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Introduction

Pablo Picasso,
Woman Weeping,
1937,

London, Tate Gallery

In every century, philosophers and artists have supplied definitions of
beauty, and thanks to their works it is possible to reconstruct a history
of aesthetic ideas over time. But this did not happen with ugliness. Most
of the time it was defined as the opposite of beauty but almost no one
ever devoted a treatise of any length to ugliness, which was relegated to
passing mentions in.marginal works. Hence, while a history of beauty
can draw on a wide range of theoretical sources (from which we can
deduce the tastes of a given epoch), for the most part a history of
ugliness must seek out its own documents in the visual or verbal
portrayals of things or people that are in some way seen as ‘ugly"
Nonetheless, a history of ugliness shares some common characteristics
with a history of beauty. First, we can only assume that the tastes of
ordinary people corresponded in some way with the tastes of the artists
of their day. If a visitor from space went into a gallery of contemporary
art, and if he saw women'’s faces painted by Picasso and heard onlookers
describing them as ‘beautiful, he might get the mistaken idea that
in everyday life the men of our time find female creatures with faces like
those painted by Picasso beautiful and desirable.

But our visitor from space might modify his opinion on watching
a fashion show or the Miss Universe contest, in which he would witness
the celebration of other models of beauty. Unfortunately, when revisiting
times long past, this is what we cannot do - either in relation to beauty
or ugliness — because all that is left to us of those periods are works
of art.

Another characteristic common to both the history of ugliness and
that of beauty is that we are restricted to discussing the story of these
two values in Western civilisation. For archaic civilisations and for the




3 - = . " =
R gl N
=t e w ."‘ Ak -
A N 0 M
kY = ke 11, 1 [
AN ST Al i
": ! A R
A
MY -
0

L LR S it
TCONDRANDE S e




ON UGLINESS

called primitive peoples we have artistic finds but we have no theoretical
texts to tell us if these were intended to cause aesthetic delight, holy fear,
or hilarity.

To a Westerner an African ritual mask might seem hair-raising — while
for a native it might represent a benevolent divinity. Conversely, believers
in some non-European religion might be disgusted by the image of Christ
scourged, bleeding and humiliated, while this apparent corporeal ugliness
might arouse sympathy and emotion in a Christian.

In the case of other cultures, with a wealth of poetic and philosophical
texts (such as Indian, Chinese, or Japanese culture), we see images and
forms but, on translating their works of literature and philosophy, it is
almost always difficult to establish to what extent certain concepts can be
identified with our own, although tradition has induced us to translate
them into Western terms such as ‘beautiful’ or ‘ugly’ Even if the
translations were reliable, it would not be enough to know thatin a
certain culture something that possesses, for example, proportion and
harmony, was seen as beautiful. Proportion and harmony. What do we
mean by these terms? Even in the course of Western history their

Dance mask, meaning has changed. It is only by comparing theoretical statements with
Eeﬂﬁﬁem Nigenia) a picture or an architectonic structure from the period that we notice that
Tishman Collection what was considered proportionate in one century was no longer seen as

such in another; on the subject of proportion, for example, a medieval
philosopher would think of the dimensions and the form of a Gothic
cathedral, while a Renaissance theoretician would think of a sixteenth
century temple, whose parts were governed by the golden section - and
Renaissance man saw the proportions of cathedrals as barbarous, as the
term ‘Gothic’ amply suggests.

Concepts of beauty and ugliness are relative to various historical
periods or various cultures and, to quote Xenophanes of Colophon
(according to Clement of Alexandria, Stromata, V, 110), 'But had the oxen
or the lions hands, or could with hands depict a work like men, were
beasts to draw the semblance of the gods, the horses would them like to
horses sketch, to oxen, oxen, and their bodies make of such a shape as to
themselves belongs.’

In the Middle Ages, James of Vitry (Libri duo, quorum prior Orientalis, sive
Hjyerosolimitanae, alter Occidentalis istoria), in praising the Beauty of all
the divine works, admitted that ‘probably the Cyclops, who have only one
eye, are amazed by those who have two of them, just as we marvel both
at them and at creatures with three eyes ... We find black Ethiopians to be
ugly, but among them it is the blackest who is considered the most
beautiful.’ Centuries later, this was echoed by Voltaire (in his Philosophical
Dictionary):'Ask a toad what beauty is, true beauty, the tokalon. He will tell
you that it consists of his mate, with her two fine round eyes protruding
from her small head, her broad flat throat, her yellow belly and brown
back. Ask a Negro from Guinea: for him beauty is a black oily skin,deep-
sunk eyes, and a flat nose.
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from left to right
Anonymous,
John the Fearless,
Duke of Burgundy,
first quarter

of the fifteenth century,

Paris, Louvre

Diego Velazquez,
Portrait of Philip IV

of Spain,

1655,

Madrid, Prado Museum

The French School,
Portrait of Louis X1,
seventeenth century,
Paris

Luca Giordano (attr.),
Portrait of Charles If

of Spain,

1692,

Madrid, Prado Museum

Portrait of Henry IV,
King of France

and Navarre,
seventeenth century,
Versailles,

Musée National

du Chateau de Pau

Henri Lehmann,
Portrait of Charles VI,
known as the Victorious,
King of France,
nineteenth century,
Versailles, Chateaux de
Versailles et de Trianon

‘Ask the devil: he will tell you that beauty is a pair of horns, four claws,
and a tail.

In his Aesthetics, Hegel notes: ‘It may happen that whereas not every
husband may find his wife beautiful, at least every young swain finds his
sweetheart beautiful, indeed to the exclusion of all others; and if the
subjective taste for this Beauty has no fixed rules, then we may consider
this a good thing for both parties ... We often hear it said that a European
Beauty would not please a Chinese, or even a Hottentot, insofar as the
Chinese have a completely different concept of Beauty from the Negroes...
In fact, if we contemplate the works of art of these non-European peoples,
the images of their deities, for example, images that have sprung from
their fancy as sublime and worthy of veneration, they may strike us as the
most hideous of idols. In the same way, just as the music of such peoples
may strike us as a detestable racket, so in their turn will they consider our
sculptures, pictures, and music as meaningless or ugly.

Attributions of beauty or ugliness are often due not to aesthetic but to
socio-political criteria. There is a passage in Marx (Economic and
philosophical Manuscripts, 1844) in which he points out how the possession
of money may compensate for ugliness:‘As money has the property of
being able to buy anything, to take possession of all objects, it is therefore
the pre-eminent object worth having ...The extent of my power is as great
as the power of the money | possess ...What | am and what | can do is
therefore not determined by my individuality in the slightest.| am ugly, but
| can buy myself the most beautiful of women. Hence | am not ugly, since
the effect of ugliness, its discouraging power, is annulled by money. As an
individual | am lame, but money gives me twenty-four legs: hence | am not
lame ...Does my money not transform all my defects into their opposite?’

Now, if we extend these observations on money to power in general we
can understand certain portraits of monarchs of centuries past, devotedly
immortalised by fawning painters who certainly had no intention of over-
emphasising their defects, and who perhaps even did their utmost to
refine their features. There is no doubt that such personages strike us as
being very ugly (and probably they were thought to be so even in their
own day) but their omnipotence lent them such charisma and glamour
that their subjects saw them through adoring eyes.

Finally, if we read Fredric Brown's ‘Sentinel; one of the finest short stories
produced by contemporary science fiction, we see how the relationship
between normal and monstrous, acceptable and horrific, may be turned

on its head depending on the point of view: whether it is we who are
looking at the space monster or whether it is the monster who is looking
at us:‘l was soaked to the skin and up to the eyes in mud and | was hungry
and cold and | was fifty thousand light-years far from home.

‘A foreign sun emitted an icy bluish light and the gravity, double what
| was used to, made the slightest movement weary and painful ... It was
very easy for the air force, with brilliant spacecrafts and superweapons,
but when one arrived there, it fell to the infantryman to take and hold
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ON UGLINESS

the position, with blood, inch by inch. Like this bloody planet of a star we
had not heard of until we landed on it. And now it was holy ground
because the enemy had come.The enemy, the only other intelligent race in
the galaxy ...cruel, repulsive, hideous creatures, horrible monsters

...l was soaked to the skin and up to the eyes in mud and | was hungry and
cold; the day was livid, the wind was blowing so hard that it hurt my eyes.
But the enemies were trying to infiltrate and all the positions were vital. |
was alert, the gun ready ...Then | saw one of them creeping towards me. |
aimed my weapon and opened fire on it. The enemy gave that strange
horrible cry that all of them used to utter.Then a deathly silence. It was
dead.The cry and the sight of the dead body made me shudder.In the
course of time, many of us had become accustomed, took no notice of that;
but not me. They were horrible disgusting creatures, with only two legs, two
arms, two eyes, that sickening white skin and without scales ..

Saying that beauty and ugliness are relative to different times and cultures
(or even to different planets) doesn’'t mean that people haven't always tried
to see them as defined with respect to a stable model.

One might even suggest, as Nietzsche did in his Twilight of the Idols that
‘when it comes to beauty, man posits himself as the norm of perfection’and
‘he worships himself in this ... At bottom man mirrors himself in things and
sees as beautiful all things that reflect his image .. .Ugliness is seen as a sign
and a symptom of degeneration ... Every suggestion of exhaustion,
heaviness, senility, fatigue, any sort of lack of freedom, like convulsions or
paralysis, especially the smell, the colour, the form of dissolution, of
decomposition ... all this provokes an identical reaction, the value
judgement “ugly”...What does man hate? There is no doubt about this: he
hates the twilight of his own type.

Nietzsche's argument is narcissistically anthropomorphous, but it does
tell us that beauty and ugliness are defined with reference to a‘specific’
model — and the notion of species can be extended from men to all things,
as Plato does in the Republic, by agreeing to define as beautiful a pot made
according to the correct rules of the art, or as Thomas Aquinas (Summa
Teologica, |, 39, 8) does by stating that beauty is the result not only of due
proportion, brightness or clarity but also of integrity — hence an object (be it
a human body, a tree, or a vase) must have all the characteristics that its
form has imposed upon the material. In this sense, not only was the term
ugly applied to anything that was out of proportion, like a human being
with an enormous head and very short legs, it was also used to describe the
beings that Aquinas defined as ‘shameful’ inasmuch as they were ‘diminished;
or — as William of Auvergne was to put it (in his Treatise on Good and Evil) -
those who lacked a limb or had only one eye (or even three, because you
can be lacking in integrity by excess too). Consequently, the label ‘ugly’ was
ruthlessly applied to freaks of nature, often mercilessly portrayed by artists.
The same held for those hybrids of the animal kingdom whose appearance
was an infelicitous blend of the formal aspects of two different species.




ON UGLINESS

Mathias Grinewald,
The Temptations

of St Anthony,

a detail from the altar at
Isenheim,

1515,

Colmar,

Musée Unterlinden

Can ugliness therefore continue to be simply defined as the opposite of
beauty, albeit an opposite that changes along with modifications in the
idea of its opposite? Can a history of ugliness be seen as the symmetrical
foil of a history of beauty?

The first and most complete Aesthetic of Ugliness, written in 1853 by Karl
Rosenkrantz, draws an analogy between ugliness and moral evil. Just as evil
and sin are the opposites of good, whose hell they represent, so is ugliness
the 'hell of beauty' Rosenkrantz reverts to the traditional notion that
ugliness is the opposite of beauty, a kind of possible error that beauty holds
within itself, so that any aesthetic or science of beauty is also obliged to
tackle the concept of ugliness. But it is precisely when he moves on from
abstract definitions to a phenomenology of the various incarnations of
ugliness that he gives us a glimpse of a kind of ‘autonomy of ugliness,
which makes it far richer and more complex than a series of simple
negations of the various forms of beauty.

Rosenkrantz performs a meticulous analysis of ugliness in nature,
spiritual ugliness, ugliness in art (and the various forms of artistic
incorrectness), the absence of form, asymmetry, disharmony, disfigurement
and deformation (the wretched, the vile, the banal, the fortuitous and the
arbitrary, the gross), the various forms of the repugnant (the ungainly, death
and the void, the horrendous, the vacuous, the sickening, the felonious, the
spectral, the demoniac, the witchlike and the satanic). Too much to allow us
to carry on saying that ugliness is merely the opposite of beauty
understood as harmony, proportion, or integrity.

If we examine the synonyms of beautiful and ugly, we see that while
what is considered beautiful is: pretty, cute, pleasing, attractive, agreeable,
lovely, delightful, fascinating, harmonious, marvellous, delicate, graceful,
enchanting, magnificent, stupendous, sublime, exceptional, fabulous,
wonderful, fantastic, magical, admirable, exquisite, spectacular, splendid and
superb; what is ugly is: repellent, horrible, horrendous, disgusting,
disagreeable, grotesque, abominable, repulsive, odious, indecent, foul, dirty,
obscene, repugnant, frightening, abject, monstrous, horrid, horrifying,
unpleasant, terrible, terrifying, frightful, nightmarish, revolting, sickening,
foetid, fearsome, ignoble, ungainly, displeasing, tiresome, offensive,
deformed and disfigured (not to mention how horror can also manifest
itself in areas traditionally assigned to the beautiful, such as the fabulous,
the fantastic, the magical and the sublime).

The sensibility of the common speaker reveals that, whereas all the
synonyms for beautiful could be conceived as a reaction of disinterested
appreciation, almost all the synonyms for ugly contain a reaction of disgust,
if not of violent repulsion, horror, or fear.

In his essay The Expression of the Emotions in Man and Animals, Darwin
pointed out that what arouses disgust in a given culture does not arouse it
in another, and vice versa, but he concluded that nonetheless ‘it appears
that the various movements, which have now been described as expressing
contempt and disgust, prevail throughout a large part of the world"
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ON UGLINESS

We have certainly seen ostentatious manifestations of approval for
something that strikes us as beautiful because it is physically desirable.
Just think of the vulgar remarks made when a beautiful woman passes by
or the glutton's unseemly expressions of joy at the sight of his favourite
food. But in these cases we are not dealing with expressions of aesthetic
pleasure so much as something similar to the grunts of satisfaction or even
the belches emitted in certain cultures in order to express appreciation of
a food (even though in such cases it is a form of etiquette). In general, in
any case, it seems that the experience of beauty arouses what Kant (in his
Critique of Judgement) defined as disinterested pleasure: whereas we would
like to have all that seems agreeable to us or to take part in all that seems
good, the judgement of taste at the sight of a flower procures a pleasure
that excludes any desire for possession or consumption.

Hence certain philosophers have wondered whether it is possible to
make an aesthetic judgement of ugliness, given that it arouses emotional
reactions such as the disgust described by Darwin.

In truth, in the course of our history, we ought to distinguish between
manifestations of ugliness in itself (excrement, decomposing carrion, or
someone covered with sores who gives off a nauseating stench) from
those of formal ugliness, understood as a lack of equilibrium in the organic
relationship between the parts of a whole.

Let’s imagine we see an almost toothless person in the street: what
disturbs us is not the form of the lips or the few remaining teeth, but the
fact that the few survivors are not accompanied by the others that should
be in that mouth. We do not know this person, whose ugliness does not
involve us emotionally, yet — faced with the inconsistency or
incompleteness of that whole — we feel entitled to say dispassionately that
that face is ugly.

This is why it is one thing to react emotionally to the disgust aroused in
us by a slimy insect or a rotten piece of fruit, while it is another to describe
a person as disproportioned or to say that a portrait is ugly in the sense
that it is badly made (artistic ugliness and formal ugliness).

And, talking of artistic ugliness, let us remember that in almost all
aesthetic theories, at least from ancient Greece to modern times, it has
been recognised that any form of ugliness can be redeemed by a faithful
and efficacious artistic portrayal. Aristotle (Poetics 1448 b) talks of the
possibility of creating beauty through a masterful imitation of that which
is repulsive and in Plutarch (De audiendis poetis) we read that, in artistic
portrayals, imitated ugliness remains such but receives a kind of echo of
beauty thanks to the mastery of the artist.

Thus we have identified three different phenomena: ugliness in itself,
formal ugliness and the artistic portrayal of both.What should be borne in
mind while leafing through this book is that in a given culture we can
almost always infer what the first two types of ugliness were solely on the
basis of evidence of the third type.
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Heinrich Fissli,
Macbeth Consults
the Apparition

of a Helmeted Head,
1783,

Washington DC,
Folger Shakespeare
Library

In doing this we run the risk of many misunderstandings. In the Middle
Ages Bonaventure of Bagnoregio wrote that the image of the devil
becomes beautiful if it is a good portrayal of his ugliness: but did the
faithful who saw scenes of atrocious infernal torments on church doors or
frescoes really believe this? Did they not perhaps react with terror and
distress, as if they had seen ugliness of the first type, bloodcurdling and
repugnant as the sight of a menacing reptile might be for us?

Theoreticians often fail to consider countless personal variables,
idiosyncrasies and deviant behaviour. While it is true that the experience of
beauty implies disinterested contemplation, nonetheless a disturbed
adolescent might have an emotional reaction even on looking at the Venus
de Milo.The same holds for ugliness: a child can have a nightmare about
the witch he saw in a book of fairy tales, an image that may have been
merely amusing for his peers. Probably many contemporaries of
Rembrandt, rather than appreciating the mastery with which he depicted a
dissected cadaver on a mortuary slab, might have had horrified reactions as
if the corpse were real - just as someone who has lived through an air raid
may not be able to lock at Picasso’s Guernica in an aesthetically
disinterested way, and may be able only to relive the terror of his past
experience.

Hence the caution we ought to use in following this history of ugliness,
ugliness in all its varieties and multiple forms, the diverse reactions that
those various forms arouse, and the nuances of behaviour with which we
react to them. We should also consider, each time, how right the witches
were - if indeed they were right — when, in the first act of Macbeth, they cry:
‘Fair is foul and foul is fair ...

Names or words printed in bold characters in the various chapters refer to the

corresponding anthological quotations










Chapter ]

Uogliness

O

in the Classical World

1. A World Dominated by Beauty?

Of the Greek world we usually have a stereotyped image, which springs
from idealisations of that world produced during the neoclassical
period. In our museums we see statues of Aphrodite or Apollo that,
thanks to the whiteness of the marble, portray an idealised beauty. In
the fourth century BC, Policlitus created a statue that was to become
known as the Canon because it embodies all the rules of ideal
proportion, while Vitruvius was later to express correct bodily
proportions as fractions of the entire figure: the face was to be one
tenth of the total length, the head one eighth, the length of the torso
one quarter, and so on.

So, in the light of this idea of beauty, it's natural that all beings who
did not embody such proportions were thought of as ugly. The ancients
had idealised beauty, but neoclassicism idealised the ancients,
forgetting that they (often influenced by Oriental traditions) also
bequeathed the Western tradition images of beings who were the very
embodiment of disproportion, and the negation of all canons.

The Greek ideal of perfection was represented by the kalokagathia, a
term deriving from the union of kalos (generically translated as
‘beautiful’) and agathos (which is usually translated as ‘good’ but covers
a whole series of positive values). It has been pointed out that being

Bronze statue kalos and agathos generically defines what the English world would
EZ:;:;Y;mfofme later describe as a gentleman, a person with a dignified air possessed of
fourth century ac, courage, style, ability, and proven sporting, military, and moral virtues.

:“{’_‘ifh-smm""he In view of this ideal, Greek culture produced a vast literature on the
ntikensammlungen

und Glyptothek relationship between physical ugliness and moral ugliness.
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Nonetheless it is still not clear whether by ‘beautiful’ the ancients meant
everything that pleases, arouses admiration, draws the eye, and gratifies the
senses thanks to its form, or a ‘spiritual’ beauty, a quality of the soul, which
sometimes may not coincide with the beauty of the body. At bottom, the
expedition to Troy was motivated by Helen’s extraordinary beauty and
paradoxically Gorgias had written an encomium on Helen. Yet Helen, the
unfaithful wife of Menelaus, certainly could not be considered a model of
virtue.

While Plato believed that the only reality was that of the world of Ideas,
of which our material world is a shadow and imitation, then ugliness ought
to have been identified with non-being, given that in the Parmenides he
rejects the existence of ideas of foul or base things such as stains, mud or
hairs. Ugliness exists, therefore, only in the sensible order, as an aspect of the
imperfection of the physical universe compared to the ideal world. Later,




e

Plotinus, who more radically defined matter as evil and an error, was to
identify ugliness clearly with the material world.

For example, if we reread the Symposium and the Platonic dialogue
dedicated to Eros (as love) and to beauty, we may identify many other
nuances. In this dialogue, as in the others for that matter, and-generally
speaking-in almost all philosophical disquisitions on beauty and ugliness,
these values are named but never clarified through examples (hence the
necessity, as | said in the Introduction, to compare philosophical discourses
with the concrete creations of artists). It's hard to describe the beautiful
things that arouse our desire. As for the concept of good, in many respects
the dialogue hinges on a celebration of pederasty, in the etymological sense
of love of the beauty of young boys on the part of a wise, mature man. This
behaviour was generally accepted in Greek society, but the dialogue itself
reveals that the pederasty praised by Pausanias (carnal desire for the beauty
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26

Ideas about Ugly Things
Plato (fifth — fourth century BC)
Parmenides, 130

Parmenides proceeded: And would
you also make absolute ideas of the just
and the beautiful and the good, and of all
that class?

Yes, said Socrates, 1 should,

And would you make an idea of man
apart from us and from all other human
creatures, or of fire and water?

I am often undecided, Parmenides, as
to whether I ought to include them or
not.

And would you feel equally
undecided, Socrates, about things of
which the mention may provoke a smile?
I mean such things as hair, mud, dint, or
anything else which is vile and paltry;
would you suppose that each of these
has an idea distinct from the actual
objects with which we come into contact,
or not?

Certainly not, said Socrates; visible
things like these are such as they appear
to us, and I am afraid that there would be
an absurdity in assuming any idea of
them

Lol

Moral Ugliness

Plotinus (third century AD)

The Enneads, 1, 6

Let us consider an ugly soul, intemperate
and unjust. It is full of a great number of
desires and the most profound anxieties.
Fearful out of cowardice, envious out of
meanness of spirit [. . ] it lives the life of
the passions of the body and finds
pleasure only in ugliness. Would we not
say that the ugliness of this soul has
come upon it from the outside like an
illness that harms it, makes it impure and
turns it into a confused tangle of ills? [. .
The soul lives a life in the shadow of the
impurity of evil, a life contaminated by
the germs of death. It is no longer able 10
see what a soul must see: it can no
longer repose within its own being
because it is constantly drawn to external
things, which are inferior and darker than
the night. Impure, overwhelmed on all
sides by the attraction of sensible things,
it has blended with many characteristics
of the body. Since the soul has accepted
the form of matter, which is different
from it, it has been contaminated by it,
and its very nature has been polluted by
that which is inferiorto it [. . |

of young men) and the sublimated (today we would say ‘platonic’)
pederasty of Socrates are two different things.

Pausanias distinguishes the Eros of Aphrodite Pandemia, typical of men
of little consequence for whom loving women and young men is all the
same, and who love bodies more than souls, from the Eros of Aphrodite
Urania, which is love solely for young men. Not with inexperienced little

boys but with mature adolescents ‘whose beards have begun to grow' But
Pausanias himself admits that among young men one should love the
noblest and most virtuous (‘even if they are uglier than the others’), and so
a lover who loves the body more than the soul is wicked. In this sense, while
pederasty does not exclude a physical relationship, it is also a form of
erotico-philosophical alliance established between the beloved (the young
man who accepts the company of an older man who initiates him into both
wisdom and adult life, and to whom in exchange he offers his favours) and
the lover, the wise man enamoured of the good looks and virtues of the
young man.

After Pausanias, Aristophanes steps in to tell us how in the beginning
there were three genders, male, female and androgyne, and only after Zeus
had divided each into two, did there come along men who ‘love to embrace
other men, women ‘with a propensity for other women'’ (and these two
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categories ‘are uninterested in nuptials and the procreation of children, but
are obliged to take an interest by law’), and those whom—today we would
call heterosexuals. At this point Agathon comes into the dialogue. Agathon
represented Eros as eternally young and handsome (thus returning to a
recurrent theme in the Greek world, from Pindar onwards, whereby beauty
is accompanied by youth and ugliness by old age).

But then Socrates (who expresses his own ideas by attributing them to a
fictional priestess called Diotima) showed that, if each of us desires what he
does not have, Eros will be neither beautiful nor good, but a kind of
ambiguous ‘daimon; a striving towards ideal values that he forever fails to
attain. Eros is the son of Penia (Lack, Poverty) and Poros (Expediency) and as
such he has inherited his mother’s wretched look (he is shaggy, barefoot
and homeless), while from his father he has inherited the ability to 'stalk’
and 'hunt for’ that which is good. In this sense, the desire to procreate, to
satisfy the human desire for immortality, is typical of Eros. Nonetheless,
apart from physical procreation there is the procreation of spiritual values,
from poetry to philosophy, through which we obtain the immortality of
glory. One might say that ordinary folk produce children while those who
cultivate the aristocracy of the spirit produce beauty and wisdom.

In the light of this not only is the man who is kalos and agathos one who
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believes that ‘the beauty of the soul is worth more than that of the body’
and can look after a young man who has many qualities even though his
body is not very beautiful, he is also one who will not stop at the beauty
of one body. Through the experience of various beauties he will try to
attain an understanding of Beauty-in-Itself,"hyperuranian’ Beauty, Beauty
as ldea.

This is the love for young men to which Socrates devoted himself, and
we understand this when the handsome Alcibiades, drunk, bursts into the
banquet and says how, in his desire to share in the wisdom of Socrates, he
had offered him his body several times, but Socrates had never wished to
yield to carnal desire and had merely lain chastely at his side.

It is in this context that Alcibiades makes his famous eulogy of the
apparent ugliness of Socrates, whose outer aspect was that of a Silen but
whose features concealed a profound inner beauty.

And so, in a single dialogue, different ideas of beauty and ugliness are
contrasted, thus making the simplistic notion that ugliness is merely the
opposite of kalokagathia rather more complex. Further, Greek culture had
always been aware of this complexity, as is proven by a later eulogy to
another ugly man but one of noble soul and great wisdom, Aesop.
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Thersites

Homer (ninth century BC)

The Hiad, 11, 282

Thersites [. . ] was the ugliest man that
stood before Ilium: bandy-legs and lame
in one foot, he had round shoulders
hunched over his chest. He had a pointed
head and sparse, thin hair. Achilles and
Ulysses hated him the most, for he often
insulted them.

Aesop’s Ugliness

Anonymous (first—second century AD)
The Aesop Eomance, 1

Aesop the great benefactor of humanity,
the fabulist, was a slave by condition, but
a Phrygian of Amorium by birth:
repugnant to the sight [. . .] disgusting, fat
belly, bulging head, pug-nose, gibbous,
swarthy and short, with flat feet, short
arms, bandy-legs, thick lips [. . .| Moreover
— a disability even worse than deformity —
he had not the gift of the word,
stammered, and was quite unable to
express himself.

Socrates as a Silen

Plato (fifth—fourth century BC)
Symposium, 203 c—d

I say therefore that he [Socrates| looks
very much like those Silens put on show
in sculptors’ workshops. They fashion
these satyrs holding pipes and flutes and,
when the images are opened up, they
have images of the gods inside them.

Portrait of Aesop, The Greek world was shot through with other contradictions. In the Republic,
i Plato maintained that ugliness (understood as a lack of harmony) was the
Basel opposite of the goodness of the soul, and recommended that youngsters be

spared the portrayal of ugly things. But he did admit that, at bottom, there exists a
degree of beauty proper to all things, as long as they are suited to the
corresponding idea. Consequently you could say that a girl or a mare or a pot was
beautiful, but that each of these was ugly with respect to the preceding one.

In the Poetics, Aristotle sanctioned a principle that was to remain universally
accepted over the centuries, namely that it is possible to make beautiful
imitations of ugly things-and right from earliest times people admired the way
Homer made a fine portrayal of the physical and moral unattractiveness of
Thersites.

Finally we shall see, in Stoic circles, how Marcus Aurelius recognised that
even ugliness, even imperfections such as the cracks in a loaf of bread,
contribute to the agreeability of the whole. As we shall discover in the next
chapter, this principle was to dominate the patristic and scholastic view in
which ugliness is redeemed by context and contributes to the harmony of the
universe.
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On the Difficulty of Defining Beauty

and Ugliness

Plato (fifth—fourth century BC)

Hippias Major, IN=X]

Socrates: A man put me in difficulty by
asking me more or less this question with
great arrogance: “Tell me, Socrates, how
do yvou know which things are beautiful
and which are ugly?' [, , ]

Hippias: Socrates, to tell the truth, a
beautiful girl is a beautiful thing [. . ]

Socrates: “You are delightful,’ he will
say, ‘my dear Socrates. But is not a fine
mare also beautiful, one that the god has
praised in the oracle? [. . .]

Hippias: That's true, Socrates; for the
god spoke truly. And in our land there are
some most beautiful mares.

Socrates: ‘Good," he will say. ‘And a
beautiful lyre? Is that not a beautiful thing?
[. ..l And a fine pot? [. . .] If the pot was
made by a good potter, it will be smooth,
round, and well fired, as are certain truly
fine two-handled pots that hold almost six
litres. If he asked the nature of such a
pot, we would have to admit that it was
beautiful [. . .|

Hippias: [ think, Socrates, that this
object too is beautiful, if it is well made,
but it is not right to judge it beautiful
compared to a mare, a girl and anything
else that is beautiful.

Socrates: | see, Hippias, that we must
make objections of this kind to he who
says things like: ‘Man, you do not seem to
know the truth of Heraclitus's saying, that
the most beautiful of monkeys is ugly
compared to humankind and the most
beautiful pot is ugly compared to the
female gender [. . ] If we compare the
female gender to that of the gods, will it
not be the same as comparing pots 1o
girls? Will not the most beautiful girl seem
ugly compared to the gods?

Avoid Portraying Ugliness

Plato (fifth=fourth century BC)

Republic, 111, 401

Ugliness and discord and disharmony go
hand in hand with bad words and bad
nature, while the opposite qualities are
the sisters of good, virtuous characters,
and resemble them [. . ]

So must we supervise only the poets,
obliging them to imbue their works with
good character, on pain of their being
forbidden to make poetry in our lands? Or
should we supervise the other artists,
preventing them from portraying what is
morally bad, unbridled, ignoble and ugly,

1. A WORLD DOMINATED BY BEAUTY?

both in images of animate beings,
buildings, and any other manufactured
product? And are those incapable of doing
this to be forbidden to work among us for
fear that our citizens, raised amid
corrupted imag 5 in a bad pasture, by
dint of feeding daily upon such fare,
gradually and unwittingly accumulate a
single great evil in their souls?

Imitate Beautifully

Aristotle (fourth century BC)

Poetics, 1448 b

The ant of poetry seems to have arisen
from two general causes, each of which is
natural. In the first place, imitation comes
naturally from childhood and this is what
makes men different from other animals,
for of all creatures they have the most
marked tendency to imitate. In the second
place it is through imitation that we learn
our earliest lessons, while all take pleasure
in the things imitated. Proof of this lies in
practical experience. Things that we
normally view with disgust we instead
view with pleasure when images of them
are portrayed with accuracy: such as
repugnant beasts and dead bodies, The
reason for this is that learning gives great
pleasure, not only to philosophers but also
to others, no matter how little they may
get out of the process. Hence men enjoy
seeing likenesses for, on contemplating
them, they learn and reason about them.

There is no Ugliness in Nature

Marcus Aurelius (second century AD)

The Meditations, 111, 2

When bread is baked some parts split
here and there, but the parts that thus
open, while contrary to the baker’s ar,
are in a cerain sense very fine and above
all they whet the appetite wonderfully. In
the same way, ripe figs also split open
Consider olives when they are fully ripe: it
is precisely that almost rotten look that
lends a particular beauty to the fruit.
Things like ears of corn bent towards the
ground, the proud looks of the lion, the
slobber running {rom the jaws of wild

boars, and countless other examples,
considered separately, are far from beauty
But because they follow nature's order
they help to adorn that order and give
pleasure. And so it happens that, if
someone has a liking for and an
understanding of the phenomena of
nature, he will find that any thing, even if
it be the accidental consequence of other
events, has its own rhythm and grace,

33




1. UGLINESS IN THE CLASSICAL WORLD

Ulysses and the Sirens,

detail from

a decorated vase,
third century BC,
Berlin, Staatliche
Museen

34

2. The Greek World and Horror

The Greek world was obsessed by many kinds of ugliness and wickedness.
There is no need to fall back on the opposition between Apollonian and
Dionysian: even though drunken and comically repugnant satyrs make their
appearance at Bacchus’ court, and in the Symposium Socrates’ resistance to
even the most abundant libations is hailed as a prodigious feat. At best there
lingers a hint of ambiguity regarding the role of music, which arouses the
passions; but Pythagorean aesthetics saw music as the realisation of ideal
laws, the mathematical rules of proportion and harmony.

Nonetheless Greek culture had its subterranean zones where the Mysteries
were practised and heroes (like Ulysses and Aeneas) ventured into the forlorn
mists of Hades, whose horrors had already been recounted by Hesiod.

Classical mythology is a catalogue of indescribable cruelty: Saturn
devoured his own children; Medea slaughtered them to revenge herself on
her faithless husband; Tantalus cooked his son Pelops and served him up to
the gods to test their perspicacity; Agamemnon didn't hesitate to sacrifice his
daughter Iphigenia in order to propitiate the gods; Atreus offered his brother
Thyestes the flesh of the latter’'s own sons; Aegisthus killed Agamemnon in
order to steal his wife Clytemnestra, who was later killed by her son Orestes;
Oedipus, albeit unwittingly, committed both parricide and incest ...Itis a
world dominated by evil, where even the most beautiful beings carry out
‘ugly’ atrocities. Through this universe wander terrifying creatures, foul
because they are hybrids that violate the laws of natural forms: consider the
Sirens in Homer, who were not the attractive women with the tail of a fish as
described by a later tradition, but nasty, rapacious birds. Then there are Scylla
and Charybdis, Polyphemus, and the Chimaera. In Virgil we find Cerberus and
the Harpies; the Gorgons (whose heads were full of writhing snakes and who
had the hoofs of a wild boar), the Sphinx with a human face and the body of
a lion, the Furies, the Centaurs, thought to be bad because of their duplicity,
the Minotaur with a bull's head and a human body, Medusa ...While posterity
has fantasised about the age of kalokagathia, it was also influenced by these
manifestations of the horrible, from Dante to our own day. And in fact the
Christian world (which, as we shall see in the next chapter, worked out its own
terrifying idea of ugliness), for example in the works of Clement of
Alexandria or Isidore of Seville, used the monstrosities described by the
ancients as a pretext for demonstrating the falsity of pagan mythology.
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The Sirens

Homer (ninth century BC)

The Odyssey, XI1, 52-82

First you will come to the Sirens who enchant
all who come near them. If any one unwarily
draws in oo close and hears the singing of the
Sirens, his wife and children will never
welcome him home again, for they sit in a
green field and warble him to death with the
sweetness of their song. There is a great heap
of dead men’s bones lying all around, with the
flesh stll rotting off them. Therefore pass these
Sirens by, and stop your men's ears with wax
that none of them may hear; but if you like
you can listen yourself, for you may get the
men to bind you as vou stand upright on a
cross-piece halfway up the mast, and they must
lash the rope’s ends to the mast itself, that you
may have the pleasure of listening. If you beg
and pray the men to unloose you, then they
must bind you faster.

When your crew have taken you past
these Sirens, 1 cannot give you coherent
directions as to which of two courses you are
to take; 1 will lay the two alternatives before
you, and you must consider them for
yvourself, On the one hand there are some
overhanging rocks against which the deep
blue waves of Amphitrite bear with terrific
fury; the blessed gods call these rocks the
Wanderers [. . .|

The Harpies

Virgil (first century BC)

The Aeneid, 111, 354-358, 361-368

Saved from the sea, the Strophades we gain,
So called in Greece, where dwells, with
Harpies,

Heavenly ire

Ne'er sent a pest more loathsome; ne'er were
seen

Worse plagues to issue from the Stygian mire
Birds maiden-faced, but trailing filth obscene,
With taloned hands and looks for ever pale
and lean.

Scylla and Charybdis

Homer (ninth century BC)

The Odyssey, X1, 112-141

Inside it Scylla sits and yelps with a voice that
you might take to be that of a young hound,
but in truth she is a dreadful monster and no
one — not even a god — could face her
without being terror-struck. She has twelve
mis-shapen feet, and six necks of the most
prodigious length; and at the end of each
neck she has a frightful head with three rows
of teeth in each, all set very close together, so
that they would crunch any one to death in a
moment [. . ]

Polyphemus

Homer (ninth century BC)

The Odyssey, IX, 235-244, 364382, 474479,
484491, 498-502

This was the abode of a huge monster who
was then away from home shepherding his
flocks. He would have nothing to do with
other people [. . .|

With a sudden clutch he gripped up two
of my men at once and dashed them down
upon the ground as though they had been
puppies. Their brains were shed upon the
ground, and the earth was wet with their
blood. Then he tore them limb from limb and
supped upon them. He gobbled them up like
a lion in the wilderness, flesh, bones, marrow,
and entrails, without leaving anything uneaten.
As for us, we wept and lifted up our hands to
heaven on seeing such a horrid sight, for we
did not know what else to do; but when the
Cyclops had filled his huge paunch, and had
washed down his meal of human flesh with a
drink of fresh milk, he stretched himself full
length upon the ground [. . .]

His great neck hung heavily backwards
and a deep sleep took hold upon him.
Presently he turned sick, and, with much
horrendous belching, threw up both wine
and the gobbets of human flesh on which he
had been gorging [. . .|

When the wood, green though it was, was
about to blaze, 1 drew it out of the fire
glowing with heat, and my men gathered
round me, for heaven had filled their hearts
with courage. We drove the sharp end of the
beam into the monster’s eye, and bearing
upon it with all my weight I kept turning it
round and round [. . ]

Even thus did we bore the red hot beam
into his eye, till the boiling blood bubbled all
over it as we worked it round and round, so
that the steam from the buming eyeball
scalded his eyelids and eyebrows, and the
roots of the eye sputtered in the fire [. . |

Cerberus

Virgil (first century BC)

The Aeneid, V1, 612-629

Crouched in a fronting cave, huge Cerberus
wakes

These kingdoms with his three-mouthed
bark. His head

The priestess marked, all bristling now with
snakes,

And flung a sop of honied drugs and bread.
He, famine-stung, with triple jaws dispread,
The morsel snaps, then prone along the cave
Lies stretched on earth, with loosened limbs,
as dead.
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The Underworld

Hesiod (seventh century BC)
Theogony, 736-73

This is a gloomy, squalid place, which
even the .Luul\ detest. Once you step
over the threshold of this immense
gulf, you would not reach the bottom
in the space of a whole year, for
violent storms would blow you this
way and that without granting you any
respite [. . ] Here stands the frightful
abode of shadowy Night, enveloped in
leaden clouds. Before it, planted firmly
on his legs, the son of lapetus holds
up the heavens with his head and
tireless hands. In that point Night and
Day meet and greet one another as
they pass through the great bronze
threshold, the one on the point of
[l_‘;l\'111§_' and the other of coming back
l'hey are never inside
the house together; but one is always

in, Or vice versa

2. THE GREEK WORLD AND HORROR

outside moving over the earth while
the other st
is time to leave. One brings the light

that makes all clear for the peoples of

s at home waiting until it

earth; the other, dark Night cloaked in
a dense mist, bears in her arms Sleep,
the brother of Death. This is the abode
of Sleep and Death, sons of dark Night
and frightful gods, The bright Sun
never casts his rays upon them, neither
as he rises in the heavens, nor as he
sets, Of these two gods the first
wanders peacefully over the earth and
the vast sea, but the other has a heart
of iron, and a spirit within his breast
as ruthless as bronze: when he seizes
men he never lets go, and he is hateful
even to the immortal gods

There, farther on, lies the echoing
abode of the _Sli.'d of the underworld,

mighty Hades and the frightful
Persephone
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The Chimaera

Homer (ninth century BC)

The Hliad, V1, 222-26

[. . .I the Chimaera, who was not a human
being, but a goddess, for she had the head
of a lion and the tail of a serpent, while her
body was that of a goat, and she breathed
forth flames of fire; but Bellerophon slew
her, for he was guided by signs from heaven

The Ugliness of Pagan Divinities
Clement of Alexandria (150-215)
Protreplicus, 61

These are the teachings of your gods

that prostitute themselves together with

you! L. . .]

And what of your other images?! Certain
statuettes of Pan, certain naked female
figures, drunken satyrs and swollen
phalluses, painted without any clothing and
put to shame by their own immoderation!

