpeescreated by the artist through the
artwork, with the audience participating as the subject of the artwork, by their own.choice
This three way relationshipvhich foregrounds intimacy and sham&s enacted in the

artworkWeight and Sea

Following Weightand Seaanother important shiticcurredwhereby théodily presence
disappeared from dartwork as can be seen 8tumbagThe noticeablalsenceof the body
was replaced aneepresented bghetexts describing theanguageof shamen domestic
spaces. The final serid® see beyond what seems taéeied this notion even further as
words were conflated and replaced by a subtle presence of cfi@etand feeling. The
relationshipvariables across thesgtworks can also be understood bingsa matrix of

relationships.
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All the artworksdiscussed in this thesis show the movement fiteenfeelings anaffect of
shameand intimacy to resolution. They displaya progression froman artwork that §
confronting, visually, physically, emotionallgnd Inguistically to artwork thats soft and
gentle and noftonfrontationgl a progression from highly embodied artwork to dibedied
artwork that constitutesoft overlays and a blur of letters; a progression from higkpficit
artwork thatpositions and confrontfie viewer to more implicit artwork where the viewsr

free to find their own meaning. This can be configured as a matrix with two axes; the vertical
axis represents embodiment, and the horizontal axis represents a contiowmuexdplicitness

to implicitness, aseen inFigure65 below:

The matrix produces four quadrants, each with a dimension of more or less embodiment and
more or less explicitness. Thadl the photographic serig9he Body Pregnant, Age and
Consent,Fat and Ugly, Transmanand Under TwelveUnder Twenty which are highly

explicit and highly embodied, occupy the top left coreight and Seawhich was still

highly embodied, but less explicit in that the body was not in the work but had to be inserted
by the viewer who was simultaneously the subject of the artwork (if they so chose) and a
spectator of the artwork, occupies the top right corner of the m&8tixnbagwhile explicit

because the artwork comprisefiexplicitly negative and traumatic words realized by hand
stitched felt letters in real spaces, was disembodied because there was an absence of bodies
even though there remained a presence of feelings experienced by people, thus occupying the
bottom left qarter of the matrix. FinallyTo see beyond what seems tg iseboth highly

implicit and disembodied because there is not only an absence of bodies, but now an absence

of words.
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The Body Pregnant
Age and Consent
Transman
Fat and Ugly

Under Twelve Under Twenty

embodied

4

Weight and
Sea

explicit <

Scumbag

disembodied

implicit

To see beyond what
seems to be

Figure65: A Matrix of Relationships

More importantlythe continuum of embodieahd disembodied, expliciandimplicit, chars

my experiments andapacityto vary the artvork within public and privateenvironmens to

demonstrate the potential of using an aesthetic of intimacy in contemporary art practice. This

knowledgehas permitted levels of both increased subtlety and playfulness to emerge without

compromising either the seriousness of shame or the importaimtanafcy.

This research has helped me identify and define the field in which my art practice is located,
which | have termed the aesthetics of intimacy. | have argued that the oeuvre of such artists
as Louise Bourgeois, Jo Spence, Rosy Martin, Traceyn ENén Goldin, Jane Orleman,
Tracey Moffat and Bracha Ettinger whose works correlate to the objectives of this research
may also be placed within this field. | found the process of articulating the affect of shame

and the aesthetics intimacy to be extrgmedeful, of great value and satisfaction toward the

development and understanding of my art practice. | acknowledge-atateae¢he importance
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of feminism as a framework from which | explore the deeply personal, as each of my three
artworks attest. Thrahout the period of the research my life experiences were closely linked
to each of the artworks; from the anxieties of body images and expresaigint and Sea

tot the emotional disturbances of my family life which resonateéttimmbagand finally toa

place of resolve and softeningTio see beyond what seems to be.

The findings of theesearclprojecthaveimplications for thefuture directions of mywork
and | am planning a number of exhibitions efhwill expand upon myesearch and practice
For examplein the artwork,Nana Ackerman: A Tauma in Tel Aviythere will bea mixed-
media installation which examines notions of secrecy incthielhood friendshipof two
Israeliwomenanda series of photographic installaticiesbe maden France andsermany
thatwill utilise the same letters and words from Beumbagseries re-locating them tcites

of trauma which occurred during thiolocaust.

More importantly there are implications for the work of other artists as this project provides a
new model for art practiceThere are many other emotional states open for examination by
artigs, for example anger, anxiety afer, which might reveal new aspects of trauma, pain

or compulsion. The exploration of shame and intimacy in my research project can provide a

model for further inquiry into affective encounters through contemporary art practice.
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EPILOGUE

Figure66:. Spencer TunickSydneyAustralia,201Q Inkjet print.

Picture thi® a photograph of Ella Dreyfus in 2010

This photograph was taken against a backdrop of the iconic Sydney Harbour
Bridge and Opera House. At first glance it looks like a million pranae
landed on the famous stepgiting to be barbequed. On further inspection

it reveals something quite défentd bodies. Hindreds and thousands of
naked bodies lying on their backdosely packed together withpturned
faces. This unusual and rare display of mass nudity is a Spencer Tunick
photographic extravaganza, where the general public are invitedptof$tr

in public places, behotograpp d and exhi bited in Tunicko
exhibitions. These performative and participatory art expersed@vliarge
numbers of peopland onac o o | s u mme m &wlneylctrippedn g
of f f o r cafedanliyocudodksvery carefully, you might see iméhe
bottom left hand corner of the photograptherel lie naked amongsa
multitude of bodies, held by the warm flesh of almost 500@r pulsating
humans. It is hard to describe the intense fgsliof closenessexhilaration

joy and belonging, along witeomeanticipation and fear; and despithe
everpresent, familiar pulbf my old shame trying to emerge; it remained in
the backgroundwvhile | relaxed into thisunexpectedand truly intimate
(pubic) experience.
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