These days, however, when you see -
openly and in public — paintings depicting
all kinds of unbridled licence, you feel no
shame. Indeed you keep these things and
hang them on your walls, just like the
images of your gods, and in your homes
you worship as sacred what are merely
shameless steles, and you care not if the
matter portrayed is the obscene poses of
Philenides or the labours of Hercules!
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Pagan Monsters Reassessed by

Christians

St Isidore of Seville (570-636)

Etymologies, X1, 3

There is also talk of other fabulous human
portents, which are not real, but invented:
they are symbols of a set reality. This is the
case with Geryon, king of Spain, of whom it
is said he was born with three bodies: in
reality, there were three brothers who got
on so well that it was almost as if the three
bodies shared one soul. This is also the case
with the Gorgons, prostitutes with snakes for
hair, who with one look turned men into
stone. They were said to have only one eye,
which they took turns in using. In reality,
they were three sisters all equally beautiful,
almost as one to the eye, the sight of whom
stunned men so much they fancied that the
sisters had turned them into stone. The
Sirens are thought to be three, part virgin
and part bird, with wings and talons: one
sang, the other played the reed-pipe, and
the last the lyre. They used their song to
lure sailors onto the rocks, shipwrecked. In
truth, the sirens were whores: since they
dragged passers-by into wretchedness, it
was thought they had brought them to
shipwreck [. . ] They say that the Hydra was
a serpent with nine heads, called in Latin
excetra, because on the caedere, or cutting,
of a head three new ones were created
Nonetheless Hydra was a place that vomited
up waters that devastated a nearby city: on
the stopping up of one of the mouths, many
others opened up. On seeing this, Hercules
drained this place, hence closing the mouths
from which the water gushed forth, Indeed
the Hydra took its name from water [. . ]
Some think that the Chimaera was a beast
with the head of a lion, the tail of a dragon
and the body of a goat. Certain experts on
physical phenomena say that the Chimaera
was no animal, but a mountain in Cilicia
that in cerain places offered nourishment to
lions and goats, while in other parts it
burned and in others again it was infested
with serpents. Bellerophon made it
inhabitable and this is why it is said that he
slew the Chimaera. The Centaurs, half
human and half horse, got their name from
their appearance: some say that they were
Thessalian horsemen who, since they
galloped all over the battlefield in war, gave
the impression of being one body made up
of horses and human beings.

REEK WORLD AND HORROR
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1. The ‘Pancalistic’ View of the Universe

Greek culture did not hold that the world was necessarily wholly
beautiful. Its mythology tells of monstrosities and errors, and Plato
thought that sensible reality was merely a poor imitation of the
perfection of the world of ideas. On the other hand in the gods artists
saw the model of supreme beauty and this perfection was the aim of
the statuary that represented the inhabitants of Olympus.

Paradoxically, with the advent of the Christian world this relationship
— at least certain aspects of it — was inverted: from a theologico-
metaphysical standpoint the entire universe is beautiful because it is a
divine work and thanks to this total beauty even ugliness and evil are in
some way redeemed.

By way of compensation, Christ, the human expression of divinity who
suffered for us, is portrayed in the moment of his greatest humiliation.

From the earliest centuries the Fathers of the Church talked
constantly about the beauty of all being. From Genesis they learned
that, at the end of the sixth day, God saw that all he had made was good
(1,31), and the Book of Wisdom said that the world was created by God
according to number, weight, and measure, in other words according to
criteria of mathematical perfection.

Alongside the biblical tradition, classical philosophy contributed to
reinforcing this aesthetic view of the universe.The beauty of the world as a
reflection and an image of ideal beauty was a concept of Platonic origin;
and in his Commentary to the Timaeus Calcidius (between the third and
fourth century AD) spoke of the splendid world of beings ... of peerless
beauty’



Il. PASSION, DEATH, MARTYRDOM

Hildegard of Bingen,

The Universe in the Shape
of an Egg, the earth

with the four elements
around it, from Scivias,
Codex Rupertsberg,
twelfth century.

The medieval period was influenced by a work of a Neoplatonic
stamp (fifth century AD), On The Divine Names by Pseudo-Dionysus
the Areopagite, Here the universe appears as an inexhaustible source
of splendour that radiates out to form a grandiose manifestation of
the diffuse nature of primary beauty, a dazzling cascade of light:'The
Super-Essential beautiful is called Beauty because of the fairness that
it dispenses to all beings each to his own measure, and because it is
the cause of the harmony and splendour of all things. In the guise of
light it showers all things with the outpourings of its natural rays,
which make them beautiful, and calls to itself all things that we
call Beauty - and within itself it contains all things’ (On The Divine Names,
IV,7,135).

Following the Areopagite, John Scotus Eriugena (ninth century)
worked out a concept of the cosmos as the revelation of God and of his
ineffable beauty through ideal and corporeal beauties and he expatiated
on the beauty of all creation, on similar and dissimilar things, on the
harmony of species and forms, and of the different orders of substantial
and accidental causes culminating in marvellous unity (The Four Divisions
of Nature, 3). All medieval authors returned to this theme of the pancalia
or beauty of the entire universe.

For a traditional identification of the Beautiful and Good, saying
that the entire universe was beautiful was tantamount to saying that it
was also good - and vice versa. How to reconcile this pancalistic
persuasion with the evident fact that Evil and deformity exist in that
same universe?

The solution had been anticipated by St Augustine, who had made the
justification of Evil in a world created by God one of his fundamental
themes. In De ordine Augustine argued that, true, there seemed to be
disharmony and ‘an insult to the sight’ when the parts of a building were
erroneously arranged, but he pointed out that error too is a part of the
general order. In the Confessions (VII) he tells us that evil and ugliness do
not exist in the divine plan.

Corruption is a loss, but we talk of loss when a previous good has
been diminished. If all that becomes corrupted is subjected to a loss
of value, then it means that there was a positive value before corruption
set in. If the loss of value is total, a thing would cease to exist.

Hence evil and ugliness in themselves could not exist, because they
would be ‘an absolute nothing' In his polemic against the Manichaeans
titled De natura boni contra Manicheos (XVII) Augustine says that not even
what the ancients called hyle, in other words matter that is wholly
unformed and devoid of quality, was an evil. Even timber that has yet
to be worked lends itself those who work it, so that something may
be got from it. If it could not accept the shape imposed upon it by a
craftsman, it certainly could not be called matter.
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Monsters of Notre So if a shape is a good, which is why all the things that draw some
E;Tféemh_centw superiority from shape are called shapely, then there is no doubt that the
reconstruction, capacity to be formed is also a good to some extent. If even formless matter
Paris

is beautiful, then the same must hold even for beasts that some see as
monstrous, like monkeys, because the proportion between their various
members is correct. Augustine’s reasoning crops up again in Scholastic
philosophy, in which we find various examples of a justification of Ugliness
within the framework of the overall beauty of the universe, where even
deformity and evil acquire a value comparable to that of chiaroscuro, of the
proportion between light and shadow in an image. In other words their
presence reveals the harmony of the whole. Some said that even monsters
are beautiful because they are beings and as such contribute to the
harmony of the whole and that, while sin certainly destroys the order of
things, this order is re-established by punishment and hence the damned in
hell are examples of a law of harmony. Others tried to attribute the
impression of ugliness to flaws in our perceptions, and hence some may
find something ugly because of poor light, because it was too close or too
far away, because they saw it from an oblique angle, or because of the misty
46 air that deforms the contours of things.
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1. THE PANCALISTIC'VIEW OF THE UNIVERSE

The Beauty Dispensed by God

Pseudo Dionysus the Areopagite

(fifth century AD)

On the Divine Names, IV, 7

The Super-Essential Beautiful is called
beauty on account of the beauty it
dispenses to all things in accordance with
their nature, It is the cause of the
harmony and splendour of all things and,
in the form of the most resplendent light,
it showers them with its originating
beams. It is the cause of beauty, and calls
all things unto itself (. . .) drawing them
together and absorbing them into itself.

The Ugly Being Contributes to Order
St Augustine (fourth~fifth century AI)

On Order, 1V, 12-13

What is grimmer than an executioner?
What is more baleful and cruel than such
a soul? But he fulfils a necessary position
among the laws and is inserted in the
order of a well-governed state. [. . .| What
could be defined as more foul, devoid of
dignity and obscene than prostitutes,
pimps, and the other plagues of this kind?
Take away prostitutes from a society and
all will be overturned as a consequence of
disordered passions. Put them in the place
of honest women, and you will dishonour
every single thing with guilt and
shamelessness [. . ] Is it not true that if
you stare at certain members of the bodies
of animals, then you cannot look at them?
Nevertheless, the order of nawre, given
that they are necessary, wanted them to
be present and, since they are indecent,
does not allow them to be easily visible.
And those deformed parts, occupying
their place, have left the better place for
better parts [. . .] The poets have utilised
what are called solecisms and barbarisms;
they have preferred, by changing the
names, to call them figures and
transformations, rather than avoid them as
evident errors. Well, take them out of
poetry, and we would miss the most
melodious sweetness. Gather many
together in a single composition, and it
will vex me because all will be mawkish,
pedantic, affected [. . ] The order that
governs and moderates such things would
not tolerate their being too many, nor too
few. A humble and almost disregarded
discourse highlights elevated expressions
and elegant movements, alternating
between one and the other.
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Crucifixion, Evil and Ugly do not Exist on the Divine
¢.420-30, Plane
London,

St Augustine (fourth—fifth century AD)
The Confessions, VI
And to Thee is nothing whatsoever evil: yea,

British Museum

not only to Thee, but also to Thy creation as
a whole, because there is nothing without,
which may break in, and corrupt that order
which Thou hast appointed it. But in the
parnts thereof some things, because
unharmonising with other some, are
accounted evil: whereas those very things
harmonise with others, and are good: and in
themselves are good. And all these things
which harmonise not together, do yet with
the inferior part, which we call Earth, having
its own cloudy and windy sky harmonising
with it. Far be it then that 1 should say,
“These things should not be': for should 1
see nought but these, 1 should indeed long
for the better; but still must even for these
alone praise Thee; for that Thou ant 1o be
praised, do show from the earth, dragons,
and all deeps, fire, hail, snow, ice, and
stormy wind, which fulfil Thy word [. . ]

The Beauty of the Cosmos

St Augustine (fourth—fifth century AD)

O the Nalure of Good, 3, 14, 15, 16, 17
The more things are according to measure,
form and order, the more they are surely
good; but the less they are according to
measure, form and order, the less good they
are. Therefore, let us consider these three
aspects: measure, form and order, not to
mention countless others that can be traced
back to these three; well, it is precisely these
three aspects — measure, form and order —
that are like a general good in God's reality,
both in the spirit and in the body [. . .].

48

Nevertheless, among all these good things,
those that are small, when compared with
those that are largest, are named by
opposites: for example, compared with the
human ftorm, whose beauty is greater, the
beauty of a monkey is called deformity. In
this manner, careless people are deceived, 55
if that thing were good and this thing were
evil; they do not recognise in the body of the
monkey its proper measure, the symmetrical
harmony of its limbs, the cohesion of its
parts, the protection of its safety, and other
aspects that it would take too long to
address. Even a monkey possesses the gift of
beauty, though to a lesser degree . . .| In thi
manner, we speak of light and darkness as
two opposites: and yet even that which is
dark has some light; if it has none
whatsoever, then there is darkness insofar as
there is absence of light, just as silence is the
absence of sound [. . .] Yet even this
privation of things re-enters at that point in
nature's general order, to take its own, not

unsuitable position in the meditations of the
wise. God, in fact, by not illuminating certai
places and times, has created darkness ina
way that is as convenient as the days. For
that matter, if we, holding back sound,
punctuate our discourse with a convenient
silence, how much more will He, as the
perfect artifice of all things, produce in a
convenient manner privations in some of
these things? |. . .| Therefore no nature is evi
insofar as it is pature [, . ]

Beauty and Ugliness

Alexander of Hales (thineenth century AD
Summa Teologica, 11

Just as a dark colour is appropriate in a
painting when it is placed in the right
location, so is totality of things beauriful
even with sinners

Vincent of Beauvais

(twelfth—thirteenth century AD)
Speculum Majus, 27

The deformity of evil does not diminish th
beauty of the universe.

Robert Grosseteste

(twelfth—thirteenth century AD)

De Divisione

If beauty and health, which are considered
good, are a proportion of the parts and
members with the beauty of colour [ . | in
ugly and diseased bodies this proportion
does not entirely dissolve, but is only
transformed, and therefore ugliness and
disease can be called lesser goods rather
than true, real evils,




2, THE SUFFERING OF CHRIST

2. The Suffering of Christ

When art has to deal with the Passion of Christ, we realise what Hegel
pointed out in his Aesthetics, ‘you cannot use the forms of Greek beauty
to portray Christ scourged, crowned with thorns, dying on the cross!’

This acceptance of the ‘ugliness’ of Christ was not immediate, however.
True, there was a page in Isaiah in which the Messiah is portrayed as
disfigured by suffering, and this mention had not escaped certain Fathers
of the Church, but then Augustine reabsorbed this scandalous evidence
into his pancalistic vision, stating that Jesus certainly appeared deformed
when he was hanging on the cross, but through that superficial
deformity He expressed the inner beauty of his sacrifice and the glory it
promised us.

Paleo-Christian art had restricted itself to the fairly idealised image of
the Good Shepherd.The crucifixion was not seen as a suitable
iconographic subject and at most it was evoked through the abstract
symbol of the cross. Some have suggested that this reluctance to portray
Christ’s sufferings was due to theological controversies and to the battle
against the heretics who wanted to affirm his human nature and deny his
divinity.

It is only in the late Middle Ages that the man on the cross begins to
be seen as a real man, beaten, bloodied, disfigured by pain, while the
portrayal both of the crucifixion and of the various phases of the Passion
becomes dramatically realistic as it celebrates the humanity of Christ
through his sufferings. In The Mourning of Christ painted by Giotto for the
Scrovegni Chapel in Padua all the characters shown are weeping
(including the angels) thus suggesting to the faithful feelings of
compassion for someone with whom they are supposed to identify. In this
way the image of a suffering Christ was handed down to Renaissance and
Baroque culture in a crescendo of the eroticism of suffering, where the
insistence on the divine face and body tormented by pain became a play
verging on complacency and ambiguity, as is the case with the Christ who
doesn't so much bleed as drip with gore in Mel Gibson’s movie version of
the Passion.

But Hegel had also observed that with the advent of Christianity
the ugly appears in a polemical form in the portrayal of the persecutors of
Christ.
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The Annunciation of the Messiah
Isaiah, 53:2-7

For he shall grow up before him as a
tender plant, and as a root out of a dry
ground: he hath no form nor
comeliness; and when we shall see him,
there is no beauty that we should desire
him.

He is despised and rejected of men; a
man of sorrows, and acquainted with
grief: and we hid as it were our faces
from him; he was despised, and we
esteemed him not. Surely he hath borne
our griefs, and carried our sorrows: yet
we did esteem him stricken, smitten of
God, and afflicted.

But he was wounded for our
transgressions, he was bruised for our
iniquities: the chastisement of our peace
was upon him; and with his stripes we
are healed.

All we like sheep have gone astray;
we have turned every one to his own
way; and the LORD hath laid on him the
iniquity of us all.

He was oppressed, and he was
afflicted, yet he opened not his mouth;
he is brought as a lamb to the slaughter,
and as a sheep before her shearers is
dumb, so he openeth not his mouth.




The Deformity of Christ
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He was referring to the north German painters (and he might have added
the Flemish school) but note how even a delicate artist like Fra Angelico
shows us a persecutor whose looks are not only coarse, but who vulgarly
spits in Jesus' face. None of this excludes the countless idealised and
reconciled images of Christ, all the way down to the popular holy figurines
that show him as tall and handsome, with delicate, often almost maudlin
features. But the introduction of ugliness and suffering to the celebration of
the divine encouraged other types of ugliness, which were taken to extreme
limits for moralistic and devotional purposes: from images of death, hell, the
devil, and sin, to those showing the sufferings of the martyrs.
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3. Martyrs, Hermits, Penitents

In the Christian world sanctity is none other than the imitation of Christ.
Suffering, atrocious suffering at that, was the lot of those who gave their
lives to bear witness to their faith, and these were the people addressed
by Tertullian (second-third century AD) in his Exhortation to Martyrdom,
inviting men and women to bear the unmentionable sufferings
(described with ill-concealed sadism) they were doomed to face.

In medieval art the martyr is seldom shown as deformed by his torments,
as some had dared to do with Christ. When portraying Christ, artists
emphasised the incomparable immensity of his sacrifice, whereas
martyrs (to exhort people to imitate them) are depicted with the
seraphic serenity with which they went to their respective fates. And so
decapitations, roasting on the gridiron, and the removal of breasts can
give rise to graceful compositions, almost balletic in form. As we shall
see, enjoyment of the cruelty of such tortures came along a little later
with the art of the seventeenth century.

During and after the Renaissance, in a climate marked by the re-
evaluation of the human body and its beauty, there was a tendency
to an excessive ‘beautification’ of some extremely distressing events, so
much so that — more than the torture — what counted was the virile
strength or feminine sweetness with which the saints faced their
torment. This led to images that were quite often homoerotic,
proof of this being the various representations of the martyrdom
of 5t Sebastian.

The area where concessions were no longer made to gentility was
often the portrayal of the hermit, who by tradition and definition was
made ugly by long sojourns in the desert. Baroque spirituality used thesi
models to celebrate the penitences of the saints and their disdain for the
body, weakened by fasting, flagellation, and other forms of discipline
[see, for example the text by Father Segneri).

Among the hermits of the early centuries the ugliest were the stylites,
who isolated themselves atop a column, bearing the inclemencies of the
weather, not to mention the insects and worms that crawled all over
them as they struggled with hauntingly seductive visions or diabolical
nightmares (for a modern treatment of this theme, see Tennyson).
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Exhortation to Martyrdom

Terullian (second=third century ADY)

o the Martyrs', 4

But fear of death s not as grest as the
fear of torure, An Athenian woman
succuwmbed 1o the executioner, when,
subjected 1o torture by the tyrmnt for
having taken part in a conspiracy, and
still making no betrayal of her
confedernites, she ultimately bit off her
tongue and spat it in the tyrant’s fce, so
that he would know that his tomune
would prove useless, no matter how long
it might last. And that which the Spanans
consider a rite of the wimost imponance
is alzo well known: flagellation. In this
sacred ceremony the noblest youths ane
scourged before the altar, whipped while
thesir parents and kinsmen stand by and
encourage them to bear it out bravely

For it will be always counted even more
honousible and glorious should the body
perish on account of these sulferings vt
the youth give no cry of pain. Therefore
if it ts legitimate, for love of earthly glony
to require 2 similar test of strength and
soul and senses, so that they can
demonstrate their indifference 1o the
wounds of weapons, the agony of flames,
the torments of the cross, the fury of wild
beasts, the refinements of tormure, and all
for nothing but the mirage of human
praise, then | can firmly state that your
sufferings are but trifles when compared
with celestial glory a2nd divine reward, If
glass is so precious (o us, what must a
true pearl be wornh? And who would not
be willing 1o give for truth as much as
others have willingly offered [or
Falsehood?
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St Simeon Stylites

Allred, Lord Tennyson (15059-92)

Bt Simeon Siylites’

Although 1 be the basest of mankind,

From scalp to sole one slough and orust of
sin,

Unfit for earth, unfit for heaven, scarce meet
For troops of devils, mad with Blasphemy,

I will et cease 1o grasp the hope 1 hobd

OF samitdom, and 1o clamowr, mowrn and sob,

Ramering the gstes of heaven with storms of
pryer,
Have mercy, Lord, and take away my sin.

Let this avail, just, dresdful, mighty God,
This nest be all in vain, that thoce ten years,
Thrice mubtiphied by superhunun pangs,

In hungers and in thirses, fevers and cold,
In coughs, aches, sitches, ubcerous throes
and cramps,

A sign betwixt the meadow and the doud,
Patient on this tall pillar T have bome

Tain, wind, frost, heat, hail, damp, and sleet,
and snovwy

And T hisd hoped thar ene this period dosed
Thou wouldst have caught me up into thy
rest,

Drenving not these weather-beaten anbs
The meed of samts, the white robe and the
feibm

O Lowred, Loed,
Thou knowest 1 bore this better at the first,

1 MARTYRS, HERMITS, PENITENTS

For | was strong and hale of body then;

Ared though my eeth, which now are
dropped away,

Would chatter with the cold, and all my
bsezand

Was tagged with icy fringes in the moon

I dreswnied the whoopings of the owl with
sond

OF pious hymns dand psalms, and sometimes
AW

An anged] stand and watch me, as 1 sang
MNow am | feeble grown; my end drws nigh;
I hope my end draws nigh: half deal 1 am,
S0 that 1 scarce cain hear the people hum
Aboutt the column’s base, and almost blind,
And scarce can recopnise the fields 1 oo
And both my thighs are rotted with the dew,
Yet cease | onot o clamour and o ony,

While my stiff spine can hold my weary head

The Penitence of Saint Ignatius

Paclo Segneri (1624-94)

Panegyric on 5t Ignatius of Lovols

Having sacrificed to God the higher parnt of
himself, which was his spirig, with humide
abjection, all that remained was o sacrifice 1o
Him the loswer pomion, which was the flesh,
with the most painful wrmems; and by so
doing perhaps train himself, in an almost
Farmibiar batthe, against those two emendoas
enemtbes that he would have to encounter as
thie grester divine glory spread throughout
thie universe: trials of the soul, wrmemts of
the body, How do you think he tomured his
bodv? Listen to what 1 have o sy, and then,
if you can, give yourselves over o hormor

He wore a rough sack over a barbed chain
wrapping his bare flanks with stinging nettles,
or thomy weeds, or sharp lron; fasting on
bread and water every day, excepting
Suncky, when he could add some bitter erb
flavoured with ash or canh;, passing three

six, or even eight entire days without food;
flageltating himself five times between day
and night, always with a chain and always
until bloody; and beating his bare chest
furiously with fiint. He had no bed upon
which 10 lay his body except for the hard
eanh, and no pilow upon which to rest his
T excepst for cold rock, Seven hours a doy
he would spend on his knees in deep
contemplation, never weeplng, never ceasing
o torture himsell. This was the kind of Life he
ledd in the grotto of Manresa, never alleviating
his sufferings despite the long and
extremely tormmented infirmity that he soon
contracted, with stlessness, tremors,
spasms, fainting and fevers unil finally, by
the grace of God, he passed on,
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4. The Triumph of Death

While saints awaited death with joy, the same cannot be said of the great
mass of sinners; in this case, it wasn't so much a matter of inviting them
to serenely accept the moment of their passing as of reminding them of
the imminence of that crossing so that they might repent in time. Hence
both verbal preaching and the images that appeared in holy places were
intended to serve as reminders of the imminence of death and to
cultivate the terrors of the torments of hell.

That this was a particularly deeply felt theme in the Middle Ages (but
also later) was due to the fact, in a period when life expectancy was
shorter than our own and it was easy to fall victim to plagues and
famine, and at a time when war was an almost permanent state, that
death was a presence almost impossible to ignore - far more so than in
our own day, when, surrounded by models of youth and fitness, we try to
forget death, to hide it, to relegate it to the cemeteries, while we beat
about the bush to avoid mentioning it directly, or exorcise it by reducing
it to a simple element of spectacle, thanks to which we forget our own
death by having fun watching someone else's. In literature, the subject of
the triumph of death appears in the twelfth century, with the Verses on
Death by Hélinand of Froidmont and was continued in variations on the
poetic theme of ubi sunt (where are the beautiful women, the splendid
cities of long ago? All has vanished).

Sometimes, in the Middle Ages, death appears like something painful
but familiar, a sort of fixed character (at times almost puppet-like) in the
theatre of life. In many pictorial cycles (such as the one in the
Camposanto in Pisa) the triumph of death is celebrated.

In Rome, during the triumphs held for victorious leaders, a servant
sitting alongside the illustrious one constantly repeated the words
‘remember that you are a man; a kind of memento mori.

This model led to a literature of Triumphs (see, for example, Petrarch)
in which there is always a Triumph of Death, which overcomes all human
vanity, time, and fame.

The Triumph of Death is accompanied by the vision of the Last
Judgement, another form of warning for the faithful that inspired
theatrical works and carnival floats (see Vasari),
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I omes howr Death undoses all

What price beauty, whet price riches?
What prce honours, what price nobiling?

The Trivmph of Death

Petrarch (1304-T40

The Trivemipdr of Degath, 1, 7350

And here from afar we see an anmnmy

Of the dead strewmn ofer the plain

No prose nor verse can comprehend
Thesir numbser, from India, from China,
Froam Morooce and from Spein

From all the comers of the canth they came,
Men sad 10 be happy,

Popes, kings and empenors;

Now they le maked, wretched, begpars
Whisre ane thesir iches mom® Where their
honours

Their gems, scepines, crowns,

Their mitres and their purple?

Wretched i he who e pes in workdly things
(But who does not do so?), and i, in the
end

ey are decerved, then this is st

O ye blind, wherefore all your wil?

Carnival 1511

Cricwgic Vasan (151174
Lives of the Artists: “The Life of Piero di
Cosdmo’, 111

It wiis i procession, an encrmous wWagon
drwn by black oxen, decoraed with
pictures of dead men's bones, and whine
crosses, and on the wagon sat a huge effig
of death holding a scythe i one hand
There were many covered sepulchres
around the wagon, and wherever the
procession stopped o sing these toumbs
opened up and oul came fgures dressed o
biack cloth, upon which skelen

s were
paintexd, the bones of the arms, ches, back
and legs, white on black. And in the
distance there appeared several figuares
carrying torches and wearing death masks
with skulls front and back, stretching down
ter the throat. Apan rom seeming extremely
resibistic #t was homble and fightening to
sew, Andd at the sound of certain muffled
trumpets that mevde a rough and dull soomd
these dead men emenged from the tombs,
and siting down on wop ol them sing
Dead we ane a5 vou can see

And desd we'll see vou one day be
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4, THE TRIUMPH OF DEATH

Other illustrated stories tell of three knights wha in the woods meet
three skeletons whose appearance is meant to be seen as a mirror held
up to the near future that awaits all {the caption says ‘We were as you are
now, you will be as we are now!’). Sometimes they come across a
decomposed body and a monk reminds them of the destiny that awaits
them. Many frescoes are devoted to this theme, such as The Encounter
between the Three Living Men and the Three Dead Men (fourteenth century),
in the sacristy of 5t Luke's church in Cremona, or the now mutilated fresco
on the fagade of the Oratory of the Disciplines at Elusone (fifteenth
century), in which we see the dual themes of the triumph of death and
the Danse Macabre,

In modern times, perhaps also in concomitance with the experience of
the first anatomy theatres, the still carnivalesque idea of the triumph gave
way in penitential literature to the detailed and horrifying description of
the death throes or the putrefying dead body (see for example the text by
Sebastiano Pauli).

Modern literature offers countless variations on the triumph of death
and by way of example here we need only mention Baudelaire and a
recent work by DeLillo.

Another cultured but also popular form of the celebration of death was
the Danse Macabre, held in holy places and in cemeteries, The etymology
of the word macabre, a fairly recent term, is still a controversial issue
{perhaps it comes from Arabic or Hebrew, or perhaps from the name of a
person called Macabré) but the ritual probably arose following the
widespread terror caused by the ‘Black Death| the great outbreak of
plague in the fourteenth century. The purpose of the death dance was not
so much to increase the fear of waiting for the end as the need to exorcise
that fear and get accustomed to the idea that it was coming. The danse
Macabre shows popes, emperors, monks or young girls all dancing
together led by skeletons, and it celebrates the transience of life and the
levelling of all differences in wealth, age, and power. One of the oldest
images (now lost) dates from 1424, in the cemetery of the Eglise des
Innocents in Paris, and all that remains of it are engravings.

During the Renaissance a series of small-format books appeared
complete with engravings of the Danse Macabre, the most famous of
which (by Hans Holbein) are still reproduced to this day. In these books
we see a sequence of scenes from everyday life (or biblical episodes) in
which one or more skeletons accompany the human characters to remind
us that death, ever in waiting, is the ineluctable companion to human
existence.

Many of the first images projected using the '‘camera obscura’
technique in the seventeenth century take the skeleton as their theme,
and perhaps the latest and most famous portrayal of the Danse Macabre
is to be found in Ingmar Bergman's movie The Seventh Seal,
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The Dance of Death

Charles Baudelire (1821-67)

e Floeeees of Sl

Proud as a living person of her noble
SEamIne

With her big bouguet, her handkerchied
and ghoves

She has the nonchalancoe and easy manner

Of 2 shend

« with Drizarme wiys

- oL
Did one ever see g shmmer weist ar a hall
Her ostentatious dress s queenly
fuliness
Falls in ample folds over thin feet, tghily
pressed

Into slippers with pompons preity as
flowers

that plays along her
ok that rubes against

froam cat-calls and jeers

« thiat she’s pnxiows o

are empy and dark

some, lovers drunken with flesh, will cald
VLl
A caricature; they don't understand

The marvell

1% elegance of the human
Irame

Yo satisfy my fondest 1aste, @l skeleton
Do you come 1o rouble with yvour potesi
Erimace

The festival of Life? Or does some obd
desire

Sl goading vour livi

Urge you on, credulous one, towands

Pleasure's sah
The abyss of vour eves, full of horrbl
thomaghis,

Exhales vertigo, and d

Cannot ook witlou
AL the eternal smile of yous
teeth

Yer who has not clasped a3 skeleton in

ot fed upon wiel belongs 1

> grave
What matters the perfume, the costum
the dress?
He who shows disgust believes that he i
handsome

Noseless dancer, irmesistible whore




When | am dead

William Shakespeare

Sowrnets, T1 (1605)

Mo longer mourn for me when | am dead
Than you shall hear the surly sullen bell
Give warning to the world that | am Red
From this vile world with vilest wonns to

dwell

Nay, if you read this line, remember not
The hand that wri i for | love vou so
That | in vour sweet thoughts would be
1|lq‘_'-:-1_

If thinking on me then should make you
WD

O if, 1 say, you look vupon this verse,
When | perhaps compounded am with
clay,

Doy miol. 50 r[:l'n.lLI: A MYy POor marnmc
retienrse;

Ban let your love even with my life decay,

Lest the wise world should look o vour
el

And mock you with me after | am gone

[

Two Views of a Cadaver

Syleter Pleh ( 1932-63)

In Brueghel’s pancrama of smaoke and
slaughter

I'wo people only are blind o the cartion
ATy

He, aflaat in the sea of her Blue satin
Skirts, sings in the direction

OF her hare shoulder, while she bends,
Finger

over him

2 a leaflet of music,

Both of them deaf 1o the fiddle in the
hands

OF the death's-head shadowing their
ST

These Flemish lovers Qourish; net for
long

Yet desolation, stalled in paint, spares the
little coumntry

Foolish, delicate in the lower night-hand
COMTRET

4, THE TRIUMPH OF DEATH

Bruegel's The Trinmph of Death

Don DeLillo

Linaleroortal (1997 )

The dead have come o ake the living
I'he dead in winding-sheets, the
reghimented dead on horseback, the
skeleton that plavs a hardy-gurdy | |
He studies the tumbrel filled with skulls
He stands in the aiske and looks at the
naked man pursued by dogs, He looks at

the gaunt dog nibbling the baby in the
dead woman’s arms. These are long
gaunt starveling hounds, they are war
dogs, hell dogs, boneyard hounds beset
by parasitic mites, by dog umors and dog
CANCETS

Dear germ-free Edgar,

an .I.l!"1||'||'.||!| M SVSLEm i I'.I:" hiouse 1o

the man who hias

vaporise specks of dust — he finds o
f rotting
bodies so long as his connection o the

scination in cankers, lesions and

source is strictly pictorial
He finds a secomd dead woman in
mvichdle ground, straddled §

the

The positioning is sexual, unguestionably
Bat 5 Fdg:

bestraddled or could it be a man? He

Ar SuUre §t's i WoIman

stunds in the aisle and theyre all arouwmd
him chewring and he has the pages in his
face, The painting has an instancy that he
finds striking. Yes, the dead fall upon the
living, But he begins to see that the living
are sinners. The cardplayers, the lovers
who dally, he sees the kings in an ermine
clixitk with his formune stashed in
hogshead drams, The dead have come (o
emply out the wine gounds, to serve a
skull on o planer to gentlefolk at their
meal. He sees gluttony, lust and greed

[. . .] The dead beating kettledrums. The
sackeloth dead slitting o pilgnm’s throat
The mearblood colors and massed bodies
this is a census-taking of awful ways 1o
die. He looks at the flaring sky in the
deep distance out bevond the headlands
on the lefi-hand page — Death elsewhere

Conflagration in many places, Terror
universal, the crows, the mavens in silent

glide, the raven perched on the white

nag's rump, black and white forever || ]
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The Apocalypse, Hell
and thl()e Dex)f[ll:l)

1. A Universe of Horrors

The ugly, in the form of the terrifying and the diabolical, makes its entry
into the Christian world with John the Evangelist's book of Revelation
(the Apocalypse). Not that there was any lack of mention of the Devil
and hell in the Old Testament and in the other books of the New
Testament. But, more than anything else, in those texts the Devil is
mentioned through his actions or through the effects they produce (for
example, the description of the possessed in the Gospels), with the
exception of Genesis, in which he assumes the form of a serpent. The
Devil never appears with the ‘somatic’ features with which he was to be
portrayed in the Middle Ages; and, regarding the hereafter, fairly generic
terms are used to describe the pangs suffered by sinners (wailing and
gnashing of teeth, eternal fire) but no lively or evident image was ever
offered.

Revelation is a sacred representation (today we might even say a
‘disaster movie’) in which we are spared no detail Of course, this holds
as long as we don't attempt to make an allegorical interpretation of this
text, as various exegetes have done, but merely read it as a literal
account of ‘true things' that will happen, because this is the way that
popular culture has understood it or heard it referred to, and this is the
way that it inspired artistic images over the centuries. Around the end of

ﬂm ”:M"“L::* the first century of our era, on the island of Patmaos, the apostle John (or
of the Apocaiypse in any case the author of the text) had a vision and talked about it

eleventh century,

o according to the rules of the literary genre known as 'vision’ (or
Matigraale apokalypsis, revelation) common to Jewish culture.
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The author hears a voice that obliges him to write down what he will see
and to send it to the seven Churches of the Asiatic province. He sees seven
golden candelabra and in the middle of them there is someone like a son of
man, with snow-white hair and burning feet like molten bronze and a voice
like the sound of many waters. In his right hand he holds seven stars and a
sword issues from his mouth. And he sees a throne with One sitting on it,
enveloped in a rainbow resembling an emerald. Around the throne there an
twenty-four Elders and four creatures: a lion, an ox, an animal with a human
face and a flying eagle. In his right hand the One who sits on the throne hok
a scroll with seven seals that no one can open. But then there appears a lam
with seven horns and seven eyes, worshipped by the Elders and the four
creatures and, on the opening of the first seal, there appears a white horse
mounted by a victorious knight; the second seal brings a sorrel mounted by
man wielding a huge sword; the third brings a greenish horse mounted by:
man carrying a set of scales. When the fourth seal is opened there appearsa
greenish horse mounted by Death; the fifth seal brings the martyrs; the sixtf
a great earthquake: the sun grows black and the moon red as blood, the sta
fall and the sky recedes like a scroll, rolling up. Before the opening of the
seventh seal there appears the white-robed host of those chosen by God.
Then the seal is opened, and the seven angels standing straight before God
begin to sound their seven trumpets. At every blast of one of the trumpets
hailstones and fire fall upon and devastate the earth, a third of the sea
becomes blood, all creatures perish, the stars fall and all the planets are
reduced to one-third, The pit of the Abyss opens, and smoke and locusts
emerge like terrible warriors led by the Angel of the Abyss. Four angels, fres
I from the River Euphrates where they had been bound, move with armies of
countless people with fiery breastplates, and horses with lions’ heads, and a
third part of the inhabitants of the earth perishes, wounded by the tails of t
harses (which resemble serpents), and by their fierce mouths,

At the sound of the seventh trumpet, as the Ark of the Alliance appean
there comes a woman, clad in the sun and the moon, crowned with twely
stars. Then comes a red, ten-horned dragon whose seven heads are
crowned with diadems. A child is born and ascends to heaven to sit at G
side. There is a terrible battle between Michael, the angels and the dragon
The dragon plunges to earth and tries to strike the woman, who escapesi
thanks to the wonderful intervention of the forces of nature. Then the
dragon stops on the seashore, and from the sea emerges a beast with ten
horns and seven heads, resembling a panther with a bear's paws and a lio
mouth, and with the entire world, which now admires him, as he spouts
horrible blasphemies against God, he makes war on the saints and
vanquishes them, aided by another beast emerged from the earth. This laf
' is a false prophet {which successive tradition was to identify with the

Antichrist) who makes all men slaves to the first beast.

But the hour of the fight back has come: together with 140,000 of the

elect who have remained chaste the lamb reappears and angels prophesy
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the fall of Babylon. The supreme judge arrives on a white cloud. He
resembles the son of man and bears a sharp scythe like the angels who
assist him, and the result is a great, punitive massacre. Angels with seven
scourges finish the job, and the beast is beaten. In the sky the Tabernacle of
the Testimony opens and the angels with the seven scourges carry seven
goblets full of the wrath of God and once more they spread death and
terror and malignant sores all around, The waters of the sea and the rivers
are changed into blood, the sun parches the survivors, darkness and
drought torment the living, while from the mouths of the dragon, the beast
and the false prophet emerge three impure spirits that resemble frogs. They
marshal all the kings of the earth and there is the decisive battle between
the forces of good and evil, in the place called Armageddon. The whore
appears again on a scarlet beast with seven heads and ten horns, bearing a
goblet full of her lewdness; but she will be brought to ruin by the rebellion
of the crowd she had seduced. Babylon falls, and the wrath of God destroys
the city. The angels, the Elders and the four creatures sing the victory of God
and a warrior on a white horse appears in the sky. He is at the head of
victorious white armies and all together they capture the beast and hurl
him together with the false prophet into a lake of burning sulphur.
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Apocalypse Tapestres,
€. 1300,
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focing page

The Beast that Came
from the Sea, The
Bamberg Apocalypse,
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eleventh century,
Bambserg, Staat
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At this point Chapter 20 says that an angel comes who chains the dragon
in the Abyss, where it will remain for one thousand years. After that time,
Satan, the dragon, will return for a short time to seduce the people, but he s
doomed to ultimate defeat, after which he will be thrown again into the lake
of sulphur, together with the false prophet and the beast, while Christ and
the blessed will reign for a thousand years over the earth. Finally there will
be the Last Judgement and from the heavens will descend the Holy City, the
Celestial Jerusalem, glittering with gold and jewels (but this splendid vision,
which would deserve a chapter to itself, belongs to a history of beauty).

It is clear that this vision introduced a huge repertory of monstrous
creatures and terrifying events into the Christian imagination. But the thing
that triggered centuries of argument is the substantial ambiguity of
Chapter 20. According to one interpretation, the millennium during which
the dragon will remain in chains has not yet begun and so we are still
waiting for a golden age. Or, as Augustine says in The City of God, the
millennium represents the peried spanning the Incarnation to the end of
history, therefore it is the period we are already living through. In this case,
however, waiting for the millennium is replaced by waiting for its end, with
the terrors that will ensue, the return of the Devil and his false prophet, the
Antichrist, the second coming of Christ, and the end of the world.
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This interpretation filled those living at the end of the first millennium
with great distress. The story of the Apocalypse unfolds between these two
possible interpretations, swinging between euphoria and despair together
with a sense of perennial expectation and tension as we wait for something
(marvellous or terrifying) that must occur. But the Apocalypse and its
exegetes had only talked about this: so it had to be translated into images,
accessible even to the illiterate. Of all the interpretations of John's text, the
greatest success was enjoyed by a mammoth commentary, hundreds of
pages long compared to the few dozen that make up the text interpreted.
This text is the Apocalipsin, Libri Duodecim by the Beatus of Liébana
(730-85]), an abbot who lived in Visigothic Spain at the court of the king of
Oviedo. There is no sense in pointing out the credulity and naivety of this
farrago of a commentary: perhaps it caused a stir because of its prurience
and lubricity. Numerous manuscript copies were made, each embellished
with splendid decorations (masterpieces of Mozarabic art), and an
impressive series of codices of fabulous beauty, all produced between the
tenth and eleventh centuries. These illuminated manuscripts of the so-
called ‘Beatuses’ inspired much of medieval representational art, first and
foremost the sculptures of the Romanesque abbeys standing along the fou
pilgrimage routes to Santiago di Compostela, but also those of the Gothic
cathedrals. The apocalyptic themes usually featured on the portals and
gables of these churches were Christ enthroned surrounded by the four
evangelists, the Last Judgement and the inferno. Diabolic images like
those of the dragons of the Abyss, the beasts with seven heads and ten
horns, and the whore of Babylon on her scarlet beast were spread by
other means, through other illuminated manuscripts and various
pictorial cycles. Thus, the visual translation of a splendid text in visionary
terms (over and above the promise of final glory with which it ends)
introduced the fear of the end into the medieval imagination.

The most visible historic effects of the Apocalypse were social and
political and regard the so-called ‘millennium fears’ and the birth of the
millenary movements.

For a long time it was thought that, on the fateful night of the last 31
December of the millennium, humanity had stayed awake in the churches
waiting for the end of the world, only to erupt into songs of joy on the
following morning, and Romantic historians dwelt at length on this legend
In reality, contemporary texts hold no trace of these terrors, and the only
sources referred to by those who believed in them were the works of
sixteenth-century authors. As the first millennium drew to a close, the
humble of the earth didn't even know they were living in the year 1000,
because the dating system starting with the birth of Christ, and not from
the presumed beginning of the world, was not yet in current use. Recently,
some have maintained that there were endemic fears, but secret ones,in
popular circles stirred up by preachers suspected of heresy, and it was for
this reason that official texts did not mention them.
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Although many medieval writers did not deal with the terrors aroused
by that fateful year's end, many, such as Rodulfus Glaber, wrote about
millenarian fears and consequently anguish over the end of the world
crops up constantly in medieval culture. This is understandable if you
think that, for men tormented by the centuries of invasions and massacres
that followed the collapse of the Roman Empire, John's vision was no
mystical fantasy but a fairly faithful portrait of what was happening to
them and a threat of what might continue to happen in the future.But,
whereas the anxieties before the millennium were endured passively by
peasant populations unable to conceive of any way out, the new
millennium saw the advent of a whole range of social differences and new
masses (which today we would call the ‘lumpenproletariat’) saw in
Revelation the promise of a better future to be obtained through
rebellion.

Millenarianism generated mystical movements like the propheticism of
Joachim da Fiore (who talks of a community based on equality that would
be established during the golden age to come) and the Franciscan rigour
of the Friars Minor, but in variants of da Fiore's thinking the passage to
this Third Age is often depicted as opposition to established power and
the world of wealth. Mystical drives thus culminated in anarchy, while
austerity and dissipation, the thirst for justice and banditry, came to
characterise restive groups under the spell of charismatic leaders, in
which the only aspect of apocalyptic inspiration to emerge was merely

a taste for purifying violence, not infrequently visited upon the Jews
{identified as representatives of the Antichrist),

Millenarian movements have appeared in various centuries, and they
are still being formed to this day, in marginal communities that have
sometimes been the scene of mass suicides. As for the beginning of
maodern times, just consider episodes like the one where, during the
Reformation, a peasants’ revolt was transformed by Thomas Mintzer (wha
defined himself as the scythe that God had whetted to mow down His
enemies, and saw Luther as the beast and the whore of Babylon) into the
utopia of an egalitarian society; or the Anabaptists of Minster, who called
their city New Jerusalem, proclaimed the end of the world before Easter,
saw John of Leyden as the Messiah of the last days, and died in an
appalling massacre, which seemed to have come straight out of
Revelation itself.

These and other movements sprang up as a reaction to the
monstrosities recounted by the visionary of Patmos, the intention being
to outdo them and thus bring about a happy age in which Satan togethe
with his works and his pomp would be definitively defeated.

The fact that, sometimes, the followers of the Apocalypse yielded once
again to the allure of the beast and his violence, causing more rivers of
blood to flow, is merely further evidence of the seductive power of that
fearful text.
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Around the Millennium

Rodulfus Glaber (tenth—eleventh century)
History of the Year O Thovsand, TV, 9-10

Just before the year 1033 of our Lord, in other
words ane thousand years after the Saviour's
passion, many famons peophe in the West died

L. . .] Shonly thereafter, all over the wodd the
effects of the famine began to make themselves
fedt, and almost the entine human mee nsked
death. The weather had become so mclement
thest no one could find a propitious e o sow
seeds or neap the harvest, especilly because of
the Aooding. The clements seemed to be at war
with one another: but they were undoubtedly the
instrument God used o punish men's i‘li’iLl&:r e |

There was no one then who did not suffer
for lack of food: great lords and the middle
chiss were on the same level as the poor
hunger made evervone emaciated [ .

When there were no more animals or bards
tor eat, men, driven by temible pangs of
hunger, had 1o resort 1o feeding on every kind
of carrion as well as other things that cause
revulsion just 1o speak of, In order o escape
death, some ate the roots of trees and weeds
in the rvers, but it was no use, because there
is o escaping the wrath of God save in God
Himsedf

It is horrifying to tell of the awful things
ment did during that era. Alas! As has been
recorded only a few other times in history, this
ravenous hunger drove men 1o eal human
Aesh, Wavlarers were attacked by those
stronger than they, and their bodies were cut
up inlo picces, o wiked over fires, and eaten
Even those who moved from one land 1o
another in the hopes of cscaping the famine,
and were given hospitality along the way, had
thetr throats cut during the night and were
used o nourish the very same people who
offered them shelter. Many, showing a piece of
fruit or an egg 1o children, drew them aside in
order to slaughter and eat them

In many places the cadavers of the dead
were dug up and vsed o allay people’s
hunger. This raving madness reached such
exoesses that untended beasts had morne
chance than men of escaping the dutches of
thieves. When feeding on human fiesh had
bescoane almost a oustomery praciice, o mian
brought some meat that had already been
cooked 1o the market in Tournus to sell &, s i
had been the flesh of scme animal. When he
was arrested, he did not deny s shameful
crime then he was bound and bumed at the
stake. Another man who had gone o the r\ll.ILL'
wheere they had buried that flesh in order 1o
disinter and eat it was bumed as well,
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2.Hell

Although Revelation ends with the vision of Satan hurled into the underworld,
from where he will never emerge again, nevertheless this was not the text that
introduced the concept of hell to the Christian world, Long before, many
religions had conceived of a usually subterranean place where the shades of
the dead wandered. In the pagan Hades, Demeter went to seek Persephone
carried off by the lord of the underworld; Orpheus descended to save
Eurydice; while Ulysses and Aeneas also ventured there, The Quran also talks of
a place of punishment. In the Old Testament we find mention of an ‘abode of
the dead’ but without any talk of punishments or torment, while the Gospels
make more explicit mention of the Abyss, and especially Gehenna and its
eternal fires, where there will be ‘wailing and gnashing of teeth!

The Middle Ages produced many descriptions of hell and many accounts of
journeys to the underworld, from The Navigation of 5t Brendan to the Vision of
Tundall, from Giacomino da Verona's On the Infernal Babylonian State to the
Book of the Three Scriptures by Bonvesin de la Riva. From these men, from Virgil
(Aeneid, V1), and probably from the Arab tradition too (there is a mention of a
Book of the Stair from the eighth century that tells of a journey made by
Mohammed to the realm of the underworld), Dante was to draw inspiration
for his Inferno. Dante's work is a cardinal text for its account of all kinds of
monstrosities and its catalogue of manifold deformities (Minos, the Furies,
Geryon, Lucifer, with three faces and six huge bat wings) and its collection of
unspeakable tortures-from the slothful who run naked stung by wasps and
harseflies, to gluttons scourged by rain and disembowelled by Cerberus, from
heretics who lie in fiery graves to men of violence plunged into a river of
boiling blood, from blasphemers, sodomites and usurers struck by showers of
fire to flatterers immersed in manure, from simoniacs stuck head down with
their feet ablaze to swindlers submerged in boiling pitch and prodded with
hooks by Devils, from hypocrites burdened with leaden cloaks to thieves
transformed into reptiles, to forgers afflicted with scabies and leprosy to
traitors immersed in ice ...

The influence both of apocalyptic literature and the various accounts of
journeys to the underworld led to the proliferation in Romanesque abbeys
and Gothic cathedrals, in illuminated manuscripts, in frescoes, of all those
portrayals that reminded the faithful day by day of the punishments that
awaited sinners.
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Master of Catherine
of Clewes,

The Mouth of Hell,
ms, 345, fiol. 168w,
1440,

Nenw Yiork,

Pierpoint Miorgan
Library

Hell in the Old Testament

FPralms, 917

The wicked shall be turned into hell, and
all the nations that forget God

fob, 21:13

They spend their doys in wealth, and ina

moment go down o the grave

Fatiah, 5:14

Therefore hell hath enlarged hemself, and
opened her mouth withow measure; and
their glory, and their multitude, and their
pomp, and he that rejolceth, shall descend
o il

Bsgriah, 144, 9, 11

That thou shal take up this proverb against

the king of Babylon, and say [, . | Hell
from beneath is moved for thee 1o meet
thee at thy coming: (. . | Thy pomp is
brought down o the grave, and the noise
of thy vials | |

Ezdeied, 26:20

When 1 shall b ing thee down with them
that descend into the pit, with the people
of old time, and shall set thee in the low

parts of the ecanth, in places desolate of old,

with them that go down 1o the pit |

Hell in the Gospels

Matthew, 5:22

But 1 say unto you, That whosoever is
angry with his brother withouwt @ couse
shall be in danger of the judgement: and
whosoever shall say 1o his brother, Raca
shall be in danger of the council: but

whosoever shall say, Thou fool, shall be in
danger of hell fire

Mattbeer, 13:40

As therefore the tares ane gathened and
burned in the fire; so shall it be in the el
of this world.

Wasthen, 13:42

And shall cast them nio a furmace of fire
there shull be wailing and gnashing of
teeth

Martbew, 18:8

Wheretore if thy hand or thy foot offend
thee, cut them off, and st them from
thee: it is better for thee 1o enter ol
halt or maimed, rather than having two
hends or two feet to be cast into
everlasting fire

Motthene, 22:13

Then said the king to the servants, Bind
him hand and foot, and ke him oway
and cast him into outer darkness, then
shall be weeping and gnashing of teeth
Watthenws, 23:33

Ye serpents, ye generation of vipers, how

1 ye escape the domnustion of hell?
Mattbery, 25:41

Then shall he say also unto them on the
lefi baand, Depant from me, ye cursed, into
everlasting fire, prepared for the devil and
his angels

Malthew, 2540

Andd these shall go away into everlasting
punishment: but the righteous into life
eternal. 1
Hark, 3:20

Bue he that shall blaspheme agains the
Haoly Ghast hath never forgivencss, bt is

in danger of eternal damnation

Mexrke, 454

And if thy hand offend thee, cut it off: it i
I'lﬂ'.\'.'r I“' lil(" [y enlesr el ||rl_ '|'|'|.||||'|l.l|
than having two hands o go into bell, in
the fire that never shall be gquienchesd
Where their worm dieth not, and the fie s
nol quenched. And if thy foot offend thes,
cuf it off: it is better for thee o enter
into life, than having two feet 1o be cast

Tl

inkey hell, mio the fire that never shall be
quenched: Where their worm dicth

nok,

and the fire & not quenched. And if thine

o]
thee 1o enter into the kinpdom of Gesd with
one eye, than having two eyes 10 be @9
intiz hell fire: Where their worm dieth nol,
and the fire is not gquenched

fodrrt, 5:29

And shall come forth; they that have done
good, unto the resumection of Life; and
they that have done evil, unto the

eye offend thee, pluck it out: it is bet

resurrection of damnation




Saint Brendan®s Hell

Ancnymous

The Voyage of 5t Brendan (tenth century,
fiftcenth century Tuscan version)

Having followed the nomth wind, they
saw an island thay was entirely covered
with large rocks. This was a very diny
island thot had neither trees nor leaves
nor plants nor flowers nor fruits, but was
full of forpes and blacksmiths. Each forge
had its own smith, and they had all the
tools that blacksmiths use. Their forges
burned braghtly with red-hot fires, and
each blacksmith hammered with such
force and made so much noise that if
this was mot Hell, it seemed that it must
be.

Then the pricsts felt a powerful wind
and heard the sound of hammers, the
clangour of hammers on anvils. And upon
hearing this noise, Saint Brendan made the
sign of the cross and said: O Lord G,
save us from this ishnd, i it be your will.”
And having said this, immediately a man
from the island came towards them; Obd,
with a long beard, he was black with ash
and hairy like a pig, and stank terribly,
Then, as soon as he sew these servanis of
CGiod, the man immediately omed round,
and the abbxot made the sign of the cross,
and implonng God said: 'O my sons, set

4 HELL

the sails and let us leave as quickly as we
can so that we may escape this island of
sulffering as soon as possible.

Having spoken thus, an ugly old
bearded man suddenly came 1o the
island’s shore. In one hand he held 2
Blacksmith's tongs and in the other a red
hot iron pole, and seeing that the ship had
left, hoe threw that iron pole after them. By
the grace of God it didn’t strike them, ban
wheere it fell, the water began to bail
powerfully. And having seen this happen
they saw a great multitude of these men
coime 1o the shore, all homble like the
first; and each was holding in lus heind an
encrmous club of burning fron tt gove
off a great stench. And of these clubs and
the other things they threw, not one struck
the ship, but they created a temrible stink,
and made the water boil for three days;
the priests also saw the islind bum
brightly, and as they were leaving, they
heard a great yelling and noikse come from
those hommible men. And Saint Brendan,
comforting his brothérs, said: “Don’ e
afraid, my sons, our Lord is, and will ever
be, our saviour | want you to know that
wee e near hell, and this iskind is a pan
af it, and you have seen its signs and
therefore you must pray devotedly that we
do not find ourselves here again,’
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Gustave Dard
Geryon from Dante
Linferno

1861

Paris, Hachette

BE

Gseryon
Dunte (126513211
Iifernin, XVIL, 7=27

And that uncleanly timape of decedt

Camwe up and thrst ashore its head and bust,

But on the bonder g s tai

The face was as of 3 st man

Its semblance cutwandly was so benign

Andd of 2 serpent all the tunk beside

Two perovs it had, hairy unto the armpits

The back, and breast, and both the sides it had
Depicted o'er with nooses and with shields

His il was wholly gquivering in the void
Caomtortin warnds th

That in

RS Ol S

A Monstrous Metamorphosis
[ante (1265-1321)
Irfermo, 200V, 34 5
As T was holding rised on them my brows
chins forth

Behold! a serpent with six
In front of one,

d Fastens wihy
With midclle feet i hound him round the
paunch

And with the forwand ones his a

Then thiust its teeth thro

the other
The hinddermiost it stretchesd

And put its tail through in between the o
And up behind along the rens outspread
I

Then they stuck close, as of of heated wax

hey had been made, and mtermixed thes

coloa

Now omwe mor other seemed now what b
|

Already the two heads had one become
When thene appeared o us o
ming

Intor one face, wh

el

ein the o were Jost

CH the four Bsts were fazshioned the o o

The thighs and legs, the belly and the ches

Members became that never yet were seen

Every original aspect there wis can
Ty ] wet
Appear, parted with show
Even as a lizard, under the pre
Of days canicubir, exchanging hedge,
Lightning appeareth f the rosd it cross;
Thus dicl apgpwear,
O the reo others, a smeill

e chicl the perverted i
|

arwd s

arning towards the belles
Ty Serpent
Livid and black as is p peppercom

And in thar pan wherest is first received
Onir aliment, it one of them transfiooed;
Then downwand el fromt of him extends
The one transfixed looked of i, but sasd
naught

Nay, rather with feet motionless het yawned

Just as if sleep or fever had assailed him. |

5 themnseles

Tl begs topether with the tf
Adhered so, that m linke tme the oo

No sign wihatever made that was appanent

Her with the cloven tail assw
The other one was losing, and his skir
Became elastic, and the other's hard

I srev the arms draw inward at th
[ the reptile, that wene shot

And both feet
Lengthen as
Thereafter the: hind feet, 1

Became the member thar a
arcd of his own the sretch

1 as those

| Is=ued the ears from out the b
cheeks:
Wt did not backward nm and was netaine
O that excess made to the oe ar

And the lips thickened far as was befit




Beazo Angelico,

The Last Judgement,

1430-15,
Florence,
5t Mark's Museum

Mohammed's Journey to the Inferno
The Book of Stairs, 79 (eighth contury)
And when Gabnel had finished his repon 1,

Molammed, prophet and messenger of God

SHW simners 1o '|1||'§.'|'I||".I m IlL.I I many
different ways, and so 1 feft such enomous
compassion for them that 1 began to sweat all
oveer: and T saw several among them whose
lips were being cut off with fiery sclssors
Then | asked Gabriel who they were, And he
tohd me that they were those who sow words
of discond among the people, And others,

s wene bein

wlhioee off, wene

theiose welhn

hooks hacl

=arth. And

TUITL .|-:!'|.|1-'r:. terwards

I saw vd of women, an almos

mrenhi number, and all were suspended

by their privates from great fiery beams, And

m Eery

extraordinarnily hod that no omne could possibly
express il And 1 asked Gabnel who those
women were. And he told me that they were

the whores who had never aband

formdeation and lascviousness

wnd 1 sawr many other me

very handsome and very w

understood that they wene
my people, and all of them were
the: fire. And 1 asked Gabniel why they

thues, because [ knew well

L they gave a
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wret d v to the poor, And Gabriel

i -.

toaled me that even thow:
charitable, they were sw

1 thiey wen

Cerberus

[hante (12051321
Iniferno, V1, 13-24
Cerhsnis, mans o] arc] wni
With his three gullets like a

Ower the people that

LT CTLb with

log s

there submerged
Resl eves he has, and uncmous beard and
hlack,

And belhy large, and a
herrids

el with claws his

He rends the s

v, and guorers them

rifs,

The Furies

Manite (1206513210

fniferno, TX, 34-63

Ard maosre hee sadd, but ot i mind 1 have

Because mine eye had akogether drwn me

Iowv'rds the high towver with the ped-flbuming
St

Where in a moment s 1 swilfl uprisen

The three infernal Furies st d with blood
Who d ik

ITHETL

mbs of wiomien and ther

And with the greenest h
S

IS were

| serpents | cerastes were thiedr

Wherewith thetr horred 1
entwined
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Baroque Infernos

Romalo Marchelli

Lemitent Sermons (1682)

God, in order 1o further torment the
damned, made Himself dissiller, and
inside: those stills of hell He endosed
the pangs of the most cvenous
hungers, the most buming thirsts, the
st freezmg oold, the fnest
passions; te omients of those
skghtered by ron, choked by the
|Ll|1p_l1'|;ul'.h e, rechiced 1o ashes
by flames and tom apam by wild
beasts; the flesh eaten alive by
worms, devoured by serpents, flayed
with knives, gashed and tom by the
torturers inon combes; the amows of
Saint Sebastion, the grdiron of Saim
Lawrence, the oven in the form of a
bronze bull of Saint Evstace, the hons
of Saint Ignutivs; and severed amnd
shattered bones and disbocited jomts
and detached lmbs; all the keenest
pains, all the most vehement
anxicties, all the most temible pangs,
all the longest desth agonies and all
the slowess, mast labsorious, most
atrocious deaths. And distilling all
these ingrechents, M mude such a
brew, ewch drop of which contains
the redfined gquintessence of all puins,
in such a way that each Mame, each
ember, better vet each spark of that
flame contains within itself the
distillation of all torments within a
single lorment,

S Alphonsus Liguor

Frogeiration for Deetl, XXV1 (1755)
Whet is this infernc? It s the place of
tormedt [, . ] And the more someone
has affended God in some way, the
more ewments be will suffer |0 ] The
sense of smell will be formented
What punishment would it be to Find
oneselfl chosed ina room with a roben
oorpee? | The damned must reside
amids many millions of other
chimined souls, alive for the
punishment, bt cacbivers for the
stench they give off. | . ] They will
suffer all the mone (1 sav) for thetr
stench, lor the screaming, and for the
crovds; because in hell they will e
one on lop of the other, like sheep
crowvided together in wintertime [, . ]
From this then will come the
punishment of mmobiliey [ . ] Since
the chammned soul will then fall imo
hell om the kst chiy, 50 he will have 10
remein, withowt ever changing s

af

place and without being able 10 move
his foor, or his hamd, as long as God
15 Coowd

His hearing will be tormented
with the continuoas screams and cries
of those poor desperate souls, The
demons will clamour contimsously
[ . 1 What punishment i it when one
wants o sheep and one hears an
imvalid who complains continuously, a
dop barking, a littke child crying?
Wretched domned, who muost hear the
noise and ones of these wormented
constantly and for all eternity! The
throat will be iormented with hunger;
the damned will be hungry as wolves
[. . ] But he will never have so much
as 3 crumb of bread. He will fee] such
thirst, that not even all the water in
the sea would be enough to shke it;
bt he will not have so muoch as a
dhrope the glutton asked for a drop,
but he hasn't had it yet, and he never,
ever will | . ]

The punishoment that meost
tormients the senses of the damined is
the fire of hell, which tonments the
twouch [ In this kind punishment by
fire s the worst of all; but there is a
preat deal of difference between our
fire wned thut of hell, which Saim
Augustine has siid makes ours seem
as i painted [, . .| Therefore the
wretched will be surmounded by fire,
like wooed inside 8 furnace. The
chimned soul will find himseld with an
abwss of fine below, an abyss above,
and an abyss all arownd him, 1 he
touches, sees, breathes; he does not
touch, sees or breathe anything bt
fire. He will exist in fire like a fish in
water, But this fire will not only
surround the damned, it will enter
it his guots o torment hime from
within, His body will bevome entirely
mevche of fire, so tht his guts wdll bum
insicle his stomach, his hean inside his
chest, his brain inside his skull, his
bilowsd imside his veins, even his bone
marmow inside his bones: each
dirmnved soul wall beoome a fumace
of fire |. . .l

I hell woere moot eternal, it would
not be hell. The punishment that does
not last for long, is not much of a
punishment. On an infirm man you
may kance an abscess, on another
gangrene breaks out; the pain is great,
bt because it ends quickly, it is no
great torment. Bat what punishment
wonild it be, i that cut or that

operation with fire continued fora
week, for an entire month? When
punishment is very long, even when
it s hght, like discomifon in the ey
or the pain of a gret weiglt, it
becomes unbearable. But why sop
pain? Even a play or mssic that by
ton long, or continues for an entiee
day, would be unbeambly tedions.
And what if it lasted a momth? Ora
year? What will hell be like? It = not
the place whene one watches the
same play, or hears the sume msic
there is not only a discombon in the
eves, of 3 greal welght: one does
feel merely the torment of a o, ora
hot iron, bt mther af the formens,
all the pain; and for how long? For
of elemity L.1

l. . .J Death in this hife i the
micst feared by sinners, but in bell
will become the most desired [ . |
And how long will thetr misery s
Forever and ever L . ]

The: dammed will ask the dem
Where is the night? [ . ] When dos
enil? When do these shadows lif,
when do these cries, this stench,
flames, these torments end? And t
will answer: ‘Never, never,” And fos
long will it kast? 'For ever and ever

Modern Hell

Jean=Faul Sartre

I Cavmer C1045)

INEZ — (Confromtivg bim fovries) |
et wwith e doode of past sverprise) Well
weldl! €4 pesesed Ab, 1 understand

1 know why they've put us three
togzether,

GARCIN — 1 advise you 1o, . . 1o
think raice before you sty any
INEZ - Wait! You'll see how simple
15, Childeshily simple, Obwaously i
aren't any physicl torments — you
dgree, dont you? And yet we're in
hell. And no one else will come
We'll stay in this oo topether, the
three of us, for ever and ever . .8
shiort, there's someone absent hise
the official tormurer.

GARCIN = (5o poced I'd notioed
that

INEZ = It's obwious what they'ne

— 3N eoonomy of muEn-power
dhevil-power, i you prefer. The ¢
idea as in the cafetenia whene
customers serve themeselves
ESTELLA — What ever do you m
INEZ — 1 mean that each of us wil
as torturer of the two athers




Lusgas van Leyden,
d Trgtych of the Lasr
i Judgement,
: detad, 1527,
Lo Leyden, Musiw
Mumicipal de Lakenhall
T,
N
ier
SF
e
Tats
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But hell was also to obsess the centuries that followed, and in Baroque
Lenten sermons (see the texts by Marchelli and 5t Alfonso Maria de’
Liguori) the faithful were terrified by descriptions of the pangs of hell that
exceed Dante in violence, in part because they are not redeemed by any
artistic inspiration. The idea of hell even retumns in an existentialist, atheist
vein. Jean-Paul Sartre’s In Camera (Huis clos) is a representation of a modem
inferno: although in life we are defined by Others, by their pitiless gaze that
reveals our ugliness or our shame, nonetheless we can still fool ourselves into
thinking that others do not see us as we really are. But in Sartre’s inferno (a
hotel room where the light is always on and the door closed, in which three
people who had never seen one another before have to coexist for eternity)
you cannot escape the eye of the Others and you live alone with their scorn.
One of the characters shouts ‘Open up, open up, for God's sake. | accept
everything: the boot, the pincers, the molten lead, the tongs, the garrotte,
everything that bums, that lacerates, | want to suffer properly ... All is in vain:
‘there’s no need for red-hot gridirons; hell is other people.’

i
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3.The Metamorphosis of the Devil

At the centre of hell sits Lucifer, or Satan. But satanic figures, Devils and
fiends had been present since earliest times. Various kinds of demons,

in the form of intermediary beings who are sometimes benevolent,

other times malevolent, and, when wicked, of monstrous aspect

{but even in Revelation the 'angels’ are helpers both of God and the Devil),
existed in various cultures: in Egypt the monster Ammut, a cross between a
crocodile, a leopard and a hippopotamus, devoured the guilty in the
afterworld; there are ferocious-looking beings in Mesopotamian culture; in
various forms of dualistic religion there is a Principle of Evil in opposition toa
Principle of Good. There are Devils like Al-Saitan inlslamic culture, described
as having bestial characteristics, just as there are demonic tempters, the gul,
who take on the appearance of beautiful women.

As for lewish culture, which had a direct influence on Christian culture,
the Devil of Genesis tempts Eve in the form of a serpent and within the
tradition, on interpreting some biblical texts that seem to refer to other
things, like Isaiah and Ezekiel, he was present at the beginning of the world
as the Rebellious Angel, whom God cast down into hell,

In the Bible we also find mention of Lilith, a female monster of Babylonian
origin, who in the Jewish tradition becomes a female demon with a woman(
face, long hair and wings, and who in the Cabalistic tradition
(seventh-eighth century) was held to be Adam's first wife, later transformed
into a demon.

We might add the ‘Meridian Devil' of Psalm 91, who appears at first as the
angel of death but in the monastic tradition later became the tempter of
flesh, and the numerous mentions of Satan in various passages, where he
appears as the Slanderer, the Adversary, as he who asks for Job to be put to
the test, and finally as Asmodeus in the book of Tobias. In the book of
Wisdom (2.24) we read:'God created man for immortality, and he made him
in His own image and likeness, but the envy of the Devil brought death into’
the world.

In the Gospels the Devil is never described, only the effects that he
causes, But, apart from tempting Jesus, on several occasions he is driven
from the bodies of the possessed, he is mentioned by Jesus and variously
defined as the Evil One, the Enemy, Beelzebub, the Liar and the Prince of thi
world.
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Licifer,

Codex Alioneni
Fol. 48

feareenth century

The Fall of the King of Babylon

Isdah, 14:12-15

How an thou Fallen from beaven, © Lucifier
som of the moming! bow ant thou cut down
en the

aid in thane hesart, 1
1

und, which didss wea

! For thou hast
will ascend imto heaven, 1 will exal my

throne ahove the stars of God: 1 will sir also
upon the mou f the congregation, in the

T will ;

hetghis of the chowds; 1 wall

sides of the n 1 abowe tha

n
b liker the maost

hou shalt be brought down to

¢ siches of the pit

The Battle between Michael and the
Dragon

Rev
And 1t

heaven; a wiog

. 12:1-=-5, 7=

were appeared a great w

lothed with sy, and

thet moon un her feet, and upon her

hesadd a crowen of twelve stars: And she
being with child cried, vavatling in binh,
and pained 10 be delivered, And there

appearcd another wonder in heaven; and

a preat red dmapgon, having seven

heads and ten homs, and seven
upon his heads. And his @il drew the thind

af the stars of hegven, and did cast

WS

n i the eanhe and the dragon sood
e the woanan which was ready 1o by

delivered, for 1o devour her child as soon
as it was bom
And there was war in heaver

Michael and his

o and the

cls. And prevailed

|"i.!l. c Jourd Fny more i

greal dragon was cast oul,

called the Devil, and Satn, which d

the whale workd
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It seems obvious, also for traditional reasons, that the Devil must be
ugly. As such he is already evoked by 5t Peter (‘Brothers, be sober and
vigilant, because your adversary the Devil, like a roaring lion, is all around
you seeking whom he might devour’). He is also described in animal
forms in the lives of the hermits and, in a crescendo of ugliness, he
gradually invades patristic and medieval literature, especially devotional
works. The Devil appears before Rodulfus Glaber; swarms of Devils
appear in travellers tales about exotic lands as in Mandeville, and for
various centuries pious legends circulated about the ‘pact with the Devil:
the Devil tempts the good Christian and has him sign a pact that
today we would call Faustian, but then the Christian usually manages
to wriggle out of the trap.

A pact with the Devil is the basis of the medieval legend of Cyprian, a
young pagan who, in order to have the girl he loves, Justine, sells his soul
to the Devil. In the end, however, moved by the girl's faith, he converts
and together they take the path to martyrdom. This same theme was
later picked up by Calderon de la Barca in his The Mighty Magician {1637
But one of the most successful popular versions of the tale from the
earliest Christian centuries was the Legend of Theophilus: a deacon in
Cilicia, Theophilus was slandered by his bishop and deprived of his
position.

To get it back, thanks to the help of a Jewish wizard, he meets the
Devil who requires the deacon to sell him his soul and to abjure Christ
and the Virgin. Once the pact is signed, Theophilus is restored to his
former position. But after seven years of life in sin he repents and for
forty days he prays to the Virgin. She intercedes through her son and
manages to get back the fateful parchment, which she gives back to
Theophilus. He burns it and publicly declares his fault and the miracle.
This legend crops up in Paolo Diacono, in Vincent of Beauvais's Speculum
Historiale, in Jacobus da Varagine's Golden Legend, in a poem by Roswitha,
in Rutebeuf and in Spanish and English literature-not to mention
Goethe's Faust.

One of the most efficacious portrayals of the miracle of Theophilus
is to be found in the tympanum of the Romanesgue church of Souillag
where a sequence of images (defined by some as a forerunner of the
strip cartoon) tells the tale: on the bottom left the Devil proffers
Theophilus the parchment, on the right the deacon signs it, while at
the top we see the Virgin descending from heaven to get the document
back from the Devil.

In this sculpture the Devil is already ugly but, judging by other image
from this period, he is not yet represented in all his ugliness.

A mosaic dated c. 520 in the church of 5t Apollinare Nuovo, in Ravenna,
depicts him as a red angel. The monster with a tail, the ears of a beast,
a goat-like beard, claws, hoof and horns began to appear from the
eleventh century onwards, the bat wings being a slightly later addition.




Acila Sanclomm

Grim-looking, terrible in form, B
headed, long-necked, gaunt-faced, with a
sipualid beard, hairv-cared, with glowering
brows, heroe-eved, foctid-mouthed,
horse-toothed, spitting fire from his
maouth, grim-pwed, Ei-lipped, fearful-
vioiced, with scomched hair, frothy-
moiuthed, brpe-chested, mke-nbbed, thin-
legged, swollen-heeled.

Rodulfus Glaber and the Devil
Rodulfus Glaber (tenth—eleventh century)
Chronicles, V, 2

Events of this kind have often happened
to me, by the will of God, and even very
recently. One night, just before morning,
when | was staying in the Monastery of
the Blessed manmyr St Leger in
Champeaux, there appeared before me at
the foot of the bed a dark-looking litthe
figure of a man. As well as | could make
out, he was of modest hetght, with a
narrow neck, a haggand face, dark black
eves, a forchead puckered with wrinkles,
i syuished nose, a protruding mouth,
swiollen lips, a thin, sharp chin, a goates,
hirsute ears that mose 10 a point, raised
and unkempt hair, canine teeth, an

3. THE METAMORPHOSIS OF THE DEVIL

elongated cranium, puffed-out chest,
hunchhacked, a quivering amse, and filthy
clothes; he was breathless and his whaole
by was agitated. He grabbed a hold of
ome corner of the straw mat where he
was standing and shook the bed 1werribly
viclently; then he spoke: “You'll stay no
longer in this place

Waking up with a star, as sometimes
happens, 1 saw the being I've described
Grinding his teeth, he repeated more than
once: Youll stay here no longer.' 1
quickly jumped out of bed and ran into
the monastery where, throwing myself at
the fot of the altar of our Holy Blessed
Father, | cowered for a long time,
terrorised. 1 red with the utmost
concentration 1o recall w mind all the
misdecds and grave faults that 1 had
coqmamitted since | was a youth, either
voluntarily or through negligence. And
since neither fear nor love of God had
ever driven me to penitence nor 1o make
amends for all of this, 1 lay there suffering
andd last, and 1 could not come up with
anything befter to say than these simple
words: ‘Lord Jesus, you who have come
1o save the sinners, in vintue of your
Immense compassion, have pity on me!’
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th century,
Chantillky, Musée Condé




A devil taking
Bwiy a nun,
thirteenth century
Chartres Cathedral
south portal
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The Vale of the Devils

Sir John Mandeville

The Traweds of Sir fobn Mandeville (13665)
Heside that Isle of Mistomak upon the lefi side
ritgh 1o the nver of Pison i a marvellous
thing, There is a vale between the mow
thar dureth nigh a four mile. [ . ] This vale i
all full of desils, and heeth been abwavs, Amd
TTET

LA

sav there, that it & one of the entres of

hell. In that vale is g
sitver, Wherelore many mishelieving men,
and many Christian men also, go in ofentime

it plenty of gold and

for to have of the treasure that there is; but
few comme again, and namely of the
mishelieving men, ne of the Christian men
nefther, for anon they be sringled of devils
Arwld in miid place of that vale, under a rock
5 an heed and the visage of o devil bodily

full hosrible and dreasdiul © e, and #
sheweth not bt the heacd, 1o the shoulders

| | For he beholdeth every mon so shamly
with dreadful even, that be ever
and sparkling as fire, and changeth and
stirreth 5o often in diverse manner, with so
harrible countenance, that no man dare not
neighen towards him. And from him cometh
ouel smoke and stunking fire and so muoch
abomirgitkon, thar unnethe o man may thene

¥
B
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endure, Hut the good Christian men, that be
stable in the faith, enter well without peril
For they will first shrive them and mark them
with the token of the holy cross, so that the
fiends ne have no power over them. But
albeit thar they be without penl, yer, natheles
e be they not withowt dread, when that they
see the devils visibly and bodily all abou
them, that make full many diverse assauls
and menaces, inair and noeanh, and aghas
therm with strokes of thundes-blsts and of
tempests. And the most dread &5, that God
will take vengeance then of that that men
have misdone against his will, And ve shall
understand, that when my fellows and 1 were
in that vale, we wene in great thought,
whether that we durst put our bodies in
adventure, 1o go in or not, in the protection
of God, And some of our fellows acconded
enter, and some nod. | | And] then we
entered foureen persons; bt s our gosng

out we were ot nine. And so owe wist ne

whether that our fellows were lost, or else
turned again for dread. [ . ] And
passed that perlous vabe, and
podd and silver, and preciows stones and nich

LIS Whe

i therein

pewels, great plenty, both here and there, as
us seemed. But whether that it was, as
seeermier]. 1 wod never. For 1

o] i
because thar the devils be =0 subtle 1o make

M,
a thing o seem atherwise than it s, for o
deceive mankind
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Bernardo Parenting,

The Ternptations of Saint
Anthony,

c. 1450

Rorme,

Galleria Doria Parmphili

HELL AND THE DEVIL

The Temptation of 51 Anthooy

dues of Alexandria (fourth century)

nawing lthe devil] tned o daw
him away from his penitence by whispering
tor him memories of his wealth, his affection
for his sister, love of money and ghory, the
varkous pleasures of the table and other
comforts of life; and, finally, the difficalties
of virfue, reminding him that his body
wold Decosne weak, and of the duration of

| Andd one nipght he ok
i

the form of a wornen, imitating her wiys of

s sspcrifices |

sechucing him
Then that place was immediately filled
with the forms of hons, bears, leopands
bulls, serpents, asps, scorphons and wolves
of these moved i according
e Thee Bon roared, impatient o
buall seerme
theer serpeenit coibed sell up but
as unable 1o come any doser, and the
wioll seemwed to leap, but then sopped | |
All these notses and appantions, along with
rry ories, struck terrod
s clermons will do anvthing,
15e youu, pretend to be
ool sk S, CIRLISE AN W
I mad, and whistle, bant if one

niticen b0 thiem they ory immedied

andd lament as il vanouished |

reachy 10 charge with

And he was holding vigil in the nig
st him lemc
1 that this was an illusion

when the devil sent
andmuals. Hes
created by his e my, he said 1o those
amdmals: ‘If you have been given power
ainst me, |am resdy 10 be devournsd, b

i your have been sent against m

ceemons, then leave ol once because | am
Christ's servant,” And as soon as Anthom
said this, they ran away, struck by his wonll

as i whippexd

The Ecstasy of Torture
Gustave Flauben
The .l'.;'n.l_.’lr.-.'r.'-.-r.' |:-_l' S Arithorry (184744
In the middle of the pontice, in brg
sunlight, a naked worman wes Bound 1o
plkar. Two soddbers were bt
thesir straps, and 31 every blow
| | her body was beant
manvelloosly so | |

1 could haver besen bowmd i
nisxt o yours, Ree 1o oe, Delor
EYEs, MESPDOTHIME I WORAT IO Wil
sigghs, and our suffening woukd have
Fendesd ingos one, « sontls eniwined. (HE
sconirges bimself furiously,) Take thes, and
that, for you, ag Bt e
seiped by a iremor, What g orment! Wha
delight! Like kisses. My bones ane m
I'm dhyimg |
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Savador Dall,

The Temptartions
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1046, Brussels Musdes
Foyaus des Beaux-Arms
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3, THE METAMORFHOSIS OF THE DEVIL

The Devil in all his monstrosity is not only the frightful dominant figure
in illuminated manuscripts and frescoes, he had already been vividly
evoked in accounts of the temptations of the hermits (see, for example, the
Life of Saint Anthony by Athanasius of Alexandria). In such texts he also
takes on the inviting aspect of ambiguous young men or voluptuous
prostitutes, to the point that, in modern times, between the Romantic and
Decadent movements, the theme is almost blasphemously turned on its
head. Instead of emphasising the ugliness of the Devil and the strength of
the hermit who resists him, the artist dwells on the image of the tempter
and on the mushy posturing of the tempted (see, for example, Flaubert).




NLTHE APOC PSE, HELL AND THE DEWI







L. THE APDCALYPSE, HELL AMD THE DEVIL

from left to right

1, Collin de Plancy,
Dicticnnaire infermal;
Abracax, Belzebuth,
Bail, Deurmus, Haborym,
Hambuscias,

1863,

Paris, Plon

A phantasmagorical collection of all forms of devilish ugliness is Baldus
{1517) written by Teofilo Folengo under the pseudonym of Merlin Coccai.
Baldus is a heroic-comic, grotesque, goliardic poem, and is both a parody of
Dante'’s Comedy and a forerunner of Rabelais’ Gargantua. Unfortunately we
cannot give any anthological examples here because it really must be read i
its original macaronic Latin, since it loses all its flavour in translation. Amaong
the main character’s and his friends’ various picaresque adventures there is,
Book 19, a battle with a host of Devils, who appear in a collage of animal
forms: foxes with no tails, bears and pigs with horns, mastiffs with three paws
bulls with four horns, giants with heads like wolves' snouts, monkeys, squirmel
cat-macaques, baboons, gryphons that are half lion, and eagles that are half |
dragon, big owls that are part bat, monsters with the beak of an owl and the’
limbs of a frog, creatures with billy goat horns and donkey's ears. Baldus and |
his friends defeat the devils by using Beelzebub as a cudgel until he is broke
into 170, 000 chunks leaving Baldus holding no more than a goose's foot. Buf
the moral of that victorious battle is that Baldus realises that the Devil hasat}
been defeated, because he returns in the vices of contemporary society,
especially in the ambitions of ecclesiastics. This invective on the rebirth of
inferno within the bosom of the Church (whose presence we have already
seen in the Joachimites and the millenarian heretics) was written just as the
Protestant Reformation was getting under way.
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4, THE METRMDRPHDSE OF THE DEVIL

The Dimensions of Devils

Jean-Joseph Surin

The Trinmpl of Lvine Love Over the
Powvers of Helf (1829)

If he wants to, la devil] can sit on the
head of a pin; but they can manifest
their being or substance in all the space
they can, for example 15 leagues. One of
the biggest, like Leviathan for example,
can occupy a space of 30 leagues,
another, 15, another again, 12, each
according to his own natural capacity,
One such as Leviathan cannot take up 30
squaire leagues, bul may extend himself
like a serpent 1o such a size; and one
that can stretch for 30 leagues can
stretch out, apart from in length, within a
more modest space (for example a round
measuring one quaner of i league), or
fill a great city with its substance

In his writings, Luther often identified both the Devil and the Antichrist
with the Pope. Luther was obsessed by the Devil and legend has it that,
during one of his apparitions, Luther drove him away by throwing an
inkwell at him. But even without the legend, in his Table Talk we find
invective of this type:'l often drive away the Devil with a fart. When he
tempts me with foolish sins, | say to him: Devil, | gave you a fart yesterday
too: did you add it to the reckoning? (122) Or:'When | awake, the Devil
comes right away and debates with me until | tell him: lick my arse . ..
Because he torments us most of all with doubt. On the other hand we have
the treasure of the Word, Praise be to God' (141). Nonetheless, in Luther and
in the Protestant tradition a certain concept was gaining ground (one that
was certainly not shared by those fanatical Protestants who were later to
launch the persecution of witches and warlocks suspected of having made
pacts with the Devil (see Chapter XIX) according to which the Devil was
identified by the vices of which he became the symbol. The biggest
collection of demonological material published in Protestant circles is the
Theatrum diabolorum (1569), a large volume of about seven hundred pages
that deals with all aspects of demonology (the number of Devils is
calculated as 2,665,866,746,664) but no traditional demons are mentioned,
instead we have the Devils of blasphemy, dance, lust, hunting, drinking,
tyranny, sloth, pride and gambling.
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THE DEV

Hieronymus Bosch died at the beginning of the Reformation. His infernal
creatures are hybrids reminiscent of the diabolical collages in Baldus, but they
are far removed from the previous iconegraphy. They do not spring from a
combination of known animal features but have their own nightmarish
independence, and we don't know whether they come from the Abyss or
whether they live, unobserved, in our world. The creatures that, in the Triptych
of the Temptations of Saint Anthony, badger the hermit are not traditional
demons, too evil to be taken seriously. Almost amusing, like carnival charactes
they are far more persuasive. With regard to Bosch, people have talked of ‘the |
demoniac in art' and in his works they have seen heretical ferments, referencs
to the world of the unconscious, alchemical allusions and a prelude to
surrealism. Antonin Artaud talks about him in his Theatre of Cruelty’as onedf
the artists capable of showing us the dark side of our psyche,

Bosch was a member of a Confraternity of Our Lady, conservative in spi
but at the same time interested in a reform of the mores, and so we are
inclined to think of his images as a series of moralising allegories on the
decadence of his times. In the Garden of Delights or in The Hay Wain we h
not only sulphurous visions of the afterlife, but also scenes that are
apparently refined, sensual and idyllic. But those same scenes are also
terribly disquieting as they show how the world of earthly pleasures leads
to hell. Bosch almost seems to anticipate the Theatrum diabolorum: he gi
us not so much visions of the Devils that live in the abysses of the earth, a
images of the vices of the society in which he lived.
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Monsters and Portents

Sizse Aldrovandi,
in Monstraram histora,
W1, a2

1. Prodigies and Monsters

The classical world was very sensible of portents or prodigies, which were
seen as signs of imminent disaster. These included marvels such as blood
raining down from the sky, disturbing incidents, flames in the sky, abnormal
births, and babies with the genitalia of both sexes, as can be seen in the
Book of Prodigies by Julius Obsequens (who in the fourth century AD
recorded all the prodigious things that had happened in Rome over the
preceding centuries).

It was probably on the basis of these anomalies that Plato imagined the
original androgyne, and the same bases were partly the source of many of
the monsters said to inhabit Africa and Asia, of which only scant and
inaccurate information was available. On the other hand, those who
ventured to those lands really did see hippopotami, elephants and giraffes
- and in Job we find a creature that was probably a crocodile but went
down in history as Leviathan. In the fourth century BC, Cstesias of Cnidos
had already written about the wonders of India. Ctesias' work was lost, but
there is a wealth of extraordinary creatures in Pliny’s Natural History (first
century AD), which inspired a series of successive compendia. In the second
century AD, Lucian of Samostata, in his True History, albeit purely as a
parody of traditional credulity, wrote of hippogryphs, birds whose wings
were made of lettuce leaves, minotaurs, and flea-archers as big as twelve
elephants.

Note too how in the Romance of Alexander (which appeared in Latin
in the twelfth century but sprang from sources traceable back to Pseudo-
Callisthenes, of the third century AD) the Macedonian conqueror had to
face some frightening peoples.
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Leviathan

Job 41:10-24, 26-32

None is so fierce that dare stir him up: who
then is able to stand before me? Who hath
prevented me, that 1 should repay him?
Whatsoever is under the whole heaven is
mine. | will not conceal his pans, nor his
power, nor his comely proporion. Who can
discovier the face of his garment? or who can
come 10 him with his double bridle? Who can
open the doors of his face? his teeth are
terrible round about. His scales are his pride,
shust up together as with a dose seal. One is
s0 near to another, that no air can come
between them. They are joined one to
another, they stick together, that they cannot
be sundered. By his neesings a gl doth
shine, and his eves are like the evelids of the
morning. Out of his mouth go burning lamps,
and sparks of fire leap out. Out of his nostrils
goeth smoke, as out of a seething pot or
caldron. His breath kindleth coals, and a
flame goeth out of his mouth. In his neck
remaineth strength, and sommow s rmed into
oy before him. The flakes of his flesh are
joined together: they are firm in themselves;
they cannot be moved, His heart is as firm as
a stone; yea, as hard as a piece of the nether
millstone [, | ]

The sword of him that Eayveth at him
cannot hold: the spear, the dant, nor the
habergeon. He esteemeth iron as straw, and
brass as rotten wood. The arrow cannot make
him Aee: slingstones are turmed with him ot
stubble, Darts are counted s stubhle; he
laugheth at the shaking of a spear, Shamp
stomes are under him: he spreadeth sharp
pointed things upon the mire, He maketh the
deep o boil like a pot: he maketh the sea
likes & pot of ointment. He maketh a path o
shine after him; one would think the deep 1o
be hoary.

Earth Generates Many Scourges

Aeschylus (sixth century BC)

The Libation Bearirs

Earth generates many scourges and terrible
terrors: Direadful monsters, enemics to
mortals, fill the gulfs of the deep sea. Up
high, between heaven and earth, Mames
stresik through the air and every creamre that
Mies or crawls can speak of the windy fury of
SOrms.

The

Plato (fifth-fourth century BC)

Symposicm, 1850-191b

In the first place, let me treat of the nature of
man and what has happened 1o iy for the
original human nanre was not like the

present, but different. The sexes were nof
as they are now, but originally three in
number; there was man, woman, and the
union of the two, having a name
corresponding 1o this double nature, which
had once a real existence, but is now Jost,
and the word ‘Androgynous’ is only preserved
as 3 term of reproach. In the second place,
the primeval man was round, his back and
sides forming a circle; and he had four hands
and four feet, one head with vo faces,
looking opposite wavs, set on a round neck
and precisely alike; also four cars, two privy
members [ . ] and he could also mll over
and over at a great pace, turning on his four?
hands and four feet, eight in all, like tumbles
going over and over with their legs in the i
this was when he wanted to run fast. | . ]
Terrible was their might and strength, and
thoughts of their heants were great, and they
made an attack upon the gods [ | ] At last
after a pood deal of reflection, Zeus
thiscovered a way, He said: 'Methinks 1 have
plan which will humble their pride and
improve their manners; men shall continue
exist, but I will cut them in two and then 1
will be diminished in strength and increased
in numbers; this will have the advantage of
making them more profitable 1o us |, . ] He
spoke and cut men in two, like a sorb-apple
which is habved for pickling, or as yvou mighe
divicle an egg with a hain and as he cut «
one after another, he bade Apollo give the
face and the half of the neck a e in order
that the man might contemplate the section
himsell: he would thus leam a lesson of
humility, Apollo was also bidden 1o heal @
wounds and compose their forms. 50 he
a turn to the face and pulled the skin from
the sides all over that which in our language
is called the belly, Hke the purses which
in, and he made one mouth ar the centre,
which he fastened in a knot (the same whi
is called the navelk;, he also moulded the
breast and wok out most of the wrinkles,
much as a shoemaker might smooth leather
upon a last; he left a few, however, in the
region of the belly and navel, as a memoril
of the primeval state. After the division the
twio parts of man, each desiring his other
came together, and throwing their arms
one another, entwined in muemual embraces,
longing to grow into one, they were on the
point of dving from hunger and self-neglet
because they did not like 1o do anvthing
apart; and when one of the halves died and
the other survived, the survivor sough
another mate, man or woman as we call
= being the sections of entire men or women
and dung o that.
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Portents

Julius Obsequens (fourth century)

The Boole of Marvels

Nine days of prayer w since
in the area around Piceno it had rined
rocks and in many places celestial fires,
with the slightest of puffs, had burned
the clothes of several persons, The
temple of Jupiter on the Capitol Hill was
struck by lghining. In Umbria, they
found a bermaphrodite of around twelve

v observed

vears of age, and by order of t
was put to death, The
Gauls, who had entered aly through
the Alps, were
fight [. . .]
Several statues on the Capitol Hill
werne knocked down by the continuous
storms [ . ] At the banguet of Jupiter the
heads of the Gods were shaken by an
e laden with things

soeothsavers

driven back without a

earthquake; a ph

prepared 1o honour Jupiter fell over. Rats

nibbled the olives on the tahle |

Dhuarir

@ the night lights were seen in

1. PRODIGIES AND MONSTERS

the sky over Lanuvium. In Cassing, many
buildings were destroved by a bolt of
lightning, and the sun shone [or several
hours during the night. In Teano Sidicino
a child was born with four hands and
four feel. After the purification, there was
pesce |

In Ceres a pig with human hands and

dren with
four feet and four hands. In Foro Esino a

feer was born, as well as ch

flame, that issued from a bull's mouth

did not burt the animal |
& phoenix and an ow] were seen

inside the city. In a2 stone cave one man
was devoured by another |, . .| Many
thousands of people were drowned in

the floodwaters of the Fo and the pond
of Arexeo. It rined o
'ins Were I"llll! O N :|r.1'|'|.||||-rl|

wice, In Norcia

woman: one female twin born with all

ct, 2 male with its stom
open in the front, 5o tha

her imbs int

one could see
pening
behind; the child, after crving, died.

its intestines, and with nc

1%
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Alexander fights against
wild men and beasts,
from Le lvre et lo vraye
histeire du bon rof
Alexandre. Royal ms, 20
B. X, fal. 51,

fifteenth century,
London, British Library

o

The Adventures of Alexander
Anonymous (twelfth century)

The Alexander Romance, 11, 33

Then we reached a greyish land, in which
there were savages, similar to giants, who
were all around us; they had fiery eyves
and seemed like lions. There were also
other beings named Ochlites: their bodies
were entirely hairless, they stood four
cubitz tall and were slender as spears. As
soon as they saw us, they staned running
towards us: they were covered with lion
furs, and were extremely strong and
traimed to fight without weapons, We
struck them, but they struck back, and
killed many of us with cudgels. T feared
we would be overcome, and gave the
order to set the fonest alight: at the sight
of fire, those extremely strong men fled;
but before doing so they had killed no
less then one hundred and eighty of our
soldiers.

The following day 1 decided to go into
their caverns: there we found wild beasts
that seemed like lions, but with three
eyves, chained to the doors [, . .| Then we
left, and we reached the land of the
Apple-eaters. There was a man whose
hody was entirely covered with hair, he
was enormous and we were afraid, T gave
orders to capture him; he was caught, but

he continued to scrutinise us with his
savage glare, Then [ had a naked woman
brought befone him: he grabbed her and
was about to eat her. The soldiers
immedizgtely ran in to take her away from
him, and he began screeching in his awn
tongue. Upon hearing those cries, other
beings of his species came out of the
swamp and threw themselves at us, They
came in their thousands and our amy
numbered forty thousand men: so |
ordered the swamp to be set on fire, and
those beings fled at the sight of fire. We
captured three, but they refused 1o eat foe
eight days and finally died. These being §
do not speak as men do, but mther ho
like dogs.
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2. An Aesthetic of the Measureless

This and other information went to nourish what has been defined

as the 'Hisperic Aesthetic’ Classical Latinists had already condemned
the style known as ‘Asian’ (and then 'African’), in comparison with the
balance of the ‘Attic’ style. This Hisperic style was considered ‘ugly’ by
the Fathers of the Church, as is borne out by the following invective
penned by 5t Jerome (Adversus Jovinianum, 1):'By now there are many
barbarous writers and many discourses muddled by stylistic vices that
one cannot understand any more either who is speaking or what he is
speaking about. All swells and deflates like a diseased serpent that falls
apart as it essays to make its coils [...] What is the use of this verbal
witchcraft?'

But between the seventh and the eighth centuries there was a radical
change in tastes, at least in an area stretching from Spain to the British
Isles, and touching part of Gaul. The Hisperic aesthetic was the style of a
Europe that was going through its ‘Dark Ages, characterised by the
decline of agriculture, the abandonment of the cities, the collapse of the
great Roman agqueducts and roads. In a climate of general barbarity, in
lands covered with forests, monks, poets and illuminators saw the world
as a dense wood, inhabited by monsters, and criss-crossed by
labyrinthine paths. Hisperic writing no longer obeyed the traditional laws
of proportion: people enjoyed the new music of incomprehensible
barbaric neologisms, writers opted for long alliterative chains that the
classical world would have deemed pure cacophony, and what was
appreciated was not measure but the gigantic and the measureless. Irish
monks in particular, who in those difficult and disorderly centuries had
conserved and brought back a certain literary tradition to Continental
Europe, made their way through the worlds of language and visual
imagination as if they were indeed forests, or the seas like those the
Irishman 5t Brendan wandered through, ancheored to a horrible whale he
had taken for an island and thanks to which he met Judas imprisoned on
a rock, lashed and tormented by the waves of the sea.

Between the seventh and the ninth centuries, perhaps in Ireland (but
certainly in the British Isles), there appeared a Liber monstrorum de
diversis generibus that, apart from describing all kinds of monsters,
commented upon their variety.

1
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Book of Kells,
Wil sec.,
Duhlin,

Trinlty Codlege

In Book |l we read:'There is no doubt that there is an infinity of sea
beasts, whose boundless bodies high as mountains violently shake even the
most gigantic billows and the stretches of water all but ripped up from the
sea bottom [...] Churning up with horrible eddies waters already agitated
by the great mass of their bodies, they head for the beach offering those
who look upon them a terrifying sight.’ In this climate, in the eighth century
there appeared in Ireland the Book of Kells, adorned with splendid enlarged
initial letters that are a triumph of entrelacs, labyrinthine knotwork in which
appear, together with divine figures, all kinds of monstrous creatures, Thes
are stylised animal forms, small simian figures among impossible foliage
that cover pages and pages, like the repetitive motifs of a carpet, whereas|
reality every line, every corymb, represents a different invention.ltis a
complex swirling composition, deliberately at odds with all educated rules
of symmetry, in a symphony of delicate colours, from pink to orange-yell
from lemon to mauve. Quadrupeds, birds, greyhounds with swans' beaks,
unbelievable humanoid figures contorted like circus athletes who stickt
heads between their knees, throwing their heads back in this way to form
the initial letter of a word. Malleable and flexible as coloured elastic bands
they weave their way through the intricate web of connections, peeping
out from abstract decorations, entwining themselves around initial letters,
and sidling in between one line and the next.
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1. THE MORALISATION OF MONSTERS

3. The Moralisation of Monsters

How did devoted monks see those ‘extremely ugly’ monsters? Certainly much
the same way as, over the following centuries, people enjoyed other deformed
beings in the margins of illuminated pages (the so-called marginalia) and on
the capitals of Romanesque churches.

Medieval man found those monsters attractive just as we enjoy looking at
exotic animals in a zoo; proof of this is the emphatic way in which a rigorist
like 5t Bernard (in the Apologia ad Guillelmum) condemns the sculptures on
capitals that the faithful evidently found too attractive by half (but he
describes them so well that we are led to suspect that he himself had looked
at them more closely than he should have done): 'What place is there in the
cloisters [.. ] for that ridiculous monstrosity, that strange kind of deformed
shape or shaped deformity? What are foul apes doing there? Or ferocious
lions? Or monstrous centaurs? Or half-men? Or dappled tigers? [...] You can
see many bodies beneath a single head and vice versa many heads atop a
single body. On the one side you can see a quadruped with a serpent’s tail,
and on the other a fish with a quadruped’s head. Here, a beast that looks like a
horse with the hindguarters of a goat, there a horned animal with the
hindquarters of a horse. In short there is everywhere such a great and strange
variety of heterogeneous farms that there is more pleasure to be had in
reading the marbles than the codices and in spending the whole day
admiring one by one these images rather than meditating on the law of God.’

T
T
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Even Monsters are God's Children

St Avgustine (fourth-fifth century)

The Clty of Goed, XV, 8

Ancther problem arose: How can one believe
that from the children of Noah, or beter yer
from that sole man from whom they too
were created, 3 race of human monsters
could originate? Even profane history speaks
of them; we learn that some had only one
eve; others had feet back 1o front; others
wene of both sexes, and had the right breast
of a man and the left breast of 3 woman, and
b coupling could either conceive or
generate altermatively; others had no mouth
and could only breathe through their nostrils;
still others stood only one cubit high and
therefore were called Pypmies by the Greeks;
in some places women could conceive at five
and didn't live past eight vears

They even tell that there existed a race of
men who had only one leg and could not
flex their knee, but wene nevertheless very
fas: they were called Sciapods, because
during the summer, when they lay down on
the ground, they protected themselves with
the shade cast by their feet L . ]

In any case, the same principle that
explains the generation of monstrous men
also explains the creation of monstrows
peoples. God s the one who created all
beings, He knows when and how He must
or will have to create, because He knows the
beauty of the universe and the similasity or
diversity of its parts. But those who cannot

The Christian world proceeded to an authentic ‘redemption’ of monsters. &
we have already seen (in Chapter 2.1) with regard to the pancalistic vision,
Augustine says that monsters are beautiful because they are creatures of God
In his Christian Doctrine, Augustine also tried to regulate the allegorical
interpretation of Holy Writ by pointing out that you need to sense a spiritual
meaning beyond the literal meaning when the holy book seems to lose itseffi
apparently superfluous descriptions of stones, herbs or animals. But to
understand the spiritual meaning of a precious stone or an animal, you needa
‘encyclopaedia’ that explains the allegorical significance of those things. This e
to the birth of the moralised bestiaries, in which every creature mentioned (no
matter whether real or imaginary) was associated with a moral teaching. The
first of these texts to enter the Christian world was the Physiologus, writtenin
Greek between the second and third centuries of our era (and then translated
into Latin as well as various oriental languages), which lists about forty anim: k
trees and stones. After having described these beings, the Physiologus shows
how and why each of them is the vehicle of an ethical and theological messay
For example, the lion, which according to legend wipes out its tracks with its &
to elude hunters, becomes a symbol for Christ who wipes out the sins of ma

conternplate the whole are disturbed by the
deformity of one of its parts, because they ]
are ignomnt of the context that part nefirs @
We know that men are born who have
mowe than five fingers on their hands or fof
it i 4 rather urmimportant anomely, but
nevertheless it should not bead us 1o be s
foolish as 1o think that the Creator made 2
mistake in the number of those fingers, o
though we cannot grasp the reason for the §
phenomenon! |. . |
In Hippo-Tharrhyius there exists 2 man
who has the soles of his feet and the palms
of his hands in the form of a crescent, with
only teo fingers; if an entine moe of these
individuals existed, they would be addad e
the curous and the marvellous. But would
this be a valid reason to deny that such 3
man s descended from the first mun, cneats
by God? . . ]
We are presuming that the things we a8
tobd about the vanety of those peoples and)
their differences from us are true. In fac i
we did not already know that apes, monkes
and chimpanzees are not men, but beass,
those historians who brag about their own
emudition might fool us with their
vainglorious nonsense, presenting them &
human race [ . ] For this reason, # seems
me that the safest way to resobve this isie
would be the following: either thar which
been wnitten about these peoples is filsa
il it is true, they are not men; or, i tey o8
men, then they descend from Adam



From The Physiologus
Anonymous (second=third century)
The Plnsiclogus
Thie unicorn is a small animal, stmilar to a
goat, but extremely fierce. Humters cannot
come near it because of its extraordinany
strepth. Tt has a single hom located in the
micldlle of its head.

How do you hunt one? They set out an
immaculate virgin, the animal jumps into
her lap and she breastfeeds it and then

leacls it o the king's palace,
The unicorm s an mage of the Saviour
i fact [ ) it resices in the womb of the

true, immaculae Vigin Mary,

In the mountains, an animal known as
the elephant exists, He has no yearning for
carmal relations: when elephants want 1o
have young, they travel to the east, near
paradise, whene 2 tree known as the
mandrke grows. The female picks the frui
first, and offers it 1o the male, temping him
with it until he takes the frudt. Alter having
eaten, the male moves close to the female
and mates with her . . . When the time has
coune to give birth, she wades into a pool
until the witer reaches her udders, and then
gives birth to her offspring in the water, and
the young beast climbs up on her knees
and sucks her teat [. . ] This is the
elephant’s nature: if it falls down, it is
unahle 1o get back up again, because it hos
no joints in its knees. And how might it Fall
down? When it wanis to sheep, ft leans
against a tree and hunters, who are Bimiliar
with the elephant’s nature, po and saw the
tree trunk halfway through, The andmal
comes 1o rest and then falls along with the
tree, and hegins to send forth loud

3. THE MORALISATION OF MONSTERS

trumpeting. Ancther elephant hears this and
comes (o help, but it & not capable of
fifting up its companion: therefore both
hegin trumpeting. and another twelve
elephants armivie, but not even all of these
together can lift up the fallen beass,
therefiore they all stant mumpeting: finally a
small elephant amives, puts s trunk under
the fallen elephant and lfis himup [, . ]
Therefore, the elephant and its nate are
imaiges of Adam and Eve; when they were
amid the hlessings of paradise before the
transgression, they knew neither carmal
union nor mating. But once the woman had
eaten the fruit of the tree, in other wonds of
the spiritual mandrake, giving some 1o the
man as well, then Adam knew the woman,
and createxd Cain above the malignant
waters |, ] Then the grest elephant arrived,
in other words the Law, and it was unable
tor lift himy; then the rwelve elephants came
(in other words the prophets), and they
weren't able w lift the fallen man either,
fimally, the holy spiritual clephant amived,
and he lifted the man up.

The Physiologres says of the viper that
the male has the face of 2 man, the femuale
the face of a woman: they hove human
form down to their nuvels, while their wils
are like that of a cocodile, The female has
no viging, simply a slit like the eve of a
nesdle, When the nale mates with the
female, he efaculates into her mouth, [ . ]
Therefore, vipers are patricidal and
matricidal, and Saint John did well 1o
compare them with the Pharisees: in the
same way as the viper murders its father
and mother, they oo killed their spirnal
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4. The Mirabilia

The Physiologus (duly enlarged and reorganised) was the model for the
majority of the bestiaries, lapidaries, herbals and ‘encyclopaedias’
conceived along the lines laid down by Pliny; from On the Nature of Things
by Rabanus Maurus (eighth-ninth century) to the great compilations of
the twelfth and thirteenth centuries, such as The Image of the World by
Honerius of Autun, On the Nature of Things by Alexander Neckham, On the
Property of Things by Bartholomew Anglicus, the Mirror of Nature by
Vincent of Beauvais, down to The Book of the Treasure and The Little
Treasure by Brunetto Latini. Likewise, the animals in The Physiologus are
sought for and sometimes described in accounts of imaginary journeys
like Mandeville's Travels or On the Compaosition of the World by Ristoro
d'Arezzo.

The list is incomplete but reveals the attraction felt by the ancient and
medieval world for lands still unexplored and the stunned marvel with
which readers of those books fantasised about all those wonders, Proof
of this is the enormous success enjoyed by a twelfth-century fake, the
Letter of Prester John, in which we read about a fabulous Christian realm in
Asia, beyond the lands of the infidels, inhabited by virtuous peoples rich
in gold and gems. The myth of Prester John fascinated many travellers {such
as Marco Polo) who tried to find him and who politically encouraged
Christian expansion eastwards (but the location of the fabulous realm
was shifted from Asia to Africa at the beginning of the modern era, when it
was identified with Christian Ethiopia). One of the reasons for the attraction
exercised by this imaginary kingdom, almost a confirmation
of the virtues and the riches it enjoyed, was precisely the description of the
creatures who lived there, subject to John's power.

These monsters were certainly not considered examples of beauty, but
not all were felt to be dangerous. The fearful ones included the Basilisk with
its venomous breath; the Chimaera whose head was that of a lion and
whose body was half-dragon, half-goat; the Leucrococa (the body of a
donkey, the hindquarters of a deer, the thighs of a lion, horses' hoofs, a
cloven horn, a mouth stretching from ear to ear from which a quasi human
voice issued, and a single bone in the place of teeth); or the Manticore (with
three rows of teeth, the body of a lion, the tail of a scorpion, blue eyes,
blood-coloured complexion, and a hissing voice like that of a serpent).




of Ethiopia,
Ma 461 fol, 26v,
1460 ca. New York,

Pierpont Morgan Library

The Realm of Prester John
Anonvmous (wielfth century)
The Lotter of Prester fobm
1, Prester John, am lord of londs and in
every richness found under the sun, and in
virtue and power 1 am greater than every
king on eanh. [, . ]

The crestures that are born and live
in Our dominion include elephants,
dromedaries, camels, hippopotamises,
crocodiles, metacollingnm, cametennus,
tersevetes, panthers, wild asses, white lions
and red lions, white bears and white
blackbirds, silent cicadas, griphons, tigers,
frckals, hyenas, wild oxen and horses, wild
men, hormed men, funs, saityrs and
females of the same species, pygmes,
dog-headed men, gans standing forty
cubits tall, one-eyed creatures, Cyclops, 4
hird known as the Phoenix, and almost
every kind of animal that resides under the
heavens [, . .

In one of Our provinoes there is 2 river
they call the Indus. This river, whose

4, THE MRARILMA

sowiree s in Paradise, branches out
throughout the region, and in it can be
found natural stomes, emernlds, sapphines,
carbunches, sz, chrvsolites, oy, beryl,
amethysts, sardius, and many other
precious stones [,

In the extreme reghons of the canth | .
W possess an island [ . 1 upon which
vear-round, taice a week, God sends
chovan abundant showers of manna that the
population gathers and eats; the only food
they need to survive. In fact they do not
plough, they do not sow seeds, they do
o harvest, nor do they dig the eanth in
sy way to devw forth i richess freis [
All these peoples, who feed onby on
celeaial food, live 1o be five hundred years
old, Nevertheless, once they reach one
hundred, they rejuvenate and gain strength
by drinking thrice from the waters of 2
spring that flows from between the moots of
a tree that can be found there |. | ] Among
us, no one lies [, ] Among us there are
no aculterers. No sin has power over us
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Pierre Boatstuau
Muosire pring én une
forest adant figure
humayne qui dymoir
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in Srone prodigicse,
ms. 136, fol. 140x,
sixteenth century,
London, Wellcome
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A Wild Man

Luigi Pulci

Morgante, V, 36-45 (1481-82)

A head like a bear he had,

Furry and proud, and reeth like

tusks,

Strong enough to split a rock with one
bites:

His tongue was all covered with scales
One eve he had in the middle of his
clwest

A fiery orb two spans across;

His beard was shaggy, as was his hair,

Two ears like those of an ass

And long, strange, bristly arms

His chest and body were all covered
with hair

Long nails on his feet and hands

No shoes he wore on dry land,

But, naked and unshod, he went about
barking like a dog:

NO One ever saw A monster as ugly as
this;

And in his hand he carried a large cub
of rowan woosd

All weathered and black as a crow
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Pamati, detail
c.1120-30,

erelay, tympanum of
the Church of Sainte
Madeleine

There were also evil-crested serpents who walked on legs and whose
gullets were always open and dripping venom. Another terrifying creature was
the dragon, represented in paintings when it met defeat at the hands of 5t
George, while much knightly literature later showed it battling against knights,
who might also have encountered the hirsute Wild Man of the woods, as we
see in Pulci's Morgante. But the same cannot be said of other gentle creatures
whose form and habits were certainly extraordinary and equally far removed
from every human ideal of beauty or fitness. These basically harmless creatures
included headless men with eyes on their shoulders and two holes in their
breasts by way of a nose and mouth; the Androgynes; the Astomori, entirely
devoid of a mouth, who fed only on smells; two-headed men; men with
straight legs and no knees, horses' hoofs and a phallus on their chests; men
with extremely long necks and arms like saws; the Pygmies, forever at war with
the cranes; or the likeable Sciapods (creatures with a single leg on which they
run very fast indeed and which they hold upright when they sleep, in order o
enjoy the shade cast by the single enormous foot). Finally, there was the
Unicorn, a beautiful white stallion with a horn on its forehead, which could be
captured only by leaving a virgin beneath a tree so that the animal, attracted
by the odour of virginity, would go and lay its head in her lap.




Sebastien Miinster
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The Basilisk

Pliny the Elder (2379 ATY

Nafeeredd History, 33

There is the same power also in the serpent
called the basilisk. It is produced in the
province of Cyrenalc, being not more than
mwelve fiogers in lengthe It bas a white spot
on the head, strongly resembling a son of a
dindem. When it hisses, all the other serpents
fly from it and it does not advance its baody,
like the others, by 1 succession of folds, bur
movies along upright and erect upon the
micletles, 1t destroys all shrubs, not only by its
contact, but these even that it has breathed
upor; it bums up all the grass oo, and
breaks the stones, so tremendous s its
noxious influence. It was formerly o general
belief thar of a man on horseback killed one
of these animals with a spear, the poison
weould run up the weapon and kill, net only
the rider, i the horse as well. To this
dreadful monster the effluvium of the weasel
is faral, a thing that has been tried with
success, for kings have often desired 1o see
its body when Killed; so tnae is it that it has
pleased Nature that there should be nothing
without s antidote. The animal s thrown
o the hole of the basilisk, which is easily
krsown from the soil around it being infected.

Some Monsters

St Isidore of Seville {570-036)

Erymologies, N1, 3

The Greeks [, . ] consider the Giants to be
whepheneix, in other words fermigend, which
means Bori of the eanth, because it was the
earth herell, acoording o legend, who gave
birth to them from ber own immense gith
|+ ] The Ctuocefal are known as such
insofir as they have the heads of dogs, and
because thelr own howling proves them
more beast than man: they are borm in India,
India also prochices the Cyelps, called thus
because it is believed they have a single eye
in the middle of their foreheads [ | ] Some
people believe that the Blentree are bom
in Libwya

These creatures have a body but no head,
with eves and a mouth on their chests, It has
been written that in the extreme Orient, therne
exist people with monstrows faces: some
have no noses, and deformed, completely fla
faces; others possess such prominent lower
lips that when they sleep, they wse these Lips
1o cover their entire face in onder (o protect
themselves from the ferce sun; stll others
have gummed-up mouths, and can only
nourish themselves through a small hole with
the help of oatmeal strows, They say that
among the Scythians there live the Pamotil,
whao possess ears so enormous that they can
s them o cover their entire bodies | 1 It
i said that the Arabants live in Ethiopia and
walk on all fours like poats: none of them
live bevond the age of fory. The Satprs are
little men with hooked noses, horns on
their foreheads and goar's feet, Saim
Anthony saw one in the solitude of the
desert. When asked about his species by
the servant of God, the satvr responded: 1
am a motal, one of those who lives
around the desert and whom the gentiles,
fooled by numerous errors, venente as
Fauns and Satyes,' [ . ) It is said that in
Ethiopia live a people known as the
Sciapods, gifted with speciil legs that give
them extraordinary speed: the Greeks
called them sidpades because when they
lie cdowen supine on the ground in the sun's
severe heat, they use their enormous feet 1o
shade themselves, The Awnsipodi, inhabitants
of Libya, have the soles of their fee
pointing backwands, in other words tumed
behingd their legs, and eight s on each.
The Hippapodds live in Scvthio: they have a
human shape but with horse's feet. They say
that in India there lives a people called the
Metkerdiizion, who stand tevelve feet rall, Also
inn India there lives a people whose stature
is equal to one cubit, who the Greeks refer
to as Prgmeaet (Pygmies), a name derived in
fact from the cubit, and about whom we
spoke earlier; they live in the mountainous
regions of India, near the ocean.
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5, THE DESTINY OF MONSTERS

5. The Destiny of Monsters

Familiarity with monsters - right from the start - had also led the
Christian world to use them to define the Divinity. As Pseudo-Dionysus
the Areopagite says in The Celestial Hierarchy, the nature of God is
ineffable, and since no metaphor no matter how poetically stunning
could talk of Him, and since any discourse of ours would be powerless,
capable only of talking about God by negation, saying not what He is but
what He is not, then we might as well name Him through highly dissimilar
images, such as those of animals and monstrous creatures. On the other
hand there is a precedent for this in the vision of Ezekiel, where celestial
creatures are described in animal form, thus providing the apostle John
with the inspiration for the divine throne (and this explains why the
tradition was later to associate the three evangelists with the figures of
the ax, the lion and the eagle).

But even in the Renaissance period monsters had a friendly function,
precisely because of their impressive ugliness, For example, in the arts
of memory, since ancient times, those wishing to be able to recall
words and concepts were advised to associate them with various
rooms in a building or with various places in a city where there stood
harrifying statues that were hard to forget, And so in the Ars memorandi
of Petrus von Rosenheim (1502) we see mnemonic figures that are
certainly akin to the monsters of the Apocalypse and the creatures of the
bestiaries.

Finally, monsters were to find enormous fortune in the heterodox
universe of the alchemists, where they came to symbolise the various
processes required for obtaining the Philosopher's Stone or the
Elixir of Long Life - and we can suppose that the adepts of the occult
arts did not find them frightful but wonderfully seductive.

As we shall see in Chapter X, the taste for legendary marvels began
to give way to a curiosity about what was scientifically interesting,
and other kinds of monsters packed the cabinets of curiosities and
other modern collections. By then, people were exploring places that
were still legendary lands in the Middle Ages, and such undertakings
left no further room for the monsters of the bestiaries. Monsters still
have a place in the modern and contemporary imagination, but in
other forms.
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Petrus von Rosenhaim,
Ars memarandi,

1502,

Plorzheim
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God as Worm

Dionysius the Areopagite (fifth century)
The Celestial Hierarchy, 11, 5

We will find that the imerpreters of the
theology of the mysteries devoutly adapt
these symbols ot cnly in the case of the
celestial orders, but sometimes even [or
the very manifestations of the Deific
Frinciples. And sometimes they celebrate
the Divinity beginning with the most
precious things we see, like the sun of
justice [ . ] But other times, they
celebrate it with the names of middle
elements like fire that casts light without
doing damage, water the provider of vital
health and, o speak symbolically, like
water that enters the belly whence
unstoppable rivers gush forth. Finally,
they call it by the names of the basest
things, like fragrant cintment, corner
stones, even attributing 1o it the form of
wild beasts, adapting to it the

characteristics of the lion and the
panther, saying that it will be like a
leopard or an enraged bear.

1 will also add the basest of all
comparisons, one that will also seem
the most shameful: in fact, all those
learned in matters divine have told us
that God also ook on the form of a
waorm. Thus the theosophists and the
interpreters of the mystical revelations
set apart in purity the ‘Holy of Holies',
thereby keeping it from imperfect and
profane things, watching over the
various holy representations so that
divine things are not accessible to the
profane and so that those who
contemplate holy simulacra do not
mistake the form for the reality. And 50
we may celebrate divinity through tns
negations and through images of the
hasest things that are in contrast with
the divine likeness,




Caliban

William Shakespeare

The Tempest, 11, 2 (16111

Trincolo: [ . ] [notcing Caliban] What
have we here, 4 man or a fish? Dead or
alive? A fish, he smells like a fish - a
very ancient and fishlike smell, a kind of
nat-of-the-newest poor-John, A strange
fish. Were 1 in England now, as once 1
was, and had but this fish painted, not a
holiday fool there but would give o
piece of silver. Thene would this monster
make @ man. Any strange beast there
makes a man. When they will not give a
doit to relieve a Lime beggar, they will
Lay out ten to see a dead Indian, Legged
like 3 man, and his fins like arms! Warm,
o' my troth! 1 do now let loose my

opinicn, hold it no longer: this is no fish,

but an iskinder that hath lately suffered
by a thunderbaolt [ . ]

5.THE DESTINY OF MONSTERS

Monstrous Breasts

Jonathan Swift

Cruelliver’s Travels (1726)

I must confess no object ever disgusted
me so much as the sight of her
monstrous breast, which 1 cannot well
what to compare with, 50 as to give the
curious reader an idea of its bulk, shape,
and colour, It stood prominent six feet,
and could not be less than sixteen in
circumference, The nipple was about
half the bigness of my head, and the hue
both of that and the dug, so varied with
spots, pimples, and freckles, that nothing
could appear more nauseous [ . 0 This
made me reflect upon the fair skins of
our English ladies, who appear so
beautiful 1o us, only because they are of
our own size, and their defects not 1o be
seen but through a magnifying glass;
where we find by experiment that the
smoothest and whitest skins look rough,
and coarse, and ill-coloured.

Owing to the influence of navigators who came across (in reality) savage
populations with savage customs, Shakespeare gave us the horrible {and
unhappy} Caliban, and Swift gave us the creatures encountered in the course
of his travels. Then, gradually, people’s familiarity with monsters waned; they
struck Poe as disquieting, they horrified Arthur Conan Doyle (who already
knew something about prehistoric animals), while Baudelaire dreamed of
erotic ecstasies on the body of a giantess.

In our own times, having passed through Dracula, Frankenstein’s monster,
Mr Hyde, King Kong, and finally surrounded by the living dead and aliens
from outer space, there are new monsters around us, but we are merely afraid
of them and do not see them as messengers of God. Nor do we think to tame
them by placing a virgin beneath a tree. Perhaps the first hint of scepticism
regarding the frequently benevolent creatures of the bestiaries is already to
be found in Marco Polo's Travels, when he, who travelled in reality and not
merely in the imagination, came across what were clearly rhinoceroses. These
were animals he had never seen, and since his culture provided him with the
idea of the unicorn as a quadruped with a horn on its snout, he tells us he saw
unicorns. But, since he was an honest, punctilious chronicler, he hastens to
explain that these unicorns were rather strange, unlike the traditional image
of them: they were not slender and white but had ‘hair like that of the buffalo
and feet like those of the elephant’; the horn was black and ugly, the tongue
spiny, and the head was like that of a wild boar. Polo concludes that this beast
was not only ‘a very ugly beast to behold' but also that ‘it is not, as they say
here, that it will allow itself to be taken by a maiden, but quite the contrary’
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The Ugly, the Comic,
the Obscene

1.Priapus

Montaigne (Essays I, V) wondered:'what has the sexual act ever done to
mankind, what has this natural, necessary, and legitimate act done that
men do not dare talk of it if not with shame and exclude it from all serious
or pondered discourse? We are bold enough to say: kill, steal, betray, so why
is that other thing pronounced only between gritted teeth?' In effect
human beings (at least in Western society) have always felt ill at ease with
all that is excremental and all that has to do with sex. We are disgusted by
excrement (that of others, animals included, much more than our own) and
: hence consider it ugly. In his Givilization and its Discontents Freud observed
- that ‘the genital organs in themselves, the sight of which is always exciting,
are nonetheless never considered beautiful. This embarrassment finds its
expression in shame, i.e., the instinct or the duty to abstain from exhibiting
and from referring to certain parts of the body and certain activities.
The sense of shame has varied according to the various cultures and
1 historical periods. There have been epochs, as was the case in ancient
Greece or the Renaissance, in which the representation of sexual attributes
did not appear repugnant but actually contributed to emphasising the
beauty of a body, and there are cultures in which those same attributes are
exhibited in public without any embarrassment. But in those cultures with
a strong sense of shame a taste for its violation is manifested through its
opposite, which is obscenity.
One can indulge in obscene behaviour out of anger or a spirit of
Bartolomeo Passerotti, provacation, but very often obscene behaviour or language simply arouse

N laughter - just think of the way children love to hear or make jokes about
Enury, excrement.

private collection
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Invocahion to Prigpus,
first century AD,
Pompeil, Casa dei Vettii

Since earliest antiquity, the cult of the phallus has united the characteristics
of obscenity, a certain ugliness, and an inevitable comicality, A typical example
of this is a minor deity like Priapus (who appears in the Greco-Latin world in
the Hellenistic period), equipped with an enarmous genital organ. The son of
Aphrodite, he was a protector of fertility and his images, usually made of fig
wood, were placed in the fields and in the orchards both to protect the crops
and to serve as a scarecrow; it was thought that he could drive off thieves by
sodomising them. He was certainly obscene, he was considered ridiculous
because of that huge member (and it's no accident that today priapism is an
illness), and he was not thought to be handsome. In fact he was defined as
amorphos, ugly (aischron) because his was not the correct form. In a bas-relief
in Aquileia dating from Trajan’s day (a piece known also to Freud, who
mentions it in a letter in 1898) he is portrayed as Aphrodite, disgusted by the
features of this ill-favoured child, rejects him. Finally, he was not a happy god:
he was also defined as ‘monolithic’ because he was carved out of a single
piece of wood and stuck in the field unable to move and devoid of the
capacity to change his shape proper to many other mythological characters,
He was oppressed by loneliness and his incapacity to seduce a nymph, despite

his hypertrophic possibilities, And we can hardly fail to note the tome of
commiseration reserved for him by Horace in the Satires.

Yet he was basically an amusing and likeable deity, a friend to wayfarers,
and as such he is portrayed by various poets, from Theocritus to the Priapea
(an anonymous collection probably from the first century AD, written in a
burlesque, lewd tone) down to the Palatine Anthology.

Thus Priapus symbolises the close relationship established since early times
between ugliness, lewdness and comicality (as we can also see in passages
from Aristophanes and the Life of Aesop).

Priapus's Lament

Horace (first century BC)

Stires, 1, B

Once upon 3 time | was a tunk of fig
tree wood

Timber both useless and no good,
When a carpenter uncerain whether 1o
mike

A bench or a Priapus,

Chose the God.

And a God I've been ever since

A peeriess bogeyman for birds and
thieves

I keep sticky fingers away with my right
And the red pole

That rises obscenely from my groin,
While a sheaf of reeds atop my head
Frightens harmful birds

And keeps them from alighting in new
gardens

Omce upon 4 time, slaves had their
friends

Corpses brought here in wretched bones,
Tossing them out of their cramped celly
Here you could find the derelics’ loal
bone yard [. . .]

Now, above the reclaimed Esguiline hill
People can live

And walk in the sun along the mmpans
Where once vou'd have been homified @
sep

Bleached bone and desolate eanh

And I'm no longer bothered so much,
By the thieves and animals

Ihat usually live in these places,

But by the witches, who with potions
”L,I#ll

Play havoc with the human mind

And to tell the truth [ can't stamyp them
ot

And stop them from gathering bones
Or poisonous weeds, when the moon,
Wandering through the night

Boasts a face full of light
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Priapus
Priapea, b, 10, 24
Though I am, as you can see, but a
wooden Priapus,
with a wooden scyvthe and a wooden
penis;
I'll grab you and hold you still,
And once you're caught Il enjoy you,
my girl,
And this big thing, large and stiff as a
Ivre
'l bury up to your seventh b, or higher
Why laugh, you foolish girl? Neither
Praxiteles
Mor Scopas nor Phidias has shaped me
A villain from o shapeless log carved me
thus
And then cried oun: “Yes! You're Priapus!
Now you stare at me, and Lugh
repeatedly?
It seems vou find it pleasurable and fun,
This column springing straight up from
my groin!
The custodian of this fertile garden has
ordered me
To guarantee this place s let alone, let be
S0 accept vour punishment. thief, thowgh
vou'll indignantly say,
For so limle verdure, such exorbitant
pays
Yes, of course! Now pay!

Priapeum

Theocritus (third-fourth century ALY
Eprigrams, 4

Along that path, where the ok rees ane,
O goatherd, on tuming a comer, you will
find o crude simulacram made of fig
wood. With three legs, it's still covered
with bark, and has no ears, But its vital
member is capable of performing the
work of Venus. A holy fence surrounds it
and a stream flows owt from the rocks,
surrounded by faurel, mynle, and frgrant
cvpress trees. And there o vine winds its
way, bearing grapes — and the hlickbirds
of spring sing varous songs in their sharp
volces. And nightingales respond with
their honeyved music. Stop there, and ask
gracious Priapus to ke away my desire
for Daphne, and I'll sacrifice a fine litle
goat right away. But if he refuses, I'm
prepured 10 make a triple sacrifice: 1 will
sacrifice a heifer, a halry goat, and a lamb
I keep indoors, May the god hear my
prayer!
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Poor Socrates
\ristophanes
The Clonls, 109 (423 BC)

Chaerephon said that the gut

was narrow, and that, in passing through

of the gnut

this tiny passage, the air is driven with

force towards the breech: then

slender channel, it encouniers

which was

Crapping

NS LNTST—5eCnnd |

Common Sensc

e A Romance

AT

1 he

this

spent most of his dme sitting and

shitting. Once he remained seated thus
having oilten whit he

= shat his own common

i long

wins dodng,

sense. From that day forward, m il

hunched over, being careful not to cap

mod sense. Hul

away thetr own con
don't you worry: you can't shit

something you don't possess

Against Laughter
51 Basi
I

Lesser Rules (fourth century)

The Lord took upo

wporesl functi

ons insey
human namare, | | Baat
the Gospels tell us {(pae pofis qui
e, dqula fupelhitis ¢

25), he never gave

the contrary, he de
themselves 1o be dominated by hughs

py |

Rufes af the Four Fatbers (hifth cenon

in the name of the Loed, 1o be re

humility in every way

with the whig

™ sxible for two whole weeks



X SATIRES ON THE FEASANTRY AND CARNRVAL FESTIVITIES

2. Satires on the Peasantry and Carnival Festivities

There are forms of art that express lost harmony (hence the sublime or the
tragic, which cause anxiety and tension), possessed harmony (hence the
beautiful and the fair, which induce serenity) or lost and failed harmony, which
brings us to the comic as the loss and diminution, or also as the mechanisation
of normal behaviour patterns. Thus we can laugh at the armogant stuffed shirt
who slips on a banana skin, at the stiff movernents of marionettes, and we can
laugh at various forms of expectations frustrated, at the animalisation of
human features, at the bungling of an incompetent, or at amusing word play.
These and other forms of comicality play on deformation, but not necessarily
on obscenity.

But comicality and obscenity come together either when we make fun of
somecne we hold in contempt (for example when we mock or make coarse
jokes about cuckolds) or when we indulge in some cathartic act with respect
to something or somecne who is oppressing us. In this case, by arousing
laughter at the expense of the oppressor, the comic-obscene also represents a
sort of compensatory rebellion.

This form of rebellion (even when authorised, and hence understood as a
safety valve for tensions that otherwise would be uncontrollable) is to be
found in the Roman Saturnalia, during which slaves were permitted to take the
place of their masters, and during triumphs, where veterans were allowed to
bombard the hero of the day with the most scurrilous quips and loaded
allusions.

The early Christian world was not indulgent when it came to laughter,
considered to be a quasi diabolical licence, A tradition derived from an
apocryphal gospel, the Epistle of Lentulus, taught that Christ had never laughed
and the debate on Jesus and laughter went on for centuries. But such
documents against laughter must not let us forget that other fathers and
doctors of the Church defended the right to a healthy merriment and that
right from the early medieval centuries there were humorous texts in
circulation. These included The Supper of Cyprianus (a phantasmagorical
parody that was extremely popular in the monasteries and that portrayed
biblical characters in a decidedly irreverent light) or the Joca monachorum
(Monks' Jokes). There were also moments explicitly devoted to comic licence,
like the riso pasquale {literally, the Easter laugh), when during the celebrations
of the Resurrection it was permitted to make jokes in church even during the
Sermans.

135
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Tricouillard,
fifteenth century,
Angers, wooden howse

An Embarrassing Husband

HIVTIROLS

Ceniury'}

My Lond, in your presence

I want 1o say before everyon

the reason why 1 have come &

'vie besenn temied for seven vears niow

with a2 peasant, whom | never fully knew,

until kzxst night, when for the first tdme

I discovensd

» Black Scrotum” (pwvelfth—founeenth

the reason why 1 can no longer stay with

MOr Memam 0 hl"- i 'I:I]E;\.II!II

You'll find what T say is true

my husband has a prick blas

than iron, and a scrotum b
than amy monk's or pricst’s cassock
and it's hairy like the skin of a bear
and furthermore no old mone

was ever 5o swollen as his scrotum

I'vie told you the truth;
I don't know how 1o tell it any beger



The Peasant's Farl

Rutebeuf (thineenth century)

Jesus Christ has no wish

For peasints (o find hospitality

In his sainted Mother's home [ .
Peasants cannot win Parsdise

With money or other suff,

While they cannot even go to Hell,
Because even the devils find them

revolting [ . ]
One day a peasant
Fell ill

And in Hell all were ready

To receive his soul

I tell vou with absolute cenainty,

A devil came to him

To take him downstairs, as was his right,
And he attached a leather bag 1o the man's
e,

Because it was his firm belief

That the soul fled from that pant there,
Hut that evening the pessant had taken
A potion for his maliady,

And had eaten beel with gadic

With het fat broth

5o than his belly wasn't sof

But tighter than a drumskin

2, SATIRES ON THE PEASANTRY AND CARNINMAL FESTIVITIES

He wais poing to die, no doub,

But if he could drop a far, all would be
well

S0 he set 1o stratning with a will,

And he gave the job his all,

So doggedly did he go o it,

Tossing and turning,

Thart he let rip the loudest fan,

Filling up the bag, which the devil tied,
For by way of penitence the devil

Had trodden upon the man’s belly,
And the proverh dghtly says

Push oo bard and you'll get shit’
Then the Devil headed for the door
With the Fanl closed inside the bag

He tossed it into hedl,

Pait the fan escaped the bag,

All the devils were dancing with rage
And cursed the peasant’s soul

The next day they held an assembly
And cime 1o an agreement:

That never more would they

Take a peastnt's soul,

Far 'l stink for sane

And this s why peasants

Will go neither to heaven nor o befl:
And yvou will have understood this well.

The Middle Ages was a period full of contradictions, in which public
shows of piety and austerity were accompanied by generous concessions
to sin, as is revealed to us by many short stories from the period, and there
were places where prostitution was tolerated (even villages-gynaecea,
known as columbaria, patronised by feudal lords). Nor must we forget the
eroticism of courtly poetry and the songs of the goliards, who were clerics
at that. Moreover the sense of shame was certainly different from the
modern one, especially among the poor, where families lived in
promiscuity, sleeping all in the same room or even in the same bed, while
bodily functions were performed in the fields without anyone worrying
overmuch about privacy. Obscenity (and praise of the deformed and the
grotesque) appears in the satires on the peasantry and in the carnival
festivities in relation to the lives of the humble. These are two fairly different
phenomena. There are many texts, from the French fabligux to the ltalian
short stories and Chaucer's Canterbury Tales, in which the villein is shown as
a fool, ever ready to swindle his master, dirty and stinking (in one story, on
passing in front of a perfumer's workshop, a donkey driver was so
overcome by the scents that he fainted, coming to enly when they had him
smell some manure). Sometimes, peasants were also portrayed as Priapus,
disfigured by disgusting genital attributes.

But this was not an example of popular comicality; it was more of an
expression of the contempt and diffidence in which peasants were held by
the feudal and ecclesiastical worlds, who took sadistic pleasure in the
peasant’s deformities and laughed at him rather than with him.

1T
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Crapping on the
doughnut,

church stall,

1531,

WalcourL, the Church
of Sabnte-Maternea

facing page

The Flag of the Mad
Mother
fiffeenth or sk
ceniury

Drijon

teanth

The Cowherd

Chrétien de Troves

Yoadn, the Kright of the Lion (1180 ca.)
A peasant that looked like a Moor,
incredibly deformed and horrible, a

that you can't describe

Cresiune 5o u

him in words, was silting on 2 stump

hodding a Lerge club. | approached and

saw that his head was bigger than that

old nag or any other animal, His
e h
ind he had hairy
broad and big as
This yokel had bushy eyebrows, a flat

face, eyves like an owl's, a nose like a

was |

ITS OVET WO Spans

wse of an elephant

cat’s, jowls like those of a wolf, shamp,
vellowish fangs like those of a wild
har, a red beard, wisted moustache,
and his chin seemed stuck 1o his chest
His back was long, bur twisted and

He was leaning against his

club and wearing a very sirange outfit
was mede neither of linen nor wool

tached at the neck, there hung
flayed bull or ox

bt =

his forehead

Flamlence

Karl Rosenkrantz
The Aesthetics of Ugliness, 111 (1853}
Flatulence is an ugly business in all
circumstances. But since it
the liberty of man is not
under his control, and sin
takes him by frightful surp
wrong place, rapidly slipping away fos
a4 k

him unpuarded, it resembls

that, w

Wil warning and sdans

use of it in nirlesgues,

rotesgues and
Since we men

at least by allusion |

immaterial of the age, education, socs
class and rank that distinguish us, are 8
part of this involuntary baseness of

nature, allusions in this regard seldom
il 1o make the public laugh

why low comedy 15 extraordi

of all the boorishness, filth, and

nonsense assoctated with 1







W, THE LWGLY, THE COMIC, THE OBSCENE

The Charivari,

Ms. Fr. 146, fiol. 34,
fourteenth century,
Paris, Bibliothégue
Mationale de France

For their part, the common townsfolk were the stars of grotesque
parodies during carnival and other similar events, such as the Feast of the
Ass and the charivari, processions held when a widower remarried,
characterised by shouting, obscene gestures, and dressing up in disguise,
during which people made an enormous racket using cauldrons, casserole
dishes and other kitchen utensils. But at carnival time the main element was
the grotesque representation of the human body (hence the masks),
parodies of sacred things and complete licence in language, blasphemy
included. The triumph of all that during the rest of the year was considered
ugly or forbidden, these festivities nonetheless were an interlude granted
and tolerated only on specific occasions. For the rest of the year there wefe
the official religious holidays. On these occasions the traditional order and
respect for the hierarchy were reconfirmed, while during carnival the socia
order and hierarchy was allowed to be overturned (they even elected the
king or the bishop of the festivities) and the clownish and ‘shameful traitsa
popular life emerged. The people took gleeful revenge on the feudal and
ecclesiastical powers and, through parodies of devils and the underworld
they tried to react against the fear of death and the afterlife, and against
terror of the plagues and catastrophes that would dominate the rest of the
year,

And so one might say, paradoxically, that seriousness and gloominess
were the prerogative of those who practised a healthy optimism (we have
suffer but then eternal glory will be ours), while laughter was the medicing
of those who pessimistically lived a wretched and difficult life.

These events also included the Feast of Fools, and it's obvious how the
figure of the fool (who can also be the bearer of unexpected wisdom) was
characterised by a grimace of madness that was immediately transformed
into a clownish mask.

On such occasions a farcical role was also assigned to the excrement
in church, during the burlesque election of a false bishop, was used in
of incense, while during the charivari excrement was tossed at the ¢
this way ugliness was in a certain sense redeemed, perhaps partly owingfa
the fact that the star of camival, hungry and oppressed by disease, was no
more beautiful than the character he represented — and hence, though an
act of defiance, the ugly person was accepted and imposed as a model.

The Prince of Fools |

I, foolish dames and foolish

PFicrre Gringoins

(fifteenth—sixteenth century)

Moody fools, befuddled fools, wise
fouals: city fools, fools from castles and
villagess; stultified fools, simple foals
subtle fools; loving fools, solitary fools
wild fools, fools old, new and foolish of
every age; barbarous fools, foreign
fools, considerate fools, reasonable
fools, perverse fools, stubbom fools

ladies-in-waiting; foolish old women
and fresh foolish girds; all female ool
who love men; courageous, cowandhy
ugly and beautiful fools; sprightly f
sweel fools, rebellious fools:; female
fools who want their pay; fools tn
down the path; thin fools, red fools,
fat fools and pale fools; on Mardi G
the Prince will host you all at Les
Halles.
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3.The Renaissance and Liberation

All these phenomena were, in a sense, turned on their head during the
Renaissance. The clearest example of this process is in Rabelais's Gargantug
and Pantagruel, which began to appear in 1532. In this book, not only did
Rabelais revisit and pillage the most risqué forms of the old popular cu
with extracrdinary originality, but his obscenity no longer appeared (or not.
solely) as a plebeian characteristic, becoming rather the language and
behaviour of a royal court. What's more, the ostentation of scurrility {with
unsurpassed comic results) was no longer practised in the ghetto of the
barely tolerated carnival festivities. It was transferred into cultivated
literature, it was exhibited officially, it became a satire on the world of the
learned and ecclesiastical customs. In short, it had taken on a philosophical
function. It was no longer a matter of an occasional anarchic popular
rebellion, but a genuine cultural revolution. In a society that had come to
advocate the prevalence of the human and of the earthly over the diving
obscenity became the proud assertion of the rights of the body - and a5
such Rabelais was splendidly analysed by Bachtin. According to classical
medieval criteria, the giants Gargantua and his son Pantagruel were
deformed because they were out of proportion, but their deformity
becomes glorious. They are no longer the fearsome giants who rebelled
against Jupiter, inexorably condemned by classical mythology, nor are they;
the monstrous inhabitants of India of medieval legend: in their incontinent
and 'enormous’ greatness, they become the heroes of a new day.

Pantagruel’s Fart
Frangods Rabelais

misshapen dwarves; and with a poog,
which he made, he engendered as m

Crargantia and Pantagruel, 11, 27 (1532)
Then, getting up, he gave a far, a leap,
and a whistle, and joyvously cried alowd
Long live Pantagruel!

At this sight, Pamtagrue! tried to do the

same. But with the fart he blew the eanh
trembled for tventy-seven miles round,

and with the fetid air of it he engendered
micxre than fifty-three thousand linle men,

little bowed women, such as you see i
various phces, and who never grow,
except downwards like cows™ tails, o
circumference, like Limousin tumips
What now? exclaimed Panurge, ‘A
farts so fruithul? By God, here ane fme
clumpish men, fine stinking women 08
let them be married together, and i
breed homsefles.'




Gusteve Dore,
IMusaeation

fr rargantug
ond Panfagrisel
1873,

Paris, Garnier

fekowing poges

Framgois Rabelais
lgsaration for Les songes
dedintiques de

Fonlngrue!,

1565,

Paris, Richand Breton

How Panurge Crapped Himsell
Frangois Rabelais

Crarganiua and Pantggruel, 1V, 67 (1532)
A% Panurpe came near, Friar John smelt

an odour of some sort which was not
gunpowder. 50 he urmed Panurge round
and saw that his shint was all mucky and
newly shitten. The retentive power of the
nerve which controds the sphincter muscle
<5 arse-holde that is = had been
by th

Rireme i

a1 which had

accompanted his fantastic visions. On top

the thunder of the

ng, which is more terrifyir
owels of the ship than on the deck
Now one of the symploms and

conoomitants of fear = that i1 usu

opens the gate of the seraglio in which

the fecal o

ter i lemporrnly stoned

3. THE RENARSSAMCE AND LIBERATION

Some of Panurge’s Good Customs
Francois Rabelais

Crarganhia and Pantagroel, 11
As for the poor masters of ant and the
rigns, he persecuted them most of
all, When he saw any of them in the

street, he never

16 {15352)

theolo

iled 1o play them some

trick. Sometimes he would put dung in
thetr g

wortild e hirtle fox-tails or hare's-ears

ate hoods, sometimes he

behind them, and 2t other

would do them some other mischicl
Omne day, when all the theolog

summoned 1o meet in the Rue du Feuwme

hie made 3 mud pie composed of gar
galbanum, asafoetida, and castoreum in
quantity and of

This he steeped in the runnings from

turds that wene still warm

sores, Then, very early in the morming, he
smeared and anointed
that the

VEment, 5o

vil himself could nor have

endured §
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The Invention of the Arse-wipe
Frangois Rabelais
Crargenifua and Pantagreed, 1, 13 (1532)
‘By long and curious experiments,” replied
Cargantua, ‘1 have invented a method of
wiping my arse which is the most lordly, the
st exceflent. and the most convenient that
EVET WS S0en
What's that? asked Grandgousier
1 shall tell you in a moment,” said
Garganius, Once | wiped myself on a lady's
velvet mask, and | found it good. For the
softness of the silk was most voluptuous o
my fundament. Another time on one of their
haods, and 1 found it just as pood. Another
time on a kady's neckerchief; another time on
some ear-flaps of crimson satin. That touble
passed when [ wiped mysell on a page's
bonnet, all feathered in the Swiss fashion,
Then, as | was shitting behind a bush, 1
found a March-bom cat; 1 wiped myself on
him, but his claws exulcerated my whole
perineum. | healed myself of that next day by
wiping myself on my mothers gloves, which
were well soented with maligmin. Then 1
wiped mysell with sage, fennel, anise,
marjorm, roses, pourd leaves, cabbage,
bewts, vineshoots, marsh-mallow, mullein —
which is red as your bum - letiuces. and
spinach leaves, All this did very great pood 10
my legs, Then with dog's menoury, pensicaria,
nettles and comfrey. But that gave me the
hlcody-flux of Lombardy, from which 1 was
cured by wiping myself with my codplece.
Then 1 wiped mvsell on the sheets, the
coverlet, the curtains, with a cushion, with the
hangings, with a green cloth, with a able-
cloth, with a napkin, with a handkerchief,
with an overall And | found more pleasure in
all those rhan mangy dogs do when they ane
combwed
Yos," said Grandgousier, ‘Bur which wiper
did vou fingd the hest
1. ] Bt 1o conclude, T say and maintain
that there is no ase-wiper like a well-downed
goose, 1f vou hold her nick between VOHIF
legs. You must wke my word for it, vou resilly
must. You get a mdraculous sensation in your
arse-halbe, both from the softness of the down
and from the temperate heat of the poose
herself; and this is easily communicated 1o the
bum-gut and the rest of the intestines, from
which it resches the heant and the brain. Do
nil imargine that the felicity of the heroes and
demigods in the Flysian Fields arises from
thiesir asphodel, thetr ambrosia, or thedr nectar.
as those ancients say. It comes, in my
opinion, from thelr wiping their arses with the
neck of 4 poose, and that & the opinion of
Master Duns Scotus foo

(£%]
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A Satirical Table from a

Flemish Triptych,
c.1520,
Ligge, Bibliothégue

Centrale

At the beginning of the seventeenth century satires on the peasantry were#%
turned on their heads with Bertoldo (1606) by Giulio Cesare Croce. With this
character, again very ugly and coarse, the villein was no longer depicted as fools
but astute as the author dipped into the legend of Aesop, whose ill-favoured
concealed wisdom and cunning. Nor did we really have to wait for Bertoldo,
because in 1553 we find the History of the Peasant Campriano where the ingen
peasant, who had hidden his money in the backside of his own donkey, fools
stupid merchants by letting them see his donkey defecate money before sellingl
to them for a high price. In the meantime, even the fool had been transformed
a camival character to a philosophical symbol each of the various madmen saig
towards the land of Cockaigne had already become a caricature of a different e
in the Ship of Fools by Sebastian Brant (1494) and Erasmus of Rotterdam has Fol§
in person rail against the customs of his own day in his In Praise of Folly (1508



The Mouth and the Nose
Mikhail Bachtin
The Words of Rabeloris and P i nrleer Cule

vV {106G5)

Of all the feanures of the human J;

the moneh and the m

substinute for the phs 4 maar role

The eyves

N ErolesoL uEges ol

arn od TTance in ||'|I'

WS |.|l\.'

image of the face, They merely express the
purely individnal life, or ler speak, the
of man, and hence they haive

atance for the purposes of the

esque. The grofes
soppling eyes
in all that st
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Bertoldo

Ciiuhio Cesare Croce

The Extremely Subtle 5
1 (164

In the time when Alboino, King of the
Lommbards, had become lord over almaost all
of Italy, setting up his royval capital in the

i o |

ful city of Verona, a pe

beau ant catlled
Bertol

WAS 4 o
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A contemporary of Rabelais was Pieter Bruegel the Elder, thanks to
whom the world of the peasantry, with its festivities, its coarseness and its
deformities, became the subject of great art. As in the satires on the villeing
Bruegel's painting represented the people but was not intended for them
As Hauser observed in his Social History of Art, those who want to portray
their own lives are social groups satisfied with their condition, not those
who are still oppressed and would like a different life. Bruegel's art was
intended for the town and not for the country. But, despite this, no one

deny that Bruegel was scrupulously attentive regarding rustic customs
while his portrayal of the peasantry was certainly not ferocious and derisig
like that of the medieval satires.




Portrait of Falstaff

William Shakespears

Hewey IV, 11, 4 (159816030

HENRY: |...] There i= a devil haunts thee
in the hkeness of an old far man: a wn of
man is thy companion. Why dost thouw
converse with that rrenk of humoars, that
bolting-hutch of beastliness, that seollen
parcel of dropsies, that huge bombard of
sack, that stuffed cloak-bag of guts, that
rocested. Manningires ox with the pudding
in his belly, that reverend vice, that grey
inicquity, that father ruffian, that vanity in
vears? Wherein is he good, but 1o taste
sack and drink #? wherein neat and
cleanly, but o carve a capon and eat 1?
wherein cunning, but in craft? wherein
crafty, but tn villany? wherein vilkinous,
but in all things? wherein worhy, bt i
noithing?

The Good Ugliness of Nature
Antonio Rocoo

On Ligliness (1635)

In Nature the ugliest things are
putrefaction, the dead, famine, poverty

1. THE REMAISSANCE AND LIBERATION

and so forth, In addition to these, there
are also others; which, if vou look closely
are rather the most wonderful things in
the world. Putrefaction, which s a
deprivation, also gives life o every new
generation, 1o evervthing under the sun,
all of which can be found in peripatetic
philosophy; now, if the beginnings are
had, what follows will be even worse; but
if they are good, then what follows will be
excellent. In one of the principles Aristogle
called base, appetit erim, ut turpe, . de
generatione animalinm, be oo notes that
there & undoubtedly nothing welier naor
more unpleasant than the procreation of
amimals, and espedally of man himself. In
fact, anvone who wiinesses those
repulsive mixtures of dark blood, filthy
seed, diny menses and putrid sperm
worild be profoundly mausested. T you
consider births, purgation, excretion, and
scr foath, you will cleardy see that what |
say is true, and despite this, these things
are ahsolutely important and necessany,
and are the beginnings of every good;
now isnt Nature's ugliness goosP?

The consideration of ugliness then began to take on realistic aspects, as
was to happen with seventeenth-century painting. In On Ugliness (1635)
Antonio Rocco states polemically that he wants to deal with ugly things
because things that are always sweet and pretty are inevitably nauseating in
the end. Rocco has fun expressing moralistic and anti-feminist paradoxes,
showing how in women ugliness is ‘the custodian of honesty, a remedy for
lust, and a chance for equity and justice’ and hence only ugly women do not
arouse desire and anguish in lovers, while they are not wanton like beautiful
women. Rocco also praises natural disasters, which lead to regeneration, and
defines as a principle of all good many things that some people find
disgusting, such as childbirth, menstruation, sperm and purgatives. With the
Renaissance obscenity entered a new phase. The presence of the genitalia in
representations of human bodies no longer scandalised anyone, and they
were seen as an element of beauty, while writers like Aretino extolled acts
hitherto considered unmentionable (and to this day decency still forbids us
to include them in the anthology). Such material eventually found its way
into court - the papal court included - and was no longer deemed
distasteful, but a bold and unashamed invitation to enjoyment. The art of the
cultivated classes publicly claimed the same right that was previously
granted almost on the quiet to the plebeian rabble, with the exception that
this right was exercised with grace and not violence - and it brought about
the disappearance of the mentionable and the unmentionable. In claiming to
make a ‘beautiful’ portrayal not only of innocent ugliness but also of that
considered to be taboo, this new art separated the obscene from the ugly.
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Félicien Rops
Pornokrates,

1878,

Mamur, Musée
Provincial Félicien Rops
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President de Curval

The Marquis de Sade

The 120 Days of Sodom, Intreduction
(1783)

The President de Curval was a pillar of
society; almost sixty vears of age, and
worn by debauchery to a singular
degree, he offered the eve not much
more than a skeleton. He was tall, he
was dry, thin, had rwo blue lustreless
eyes, o livid and unwholesome mouth, a
prominent chin, a long nose. Hairy as a
satyr, flat-backed, with slack, drooping
buttocks that rather resembled a pair of
dinty rags flapping upon his upper
thighs; the skin of those bunocks was
thanks to whipstrokes, so deadened and
toughened that you could setze up a
handful and knead it without his feeling
a thing. [. . .] Similarly untidy about all
the rest of his person, the President
who furthermore had tastes ar the ven
least as nasty as his appearance, had
become a figure whose rather
malodorous vicinity might not have
succeeded in pleising evervone | |
Few mortals had been as free in their
behaviour or as debauched as the

President; but, entirely jaded, absohaey
besotted, all that remained o him was
the depravation and lewd profligacy

of libertinage. Above three hours of
excess, and of the most ulrageoas
excess, were needed before one oould
hope to inspire a voluptuons resction il
him | | Curval was to such a point
mired down in the morss of vice
and libertinage that it had become
virually impossible for him to think
or speak of anything else, He
unendingly had the most appalling
expressions in his mouth, just as he
had the vilest designs in his hean, and
these with surpassing energy he
mingled with blasphemies and
imprecations supphed him by his tnie
horror, a sentiment he shared with his
companions, for evervthing thar
smacked of religion, This disorder of
mind, yvet further augmented by the
almost continual intoxication in which
he was fond of keeping himself, had
during the past few years given

him an air of imbecility and prostratiag
which, he would declure, made for hik
most cherished delight

Obscenity provided an opportunity for urbane entertainment in the

licentious literature of the seventeenth and eighteenth centuries, even though
in a’'maudit’like De Sade it regained all its most repugnant features, Again,
decency prevents us from including in the anthology the entire description of
M. De Curval as it appears in 120 Days of Sodom. Curval is a libertine made
horrible, fetid, and disgusting by disgustingly lewd acts, described without
sparing the reader a single detail. In stepping over the boundary between
mentionable and the unmentionable, Sade goes beyond the normal exercise’
of bodily functions: in an attempt to be cathartic, he uses obscenity to
overstep the mark, to aim at enormity and the intolerable. In any event,
obscenity came to play a dominant role in much of the literature of the late
nineteenth century and in that produced by the avant-garde movements of
the twentieth century, with a view to demolishing the taboos of the self-
righteous and at the same time to gain acceptance for all aspects of
corporality. But in the nineteenth century things that had been previously
considered obscenely ugly were unhesitatingly dealt with in realistic art and
literature, which wanted to portray all aspects of everyday life. In any case,
proof of the relativity of the concept of decency is that many works now read
even in schools such as Flaubert's Madame Bovary and Joyce's Ulysses, or the
novels of Lawrence and Miller, caused a scandal when they first came out

were occasionally banned,
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4. Caricature

One of the forms of the comic is the caricature. The idea of caricature

is basically a modern one, and some say that it begins with certain
grotesques by Leonardo. But Leonardo ‘invented’ types rather than select
recognisable targets, just as in previous times portrayals were made of
beings already deformed by definition, such as satyrs, devils, or peasants. Bul
modern caricature came into being as a polemical device against a real
person or a recognisable social category, and it exaggerates an aspect of the
body (usually the face) to deride or denounce a moral blemish through a
physical one.

In this sense caricature never refines its object, but makes it uglier,
emphasising a trait to the point of deformity. Thus, moralists like Hans
Sedlmayr (in The Lost Centre) have talked of a process that deprives man of
his equilibrium and dignity.

Some caricatures are certainly made with the intention of humiliating the
target and making it hateful (see Chapter 7 for the various technigues used
to demonise political, religious, or racial enemies).

Nonetheless, by emphasising some characteristics of the subject,
caricature is often intended to arrive at a deeper understanding of the
character.

Mor does it always aim at exposing an ‘inner’ ugliness but at highlighting
physical or intellectual features or behaviour patterns that make the
character likeable. Hence while the ferocious caricatures of Daumier or Greg
expose the moral baseness of personalities and types of their day, the
caricatures of thinkers or artists created by the Italian artist Tullio Pericoli ae
genuine portraits of great psychological insight, which often reach a
celebratory level.

This is why Rosenkranz held that caricature is an aesthetic redemptional
ugliness, insofar as it is not limited to emphasising a disproportion, nor to
focusing on all the anomalous elements present (in which case, as with
Swift's giants and pygmies, we wouldn't be dealing with a caricature buta
different form). Good caricature employs exaggeration ‘as a dynamic factor
that involves its totality, and ensures that the element of formal
disorganisation becomes ‘organic’ In other words it is a ‘beautiful’ portrayal
that makes harmonious use of deformation.
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John Hamilton
Mortimer,

Cavicature of a Group,
c1776,

Yade Center for British
Art. Paul Mellon
Collection

facing page

Honoré Daumiber

T Lowyers and Death,
ninateenth cemury,
Winterthur, Qskar
Aeinhart Collection

Harmony in Caricature
Karl Rosenkranz

The Aesthetics o
[The Ugly] transfc
the vulgar, the agreeable into the
repugnant, and absolate beauty into
caricature in which dignity becomes
emphasis, and charm coguettishness

Cs ol
ugliness but precisely because, thanks
its reflection determined by the positive
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* ugly

themselves, the informal and the
imcormect, the vulgar and the repugnant
can produce an apparently impossible
reality, which has a comic effect. All
these factors are a part of carcature, It
1o0 becomes informal and incorrect,
vulgar and repugrant, according to all
the graduations of these concepts. It has
an mexhaustible capacity to transtorm
tyv of a
es the creation of

and connect them with the at

ther

radictions | ]

Caricature consists in exegueraiing a
form until it becomes deformed. Yet this
definition should be limited a linle more
[. . .} To explain caricature you need to
add anothe
thar of a
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form and its totakiny, and hence a
negation of the unity that should exist
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facing page
Tullio Pericoli
Albvert Eirstein,
1959

George Grosz,

A Grey Day,
1521,

Berlin, Staatliche
Nationalgaberie

Against Caricature

Huns Sedlmayr

Tiw Loss of the Centre, V (1948)
Caricatures have existod since the most
remote times, We know of them since e
end of late Alexandrine culture. In
caricature physical ugliness is
emphasised, During the Barogue period
there were personal and private
caricatures, as for example in Caracc
Mitelli, Ghezzi, and Bernini oo, As
Baudelaire rightly pointed our, the s
called cancatures of Leonardo da Ving
are not authentic caricatures. In the
middle ages they had the slanderous
poditical picture, which is 2 form of
capitz]l punishment in cffig

It was only from the end of the
vighteenth century — in England a1 fing =
that caricature .|[||1L-;|.:|'r:d A5 3 genre in
itself, and only in the nineteenth centong
with Daumier, did a grear arntist adopt i
a5 the central feature of his work. The
imponant sympiom is not the simple
birth of carcature, but its elevation 1o the)
rank of a high and meaningful artisic
force, From 1830 onwards, the magnznes
‘La caricature’ was published. Tt had g
political skant: ‘A Walpurgis Night
pandemonium, o guzeling satanic drem
sometimes mad, sometimes revoliing’
The allusion here is to the slums whend
canciture springs, By its nofure i is
disfigurement of the human character
and, in extreme cases, an introduction of
the infernal element Cwhich s none i
than the totality of images opposite to
human ones) o the human element
This disfigurement can take various
paths: the man is disfigured, for exumple
by a mask [, . .] Bul in general the
thoughtless process of disfigurement
makes use of two methods, one of whish
may be called positive and the ather
negative. This last deprives man of his
balance, his form and his dignity; it
shows him as ugly, poorly formed,
wretched, and ridiculous, Man, the coong
of creaton, s debased and lowered, bd
he keeps his human character, [ . ] A8
the beginning of the twenticth cenmry [§
| together with a new, nuhless caricanss
that denigrates men internally, the imag
of the disfigured man who '1|J|‘||I_'-h1.1':|_1 ;
arnisl in an irresistible minner was o
show himself with no mask in the b
images of modern ant, in those images
that the ingenuous man saw as frightil
caricatures but are in truth engendered
the deepest darkness of the abyss [, ]
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The Ugliness of Woman
Between Antiqui

and the Baroque Period

Bernando Strozzi,
Famifa

1630,

Maoscow, Pushkin
Museum

1. The Anti-female Tradition

Between the Middle Ages and the Baroque period, vituperatio with regard
to women - whose ugliness reveals their inner malice and pernicious
powers of seduction - was a theme that enjoyed great success. Previous to
this, in classical literature Horace, Catullus and Martial had already
provided us with repulsive portraits of women, while Juvenal's Sixth Satire
was fiercely misogynous. In the Medicamina faciei femineae (Medicaments
for the Female Countenance), a fragment devoted to cosmetics, Ovid warns
that woman is made more beautiful by virtue than by make-up.The
problem of cosmesis cropped up again in the Christian world with
Tertullian, who remarks with ruthless severity that ‘according to the
Scriptures, the allurements of beauty are always as one with the
prostitution of the body’ Apart from moral condemnation (and clear
disagreement with the licence of the pagan world), Tertullian is insinuating
that women plaster themselves with make-up and other artifices to conceal
their physical defects, in the vain illusion that by so doing they may be
more pleasing to their husbands or, worse, to strangers.

Patrizia Bettella (in The Ugly Woman, which ranges from the Middle Ages
to the Baroque period) pinpoints three phases in the development of the
theme of the ugly woman. In the Middle Ages there were many portrayals
of the old woman, a symbol of physical and moral decay, in oppaosition to
the canonical praise of youth as a symbol of beauty and purity. But during
the Renaissance female ugliness became the subject of lampoons
containing ironic praise of models that did not conform to the dominant
aesthetic canons. In the Barogue period, however, we finally come to a
positive reassessment of female imperfections as elements of attraction.
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Hans Baldung Grien,
Death and the

- Age of Man, detail,
1540,
Madrid, Prado Museum

1 Am the Siren Sweet

Dante (1265-1321)

Prrgatory, XIX, 7T-33

There cune o me in dreams 3 stimmering
W,

Squint in her eyes, and in her feet distonted,
With hands dissevered and of sallow e

L. . 17T am,” she sang, ‘1 am the Siren sweet
Who manners amid the mam wmmean,

S0 full am 1 of pleasininess 1o hear.

I drew Ullysses from his wandering way

Linto oy song, and he who dwells with me
Seldom depans so wholly 1 coment him.”

Her mouth was not yet closed again, befone
Appeared 3 Lady saintly and alen

Close at my side to put her 1o confusion. | . ., |
Shee sisized the other and in front laid open,
Rending her garments, and her bedly showed
me*;, This waked me with the stench that issued
froam it

Anti-Beatrice

Ceoro Angioliern (thineenth-foureenth. centuryd
Rivymies 398

Hey, take a look, Ciampol! See how

Wizened that old kaudy is,

And how she looks when she straightens up,
How much her body stinks all over,

And how she resembles 2 Barbary ape

In face, shoulders and postune,

And how, when we look at her, she gets mad,
Grinding and gnashing her teeth,

Looking at her, vou shouldn't feel so much
Ire, anguish, breathlessness, or love,

1. THE ANTI-FEMALE TRADITION

Mor even greal happiness,
But mither marvel that she doesn't make
Yo lose every amorous feeling in your heart

Smelly 01d Lady

Rustico di Filippo (thimeenth century)
‘Fvervwhere yvou go, you take vour bog along,’
You smelly, deceitful old Ldy,

5o that anvone who comes near you

Has 1o hold his nose and nun for it

Your teeth and gums are full of wnar,

Becuuse your stinking bresth dogs them up;
Chamber pot seits seem like cypress wood
Coanprred 10 the terrific fragrance you give off
When you open your horrendous snout,

It seems as if a thousand graves have opened
up

Why don't you kick the bucket or get vourself
ariesd,

S0 that no one has to see or hear you again?
Becmse the whole word fears you, | think
you're like a fox

You give off such a tremendous stench, vou
filthy be=ist.

Malignant Old Woman

Burchieilo (fifteenth century)

‘Malignant Ciid Woman'

Rotten, perfidious and malignant old woman
Enemy of all good, envious,

A spell-weaving, crafty ofd witch,

Masty and contorted, you are nothing but
trouble.

In the Middle Ages, Dante (Purgatory, X1X, 7-9) saw the siren as a horrible,
stammering woman, and this 'vituperation of the old woman' appears in
many texts such as The Art of the Versemaker by Matthew of Vendome, in
which we find a disgusting portrait of the old and depraved Beroes (bald,
wrinkled face, rheumy eyes, with repellent breath and mucus dripping from
her nose}, and in On the Secrets of Women by Pseudo-Albertus Magnus, in
which the author accepts the widespread belief that the gaze of an old
woman {made lethal by the retention of menstrual blood) poisoned children
in the cradle. On occasion, the topos of anti-female invective appears as a
reaction to the dolce stil novo vision of the donna angelicata, or ‘'woman-
angel, and so the ugly woman as described by Rustico di Filippo or by Cecco

Angioleri becomes an anti-Beatrice.

At the dawn of the humanist movement, the acme of misogyny was
reached in Boccaccio’s Corbaccio. The narrator loves, unrequited, a beautiful
widow and his evident resentment is expressed by the soul of her husband,
which ascends from purgatory to tell him about the licentiousness and the
perfidy of this woman, revealing to this already ageing Lothario (of forty-twal)
that she conceals her fifty years with creams and other revolting muck and
dwelling at length upon the disgusting details of her physical ugliness.
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The Nature of Women
Giensanni Bocoocio
Corbdaccie (1303660
The female s an imperfect animal,
stirred by thousands of passions bath
unpleasant and abominable even to
think of, let alone to constder: F men
locked upon women as they should,
they would go to them solely for the
pleasure that nature merits: otherwise,
freed of all superfluous burdens, they
would ke care to steer clear of them |

| Mo ather animal is less clean than
she: nd even pigs, wallowing in the
miuid, are as ugly as women; and, if
someons might wish 1o refure this, et
him examine her parts, let him search
ot the secret places where she,
ashamed, hides the homid instruments
with which women remove their
superfluous humours

When she got out of the bed in the
marning her face was, and | believe still
is, the revolting greenish colour of the
fumes given off by a stagnant pond,
while her skin was as coarse as that of
moulting birds, wrinkled, scabby, and
flaccid all over. So entirely was she the
opposite of how she looked as soon as
she had time oo beautify hersell that no
o — unless he had seen her as 1 have,
a thousand times before - would believe
his eves. Who doesn't know that
whitewash applied to smoky walls, just
like women's faces, can take on the
colour the painter desires? And who
doesn't know that the more you mix
dough (an unfeeling thing), the more it
rises, just as a woman's living fesh,
which once appeared lifeless, now
seems full? She painted her skin so
heavily, creating such a thick outer skin,
that when the night arrived to reveal her
true self to me, 1, who had seen her
before all this, could only wonder and
marvel. And if yvou had seen her, as |
did pretty much every moming, her
hairnet pulled down over her ears, a
scarf wound round her neck, her face as

muddied as | described here above,
suatting on her heels over the clur
pot, a quilted robe weapped tight ahoos
her body, bluish bags under her gyes
coughing up gobs of catarch, T have pa
doubts that net even the many virues
vour friend has atributed 1o her wouk
be encugh o make you love her [ )
You saw her tall and slim, and 1 bed

I can safely say, just as | am sure of
blessings that awai me, that, gizing
upon her bosom, vou were sure th

what YOU S0W Was [rue; just as you
believed that her face was real, not
having seen those drooping jowls
concealed by rouge and powder [ -
In that bulge vou saw above her belt,
you must realise there was no pleasant
padding, but rather the flesh of two
deformed Fruits, that were perhaps ¢
firm plums pleasant both o touch and
behold, as 1 believe she inherited
directly from her mother's bady |
Those breasts, for whatever reason,
whether from having been tugged
too much by lovers, or having been
crushed too often beneath another's
weight, have become so elongated,
perhaps (better vet, without the
perhaps), il she let them fall as they
would, they would reach her mavel,
empty and wrinkled as a burst blisteg
and undoubtedly if that kind of bees
were as fashionable in Florence as
vertain hats are in Paris, she, with
clegance and grace, could have fung
them over her shoulders in the Frencll
manner, What more can 1 tell yoo?
belly is also flabby and sagging, u
her cheeks, pulled taut by her mal
and is deeply wrinkled like the skin
voung goats, It looks like an emply
sack, no different than the dewlp of
bull's throat; it is in her best infenss
keep that loose skin held up high, s
as she does with the rest of her |M.dr.
when nature calls upon her 1o relioe
hersell or, if she so pleases, 1o popd
man's hot loaf in her oven
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Andres Serrano,
Budlapest (The Model),
1904,

Courtesy of the Paula
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Fine Silver Hair

Joachim du Bellay (sixteenth century)

The Regrets

Fine silver hair gracefully raisted.

A serene, wrinkled brow, and gilded face,
Fair eyes of crystal, a kirge mouth
honoured

By the vast wrinkles that form its tevisted
border

Beautiful ebony tecth, oh precious treasure
That with just one smile my soul wrments
me

And you, ample tits, worthy of such a siae,
You wrinkles in that sumptuous damask
threit!

O chubby hands with vellowing nails!

O fine, lean thigh, vou feshy calf,

And that for modesty, alas. | may not
mention!

Fair transparent body, you numbed limbs,
May vou plesse forgive me, prodigious
miracle,

If, being monal, 1 do not dare o love you

Silvery Locks

Francesco Berni (sixteenth centuny)
Sonnet for his Lady’

Fine silvery locks, fuzzy and twined with
o At

Round a beauiful golden face;

A wrinkled forehead, that [ pale on
beholding,

Upon which the armows of Love and Death
appear,

Eyes of grey pearl, snowy eyelashes,
Amd those large, stubby fingers,

That even 1 am sweetly attracted to;

Milk white lips, a large, divine mouth;
Wobbling teeth of rare ebony;

Of unheard of, ineffable harmony;

Proud and grave in her ways o you,
Divine servants of love, | manifest

The beauties of my love

When I was Beautiful

Plerre de Ronsard (sixteenth century)
Sonnets for Héléne

When you will be an old woman, of an
evening,

By candielight, sitting by the fire,
uncivelling and spinning,

You will iy my poems anew, marvelling:
Ronsard sang my praises when [ was
beautiful.

Then you will kaive no maid 10 lsten to
yioul,

Overcome with tiredness and already half
asleep,

Who will not open her eves at the sound
of my name

And praise yvours for being so lucky

I will be under the ground, a spirt a
naked spirits,

Resting beneath the shade of the oymle
bushes.

You by the hearth a bent old woman
You will weep for my love and your
pronacl disdain,

Live, listen, wait not for tomonmow
Pluck mow the rose of life | ]

Disgusting Tit

Clemem Marot

Blazon of the Ugly Tit” (1533)

Tit that is nothing but skin,
Scrawny flag limply flapping

Big tit, long tit,

Squashed i, tt like a bun

Tit with a pointy nipple

Like the sharp end of a funnel,

You jounce about at every move
Without any need for a shake

Tit, we might say that he who fondlesh
Knows he has a finger in the pie.
Toasted tit, hanging tit

Wrinkled tit, tit that gives

Mud instead of milk,

The devil wants you in his

Infernal family, 1o nurse his daughtes
Tit o be thrown over one shoubder
Like those broad shawls of oiden

If your are spotted, lots of men fesl
Grasping you with gloves on

So as not to soil themselves, and to
Yo,

Tit, to slap the big ugly nose of her
Who has you dangle below the srmp

Seniora Aldonza

Diego Hunado de Mendozs
(sixteenth century)

To an Old Woman who Thinks She'ss
Beautiful’

Seftora Aldonza, you're three times
vears old,

You've no more than three hairs and
single wooth, '
And a cicada for a breast

Made of spider wiehs, ar hest

In those dothes you're wearing voa
All the wrinkles | can see on your
forehead;

Your mouth is a5 rickety as a beidge
And wide as two doors

You sing like a frop or a woodoodk
Your paw i5 snot from a corpse,
And you look just ke a barn owd
You stink like a fish set o soak,
With that tevisted goat's back of y
You look like a plucked chicken o




Better Ugly than Beautiful

Orensio Lando

Paradoxes IT{1544)

Some people think that sometimes it's
better to be ugly than to be beauiful . . . |
It seems to me that there can be no doubt
that if Helen the Greek and Paris the
Trofan had been ugly rmther than beaotiful,
the Greeks would have had fewer troubles
and the Trojans would not have suffered
siepe and successive destroction |, | . | We
often see thar ugly people are wiser and
cleverer than beautiful people. Let's stant
with Socrates, who, we are told, and his
sculpted portrait cenainly shows, was
temibly ugly, yet he was such a wonhy
person that even the oricle pronounced
him the wisest of men. Aesop of Phrygk, o
famed gonvteller, was almost monstrous o
ook at; | . . | but despite this (as everyone
knows), he had virnues in abundance, and
was of superior intelligence, Zeno the
philosapher and Anstotle were both
monstroushy ugly, Empedocles likewise.
Galba was terribly ugly 100, bt all of these
most fhestrious men struck people as
intelligent and eloquent [ . . | And how
many beautiful women in Taly today
behave honestly? 1 am more than certain
that in my country the nicest and miost
beautiful women are likewise reputed the
mos lascivious and dishonest, [ ., ] 1 am
extremely surprised by those women who
complain that they are not beauriful, and
fight bitterly against nature for this reason,
trying so diligently and laboriously to make
themselves more beawiful, no mater what
the cost or effor. [ . . | Oh ugliness,
therefore, vou sainty friend of chistity,
shield against scandal, and protecior from
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dangers, you certainly know the easiest
comversitions; vou remove all hitterness
from pleasant talk, vou crush evil
suspicions; you are the only remedy for
jealoutsy [ .. ]

The Ugliness of Men

Lucretia Marnell

The Nobility and Excellence of Women
(1591}

Therefore, we can say that the beauty of
women is a marvellous spectacle, as well
as a notable miracle that men never
appropriately honour or revere. But 1 want
1oy go even further, and demonstrate that
whitle men are obliged and forced o love
WONnen, Women are not reguired 1o love
them back, if not out of simple courtesy | .
| Men are supposedly obliped 1o love
beautiful things: but what is more beautiful
in this world than women? Nothing, truly
nothing, as all men rghtly say when they
describe the grace and the splendour of
Paradise in the enchanting faces of
wiomen, due to which, they say, they are
obliged to bove them: but not for this are
wormen obliged to love men: because the
less handsome, or the ugly, are not by
nature worthy of love, 1 say that all men
are ugly compared with women; therelfore
they are unworthy of being loved in retum
by women, if not thanks to the natural
courtesy of the female charcter. | . . | S0
let men stop their arguing, complaining,
sighing, and protesting beciase — in spite
of the ways of the world - they want
women to return their love and call them
cruel, disagreeable, and heartless when
they don't: all laughable accusations that
fill the poetry books.

In Renaissance times the ugly woman looks mare like an anti-Laura; in
divertissements like those by Berni, Doni or Aretino - as in similar French
texts (Ronsard, du Bellay or Marot) - there is a manifest anti-

Petrarchism.

In these poems there is no longer any rancour: the view of deformity
is either playfully ironic or affectionate. The fading looks of an old woman
become a melancholy reflection on the waning of beauty. And during
the Renaissance we witness the appearance of some reflections that
once more call into gquestion the condemnation of ugliness. Whereas
Ortensio Lando, even before Rocco’s eulogy of ugliness (mentioned in
the previous chapter), reflects satirically on the advantages of female
ugliness, Lucrezia Marinelli, in what we might now define as a pre-
feminist spirit, turns the previous tradition on its head and extols the
beauty of women in opposition to the ugliness of men.
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Guseppe Arcimboido,
Winter

1563, Vienna
Mumsthistoesches
Museum

2. MANNERFLMW AND THE BARDOILIE

2. Mannerism and the Baroque

While the Renaissance marked the success of a classical concept of art,
based on the imitation of the harmonies of nature, the advent of
Mannerism ushered in a change. Today we tend to fix the beginning

of Mannerism with a conventional date, 1520, the year of Raphael's
death. Whereas previously manner had been used to designate the style
of a given author, and later a repetitive way of referring to the great
maodels of the past, now Mannerism was defined as the phase in which
the artist, afflicted by angst and ‘'melancholy’, was no longer interested
in beauty as imitation but in expressiveness, Theorists of Mannerism
expounded the doctrine of the Genius and the Idea, conceived in the
artist’s mind, was the expression - endowed with creative power - of the
divine aspects that inform it. Deformity was therefore justified as a
rejection of uninspired imitation and of the rules, which do not
determine genius but spring from it. Mannerists tended to render their
vision subjectively and while Renaissance artists aimed at reconstructing
a scene as if it were seen by a mathematically objective eye, Mannerists
dissolved the structure of classical space in the crowded scenes devoid
of a centre favoured by Bruegel, in the distorted and ‘astigmatic’ figures
of El Greco, and in the restless and unrealistically stylised faces of
Parmigianino. We have a choice of the expressive as opposed to the
beautiful, a tendency to the bizarre, the extravagant and the deformed,
as in Arcimboldo's fantastic figures.

The Baroque period witnessed a growing taste for the extraordinary,
for those things that arouse wonder and, in this cultural climate, artists
explored the worlds of violence, death and horror, as happened with
the works of Shakespeare and of the Elizabethans in general, or in
Quevedo's Dreams, all the way down to morbid reflections of the corpse
of one's beloved, as in Gryphius. In this way, Mannerism and the Barogue
had no fear of using elements that classical aesthetics found irregular.
Hence even the theme of the ugly woman was seen from a different
point of view: a woman's imperfections were described as elements
of interest, sometimes as sensual stimuli - and we shall see how this
attitude was revisited both in Romanticism and in Decadentism by
authors - just to give one example - such as Baudelaire.
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IThe Antraction of the Lame

Michel de Montaigne

Egsarys, 1M1, 11 (1595)

A common Italian proverb says that no
man knows Venus in all her most perfect
sweetness if be hasn't gone to bed with a
lame woman [. |, . ] 1 would have thought
it was the disjointed movement of a lame
worman that gave some new pleasure 1o
the event, and some touch of sweetness
o those who try it out, but 1 recently
leamed that even ancient philosophy
established as much: it sayvs that since the
legs and thighs of a lame woman do not
receive the nourishment they are
supposed to, the genitalis, which lie just
above, are fuller, more nourished and
mare vigorous. Or perhaps it is that,
given that this defect hinders the act,
those afflicied with lameness squander
less grength and reach the games of
Venus more integral and whole [ . ]
Given the sole authority established by
the anclent and public use of this
proverb, once | even came to believe that
I had enjoyed more pleasure with a
woman because she was lame, and 1
counted this among her graces,

Pallor of a Beautiful Woman
Oiovan Battista Marino

The Lyre, 14 (1604)

O wan linde sun of mine,

The bright red dawn loses

Its colours before your sweet pallor
O dear pallid death of mine,
Vanquished, the rose loses

s red, amorous colour before your
Sweet and pallid violets,

Oh, let it please destiny

That I might become as pallid as vou,
My sweet wan love!

The Handsome Old Lady

Giuseppe Salomoni

Rbymes, 4 (1615)

Already a lar and a fool,

I criticised, sweet and gentle old lady,
Your breasts, your hair, and yvour fair face
Now, having changed my mind, I'll
change my tune as well

And for each of my lies, have you listen
1a]

A poem of retraction [ . | |

Your hair is silver, but even so

It is more attractive (o me than gold

Be it braided, or hanging free | . . |
Your serene brow,

Once beautiful, smocth as a welcoming
beach

Strewn with white flowers, s furrowed,
yes,

By the chill plough of old age, but thoses
same furrows,

Give other hearts

A blend of pleasure and pain

Like the sweet smell of harvest and the
spiked ear of gran

Your curved evelashes,

And yvour arched eyebrows

Have kindled great love

But now seem (Oh wonder!)

Liseless weapons, frail instruments;

Yet more powerful than cver

They march forth with their reapers and
archers,

To harvest souls and pierce heans
Your enrapluring gaze

Is fading, but though fding

It still sends forth looks that steal the
heart,

And so [ continue 1o burn with love jor
yeul ..}

Your rosy lips,

A rresisure trowve of Kisses

And source of sweet talk,

Have no fear of age's mpacious claw
L..}

Your white hreast,

The happy, pleasurable and well-kept
parden

Of wanton apples,

Sweet and beautiful and lively o behok
You dare uncover, even though these
fruits of yours are no longer young L5
Your hand, beautiful and white, |
Is touched by age,

And seems weary from long use;

But in its languishing, it languishes no
and has not bost

The fame of beauty it once held, &
its beauty grows [ . | ]

Wrinkled is your throat, wnnkled ae
cheeks,

And wrinkled your breasts,

But they are, thanks 1o love, wrinkled
trophies of beauty,

And no blemish | |

Yes, ves, my premny old lady,

You are old but lovely

And in vour beauty, youth is mired
once again [ . . ] ]
By vour side, this cupid grows ald,
Yet continues to love and desire you,
Even the sun grows old and fdes
alongside you,

Song, ume is flying

But fear not s shafts,

For even as you grow old,

You become ever more beautiful




Between the sixteenth and seventeenth centuries we find two significant
texts: Montaigne wrote an affectionate eulogy to lame women and
Shakespeare apparently belittled his Dark Lady through a series of negations
of the traditional characteristics of beauty, but ends with a ‘yet". despite
everything, he loves his muse. But the Baroque poets went further: poems
appeared in praise of women who stammered, or were dwarfs, hunchbacks,

cross-eyed, pockmarked, and, in contrast to the medieval tradition of highly
National Gatlery coloured or rosy cheeks, Marino extolled the pallor of his beloved. Whereas
previous canons of female beauty required blonde hair, now women with
black hair were eulogised. In his Rhymes, Tasso wrote: You are dark, but
beautiful, and Marino praised the beauty of a black slave girl. There is a
touching tribute to the beautiful old woman in Salomoni and, while Quevedo’s
text still seems traditionally rancorous, this is not the case with Burton, where
the exuberant description of a horrendous woman reiterates the notion that
love can go beyond the opposition between beautiful and ugly.







A Hallucination

Francisco de Quevedo

Fin del mundo por de deniro (1612)

Do your see this hallucination? Laida went
ter beed and this moming she put on her
make-up by herself. Now she s acting a
bit odd. You should know that women, as
soon as they wake up, first put on thetr
faces, their decolled and ther two hands,
and then their clothes. Evervthing you see
in her is shop bought and is not the work
of nature. You see her hair? Well she
bought that 1oo, it didnt grow by itself
Her evelashes are more sooty than black,
and if noses were made ke eyvelashes
she wouldnt have one at all. Those teeth
you can see, and her mouth, are black as
an inkwell thanks 1o the concoctions she
uses. Her ear wax has been shifted from
her ears 1o her lips, which are now wo
little candles. And what about her hands?
What looks white is really grease, What a
sight it is to see a4 woman, who the next
day must go out to be admired, sousing
herself in brine the night before, and
going to sheep with her face covered in
cream, only to paint her living flesh the
next day at her pleasure! What a sight is
an ugly woman or a dirty old lady who
like the famous necromancer [Enrigue de
Villenal want 1o be resuscitated in o phial!
Do you see them? Well, it's not their stuff
If they washed their faces you wouldn't
recognise them. Believe me, in the world
there &5 nothing as well tanned as the
hide of a beautiful woman, when their
make-up dries, more plaster breaks off
than the number of skins they wear. They
mistrust their bodies and when they wish
to stimulate someone's nose they
immediately fall back on essences,
fumigations, and perfumes and even the
sweal of their feet s concealed by amber
slippers. | assure you Ul our senses ane
left devold of what a woman is, and sated
with what she appears 1o be. If you kiss
her your lips are bedaubed; if you
embrace her you hug slats and orush
cardboard; if you sleep with her you
leave half of her under the bed in the
form of high heels; if vou count her you
end up exhausted: if vou win her you get
bored, and if you keep her you face
hankruptey; if you leave her she
pemecutes you; if vou love her she leaves
you. Show me what you find good in her,
and consider this superb creanure of our
weakness, made powerful by our needs,
who would be of more use to us
whipped and monified mther than
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satisfied, and you will clearly see your
folly. Think of when she has her menses
and she will disgust vou; and when she
doesn't have them remember that she has
had them before and will have them
again, and she who enchants you will
horrify you, And be ashamed for being
bewitched by things that in any old
wooden statue would have a Jess
disgusting essence

Loving an Ugly Woman

Robert Burton

The Anratony of Melancholy (1621)

Lowe is blind, as they say, Cupid’s blind,
and so are all his followers, Chrisguiis
ANl NG, PaRam frital esse D
[whoso loves a frog, thinks that frog a
Dianl. Every lover admires his mistress,
though she be very deformed of herself,
ill-favoured, wrinkled, pimpled, pale, red,
vellow, anned, tallow-faced, have a
swollen juggler’s platter face, or a thin,
lean, chitty face, have clouds in her face
be crooked, dry, bald, poggle-eved, hlear-
eyed, or with staring eves, she looks like
a squis'd cat, hold her head still awry,
heavy, dull, hollow-eved, black or yellow
about the eyves, or squint-eyed, sparmow-
mouthed, Persian hook-nosed, have a
sharp fox-nose, a red nose, China flar,
great nose, Heare simo tualogee [snub
and flat nose], a nese like a promontory,
pubber-tushed, rotten teeth, black, uneven
brown teeth, beetle-browed, a witch's
beard, her breath stink all over the room,
her nose drop winter and summer, with a
Bavarian poke under her chin, a sharp
chin, lave-eared, with a long crane's
neck, which stands awry too, pestnlis
mammis, ‘her dugs like two double jugs’
of else no dugs, in that other extreme

3 vast virago, or an ugly tt, a slug, a fat
fustilugs, a truss, a long lean rawbone, @
skeleton, a speaker [ ., |, and 1o thy
judgment looks hke a mard in a2 linthom,
whom thou couldst not fancy for a
world, but hatest, loathest and wouldest
have spit in her face, or blow thy nose in
her bosom, remediim amoris |2 cure for
love] to another man, a dowdy, a slat, a
scolbd, 2 nasty, rank, mmmy, flthy,
heastly quean, dishonest peradventure,
obscene, base, beggarly, rude, foolish,
untaught, peevish | I, if he love her
once, he admires her for all this, he takes
no notice of any such errors or
imperdfections of body or mind, he had
rather have her than any woman in the
world










VL THE UGL

Willkam Shakespeare

The Tempest, [, 2 (1623)

PROSPERD: Thow poisonous slave, got
by the devil himself

Upon thy wicked dam, come forh!

{ Emter (CALIBAN)

CALIBAN; As wicked dew a5 e'er my
mother brush'd

With raven’s feather from
unwholesome fen

Drop on you both! A south-west blow
on ye

And biister you all o'er!

FROSPERC:: For this, be sure, to-night
thou shalt have cramps,

Side-stitches that shall pen thy breath
up; urchins

Shall forth at vast of night that they
may work,

All exercise on thee; thou shalt be
pinch'd

As thick as honeycomb, each pinch
more stingtng

Than bees that made "em

CALIBAN: | must et my dinner

This island's mine, by Sycarax my
mether,

Which thow tak'st from me, When
thou cam'st first,

(L
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Thou =trok'st me and made much of
mie, wiouldst give me

Water with bernes in't, and teach me
hiciwe

To name the bigger light, and how the
less,

That burmn by day and night; and then
I low'd thee

And show'd thee all the qualities o' th
isle

The fresh springs, brine-pits; barmen
place and fertile

Curs'd be I that did so! All the charms
Of Syconx, toads, beetles, bats, Lhight
on you!

For 1 am all the subjects that you have,
Which first was mine own king; and
here vou sty me

In this hard rock, whiles you do keep
from me

The rest o th' island

FROSPERC: Thou most lying slave,
Whom stripes may move, ot
kindness! T have us'd thee,

Filth as thou art, with human care, and
lodg'd thee

In mine own cell, dll thou didst seck
1oy vlodare

The honour of my chikd

CALIBAN- O ho, © ho! Would't had

been done |
Thou didst prevent me; | had pe
else

This isle with Calibans
MIRANDA: Abhorred slave,
Which any print of goodness sl
take
Being capable of all ill! T pitied S8
Took pains to make thee spec
thee each hour
COme thing or other. When thod S
nol, savaipe,

Know thine own meaning, i
wionildst gabble like

A thing most brutish, | endoa'di
PUrpOses

With words that made them kng
But thy vile race

Theough thou didst kearn, had that
which good natures
Could not abide 1o be with:
wast thow

Deservedly confin’'d o this
who hadst

Deserv'd more than a prsos
CALIBAN: You taught me
and my profit on't

Is, 1 know how to curse, The
plague rid you

For learning me your lngusss



0ld Michelangelo

Michelangelo

Fbyres (1623)

I keep a homet in a linle fr,

Bones and some rope in a leather bag,
Three pills of pitch in a linle bottle.
Litzc-coloured eves now milky and
shadowed,

My teeth like the keys of an instrument
Whose movement gives me volce or
silence.

My face has a fearful look.

My clothes are so threadbare and ragged,
That 1 could scare the crows from a feld.
I'm hard of hearing in one ear,

And in the other a cricket chirmups all
night long;

When 1 sleep the catarrth makes breathing
difficule [. . . ]

What's the point in my making all those
puppets,

If in the end, T've wound up like

That fellow who managed 1o cross the sea
Cmly to drown in his own snot?

My great an, for which [ became so
famons,

Has led me 1o be, in the end, a poor old
TN

At the mercy of others,

So much so that {F 1 don't die soon,

Il just fall wo pieces

To Himself

Andreas Gryphius (seventeenth century)
‘Wight, Luminous Night' I, 48

I have a hommor of myself: my lmbs
tremble

When 1 observe through lashes spem by
now

My lips and nose and the caverns of my
eyes

Blinded by wakefulness and my laboured
hreathing
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My tongue, black with thirst, stumbles
over words

And mutters something: my weary soul
calls

The great consoler, my flesh smacks of
the grave,

The doctors leave, the pains return,
My body is nothing but veins, skin and
baone.

Sitting s a sufferance, lving down a
LoTnEil.

My very thighs need crutches,

What price fame, honours, youth, and ar?
When this hour comes all is smoke and
fog.

It is an agony bent on killing us,

Richard 11

William Shakespeare

Richard IH, 1, 1 {1597)

But 1, that am not shaped for sportive
tricks,

Mor made to coun an amorous looking-
plass;

I, that am rudely stamp'd, and want love's
muajesty

To strut before a wanton ambling nymph;
I, that am curail'd of this fair propomion,
Cheated of feature by dissembling nature,
Deformed, unfinish’d, sent belore my time
Into this breathing world, scarce half
made up,

And that so lamely and unfashionable
That dogs bBark at me as T hal by them;
Why, 1, in this weak piping time of peace,
Have no delight to pass awasy the time,
Unless to spy my shadow in the sun

And descant on mine own deformity;
And therefore, since 1 cannot prove a
lowver,

To emertain these fair well-spoken days,

I am determined 1o prove a villain

And hate the idle pleasures of these days

But right from the start of the Mannerist period there was a steady
increase in melancholy reflections on ageing in men, and a sorrowful
compassion runs though the verses in which Michelangelo or Gryphius
portray the ugliness of their old age. The same period also marked a
compassionate consideration of the ugliness that produces suffering and at
the same time wickedness - another theme later picked up by the Romantic
movement. Note the bitter sympathy with which Shakespeare shows us the
sufferings of Caliban or Richard Ill, suggesting that what made them wicked
was the rancorous way in which others looked upon their ugliness. The same
understanding for human blemishes also appears in the works of many
painters, where ill-favoured faces were depicted not to mock the unfortunate
or to represent evil, but to show disease or the mortal work of time.

Lt
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The Devwvil
in the Modern World

1.From Rebellious Satan to Poor Mephistopheles

The Christian tradition had tried to forget that, if Satan had been an angel,
then presumably he must have been most beautiful. Around the
seventeenth century, however, Satan began to undergo a transformation.
In Hamlet, Shakespeare showed that the Devil can also present himself in
beautiful forms, and Marino, in The Slaughter of the Innocents (1632),
presents Satan as a being weighed down by a gloomy despondency - thus
to a certain extent arousing our compassion. Compare the Lucifer depicted
by Dante (fourteenth century) with the Pluto of Jerusalem Delivered by
Tasso (sixteenth century). Both are horrible; yet Tasso did not deny his Pluto
a 'horrid majesty’

The text that marks the definitive redemption of Satan is Milton's Paradise
Lost (1667). Some have talked of political reasons (Milton had taken partin
the Puritan revolution later defeated by the Restoration) and so the poet
saw Satan as a model of rebellion against established power. But - even
without granting, as Blake does (The Marriage of Heaven and Hell, 1790-93),
that Milton was ‘'on the devil’s side without knowing it; the Miltonian 5atan
prevalently possessed the traits of degenerated beauty and indomitable
pride. He is no revolutionary, because he lacks an ideal goal beyond the
desire for revenge and the affirmation of his own ego, but he is certainly a
model of pure, rebellious energy, so much so that Schiller (in his critique of

Heinrich Fiissh, his own play The Robbers) wrote that the reader would side with the
ﬂtwﬁm vanquished, and Shelley, in his Defence of Poetry, said that Milton's Devil was

Miltoer's Paradise Lost, I, superior to the God he fought against. Satan will not repent out of a sense
SERERS ARG, of honour, he will not subject himself to his conqueror, and refuses to ask for

Luich,

private collection mercy: Better to reign in Hell than serve in Heaven.’



‘William Blake,

Satart Smiting Job with
Sore Boils, illustration
from the Book of Job,
RA 200168,

1826,

New York, Pierpaint
Margan Library

facing page

Joseph Anton Koch,
The infemo,

1825-29,

Rome, the Dante Room,
Casino Massima

VIL THE DEVIL IN THE MODERN WORLD

Lucifer in Dante

Dante £1265-1321)

freferno, XXXIV, 268-57

The lilllrn::'rnr of the kingdom dolorous
From his mid-breast forth ssued from the
ice,

And bener with a giant I compare

Than do the giams with those arms of his:
| |

O, what a marvel it appeared to me,
When I beheld three faces on his head!
The one in front, and that vermilion was:
Two were the others, that were joined with
this

Above the middle pan of either shoulder,
And they were joined together ot the crest;
And the nght-hand one seemed ‘Twixt
white and vellow

The left was such 1o look upon as those
Who come from where the Nile falls
valley-ward

Undemeath each came fonth two mighty
wings,

Such as befitting were so great o bird;
Sails of the sea 1 never saw so ]jrgr_*

Tasso's Pluto
Torquato Tasso

Sevusalem Deliveved, 1V, 7 (15810

The tyrant proud frowned from his lafty
cell,

And with his looks made all his monsies
trembsle,

His eyes, that full of mge and venom sl
Two beacons seem, that men to anms
assemble,

His feltered locks, that on his bosom fill
On rugged mountains briars and thoms
resemble,

His yawning mouth, that foamed cloned
blood,

Gaped like a whirlpool wide in Stygiin
flood

Satan in Marino

Gigvan Battista Marino

The Staugiver of the fnnocents (1632)
In his eyes, where evil dwells and death,
A murky crimson light blazes

His sidelong gaze and rwisted pupils
Seem comets, and lanterns his brows.
And from his nostrils and bloodless lips
He vomits soot and stench;

Irate, Proud, and Desperare,
Thunderclaps are his sighs,

And lightning bolts his breath




o Mitom

Parmelise Losr, 1, 62=151 (1674
“Nine times the space that meastres
“day and night

Teemontel men, he, with his horrd
oW,

Ly vanguished, rolling in the fiery

-l

Clemfounded, though immonal, But his
doom

SRserved him 1o more wrath; for now
the thougl

| Bath of kst happiness and lasting pain
*Toements him: round be throws his
baleful eyes,

I"ﬂ' witnessed huge afflicion and

“Mived with chdurate pride and
eadfis hule,

DA once, as far as Angels ken, he views
F The dismal situation waste and wild.

A dungeon hormible, on all sides

WS one gresit furnace flamed; yet from
these lames

o light; bur rmther darkness visible
Served only fo discover sights of woe,

s

1. FROM REBELLIOUS SATAN TO PODR MEPHIETOPHELES

Regions of sormow, doleful shades,
where peace

And rest can never dwell, hope never
COMEs

That comes o all, but e without
endd

5till urges, and a fiery defuge, fed
With ever-buming sulphuir
unconsumed

Such place Eternal Justice has preparned
For those rebellious; [ | | | into what
pit thot seest

From what height Ballen: so much the
stronger proved

He with his thunder; and all then who
knew

The force of those dive arms? Yet not
for thesse,

Nor what the potent Victor in his mge
Can else inflict, do 1 repent, or change,
Though changed in outward hastre,
that fixed mind,

And hagh disdain from sense of mjured
mieTil,

That with the Mighties rased me to
contend,

And 1o the Dierce contentions brought
along

Innumerable fooce of Spirts armed,
That durst dislike his reign, and, me
prefecrng,

His utmost power with adverse power
opposed

In dubious bartle on the plains of
Heaven,

And shook his throne. What though
the field be lost?

All &5 not lost — the unconguerable
will,

And study of revenge, immornal hate,
And courage never 1o submit or
viehd:

And what is else not 10 be overcome
That glory never shall his wrath or

might

Extosrt from me. To bow and sue for
grace

With suppliant knee, and deify his
power,

Who, from the temmor of this am, so
late

Daowbited his Empire - that were low
incleed,

That were an ignominy and shame
beneath

This downfall
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Levwis Moison,
Faust, theatre poster,
1856

Gérard Philipe in La
beauté du diable (Beguty
and the Beasr),

René Clair {director),
1950

A Poor Devil

Johann Wolfgang von Goethe

Faust, 1 (1773-74)

Mepbistopbefes — | am a portion of that
Energy,

That still devising ill, still causes good to
be

I | 1 am the spirit that sl denies;
And rightly so: for whatsoe'er is wrought
Is only fit to come o naught

And it were best, if there were no
creation;

Thus all that you call sin, annihilation,
Evil, in short, is solely my vocation

A

Tis but the modest truth 1 speak 1o you
Although o foolish man's conceit

His world is perfect and complete

I am a pant o the pan, that once was
everything;

Part of the darkness, whence the light did
spring,

That haughty power, that now from
Mather Night

Would wrest the realm of space, her
ancient right:

Yet howsoe'er it strives, ‘tis all in vain,

While in Marlowe’s Dr Faustus (1604) Mephistopheles is still ugly,and
while, in the eighteenth century, he is portrayed in the form of a camel i
The Devil in Love by Cazotte, in Goethe's Faust he makes his appearance
as a well-dressed gentleman. True, he does present himself to Faust
in the guise of a black dog before transforming himself into a
hippopotamus with blazing eyes and horrid tusks, but finally he appeas
dressed as a wandering scholar and a respectable intellectual. s

He is diabolical only in the sense that he is dialectically persuasive and
convincing and plays ‘cat and mouse’ with Faust. On the other hand he
doesn't have to try too hard to seduce Faust, who was already prepared
to traffic with spirits, almost as if it were he who wanted 1o meet

the Devil and not vice versa.

Hence Mephistopheles heralds a third metamorphosis of the Devil
In the twentieth century the evil one becomes absolutely ‘secular’

In matter prisoned it must still remain L35
L ]
Faust — Your noble rile is plain to meat)
length:
Since all that's great defies your ssrengih
You try your hand on what is small.
Mepbistopbeles — And 1 confess Pve had
no hack at allt
This universe, this gross Creation,
Which fights against annihilation,
Has always managed 1o evade
The utmost efforts | have made
I've worked with eanthquake, inundation)
sicrm,
Yet land and ocean stll retain their fom
While as for man and beast — acoumsed
breeds -
They've proved the toughest job of sng
Already | have buried — ah! How many®
Yet still a new and lusty race succesds |
50 on things go; ot drives one o du:ﬁpﬂ
From earth, from water and from ais
A mytiad germs are ever working free,
In moisture and in drought, in warmth
and cold;
And if on fire T had not kept my hold,
There would be nothing left for mel

(see the texts by Dostoevsky, Papini and Mann); neither terrifying nor
glamorous, infernal in his drabness and in his apparent petit bnurgeo&'
nastiness, he becomes more dangerous and worrying because he is no.
longer innocently ugly as he was once portrayed.
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Capotte's Devil

Japgues Cazolte

e Devidl in Lope (17722

1 spoke the inve ear
stiong voice, then, reinforcing 1
sound, | repeated three thmes
quickly: Beelzebulb

A chill ran through my veins
and the hair stood up on
Bl 1 had just finished when
on the vaulied ceiling right in
front of me a double window
upened up: from that opening a
torrent of light brighter than day
pikred forth: a camel's head
horrible n size, came o the
window: 15 ears were
thing about it

The odious §
Ens, and in o tone in keepin
with the rest of the appariti
sid o me
What do you want?

The first idea that came to
mindd was a dog I sand
in the form of a spaniel. = As s
& I'd given that order, the
ﬁ'.ig]"llfu] camel extended its neck

ation in a cl

L)

Srisait la cinguantaine,

1. FROM REBELLEOUIS SATAN TO POOR MEPHISTC

sixteen feer, lowered s head to
the centre of the room, and

vomited a spaniel that had

fur and ears that reached down o

The Devil in Dostocvsky
Fyvodor Dostoesvsky
The Brol ¢ Karmmazod ( 1R8T0=H0)

He whas a gentleman, or T pul i

beter, a som of Russian

gentle

an, no longer young, gui
as the

Fremch say, with a wouch of grey
in his dark hair, still fairly long

and thick, and in his goatee

Papini's Devil
ni Papini
I Me® (1906

He is very tall and very

Gioyza

The ey

=1 it his is the k

lived through oo

much and s sadder than o

His exirem while,

face has no particular fes

a than T

Chosed

and a singlhe,

very deep wrinkle running
perprn

yelicular up from in between

his eyebrows, air

s hatr. |
irs Dlack and his hands

at the roots of |

alwiavs w

are alwayvs impeccably gloved

Mann's Devil
Ihomas Mann
Doctor Faustus (19473

He is a rather scrawny m
very tall and even sh

im, wearing a casual |

down over one ¢

other side reddish hair s
his temple. He has reddish

evelashes, flushed eves, and an

ishen face

and the tip of
curves downwards a little, Ower
stitched shint with diagonal stripes
he wears a check jacket, with

sleeves tha e Lo shon, from

which stubby-fingered hands
emerge. His trousers are (o

and his shoes =0 beaten g

they can n

pimp, a %
i theatre actor

e,







2, THE DEMOMISATION OF THE ENEMY

2.The Demonisation of the Enemy

As Satan's features were gradually neutralised, there was a growing
tendency to demonise the enemy, who was assigned satanic characteristics.
And although it was the modern world that came to pay particular
attention to this enemy (who took the place of Satan),

the enemy had always existed.

Since ancient times, the enemy was always the Other, the foreigner.
His features did not appear to correspond to our criteria of beauty and if
he had different dietary habits then people were struck by his smell.
Without going too far back in time, we should remember that Westerners
find it unacceptable that the Chinese eat dogs and the English feel the
same about the French eating frogs. Not to mention the
incomprehensible sounds of a foreign tongue. The Greeks defined as
barbarians (literally, stutterers) all those who did not speak Greek, and in
Roman sculpture the barbarians defeated by the legions have shaggy
beards and pug noses.

The first enemy Christianity found itself up against was the vicar of
Satan, the Antichrist, and all known texts on the face of the Antichrist
(inspired, moreover, by biblical sources such as Daniel), from the early
centuries to the Letter on the Origin and Time of the Antichrist by Adso of
Montier-en-Der and to Hildegard of Bingen, insist on his obscene
ugliness (occasionally justified by his coming from Jewish stock).

The second enemy, right from the start, was the heretic, and one of the
weapons used by Western and Eastern Christianity against heretics was the
description of their diabolical customs. Consider a Byzantine text like On the
Activity of Demons by Michael Psellos (eleventh century), copied ad
infinitum over the years by every kind of heretical sect, and regarding ritual
infanticide, often used as an accusation against the Jews.

The Schismatics were also enemies. In a report by Liutprand of
Cremona (tenth century) on the Byzantine court (which we remember for
its sumptuousness) we find a horrified description of local dress, foods and
that resinated wine that many people today consider a delicacy.

Obviously, the Saracens were always seen as horrendous.

Finally, another constant was the horror of lepers and plague victims
because, as they were incurable and tainted, such unfortunates were seen
as adversaries of society.
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The Prophecy of Daniel

Daniel 7:2-4, 15-18, 23

Daniel spake and said, 1 saw in my
vision by night, and, behold, the
four winds of the heaven strove
upon the great sea. And four great
beasts came up from the se,
chverse one from another, The first
was like a hon, and had eagle's
wings: 1 beheld till the wings
thereof were plucked, and it was
liftet up from the earth, and made
stand upon the feet a5 a2 man, and a
man's hean was given o it. And
bt
to a bear, and it mised up asell on
one side, and it had three nbs in
the mouth of it between the eeth of
itz and they said thus unto it Arise,
devour much flesh. After this |
beheld, and o another, ke a
leoparnd, which had upon the back
of it four wings of a fowl; the beast
haid also four heads; and dominion
was given to il After this | saw in
the nmight visions, and behold a
founh beast, dreadful and verrible,
anid strong exceedingly; and it had
great fron teeths it devoured and
brake in pieces, and stamped the
residue with the feet of it and it
was diverse from all the beasts that
were hefore it; and it had ten homs
I considered the homs, and, behold,
thens came up among them another
little hiorn, before whom there svere
three of the first homs plucked up
by the roots: and, behiold, in this
hom were eyes ke the eyes of
man, and & mouth speaking greast
things | |1 Dramse] was grieved in
my spinl in the midse of my body,
amd the visions of my head
mroubled me, 1 came near unto one
of them that stond by, and asked
him the truth of all this. 50 he told
mee, and made me know the
interpretation of the things. These
gresit beasts, which are four, ane
fowar kings, which shall arse out of
the earth. But the saims of the most
High shall take the kingdom, and
possess the kingdom for ever, even
| Thae fonsrth
beast shall be the fourth kingdom
upon earth, which shall be diverse
from all kingdoms, and shall
devour the whole earth, and shall
tread it down, and break it in

d another beast, a2 second, like

for ever and ever |

pieces.

The Birth of the Antichrist

Adso de Montier-en-Der (tenth
century}

e thve Bivth and Times of the
Anitichrist

The Amichrist will be born of the
Jewish people | |. from the union
between 3 father and a mother like
men and not, a5 some meEintaing,
from a virgin alone. In this manner,
he will be entirely conocived in sin,
generated in sin, and bom in sin, At
the beginning of his conception the
devil will enter the maternal wens,
he will be
wormb throug)
the power of the devil will always
e with him. Amd just as the Holy
Ghost came down and filled the
body of the mother of our Lord
lesus Christ with his virtue, in such
a way thet he was born of the Holy
Spirit and bom holy and divine; in
the same manner the devil will
enter into the mother of the
Antichrist, Alling her up completely,
surrounding her, making her his,
possessing her outside and inside in

rishied 0 the mcther's

v disthodic means, andd

such a manser that she, thanks w
diabobe cooperation, will conceive
as humans do, and he who is born
will be entirely iniguitous, wicked
and lost. For this reason he will be
called the son of perdition |. . . | He
will have sorceners, wiltches,
spothsayers and enchanters who,
through dixbolic inspiration, will
teach hum every imbquaty, falsehood

O the Antichrist's Face

Syrtac Testament of Our Lovd fesus
Christ, 1, 4 (fifth century)

This is what he looks like his head
is like a buming flame, his rght eye
is bloodshot, his left is green as a
cat’s and has two pupils, his evelids
are white, his lower lip i large, his
right femur i+ weak, he has big feet,
amd his thumb is nened and
elongated

The Apocalypse of Elias, 3:15-17
(third century)

He is delicate, with thin legs, tall, a
tuft of grey hair on his bald
forehead, his eyehrows stretch all
the way 1o his ears, he has signs of
leprosy on the backs of his hands,

He transforms himself before those

Jesus said to them: ‘He will sandi

who see hime sometimes he 108
young, other tmes old.

The Apocalvpse of St fodm the Dt
(fifth centuny)

He has 2 glowering lock, his hais
like arrowheads, he frowns, his &
eve is like the moming star, and b
lefi like thar of a Hon. His mouhss
one cubit wide, his teeth e 3 e

sickles, His footprints ane o culss
long and he has “Antichris” w_ ity
aicross s forehead

Mrarruscript from the Momasen' @8
Mot Saint-Mickel (tenth comtungl
The disciples said 1o Jesus: Lo
tell us what he will e lke' Aol

nine cubits Gl He will have
hair tied back with an iron G
He will have an eve as bright 38

dawn on his forehead, His lowel
will be farge and he will have no
upper lip, The litthe finger of b
hand will be the longes, and his
left foot broader than his nght

Hildegard of Bingen

Liber Scivieas 11, 1, 14 (teelith
century )

The son of perndition, in his folly
will come with all the craftiness
the first seduction, and moanstnas
turpitudes, and hlack inbquities he
will have two fery eyes, an aa%

ears, the nose and mouth of 2 g
and send out among men s o
folly of the most criminal knd
amid the fires and the most
shamefully comradictony voues
making them renounce God,
spreading the most hormible

stenches among them, astacking
irstirutions of the Church with th
cruellest rapacity; grinding his
hiorrible iron teeth together in an
ETIOTITHOLES THCTLS

ANoNymoais

Crersor Mundi, 22.391-22.35%
(fourteenth century)

Ihe splendour will be such
advent of Christ that when sl
with the Lord's powerful light thel
Antichrist will get such a embie
fright that all the filth of his g
will come pouring out his el
fear of Christ, ashamed and fullel
perror and pain, thus he shal G
shat-stained.
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The Ugliness of the Byeantines
Liutprand of Cremona (tenth century)
Embassy Report from Constaniinoge
Om 4 June [968], we reached
Comstantinople and, after having been
receivied dishonourably to cause You insull
we were funher abused most shamefislly
| | Greek wine, mixed with pitch, resn
and chalk, i undrinkable | | On T June,
on the Pentecostal holy day, T found
mysell before Nikephoros, 3 monstrous
being, a pygmy with an enormous head,
who seemed like a mole because of his
tiny eyes. He was made even uglier thanks
to o bong, thick and grizebed beand, hada
neck as long as a finger, and thick, brsk
hair, an Ethiopian in colour, “whom yvou
wouldn't want to run into in the midide of
the night,’ with an obese stomach, tiny
baniocks, with thighs too long for his sol
stture, shon leps, flat feet, a threadbane
cutfit that had been wom o often it hed
become ill-smelling and discolowred, shed
in Sicyonian shoes, possessing an
impertinent tongue, with the crafty
character of a fox, a true Ulysses for
perjury and lies | |

A copious multinde of merchuants and 3
low-born people gathered rogether in tha®
solemn space 10 welcome and priise
Nikephoros, amassing along the road from
the palace all the way 1o the Church of
Saint Sophia, practically creating a wall;
poorly equipped with small shields tha
were tod light and worthless lances, And
ailded to this ugly spectacle was the fat
that most of the populace, clamouring fin
him, came formand barefooted [, . . | B
even his dignitaries, who paraded with him
in the middle of that shocless mob, wene
wesiring clothes that were too big and il
of holes from overuse | . . ] During that
vile and disgusting dinner, fit only for
drunkards, oily and seasoned with a
cerain horrible fish bguor, he asked me
various questions concerning Your
Highness, specifically about reigns and
soddiers. And while | answered each
sincerely, he said: “You'ne lving: your
soldiers don't know how to ride horses
and they don't know s thing abou
on foot; the large size of their shields; thes
weight of their armour, the length of ther
swords and the weight of their helmes
makes it impossille for them o fight [ )
Your lord doesn't even have much of 338
fleet. 1 alone possess the scourge of
maritime forces, and 1 amack him with
ships, destrow his coastal cites and -
i+ ashes those along his rivers,'
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Mathizs
The Tempto
Sdant Andhp
frem the alta
lrnaim
515

Cofmar, Muses
Ungzriinden

fating poge The Plague Victim The Sweet Stench of the Saracens
Marcophagus of the l'ommaso Fasano Felix Fabri (ffteenth century)
Emperor Hostilian Ergpatorium 0 Terrae sanclai
deconatad with scone

o hattles between tha
Remans and the
bacbarians

AD 251

Bomé, Muieo Marionals rotten 1 Cancen
Rouno necd only conside
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Thamas Murnier,

The pastor aof the
Lutheran church makas
a pact with a buffoon or
a madman and the
dewil, in Von der Grogsen
Lutherischen Marren,
1522

The modern world, which has always represented religious or national

enemies with grotesque or wicked-looking features, is the birthplace
of political caricature. At the time of the Reformation the caricatures
produced by Protestants and Catholics to portray the Pope or Luther
truly ferocious. French legitimists at the time of the Revolution lampoo
the sans-culottes showing them as bloodthirsty cannibals. Between the
nineteenth and twentieth centuries we have anticlerical caricatures
and nineteenth-century Italian patriots made savage caricatures of their
Austrian oppressors (although a delightful text like Giusti's first describes
the ugliness of the occupying forces, then waxes sentimental over thase
soldiers far from home, busily praying to a common God). But in every
war the enemy was depicted as monstrous. During the First World War
a certain Berillon wrote La polychesie de la race, in which he attempted
to demonstrate that not only did the average German produce more
matter than his French counterpart, but the smell was worse.

There was also a rich crop of anti-Nazi and anti-fascist caricatures but,
especially during the Cold War, anti-communist caricatures were equally
vitrialic.
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“The Ased Armiey
Iginst the Kaiver, from
Le petit jourral,

13 September 1914

James Gillray,

Afamily of sans-culotes
faking refreshmenr afer
the fatigues of the day,
1792,

Published by Hannah
Humphray

b = ' k7 = "3
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m

The Austrians

Giuseppe Giusti

‘Saint Ambrose” (1846)

Your Excellency, you who glire at me
For those common jokes,

Labelling me as anti-German

Because | denounce scoundrels” misdeeds,
I beg your listen to what has just
happened

To me, Taking a stroll one morning,

1 happened o find myself in Saint
Ambrose,

In that old church on the outskins of
Milan [, .. ]

I went i, and found it full of soldiers,
Soldiers from the north,

In cther wonds Bohemians and Croatians,
Sent here to our rich kind o stand around
like pobes:

And in fact they all stood at rigid
attention,

As they do when on review

With their enormous moustaches and
those spouts,

All ramrod straight before God

I stayed ar the back of the church;
because there by chance

Amidst that rabble, I won't deny

I felt a sense of revulsion

That You can’t feel thanks o vour
position

I felt a heavy atmosphene, and a certain
stink:

Pardon me, Excellency, but

In that beavtiful house of the Lord,

Even the camdles on the main altar
Seemed 1o be made of wllow

But in that moment in which the priests
Prepare o consecrate the host

Suddenly my hean was struck

By the sweet sounds of a band near the
altar

From their war trumpets issued forth notes
Like the voice of a people

Praying and weeping for the

Difficulties of life, recalling better days

It was a chorus by Verdi; the chorus we
Lombards,

Wretched and thirsty for justice,

Raised up o God: O Lord, You have
moved

And intoxicated so many heans at the
thought of this nation,

Then 1 began to feel my opinions change
Now, it was as if those soldiers

Had become people like my own

And unwittingly | joined the crowd

What can | say, Excellency, it is beautiful
TSI,

Furthermore, it 15 ours, and it was plaved

Just like the herds who winter in the

well;

With art and thought,
And where there is an, even prejudice
be pur aside
But once the song was done, [ felt a8
before;
When suddenly, almaost as if an pu
From those mouths that seemsad diin
logs,
There issued forth a slow German conl
Rising up within the sacred atme
that church:

It was a prayer, and seemed to me e
Grave, mournful, solemn liment
S0 much so that | el it inomy soul;
And | was stunned that those plgsking
Those exotic wooden puppets,
Could raise harmony to such heghis
I that anthem, 1 heard the bittersmwe
[.l.'L"liﬂR\
OF the songs I'd listened 1o as o child
those we
Leamn in the tranguillity of home,
And which retum o mind during the '
dlays;

Sad thoughts for a dear, distant
A desire [or peace and love,

A deep sadness for distance and
separation |. . | | |
All of this struck deeply into my hest
And when they finished, T was left o
Ower the strongest amnd sweetes) thoy
These people, 1 said 1o myself, havebe
forced

From Croatia and Bohemia
By a fearful king, 1o invade and ensh
us,
But they oo have become slaves,

Maremima,
Forced |'M].' a hard life and hard disdp
To be mute, derided, and solitary,
The hlind instruments of shrewd
That probably affords them nothing
af which they'ne not aware;
And this hate, that keeps the Lombxsl
Froan growing any closer 1o the ;
Serves those who reign by division,
Who fear that diverse peoples might
in brotherhood
Poor people! Far from their owm,
Deep in a country that histes them,
Who knows, perhaps in their heans
They hate their soversigns ool
I think that in the end they frel a5 w8
In this church, if I don't Jeave quicki
I'll end up embracing a corporal, |
That brave pole of hazel wood,
All tough and planted there siff 253
ramroc
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Jahn Heartfield,
Have rio fear, hie's 8

vegetarian, a
phetomontage from
the magazine
Regards

T May 1935

Germany, Snark
Archives

[tadian capitalism puts
on Mussolin's face,
Felbruary 1923

G

Colkection

ni Galantara
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Gino Boccasile,
Anti-American
propaganda carioon
fram the Repubbilica
Sociabe Itakana,

1od] 44

Doctor Fu Manchu

Sux Hohmer

The Bride of Fu Manchu (1933)

He wore 2 plain yvellow robe and walked
in silent, thick-soded sfippers. Upon his
head was set a litthe black cap surmounted
by a corl bead. His hands concealed in
the loose sleeves of his robe, he stood
there, watching me. And 1 knew that this
mean had the most wonderful face that I
had ever looked upon. It was aged, ve1
ageless. T thought that if Benvemato Celling
had conceived the e of exeouting a
death-mask of Satan in gold, it must have
resembled very closely this living-dead
face upon which my gaze was fiveted. |

| Thix wvis Dr Fro Manchu!

The Negro

‘Megro', Encyclopaedia Britanmica (first
American edition, 1798)

Negro, Homo pelli nige, 2 name given 1o
a vanety of the human species, who are
entirely hlack, and are found in the torrid
zone, especially in that pam of Africa that
lies within the Tropics. In the complexion
of negroes we meet with various shades;
but they likewise differ far from other mon
in all the features of their face. Round
cheeks, high cheek bones, a forehead
somewhat elevated, a shon, broad, fa
nose, thick bips, small ears, ugliness and
irregularity of shape, characterise their
external appearance. The negro women
have the lodns greatly depressed, and very
large butiocks, which give the back the

shape of a siddle. Vices the most
notoriouns seem 1o be the portion of ths
unhappy race: idleness, treachery, revengs
cruelty, tmpudence, stealing, lving,
prafanity, debauchery, nastiness and
intemperance, are stid to kave
extinguished the principles of natum] g
and to have silenced the reprooks of
conscience. They are strangers 1o overy
senbiment of compassion, and are o il
example of the comuption of man whes
left 10 himself.

Anatomy of Race
Cesare Lombeoso
The White Man and the Black Man: Eanss
on the Criging and Variaty of the Human
Races, 1 and 11 (1871)

The Furopean cranium is distinguishedd
the stupendous harmony of s forms: (8
nost oo long, nor too round, nor oo
pointy or pyramid-shaped. On its forehe
(Fig. 2» — smesoth, broad, erect upon the
face = you can clearly distinguish the
strength and supremacy of thowght: die
rygomas, of cheekbones of the fice, i
not oo Far apa, and the jawbone doss
not stick owt very far- this is why he cl
himself Chthagranbaos,

The cranium of a Mongolian on the
other hand is round, or pyramid-sheped!
with cheekbones quite far apart from e
another, and thus he is called
Eurygnatbous, these characlenstcs o
associated with thedr scanty besinds and
hair, the obliqueness of their eves, and
their more or less vellow or olive-coloss
skin | 1

Bt the Hottentols form an even moss
singular variety of the human rece. The
Hottentot is, one might say, the duck-hils
platypus of humanity, because he bangs
together the most disparte fomms of
black and yellow races with some
hix owm, which he shares with justa
anirmals (those that swarm near him) B
blends the flat face of the Chimnese wilh
protuberant one of the Negro, His in
are shaped like anvils. His ulna, which 88
the bone of the forearm, still displans (8
in some animals), that opening, known 5
the olecranic fossa, present in oor foctl
His hair grows all around the head,
sprouting in little strips, in tufis e the
bristles of a clothes brush, in sucha
manmner that a barber who givesa
Bushman a close shave would find
looking down upon 4 head mariled
arsd there like a mahogany table
with pepper grains
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One constant of the white man's civilising mission has always been a
merciless portrayal of the African, not only in narrative and in painting, but
also in scientific texts like those of Lombroso.The ideology of the ‘white
man's burden’ prompted many writers to create greasy characters who
belong to some non-European ethnic group, from the treacherous Arab to
the devotees of Indian cults such as thuggee. Not to mention the countless
Chinese with sinister faces who are masters of all forms of cruelty. This
happened in comics too; see Alex Raymond's Ming, in the Flash Gordon
saga, whose perfidy is made clear by his Asiatic features. Then there are the
enemies of James Bond in the novels of lan Fleming who, more so than
in the films, are almost always of mixed blood or communist agents, and are
out-and-out monsters who seem to have been assembled in the laboratory
of a mad scientist.
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Goldfinger

lan Fleming

Goldfinger. 3 (1959)

When he stood up, the first thing
that had struck Bond was that
everything was out of proporion,
Goldfinger was short, not more
than five feet tall, and on op of
the thick body and blunt, peasant
legs was set almost directly into
the shoulders a huge and it
seemed exactly round head. It
wias as if Goldfinger had been
put together with bits of other
people’s bodies

The Soviet Lesbian

lan Fleming

From Russig with Love, 9 (1957)
Outside the anonymous, cream-
painted door, Tatiana could
already smell the inside of the
room. When the voice told her
curtly 1o come in, and she
opened the door, it was the smell
that filled her mind while she
stood and stared into the eves of
the woman who sat behind the
round table under the centre
ligght.

It was the smell of the Metro
on a hot evening - cheap scent
concealing animal odours. Peaple
in Russia soak themselves in
scent, whether they have had a
hath or not, hut mostly when
they have not [, ., |

l. | the bedroom door
opened and the ‘Klebb woman
appeared in the opening. “Whst
do vou think of this, my dear?
Colonel Klebb opened her
dumpy arms and twirded on her
toes ke 4 manneguin. She struck
a pose with one arm outstretched
and the other arm crooked at her
waisi

| | Colone] Klebh was
wearing a semi-transparent
nightgown in omnge créipe de
chine, It had scallops of the same
material round the low square
neckline and scallops at the
wrists of the broadly Rounced
sleeves. Underneath could be
seen a brassiére of two large pink
satin roses. Below, she wore old-
fashioned knickers of pink satin
with elastic above the knees. One

dimpled knee, like a yellowish
coconul, appetred thrust foreard
berween the half-open folds of
the nightgown in the classic
stance of the modeller |
Klebb had taken off her
spectactes and her naked face
was now thick with mascara and
rouge and lipstick.

She looked like the oldest and
ugliest whore in the world. [. . . 1
She reached up an arm and
turned on a pink-shaded table-
lamp whose stem was a nuked
woman in sham Lalique glass
She patted the couch beside her
Turn out the top light. my dear.
The switch is by the door. Then
come and sit beside me. We must
get 1o know each other better)”

| Rosa

Doctor No

lan Fleming

Docter No, 13, 14 (1958)

Doctor No was at least six inches
taller than Bond, but the straight,
immovable podse of his body
made him seem sl taller. The
head was also el mgated and
tapered from a round, completely
hald skull down to a sharp chin
s0 that the impression was of a
reversed rindrop - or rather
oildrop, for the skin was of a
deep almost translucent vellow.
It was impossible o tell Doctor
No's age: as far as Bond could
see, there were no lines on the
face, It was odd to see a
forehead as smooth as the top of
the polished skull, Even the
cavernous indrawn checks below
the prominent checkbones
looked as smooth as fine ivory,
There was something Dali-esque
about the evebrows, which were
fine and black and sharply
upswepl as if they had been
painted on as make-up for a
conjuror. Below them, slanting jet
black eves stared out of the skull
They were without evelashes
They looked like the mouths of
two small revolvers, direct and
unblinking and totally devoid of
expression. The thin fine nose
ended very close above a wide
compressed wound of 3 mouth
which, despite its almost

permanent sketch of a smile,
showed only cruelty and
duthority, The chin was indrawn
vowards the neck. Later Bond wi
to notice that it rarely moved
more than slightly away from
centre, giving the impression @
the head and the venchr wees
in one piece. '

The hizarre, gliding figure
looked like a giam venomous
worm wrapped in grey tin-foil
and Bond would not have beens
surprised 1o see the rest of it
trailing shimily along the carpe
hehind

Doctor No came within thes
steps of them and stopped. The
wound in the tall face openped
‘Forgive me for not shaking
hands with you,' the deep voke
was flat and even. 1 am unablg
to.' Slowly the sleeves paned
opened. I have no hands,

Mr Big
lin Fleming
Live and Let Die, 7 (1954)
It was a grear foothall of @ head
twice the normal size and verny
nearly round. The skin was g
black, taut and shining like the
face of a week-old corpse in the
river. 1t was hairless, except loft
some grev-brown el above he
ears, There were no eyebrows
and no evelashes and the eves
were extracrdinarily far apan s
thatt one could not foous on thes
bath, but only on one at o tme
Their gaze was very steady ands
penetrating. When they resed @
something, they seemed 1o
devour it, to encompass the
whole of it, They bulped shg
and the irises were golden
black pupils which were now
wide, They were animal eyes
human, and they seemed o
blaze

The nose was wide w:lbu!,
bering particularty negroid. Thel
nostrils did not gape at you. The
lips were only slightly evered
but thick and dark. They opené
only when the man spoke and'$
then they opened wide ind des
back from the teeth and the p
pink gums
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The Thing'
H.P. Lowecraft

The Bunnvich Horror (19271

The building was full of 4 frightful
stench which D Armitage knew too
well, amd the three men rushed
across the hall to the smuall
gencalogical reading-room whence
the low whining came. For a secomnd
nobody dared 1o om on the lght
then Dr Armitage summeoned up his
courage and snapped the switch

i ]

The thing that lay half-bemt on
its sicde in a foetid pool of greenish-
vellow ichor and tarmy stickiness was
almaost nire feet tall, and the dog
had torn off all the dothing and
some of the skin, It was not quite
dead, but tevitched silently and
spasmodically while its chest heaved
in monstrous unison with the mad
piping of the expecam
whippoorwills outside. [ . . [ It
wiould be mrite and not whaolly
accurate fo say that no human pen
could describe i, bat one might
properly sy that it could not be
vividly visualised by anyone whose
ideas of aspect and contowr are oo

200

closely bound up with the common
life-forms of this planet and of the
three known dimensions, It was
partly human, bevond a doube, with
very man-like hands and head, and
the goatish, chinless face had the
stamp of the Whateleys upon i But
the torso and bower pans of the
body were teratclogically Rabulous,
so that only generous clothing could
ever have emabled it 1o walk on
eanth unchallenged or uneradicated
Above the waist it was semi-
anthropomorphic; though its chest,
where the dog's rending paws saill
restedd watchfully, had the leathery,
reticulated hide of o crocodile or
alligator

The back was piebald with
vellow and black, and dimly
suggested the squamous covering of
cerain snukes. Bebow the waist
though, it was the worst; for here all
human resemblance left off and
sheer phantasy began. The skin was
thickly covered with coarse black
fur, and from the abdomen a score
of long greenish-grey tentacles with
red sucking mouths protruded
limply. Their arangement wis odd,

and seemed to follow the
symmetries of some cosmic
grometry unknown o earth o the
solar system, On each of the hipss
deep set ina kind of pinkish,
alisted orbit, was whit seemedin
ber a rudimentary eye; whilst i b
of a tail there depended 2 kindaf
munk or feeler with |\11I!]'|?-L' el
markings, and with many evidens
of being an undeveloped mouthos
throat, The limbs, save for ther
black fur, roughly resembled the
hind legs of prehistoric cals g
saurtans; and terminated in ndgs
veined pads that were neither
hooves nor claws, | . | OF genuing
blood there was none; only the
foetid greenish-vellow ichor widEs
trickled along the painted flowr
bevond the radius of the stckingsS
and left 3 curious discolomtion
behind . [ .. ]

When the medical examines
came, there was only a sticky
whitish mass on the painted bes
and the monstrois odour had s
diszppeared. Apparently Whasel
had had no skl or stable skelog
o] |
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1. THE DEMONISATION OF THE EMNEM

Our journey through the ugliness of the enemy can only end with the first
real apparition of what was to become the galactic enemy, The Thing,
The Inconceivable. In Lovecraft, this amorphous or slimily polymorphous
being is still of this world and represents our unconscious fears, but in science
fiction (novels and films) it is presented as the ‘alien’ invader, the bug-eyed
manster, the creature with insect eyes that comes from space, a barbarian
in the most ancestral sense of the term, menacing and impossible to
assimilate because totally non-human.

As such, the bug-eyed monster is the personification of all enemies and
confirms the human tendency to portray what we must hate as being devoid
of all form, thus always making it the ultimate incarnation of the Devil.
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Witchcraft,
Satanism, Sadism
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1. The Witch

Diabolical beings capable of casting spells, making magic philtres and

other enchantments have existed since the earliest days of antiquity; they are
mentioned in the Codex Hammurabi, which dates from the beginning

of the second millennium BC; in Egyptian culture; in the temples of
Ashurbanipal (the seventh century BC); in the Bible, where we read of the
lapidation of necromancers and fortune tellers. Greek culture had sorceresses
like Medea and Circe, the Roman laws of the Twelve Tables condemned black
magic, and we find more still on this subject in Horace and Apuleius.

Right from the start, although it was recognised that black magic was
practised both by men {warlocks) and women (witches), a deep-rooted
misogyny tended to identify the malefic creature with women. In the
Christian world, a union with the Devil could only be perpetrated by

a woman. In the Middle Ages there was already talk of the Sabbat as

a diabolical assembly in which witches not only cast spells but also indulge in
full-blown orgies, having sexual relations with the Devil in the form

of a goat, a symbol of lust. Finally the image of the witch astride a broomstick
{even though this was later transformed into the Befana, a kindly witch who
brings Italian children treats on the evening of twelfth night) is clearly a
phallic reference.

Legends are not created from nothing. The so-called witches were old
‘wise women' who claimed to know about medicinal herbs and philtres.
Others were poor charlatans who fed on the gullibility of the people, others
again were genuinely convinced that they had had relations with the Devil.
Clinical cases, obviously. Overall, however, witches represented a form of
popular subculture.
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Witchcraft in the Bible

Leviticrs 2027

A mean abso or womun that hath a famdliar
spirit, or that is a wizand, shall surely be put
o deathe they shall stone them with stones:
their blood shall be upon them

The Fates
Dhinte
Inferno, XX, 121-3
Behold the wretched ones, who left the
needle,
The spool and rock, and made them
formune-tellers;

They wrought thelr magic spells with
herb and image.

Horace's Witches
Howrace (6508 BC)
Sermions, B

I mysell saw Canidia, howling with Sagana
Their deathly pallor gave each wach a
terrible look. They stared digging in the
earth with their fingernails and teaning at
young lamb with their bare teeth: the hiood
flowed into the hole, where they coudld
up the souls of the ancestors who would
give them the answers they sought. And
there was an effigy made of wool, and
another of wix: the woollen effigy was the &
larger of the two, who used orments to
keep the other at bay; the smaller effigy
stood in a supplicant’s position, with the
resigned expression of ont who is abott i |
die. One called upon Hecate, the cther
upon ferocious Tisiphone: and vou would
have seen packs of wandering serpents and
infernal dogs, and the reddening moon,
hiding behind karge sepulchres so a5 not i
witness these events

Turned into an Ass
Apuletus (125-80)
The Crolden Ass, 1, 13; 111, 24
She drove the sword up to the hilt nio the
lefi side of his neck. Then she ook 2 smal
leather bag and collected all the blood Bat
pushed forth, wking grear care not 1o spil
even a single drop. The good Meroe sudk
her hand through the wound all e way
domn 1o the innards, nommaging arund
and pulled our my poor companion’s e
while from the throat slashed by that
tremendous blow ssued forth a voice,
hetter yer an indistine gureling, from the
bubbling of his breath. Meanwhile, Pantb@s
used a sponge to plug the wound when
was beosdest, and said: ‘O sea-bom
sponge, beware of passing by ranming
waler

Onece that was done they wene aboul i
leave, but first, having pushed aside my
bunk, they both planted themsehes opess
legged above my face, and emptied ther
bladders, inundating me with foul-smeling
pss.

My hairs became as thick as bestles,
skin became as hard as leather, and at the f
ends of my hands the fingers were no
lomger separated, but had come topethier &
a single hoof, and at the bottom of my
spine a big tail now stuck out. My faoe
enormous, my mouth wide as could e,
nostrils dilated, my lips drooped down
enormous, horrbly hainy ears grew upos
my head And 1 could ke no comfon fos
my disastrous mansformation if not this
now that [ could no longer even embrae
my dear Fotis, my rod had become
CnOrmoLes!
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Documents condemning witches already existed in the Middle Ages,
such as the bull issued by Pope Alexander v in 1258. Theologians also
talked of witches and necromancers. 5t Bonaventure, for example, warns us
that ‘in proportion to their subtlety or spirituality, demons can introduce
themselves into a man's body and torment him, unless prevented from
doing so by a superior power' (Commentary on the Sentences, I, 8).

Nonetheless, witches were not an obsession for the ecclesiastical world.
Contrary to current opinion, witch trials were not widespread in the Middle
Ages. Such things really began in the modern world, and proof of this lies
in the fact that most of the iconographic material on witches dates from
the fifteenth century. The Inquisition was established in the thirteenth
century, but it was more interested in heretics. In 1484, however, a bull was
issued by Innocent VIl against witchcraft, Summis desiderantibus affectibus,
and the Pope ordered two inquisitors, Heinrich Kramer and Jakob
Sprenger, to take drastic action against witches.

It was these two who some years later published the Malleus
maleficarum (Hammer of the Witches), the supreme treatise on witchcraft,
in which they taught how to recognise these poor wretches, how to
question them, and how to use torture to make them confess to their pact
with the Devil.




WL WITCHCRAFT, SATANISM, SAL

Hiztarre de Merhr,
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The Witch Belicves She's a Wiich
Episcopal Canons (ninth century)

Certain depraved women, who have
turned to Satan and have been led astray

by his illusions and seductions, believe

and clatm 1o

{e cerain beasts throug

the night, i the o e

God's people

wpletely false, and il

these fantasies

are nol produced in the minds of the

faithful by the d
evil. Satan

vine spirit, but

trans]
ITh angel
the minds of thess somy women.,

and takes possession of

"“r"ll-i\:u'-r“u.' rIlL""ll ""!-' means of their weak
v. He takes on the
appearance and looks of different people
| | and despite the fact that a Githless

fatth and credy

e in the
mind

The Witch Truly is a Witch
Papal Bull ssued by Innocent VI
Stmnnis desidevaries affectibus (1484

We have only

displeasure - that in s

L
Grermany | | people of both sexes
fi
Ir

themsehves over carmally 1o d

wetful of thedr own salvation and sSon
1 the Catholic faith, do not

and sucoubi, thereby causing the
of women, animals, and the froits of the

earth 1o dee or waste mway | by meas

of enchantments, charms, spells, an
exvcrable magical practices | Wh 1he
AS Cur positig
1 1o

Intent of acting upon this

requires, with remedies s

urge of he

depravity from spn
hurting innocent people, the

aforementioned inquisitors Spren
Kramer are hereby charged with
conducting inguisitions in that land, in
a manner that they nay proceed with e
commection, mcarceration, amd punshmets

of these people | |

suding its podson and

er and 3




Higgire de Mevlin
manscripL

fefio 63w,
fifthteenth century

So the witch trials and the subsequent sentences to the stake or to the
gallows exploded between the sixteenth and eighteenth centuries, not only in
the Cathalic world but also and especially in the Protestant world (given that
Luther defined them as ‘the Devil's whores' and accused them of stealing milk,
raising starms, riding goats and tormenting babies in the cradle) and not only in
Europe, but also - and with particular virulence - in New England, where the
notorious Salem witch trials of 1692 led to the hanging of nineteen women.
Witches are a common presence in literature; prime examples being the witches
in Shakespeare and those of Walpurgisnacht in Goethe's Faust. But the bulk of
the literature regards the polemic about witchcraft. In 1557, Cardano
maintained that witches were merely superstitious old wormen (thus
anticipating the interpretation of modern psychiatry), but diehard believers in
witchcraft (to mention only a few) included lan Weir (De praestigiis daemonum,
1564), Jean Bodin (La démonomanie des sorciers, 1580), Martino del Rio
(Disquisitionum magicarum libri sex, 1599), Francesco Maria Guazzo (Compendium
maleficarum, 1608}, Joseph Glanvil (Saducismus tiumphatus, 1681), and Cotton
Mather, who had played a (controversial) role in the Salem trials and who gave
various sermons on witchcraft in that same century — while attempts to explode
the myth were not made until the eighteenth century by authors such as
Tartarotti (On the Nocturnal Meetings of Witches).
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ner of the Witches In conclusion, all these things anse o
Sprenger and Heinric

h Kramer carmal lust, which 8 insamable in then

s Maleficarom (1486) It should come a5 no surprise that among
1 with, we will speak of how they thisse who are infected with the heresy of
interact with men, then with animals and wilches there are mon

ultimately with the fruns of the eanth. As far And may the Al v be blessed

as men are concerned, we are interested haiw mng thus far saved the male sex from

first and foremost in the ways witches use such a prent scourpe! |

their craft to keep them from reproducing

way  Poor Women

af engEging in the sexual act, in such

that the woman cannot o MCEIVE ar

Cim

man cannot perform the act. In the secor

place how, so nes, this oot may notl be The

performed w hile it can CIrcum

with another

valley

ed. as if ey
the body, Fouw i is t SLRVIvE 3
se when a thing e sodely f deformed, ashen, with pr

it looks reve

ratures, They a

transform people

Sixth, the one fist

CITVICTIon
s that have never |

and never will |
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When the persecution was over, the image of the witch did not wang;
it continued to survive in fairy tales and crops up in the works of horror
writers like Lovecraft.

What interests us here is that in most cases the many victims of the
stake were accused of witchcraft because they were ugly. And, with regard
to this ugliness, some people even imagined that during their hellish
Sabbats they were able to transform themselves into attractive creatures,
but always characterised by ambiguous features that revealed their
inner ugliness.

Walpurgis Night In fearful and en

Joduinn Wolfpang von Goeth Oine crashit

And, like

Conl themsely

The
rom rock and sand Thither the gathering legion

wondrous band And sitting aloft

Stretching ma

1% 5ir Lirian s

Lls 1o frighten, us to selze O'er stick and o'er stone thes H

From rude knots with embued whirling : 4
Polyp-fangs abroad they spread, Witches and he-goats, a motley throng
To snare the wanderer! ‘Neath our tread, | T
Mice, in myriads, thousand-hued Ihe way is broad, the way is long
Fhrough the heath and through the What mad pursuit! What tumual wild
meass! Scratches the besom and sticks th
And the fire-flies’ glittering throng PrOng:
Wildering escon, whirls along Crush'd is the mother, and stifled the
Here and there, our path a child
All things round us whirl i iy Wizards { balf chorus) - Like house
Rocks and trees make strange grimaces, encumberd snafl w
Dazzling meteors change their places, While far ahead the waor
How they puff and multiply For when to the devil's
Wy brifios = A mrarky veigross By a thousand steps they tak
thickens n _Nat 50 precsely
Hark! Through the woods the tempests we vView il
r They with a thousand steps may do B
owlets it in wil Bt ler them hasten they cin

Hark! Splinter'd are the columns that With one long tis clear'd by
e man. | |
Thie beafy I Chorus of Witches Salve EIvEs the
The shivere witches strength to rise

iwn he A rag for g sail does well enough

AT A e

The roots upriven, creak and moan! lo-night who flies not

3 15 EVEn







VILWITCHCRAFT, SATANISM, SADISM

The Village of Witches
H.P. Lovecraft
The Duentvich Horror (1927)
Two centuries ago, when talk of witch-
blood, Satan-worship, and strange forest
presences wias not bughed at, it was the
custom to give reasons for avoiding the
locality. In our sensible ape — since the
Dunwich homor of 1928 was hushed up by
those who had the town's and the world's
welfare at hean — people shun it without
knowing exactly why. It is that the natives
are now repellently decadent, having gone
s0 far along that path of retrogression so
common in many New-England backwaters
They have come to form a mce by
themselves, with the well-defined mental
and physical stigmata of degeneracy and
inbreeding. The average of their intelligence
is woefully low, whilst their annals reek of
overt viciouspess and half-hidden murders,
incest, and deeds of almost unnameahle
viodence and perversity

The old gentry, representing the two or
three armigerous families which came from
Salem in 1692, have kept somewhat above
the general level of decay; though many
branches are sunk into the sordid populace
so deeply that only their names remain as a
key 1o the origin they disgrace. [...] No one,
even thase who have the facts concerning
the recent homor, can say just what s the
matter with Dunwich; though old legends
speak of unhallowed rites and conclaves of
the Indizns, amidst which they cilled
forbidden shapes of shadow out of the great
rowinded hills, and made wild orgiistic
priavers that were answered by loud
crackings and rumblings from the ground
below, In 1747 the Reverend Abiah
Hoadley, newly come to the Congregational
Church at Dunwich Village, preached a
memorble sermon on the dose presence of
Satan and his imps, in which he said: T
mus be allow’d, that these Blasphemies of
an infermall Train of Daemons are Matters of
oo common Knowledge o be deny'd; the
cursed Vodces of Azazel and Bucraed, of
Bevlzebnd and  Belial, being heard now from
under Ground by above 1 Score of credible
Witnesses now living. 1 my self did not
mare than a Fortnight ago catch a very plain
Discourse of evill Powers in the hill behind
my House; wherein there were a Raling
and Rolling, Groaning, Screeching and
Hissing, such as no things of this Esrth
cou'd mise up, and which must needs have
come from those Caves that only black
Magick cun discover, and only the Divell
unlock

Imagining Witches
Patrick MoGrath
Sfricter (19900
When 1 was growing up we lived on
Kitchener Street, |...] All the rooms in the
house wene small and cramped, with low
cetlings; the bedrooms had been
wallpapercd so many years before thal
paper was moist and peeling. and budy
discoloured in patches; the kage s
stains, with their smell of mildewsd £
(I can smell it now!) formed wetrd figns!
on the fRding floml pattern and sEmula
in my childish imagination many fantsie)
terrors, [...)
Later | would go up to my bedmoom,
and 1 think T should el you about tha
room, for so much of all this is based
what 1 sww and heard, and even smielisl)
from up there. 1 was at the back of the
house, at the top of the stirs, and | lod@
view of the yard and the alley bevond I8
was a small room, and probably the
dampest in the house. There was 2 lige
patch on the wall opposite my bed
the paper had come away and the pls
had staned literally 1o erupt - there wee
crumbly, greenish humps of moist plaes
.‘i“‘t'ili!‘lg from the wall, like buboes o
cankers, that turmed 1w powder § vou
touched them, My mother was constanth
my father 1o do something abour i and®
though he'd replastered the wall onee
within a month they were back, the
prroalem being leaky drainpipes jind
decaving monar in the brickwork, all of ¥
which my mather thought hie should he
able to fix but which he never had 1w
lie awake at night and by wltever
moonlight penetrated the room 1 sould
gaee gt these shadowy lumps and n
and in my bowish imagination they
the wens and wans of some owful
humpbacked night-hag with an apy
skin disease, a spint damned for ber &
against men to be rapped, omenied &
the bad plaster of an old wall in 2 sl
times she Jeft the wall and entered niy
nightmares (1 was plagued by nigh
a boy), and then when | woke in theg
in terror [ woukd see her sneering in
corner of the room, tumed away on
her head doaked in shadow and herey
glinering from that hosrible knobhbly 8
the smell of her breath befouling the &
then 1 would sit up in bed, scresming s
and it was only when my mother camed
and mrned the light on that she ¢
her plaster, and [ would then have to
the light on for the rest of the night
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2. Satanism, Sadism and the Taste for Cruelty

Witches were accused of holding blasphemous ceremonies in which they!
worshipped the Devil, but the liturgy of Satan is not just a part

of the legend, even though Devil worship has always been attributed

to heretical sects or called up in order to condemn the Knights Templat
Mumerous satanist cults exist to this day and they occasionally hit

the headlines thanks to the criminal (and real) activities of those held

to be members,

Experts divide modern satanist sects into four schools: rationalist
and atheist groups, who consider Satan to be a symbol of reason
and the search for pleasure, over and beyond any moral or religious
constraints; occultists, who turn religious rites and beliefs on their heads
‘acid’ Satanists, whose rituals are always orgies accompanied
by the use of drugs (a trend turned into theatre by many rock bands);a
finally the Luciferians, with their ancient Manichaean and Gnostic
influences, for whom the Devil is a positive principle.

The reasons for the adoration of the Devil, when they do not spring
psychiatric syndromes, or merely serve to justify orgiastic and sexually
excessive behaviour, may be ascribed to the same reasons
that lead many people to believe in magical practices. In real life the gap
between what we desire and what we obtain is usually fairly wide, even
when science steps in, whereas magic ensures success through
a sort of instant short circuit (you can harm your enemy by sticking a pin
into a wax dummy, you can ward off evil through an amulet, you
can win the love of one who does not love you through a philtre),

In such cases satanism is a form of pact with the Devil.

The fundamental rite of Satan worshippers is usually the black mass
which according to various reports is celebrated not on an altar
stone but on the naked body of a woman, while a priest, apostate
but regularly ordained, consecrates the holy wafers so that they
may be profaned.

Since such ceremonies are the subject of many fantastic tales and
since witnesses have always been reluctant to talk about them,
the text that best describes these rites is to be found in La-bas by
Huysmans, who probably had contacts in satanic circles.










‘The Black Mass
J-KE. Huysmans
Lad-Hees (1591)
. Then the altr became visible, It
was an ordinary chiurch altar on a
‘mbemacle above which stood an
Jinfamous, derisive Christ. The head
ad been mised and the neck
dengthened, and wrinkles, painted in
the cheeks, transformed the grieving
face 10 a bestial one rwisted into a
‘mean lugh, He was naked, and
Swhere the loindoth should have
.-htn, there was 4 virile member
from a bush of horsehair.
1. ] Preceded by the two choir
‘bows the cianon entered, wearing a
- scarlet bonnet from which two
o homs of red cloth protruded.
exmined him as he marched
d the altar, He was tall, but not
#ll built, his bulging chest being
of proportion 1o the nest of his
, His peeled forehead made one
nucnes line with his stragght
The lips and cheeks bristled
that kind of hard, clumpy beard
h ald priests have who have
shaved themselves, The

ires were round and insinusting,
g eyes, like apple pips, close
er, phosphorescent. |, ., ]
The canon solemnly knelt before
altar, then mounted the steps and
in to sy muass. Durtal saw then
it he had nothing on beneath his
il habit. His Black socks and
j flesh bulging over the ganers,
d high up on his legs, wene
vigihile, The chasuble had the
of an ordinary chasuble but
af the dark red colour of dried
and in the middle, in a
e around which was an
d border of colchioum,
n, sarrel, and spurge, was the
pore e of a black billy-goat presenting
s boens [ . ] Indeed, at that
et the choir boys passed
the altar and one of them
back copper chafing-dishes,
other, censers, which they
triboted 10 the congregation. All
the women enveloped themselves in
th Some held their heads
over the chafing-dishes and
ed deeply, then. fainting,

dedd the: steps backward, kneh

omn the last one, and in a shamp,
tripickant voice cried: “Master of
Slanders, Dispenser of the benefits of
crimes, Administrator of sumpiuous
sins and great vices, Satan, thee we
adore, reasonable God, just God! [. |
| Thou determinest the mother to
sell her daughter, 1o give her son;
thou aidest steribe and reprobate
lowves; Guardian of strident Neuroses,
Leaden Tower of Hysteria, bioody
Vase of Rapel [ .

‘And thou, thou whom, in my
quulity of priest, 1 force, whether
thou wilt or no, 1o descend into this
hwst, 10 incarnate thyself in this
bread, Jesus, Artisan of Hoaxes,
Bandit of Homage, Robber of
Affection, hear! Since the day when
thow didst issue from the complaisant
howels of a Virgin, thou hast failed
all thine engagements, belied all thy
awaiting thee, fugitive God, mute
God! Thou wast to redeem man and
thou hast not, thou wast to appear in
thy glory, and thow sleepest, [ . | We
would drive deeper the nails into thy
hands, press down the crown of
thoms upon thy brow, bring blood
and water from the dry wounds of
thy sides [, . I 'Amen!” rilled the
soprno voices of the choir boys,
Durtal listened in amazement o this
torment of hlasphemies and insults.
The foulness of the priest stapefied
him.

A silence succeeded the lany
The chapel was foggy with the
smoke of the censers, The women,
hitheno tacitum, flustered now, s,
remounting the altar, the canon
turned toward them and blessed
them with his left hand in a
sweeping gesture, And suddenly the
choir boys tinkled the prayer bells.

It was a signal. The women fell 1o
the carpet and writhed. One of them
seemned 1o be worked by a spring.
She threw herselfl prone and waved
her legs in the air Another, suddenty
struck by a hideous strabism,
clucked, then becoming tongue-tied
stond with her mouth open, the
tongue twmed back, the tip deaving
1o the palste, Another, inflated, livid,
her pupils dilated, lolled her head
back over her shoulders, then jerked
it brusquely erect and belaboured
herself, tearing her breast with her
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nails. Ancther, sprawling on her
back, undid her skins, drew forth a
rig, enormous, meteorized; then her
face twisted into a horrible grimace,
and her tongue, which she could
not control, stuck out, bitten at the
edges, harrowed by red eeth, from
a bloody mouth. Suddenly Dumal
rose, and now he heard and saw
Dowcre distinctly. Docre
conternplated the Christ
surmounting the tabernacle, and
with arms spread wide apan he
spewed forth frightful insults, and,
at the end of his forces, muttered
the Billingsgate of a drunken
cabman, One of the choir boys
knelt before him with his back
toward the altar. A shudder ran
around the priest's spine. In a
sodemn but jerky voice he said,
‘Hot est enim corpus meum,” then,
instead of kneeling, after the
consecration, before the precious
Body, he faced the congregation,
and appeared tumefied, haggard,
dripping with swear. He staggered
between the twa choir bovs, who,
raising the chasuble, displayed his
naked belly, Docre made a few
passes and the host sailed, winted
and soiled, over the steps.

Durtal felt himself shudder, A
whirlwind of hysteria shook the
roogm. While the choir boys sprinkled
holy water on the pontiff's
nakedness, women nshed upon the
Eucharist and, grovelling in from of
the altar, clawed from the bread
humid paicles and drank and ate
divine ordure. Ancther woman,
curled up over a crucifix, emired a
rending laugh, then cried to Docre,
‘Father, father! A crone tore her hair,
leapt, whirked around and aroond as
on a pivor and fell over beside a
young girl who, huddied to the wall,
was writhing in convulsions, frothing
at the mouth, weeping, and spitting
out frightful blasphemies, And Durtal,
terrified, saw through the fog the red
homs of Doore, who, seated now,
frothing with rage, was chewing up
sacramental walers, taking them out
of his mouth, wiping himself with
them, and distributing them to the
wormnen, who ground them
underfoot, howling, or fell over each
other struggling to get hold of them
and viokite them.

9
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The Attraction of the Horrendouos
Friedrich Schiller
'On Tragic At (1792)
It is a peneral phenomenon of our
mature, that that which is sad, terrible,
and even horrendous holds an irmesistible
attraction for us; we feel ouselves
repulsed and at the same time atiracted
by scenes of pain and terror (... How
numerous the crowd that accompandes a
criminal to the scene of his execution!
Neither the pleasure of a love for
justice gratified, nor the ignoble taste of a
bloodthirsty yearning for vengeance can
explain this phenomenon. The wretch
may even drouse forgiveness in
spectators’ hearts, the sincerest

One case of pseudo-satanism that leads us to other reflections is the story
of Gilles de Rais. A marshal of France while still a young man, de Rais fought
alongside Joan of Arc and wound up hanged at thirty-six after atrial
in which (thanks to numerous witnesses) he was shown to be guilty of
sodomy and other abuses of young people whom he first lured into his
castle before slaughtering them and burying their dismembered corpses.
As usually happens in such cases, it was said that Gilles had established a
relationship with the Devil, but it is hard to attribute his crimes to Satan

compassion may take an fnterest in
faveour of his salvation; but nevenheles
the spectator is moved, (o g grester of
lesser extent, by a curious desine to v
and listen 1o the expression of his
sulfering. If the educated man, the man
of refined sentiments, is an exception, £5
is not because this instinet does not exsl
in him, but mather because it has been
overcome by the sorrowful power of
pity, or is curbed by the niles of
decorum. The coarse son of namre,
unbridled by any gentesl sentiments,
abandons himself unashamedly to this
powerful impulse. Which must. therefopgs
have its foundation in the natural '
disposition of the human soul.

worship. He was simply a sick man, whose war experiences had inured him
to a taste for blood. And it is precisely this propensity of his for torture that
makes us wonder whether it is the Devil who drives people to be cruelor
whether it is not a natural tendency to cruelty that leads people to imaging
by way of a justification and a reason for arousal, a relationship with the
Devil. Human beings have always loved cruel spectacles, from the days of thé
Roman amphitheatres, and one of the first descriptions of a horrifying
torment is to be found in Ovid, where he tells the story of how Apolio had
the faun Marsyas flayed alive after the latter had beaten him in a musical
contest.

Schiller defined this 'natural disposition’ to the horrific very well, and
us not forget that in every period people have always rushed excitedly
to witness executions. If today we think of ourselves as ‘civilised, perhaps
it is only because the cinema has provided us with 'splatter’ movies, which
do not disturb the spectator’s conscience given that they are presented
as fictitious.
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The Pleasures of Gilles de Rais
Georpes Bataille
The Deposition of Etienne Cornllan’,
The Trial of Gilles de Reis (1998)
Moreover the witness said and
deposed that the said Sillé, Henney,
and himself, found and ook 1o the
room ocoupled by the said Gilles
de Rais, the accused, numerous girls
and boys with whom the said Gilles
held his lecherous ongies, as s said
hereinunder in greater detail. This
they did on the orders of the said
Gilles, the accused. | . ]

Questioned about the number of
children handed over o the sad
Gilles, the accused, in each of the
said places, by him, and by the said
Sillé and Griart, witness replied tha
in Mantes he saw foumeen or
fifteen, at Machecou] most of the
saicl forty, but that he couldn't
otherwise be mone precise about
the exact number

Also, witness said and deposed
that the said Gilles de Rais, m onder
to inchulge in his unnateral
perversions and satesfy his
libidinous desires with these
children, would first ke his rod or
virile member in his hands,
handling it or making it erect or
hodding it out, after which he woubd
place it berween the thighs and the
legs of the said girls and bovs,
ignoring the naturl orifices of the
said girls, rubbing the said rod or
virile member on the bellies of the
sabd girls and boys with grest
pleasure, eagemess and lechenous
tust until his sperm flowed across
their bellies

Also, witness said and deposed
that before perpetrating his
debauchery on the said girs and
bros, with 2 view 1o preventing
them from crying out, and so that
they would not be heard, the sid
Gilles de Rais would sometimes
hang them up with his own hands;
on other occasions he would have
others hang them up by the neck,
with ropes or conds, in his room,
from a pole or 2 hook; then he
would lower them or have them
lowened, pretend 10 cosset them,
and reassure them that he didn't
want 1o hurt them or injure them
and that, on the contrary he wanted
o have fun and, in this fashion, he
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prevented them from crving out,

Also, when the saibd Gilles de
Rais committed his horrid
debauchery and his sins of lust on
the said girks and boys he would
afterwards kill them or have them
killed.

Questioned in order o find o
who did the killing, witness replied
that sometimes the said Gilles, the
accused, woulkd murder them with
his own hands, and on other
occasions he would have them
killed by the said Sillé or Henriet or
by him, the witness, or by one of
thesm, together or separately.

Cruestioned as 1o how this was
done, witness replied: sometimes by
decapatation, other times by shiting
the throat, other times again by
quarnering them and breaking thetr
necks with a cluby, and that there
was 4 sword specially used for
killing then, vulgardy known as the
‘shasher [, . .

Also, witness moreover said and
deposed that the said Gilles de Rais
would sometimes vent his husts on
the said girls and boys before
hurting them, but this only seldom;
other times, and often, after having
hung them up or hurt them in other
ways; other times again after having
slit or after having had someone
else slit the veins of their necks or
throats, as the blood gushed out; on
other occasions while they were in
the languor of death or even afier
death or when their heads had
been cut off, as long as the bodies
wiere still warm.

Ao, witness said and deposed
that the said Gilles de Rais practised
his lustful perversions with girls in
the same way as he abused the
howys, scoming and ignoring their
nature, and that he had heard it
=i that he enjoyved it far more
when he indulged in such depravity
with the said girls, as s said
hereinbelow, rather than use their
natural orfice in the normal way
L=l

One André Bucher, who is
mentioned hereinabove, handed
over to Gilles de Rais a boy of
about ten, on whom the said Gilles
committed and perpetrated his
abominable sins of lust in the
fashion desenbed hereinabove, The

hoy was delivered by 3 comain
Boetden, whose house siood hasd™
by the market of Vannes, fairy nes
the house of the said Lemodng,
that the ostlers of the sid Gilles,
the accused, were lodged in the
hoane of the said Boetden. The bag
wiis tiken there beciuse the hiuse
of the said Lemoine had no ploce
safe enough in which o musder the
hoy, The boy was Killed in a2 moms
of the said Boetden's house, and 58
head was cut off and bumed in the
said room, The body, bound weh s
the child's own belt, was throws
intoy the cesspit of the said
Boetden's house, where he, the
witness, with difficulty climbed

down 1o ensure that the siid bodps
sank. The witness added that the
sabd Buchet knew all abou thess
things.

Also, witness said and deposed
thent the sakd Gilles, the accused,
after the veins of the necks ar
throats of the said children had
been slit, or after other pans of
their bodies had been cut, and
when the blood began 1o gush
forth, or even after decapitation,
carnied out as mentioned
hereinabeove, would sometimes sit S
on their bellies and ke phesuse i
watching them die, sometimes
sitting nstridke them the betterm
abserve their death throes and thes
death itself.

Also, witness said and
deposed that sometimes and
indeed fairly often, after the © 8
decapitation and death of the =
children, brought abow in this
way of in other ways, 15 issad
hereinabove, the said Gilles
would take pleasure in looking 8
them and in having the witnes:
look at them, as well as the
others who were privy to his
secrets, and he would show e
the heads and the limbs of the’
said murdered children, and sk
which of the children had lud
handsomest limbs, the fabest §
the finest head. Often he woullS
enjoy kissing one or the otherof
these murdered children, whoss
limbs he was examining, of o
of those who had already bee
examined and had struck him 8
having the most beautiful face,
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Jacgues Callot,

table from

The Wretchedness of Way,
1633
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The 'Ballad of the Gibbet' by Villon was certainly inspired by compassion
towards those executed, but it reminds us that the sight of bodies humiliated’
by torture or capital punishment was a customary thing in times gone by.

Similarly, Callot’s etching shows us clusters of hanged men, a daily
spectacle during the wars of the seventeenth century. Another notorious
character was Viad Dracula, the voivode of Wallachia in the fifteenth century.
Although Dracula had fought valiantly against the Turks, he was fond of
impaling people on sharpened stakes, but the story that he used to makea
cheerful dinner in the midst of a host of impaled victims is probably a legend

Familiarity with death led to syndromes of cruelty even with regardwlﬁf
saints. Today, in the cathedral of 5t Vitus in Prague, we can see display cabi
with the craniums of 5t Adalbert and 5t Wenceslas, one of 5t Margaret's te
a fragment of 5t Vitalius' tibia, one of 5t Sophia's ribs, and 5t Eoban's shin
bone. In the treasury of the Hofburg Palace in Vienna there is one of Johnth
Baptist’s teeth and a bone from the arm of 5t Anne, while the treasury of
Milan Cathedral conserves the larynx of 5t Charles Borromeo.

These exhibits look like the work of a contemporary artist, and the historydf
relics offers a wealth of fakes, the work of skilled craftsmen. But when they we
authentic, these yellowing strips of mystically repugnant, pathetic and
mysterious bits of cartilage, these scraps of crumbling matter whose nature and
origin is hard to say, are the result of a complete dismemberment of veneraied
bodies, of the boiling away of flesh to obtain skeletons to break up, and of out
and-out profanation of bodies due to an excess of popular devotion, _

Sometimes popular devotion was merely the victim of a trade that grew
up for reasons of tourism, to attract crowds of the faithful to a city ora
sanctuary. And so we can see that cruelty may spring not only from hatred o
from a perverse taste for disfigurement but often also from excessive feelings
of love and veneration. '



Viad 1l Dracula
has his victims impalked,
1476-17

The Ballad of the Gibbet

Frangods Villon

The Ballad of the Gibbet (1489)

Brothers and men that shall after us be,
Let not your hearts be hard 1o us:

For pitying this our misery

Ye shall find God the more piteous,
Look on us six that are hanging thus,
And for the flesh that so much we
chershed

Howe i is eaten of hirds and ]'\L'ﬂ-i]u:d
And ashes and dust fill our bones’ place,
Mock not at us that so feehle be,

But pray God pardon us out of His grace,
Listen, we pray you, and look not in
SCOAT,

Though justly, in sooth, we are cast 1o die;

Ye wot no man so wise is bom
That keeps his wisdom constantly
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Be ye then merciful, and cry

T Mary's Son that is piteous,

That His mercy take no stain from us,
Saving us out of the fiery place

We are but dead, let no soul deny

T pray God succour us of His grace.
The min out of hegven has washed us
clean,

The sun has scorched us black and bare
Ravens and mooks have pecked at our
cyne,

And feathered their nests with our beards
and hair

Round are we ossed, and here and there,
This way and that, at the wild wind's will,
Never a moment my body is stll;

Rirds they are busy abowt my face

Live not as we, nor fare as we fare;

Pray God pardon us out of His grace
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The Death of Andronicus

Nicetas the Choniate (1150 ca-1217)
Chronological Narration, X1, 8, 3-10
Appednng in this munner before the
Emperor Isaac, they abused him,
shapping m on his cheeks, kicking
him in the rear, pulling out his
beard, knocking out his teeth,
ripping out his hair, making a public
laughing-stock of him [ , ] Then,
after his right hand was struck off
with an axe, he was thrown back in
the same cell withowt fond, drink or
any help from anyone

After several days an eve was
gouged out of his head and, seated
on a mangy camel, he was paraded
in triumph (for dishonour) around
the agone: like an old oak ree
stripped of its leaves, his skull was
completely bare and more dean-
shaven than an egg, and he wone
nothing moee than a cloth mg [, . ]
Some struck him in the head with
clubs, others smeared bull excrement
in fis nosrls, others squeezed
sponges impregnated with the
mntestiral filth of humans and cows
on his face. Others lashed out at
him, spiting foul insults absout his
mother and father. A few punciured
his sides with skewers, The most
brazen among them threw rocks at
him and called him a mbid dog. A
dissolute whore grabbed a vase full
of hot water from a kitchen and
emplied it over his cheeks. There
wasn't a single pemon who did not
mistrest Andronicus.

Led in this ignominious manner
it the theatre i a rdiculous
triumphel parade, e was lifted up
miserably and with great mockery
from atop the camel, he who had
once been on high was now in the
dust. He was immediately hung by
his feet, bound together with a cork
cord, to the two little cofumns
which, surmounted by a stone, nse
up alongside bronee statses of a
woll and a wry-necked hyena
Despite suffering these many
torments and endunng an infinite
numirer of others which 1 won't tell
vou here, Andronicus, being a strong
soul, courageousty resisted these
disgraceful anacks.

Tuming to face those who were
coaming 1o strike him, he said

nothing but: “Kyrie, eleizon,’ and why

T26:

break a reed that has already been
tom asunder? Not even after having
hung him by his feet did that crowd
of stupid fools draw away from the
mangled Andronicus or take pity on
his body but, tearing away his rags,
they proceeded 1o massacre his
genitals, A villain drove a long swornd
into his guts through his faws; a few
Latin types planted a scimitar into his
anus and, spreading out around him,
dew out thedr swonds, testing them
to see which was sharpest and
glorying in their own dexterity after a
weell-placed biow.

After 20 many travails and such
suffering, in the end he breathed his
last, painfully rmising his aght arm
and lifting it 1o his mouth, so that o
those assembled it seemed as if he
wished 1o suck the blood thar sill
oozed hot from a recent woirnd.

The Execution of Damicns
The Amsterdam Cazetle,
1 Apnil 1757

In the end, he was quanered
This last operation ook a very long
lime, because the horses they used
wene nol accustomed to puelling: in
Exct instead of four, they had o use
5% [. . | You can be cemain thar,
although he had aloays been a great
hiasphemer, not a single curse
escaped his lips; only the excessive
pain made him burst out with
horrible cries, and often he repeated:
My God, have pity on me; Jesus
save me’ [. . ] Sulphur was lir, b
the flame was so weak that with the
exception of the backs of his hands,
his skin was relatively undamaged
Then, an executioner’s assistant, his
sleeves rolled up above his elbows,
ook some specially made pincers
around a foot and a half in length,
and clamped down first on the fat of
the rght leg, then the thigh, then the
two farty pans of the right arm;
finally the breasts. Despite his
strengh and robustness, this assistant
had a hard time Apping off pieces of
flesh, and had to grab with his
pincers two or three times in the
same place, rwisting until 2 wound
the size of a six-lira coin was created
where he had torm the flesh away

After this pincer torfure Damiens,
who cried out very loudly though
without swearing, rised his head

and lpoked at himself: then the sims
pincer-bearer went 10 a lpe

cauldron and with an iron spoan
soooped out some boiling hot daig
and poured great gobs of it o e
wound. Then the slender nopes wers
tiexd 1o the ropes 0 be mtached o
the horses, and then a horse was
attached o each of his limbs, af the
thighs, legs and arms [, . |

The horses lunged, each poliing
a limb out straight, each hose's
reins held by an assistant. After
fifteen minutes, the same ondel,
finally after many attempis they
were forced to move the horses in8
other words, leading the ane
attached o the rght arm up
towards the head, those attached
the thighs moving up towards the
arms, which finally broke the .
at the joints, This procedure was
repested several times withow
success [ . ]

Fimally the executioner Samson
went 1o tell monsieur Le Breton tha
there was no way nor any hope of
succeeding, and he asked him o
the Lords if they sanfed [amiens
cut into pheces [ . | Monsieur Le
Breton, upon his return from the
city, gave the arder to trv hander,
which was done; but the horses
shied and one of those attached &
the thighs fell down on the
pavement [. . |

After three or four attempes, the
executioner Samson and the s
who had wsed the pincers exch
a knife from their pockets and o
the thighs from the trunk of the
body; the four horses pulling
dragped away the rwo thighs, the
one on the rght side first, then the
other; after which the same
operation was conducted on the
arms and shoulders and underams
and for the four parts; they hadio
cul the flesh almost down to the
bone; the horses, pulling with
their might, tore the first arm off
then the other.

Once these four pars were
detached, the confessors went
1o talk to him. The executioners
assistant told them that he was
but the truth is that I saw the mm
shudder and his lower s moved
back and forth as if be were

speaking.
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When it comes to the dismemberment of living bodies we have two
sources regarding royal executions, that of the Byzantine emperor Andronicus
(as told by Nicetas the Choniate) and the quartering of Damiens (who had
attempted to assassinate Louis XV in 1757); the first was put to death at the
hands of a street mob, while the execution of the second was followed with
excited interest by the crowd. The taste for cruelty did not spare even animals:
Poe gives us a fantastic tale of the torture and killing of a cat, but Eco gives an
account of a real idea, inspired by an experiment actually proposed in the
seventeenth century in order to find a sure way of establishing longitude on
board a ship. Such episodes today would prompt us to talk of sadism, but it
was to show how the taste for cruelty was rooted in human nature that Sade
celebrated his contempt for the bodies of others. And if Sade advocated
violence partly by way of a philosophical provocation, Romantic and Decadent
literature (see Maturin) often referred to it as a supreme form of sensuality.

No less horrible things may be found in other narratives, some due to a
mere taste for the sensational, as in Fleming, others written as a
condemnation of the cruelty of the world, as in Conrad (whose work inspired
the horrors of the film Apocalypse Now). Orwell reminds us that torture is still
at home under dictatorial regimes, and Kafka tells us of an ever-present
metaphysical violence, a phenomenon still manifested today in the course of
conflicts in which the belligerents lose all sense of humanity. The Devil no
longer has any function regarding these practices, nor do we try any longer
to evoke his name by way of justification. By now, the taste for cruelty is
entirely a human feature,
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And Melmoth, as he s
a bed of hvacinths an
rwing flowers, and sent i
plorous breath right under Is
casement. "Oh, vou will destroy my fowens

cried she, while a

displayed their g

reminiscence of herl
piciuresque existence when flowens wee
comnpinions alike of her imagimation ard b
pure heart, awoke her exclamation. TS
voCation = 1 pray rdon me!" said

Melmoth, as he basked on the crushed
Bowers, and daning his withering sneer
scowling
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The Toriure Garden

Octave Mirbeau

The Torture Garden, 111 3 (18950

She cuddied up close o me, all of her,
supple and tender,

You don't want to fisten (o me, you
nasty thing!" she continued. *And you won't
even caress me! Caress me darling. Feel
my breasts, how cold and firm they aref’

And in a flatter tone, gazing at me with
eves flashing with green fire, voluptuous
and cruel, she said:

‘Only eight days ago 1 saw something
extraordinary. Oh, my love, | saw them
whipping a man because he had stolen
some fish [. . ] It happened in the tomure
garden. Try to imagine the scene. The man
was kneeling, his head resting on a kind of
block, all black with dried blood. His back
and fanks were bares 2 back and flanks
the colour of old gold. 1 arrived just as a
soldier was tving the man's long pigtail 1o
a ring fixed o a paving stone. Beside the
patient, ancther soldier was heating an
iren rod in the flames of a forge. And now
mark my words! Are vou listening 1o me?

When the rod was red hot, the soldier
brandished it in the akr and then brought it
down on the back of the condemned man
The rod made a whistling sound before
penetrating the muscles, which sizzled, and
from which a reddish aura amse | | . do
your see? The soldier let the iron cool in
the flesh, which swelled and cosed up
again; then, when it was cold, he
wrenched it violently away taking some
bleedings scraps of flesh with it . . . And
the man let our frightful cries of pain. Then
the soldier staned again. He did it fifieen
times. And, my love, at every blow it
seemed to me as if the rod were
penetmting my back too _ . . Atrocious and
delightfull”

And since | said nothing, she repeated:
‘Atrocious and delightful! If vou only knew
how handsome and strong that man was!
Sculpted muscles | . . Embrace me, my
dear love, embrace me!”

The Prisoner of Drcam

Giovanni Papini

“The Sick Gentleman's Final Visit™ (1906)
He was, truly, a gpreader of fear. His
presence lent fantastic colour to the
simplest things — when his hand touched
some object, it seemed that this thing
bescame part of the world of dreams. His
eyes did not reflea things present, but
rather unknown and distant things that
those who were with him did not see. No

one ever asked him what his evil was and®
why he seemed not to cure himself of 8 5
L.

=1 am not a real man. [ . ] 1 im - and
I want to tell you this despite the Fac it
you may not believe me = nothing less
than a figment of dreqam. One of Willimm S
Shakespeare's images has become literall
and tragically exact for me: T am msde g
tive stuff your dreams are made of 1 exig
because there is someone who is dreaming
mi; there is someone sleeping and
dreaming who sees me act and live and
move and in this very moment i dres
that T am telling you all of this. When
somwone began dreaming me, 1 begin B
exist; when he wakes up 1 will cease o
exist [. . .]

= But finally | grew tired and
hamiliated at the thought of having o
serve as entertainment for this unknows
and unrecognisable master; 1 realfised
fictitious life wasn't worth so much
haseness and low flattery. Then | began i
ardently wish for thar which used 1
horrfy me, in other words that he would
wake up, 1 forced mysell 1o fill my life
with spectacles horrifving enough 1o wake
a body up from fear. | tred everyhing 8
the anempt 1o achieve the repose of
nothingness; 1 did everything 1 could o
interrupt this sad comedy of my appasen
life, 10 destroy this ridiculous lanve of i
that makes me resemble men!

- No crime was unknown to me oo
iniquity was new; [ drew back from ne
terrars. 1 murdered innocent old people
with refined orture; [ poisoned the wase
of an entire city; | bumed in the same
tnstant the hair of a multinde of
rendered savage by my yveaming for
nothingness, 1 tone apan with my own
teeth all the youngsters 1 encountered
along my way, At night 1 sought out the
companionship of the gigantic, black,
whispering monsters that men no longer
recognise; 1 ook part in the incredible:
deeds of gnomes, nightmanes, kobalds,
phantasms; [ dived from the heights of 3
mountain down into a valley naked snd
distraught, surrounded by caverns full of
bleached bones; and the witches taught
me the screams of desolate beasts such#
wionild make the strongest men shudder
night. But it seems that the man who
dreams me is not afraid of that which
would make the rest of you tremble. 08
appreciate the sight of that which s mes
homble 1o you, otherwise care nol and
have oo fear.




2. SATANISM, SADISM AND THE TASTE FOR CRUELTY







Sam,

winner of the Liglest
Diog in the World
Contest,

W essentialnews net

Arf Arf

Umbero Eoo

The Istand of the Day Before, 19 (1990}
Weell shiedded from curicus eves, in an
enclosure made 1o his measure, on a bed
of rags, lay a dog.

He was perhaps of good breed, but his
suffering and hunger had reduced him 1o
mere skin and bones, And vet his
tormentors showed thefr intentions 1o keep
him alive: they had provided him with
abundant food and water, including food
surely not canine, subtracted from the
passengers’ rtions.

He was lying on one side, head mp,
tongue lolling, On that exposed side
gaped a broad and horrible wound, At
once fresh and gangrenous, it revealed a
pair of great pinkish lips, and in the
centre, as along the entire gash, was a
purulent secretion resembling whey
Roberto realised that the wound looked
as it did because the hand of a
chirurgeon, rather than sew the lips
topether, had deliberately kept them
paned and open, amaching them 1o the
outer side

Bastard offspring of the medical an,
that wound had not only been inflicted
but wickedly reated so it would not form
a scar and the dog would continue
suffering = who knows for how long
Further, Robeno saw in and around the
wond a crystalline residue, as if a doctor
(yes, a doctor, so cruelly expent) every
day sprinkbed an irritant sal there, [...]
From what Roberto had seen, from what a
man with his knowledge could infer, the
dog had been wounded in England, and
Byrd was making sure he would remain
wounded. Someone in London, every day
at the same, agreed hour, did something to
the guilty weapon, or to a cloth steeped in
the animal’s blood, provoking a reaction,
perhaps of relief, bt perhaps of sll
greater pain, for Dr Byrd himself had said
that the Weapon Salve could also harm

Thus on the Amandfis they coubd
know at 2 given moment what time it was
in Europe. And knowing the hour of their
transitory position, they were able to
calaulate the meridian! |, . .

The waiting lasted hours, made longer
by the moans of the hapless creature, but
finally he heard other sounds and
discerned lights

A litthe kater, he found himself
witnessing an experiment aking place
only a few steps from him, in the presence
of the doctor and his three assistants
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“Are you taking notes, Cavendish?

‘Aye, aye, docior

We will wail then. He is whining too
much this evening.'

It is the sea’

Good dog, good old Haklayt,” the
doctor said, calming the animal with some
hypocrite petting. ‘Tt was a mistake not 10
estublish a set sequence of actions, We
should always begin with the lemitive

‘Not necessarily, doctor Some evenings
he is asleep at the proper hour and has to
e wakened with an irmitant

‘Careful . . . he seems to be stirring
Good dog, Hakhnt . . Yes, he's upset”
The dog was emitting unnatural yelps
“Then have exposed the weapon to the
fire. Are you recording the time,
Withrington?

I's almost half eleven

Look at the clocks. About ten minutes
should go by,

The dog continued howling for an
imterminable time. Then he made a
different sound, which after an arf arf
Brew prachually weaker until it was
replaced by silence

‘Good,” Dr Byrd was saying. ‘Now what
time is it, Withrington?

‘It should correspond. A quarter before
micknight.’ [. , .|

“That seems encugh o me, Now,
pentlemen,” D, Byrd said, ‘I hope they
stop the irritation at once. Poor Hakluyt
cannot bear it Water and salt, Hawlse, and
the cloth, Good dog, Hakhoyr, now you're
better .

Tomorrow morning, Hawlse, salt on
the wound, as asual, Let us sum up,
pentlemen. Al the crucial moment, here
we were close to midnight, and from
London they signalled us that it was noon
We are on the antimernidian of London
aned thercfore on the ome-hundred-
nineticth of the Canarnies. If the Islands of
Solomon, as tadition has it, are on the
antimernidian of the Isla de Hiemro, and i
we are 4l the comect latitude, sailing
towards the west with a following wind,
wie should kand at San Cristoval, or
however we choose to rebaplise that
phastly istand." [ . ]

Was the destiny of the world thus
affected by the way these madmen
interpreted the languape of a dog? Could a
grumbling in the poor animal’s belly make
the villains decide that they were
approaching or moving away from a place
desired by Spanish, French, Dutch
Portuguese, all equally villainous?
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Skulls

Joseph Conrad

Heart of Darkyess (189

You remember 1 told vou 1 had been

struck at the distance

altempds al ormdamenta
remarkable in the ruinous aspect of the

place. Now | had suddenly a neare

view, and its first result was to ma
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for see g
know. I returned deliberately (o the first
1 had seen — and there it was, black
dried, sunken, with closed eyelids — a
head that seemed 1o sieep at the top of
that p

and, with the shrunken dry

lips showing a narrow white line of the
I i

teeth, weas smi , too, smiling
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been

region o subtle horrors

IR S0k

uncomplicated savagen

ef, being something th

1o exist — obviously — in




WL WITCHIRAFT, SATAMISM, SADISM

In the Penal Colony

Franz Kafka

‘In the Penal Colony' (19193
‘However,” the Officer said,
interrupting himself, Tm
chantering, and his apparatus
stands here in front of us. As you
see, il consists of three parts.
With the passage of ume cenain
popular names have been
developed for each of these
parts, The one underneath is
called the Bed, the upper one is
called the Inscriber, and here in
the middle, this moving par is
called the Harrow " (, . )

‘So now, cnly the most
important things, When the man
is lying on the Bed and it stans
gquivering, the Hammow sinks onto
the body. It positions itself
automatically in such a way that
it touches the body only lightly
with the needle tips. Once the
machine is set in this position,
this steel cable tightens up into 2
rod. And now the perfformance
hegins.

‘Someone who is not an
initiate secs no external
difference among the
punishments. The Hammow scems
1o do its work uniformly. As it
quivers, it sticks the tips of s
needles into the body, which is
also vibrating from the movement
of the bed. Now, to enable
someone (o check on how the
sentence is being carried out, the
Harrow is made of glass. That
gave rise 1o centain technical
difficulties with fastening the
necdles securely, but after several
altempls we were successful. We
didn't spare any efforts. And
now, as the mscription is made
on the body, evervone can see
through the glss, Don't vou want
to come closer and see the
needles for vourself,’ The
Traveller stood slowly, moved up,
and bent over the Harrow. “You
see,’ the Officer said, ‘two sorts
of needles in a multiple
arrangement. Each long needle
has a short one next to it. The
long one inscribes, and the shon
o Sguints water out o wash
away the blood and keep the
inscription always clear. The
136

bloody water is then channelbed
here in small grooves and finally
flows into these main gutters, and
the outlet pipe takes it to the pit.’
The Officer pointed with his
finger 1o the exact path which the
bloody water had to take. (. . )
‘Now 1 know all about it," said
the Traveller, as the Officer
wrned back to him again. “Except
the most important thing,” said
the latter, prabbing the Traveller
by the arm and pointing up high.
“There in the Inscriber is the
mechanism which determines the
movement of the Harrow, and
this mechanism is arranged
according to the diagram on
which the sentence is set down. |
still use the disgrams of the
previous Commandant. Here they
are.” He pulled some pages out of
the leather folder. ‘Unfortunately 1
can't hand them to you, They are
the most cherished thing 1
possess. 5it down, and 'l show
you them from this distance
Then you'll be able to see it all
well' He showed the first sheet,
The Traveller would have been
happy to say something
appreciative, but all he saw was a
labwrinthine series of lines, criss-
crossing each other in all sort of
wiys, These covered the paper
50 thickly that only with difficuly
could one make out the white
spaces in between. ‘Read i, said
the Officer. ‘1 can't.” said the
Traveller. ‘But it's clear,” said the
Officer. s very elaborate,’ said
the Traveller evasively, ‘but 1
can't decipher it.’

Yes,” said the Officer, smiling
and putting the folder back again,
‘it's not- calligraphy for school
children. One has to read ot a
long time, You too will fnally
understand it clearly, OF course, it
has 1o be a seript that isn't
simple. You see, it's not
supposed to kill right away, but
on average over a period of
twelve hours. The turning point
is set for the sixth hour. There
must also be many, many
embullishments surrounding the
basic script. The essential script
mowes around the body only in a
narrow belt. The rest of the body

is reserved for decoraton. [, J
‘Do you understand the
process? The Harrow is staming 58
write, When it's finished with the
first part of the script on the
man’s back, the layver of colton
wool rolls and turns the body
slowly onto its side 1o give the
Harrow a new area. |. - ] In this
way it keeps making the 1
inscription deeper for tvelve
hours. For the first six hours the
condemned man goes on living:
almost as before. He suffers
nothing but pain. After two
hours, the felt is removed, for 8l
that point the man has no mons
energy for screaming. Here at

head of the Bed warm rice

pudding is put in this electric
heated bowl. From this the man,
if he feels like it, can help
him=elf 1o what he can lap up
with his tongue. No one passes
up this oppomunity. 1 don't Knoew
of a single one, and 1 have had
Iot of experience. He first Inses
his pleasure in eating around
sixth hour, 1 usually kneel doun
at this point and observe the
phenomenon, The man ranely
swallows the last bit. He wms i
around in his mouth and spits
it into the pit. When he doesil
I have 1o lean aside or else hell
get me in the Gce. But how
quiet the man becomes around
the sixth hour! The most sl
of them begin 1o understand It
starts around the eves and
spreads out from there, A look
that could tempt one to lie
down under the Harrow. Noth
else happens. The man simply
begins to decipher the
inscription. He purses his fips,
as if he is listening. You've seef
that it's not easy to figure o
the inscription with your eves,
but our man deciphers it with
his wounds, True, i takes @ ol
of work. It requires six hours
1o complete. But then the

Harrow spits him right out and
throws him into the pit, when
he splashes down into the
bloody water and cotton wodal,
Then the judgement is over,
we, the Soldier and I, quickly
bury him
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Room 101
George Orwell
1984, Part Three, 3, 5 (1949)

Do anything to me!' he yelled
You've been starving me for weeks
Finish it off and let me die. Shoot me
Hang me. Sentence me 10 twenty-five
years. Is there somebody else vou wam
me 1o give away? Just say who it is and
I'll tell you anvthing vou want. 1 don't
care who it 15 or what you do to them
I've pot o wife and three children, The
bigpest of them isn't six vears old. You
cin take the whole lot of them and eut
their throats in front of my eyes, and 1l
stand by and watch it. But not Room
101

Room 101, said the officer

The man looked frantically round
af the other prisoners, as though with
some idea that he could put another
victim in his own place. His eyes
settled on the smashed face of the
chinless man. He flung out a lean
arm. “That's the one yvou ought to be
taking, not me?” he showed. “You didn’
hear what he was saying after they
bashed his face. Give me a chance
and I'Ml tell you every word of it He's
the one that's against the Party, not me
[...] The two swrdy gusrds had stooped
to take him by the arms, But just at this
moment he flung himself across the
floor of the cell and grabbed one of
the iron legs that supported the bench

i)

Then there was a different kind of
cry. A kick from a guard’s boot had

broken the r'|1'l|._1|.'r-| of one of his handich
They dragged him to his feet |...]

“You asked me once,’ said O'Brien,
what was in Room 101. T told you
that you knew the answer already,
Evervone knows it. The thing that is 8
Room 101 is the worst thing in the
world,'

The door opened again. A guird
came in, carrying something mude of
wire, n box or basket of some kind
He set it down an the further tmble,
Because of the position in which
C'Brien wis standing, Winston could
not see what the thing was,

T'he worst thing in the workd,
sald O'Brien, ‘varies from individual
to individual. It may be burial slive, or
death by fire, or by drowning, or by
impalement, or fifty other deaths. Thep®
are cases where it is some quite trvial
thing, not even fatal,’

He had moved a little 1o one side,
so that Winston had a better view of
the thing on the table, It was sn
oblong wire cage with a handle on
top for carrying it by. Fixed to the
front of it was something that looked
like a fencing mask, with the concne
side ocutwards Although it was three
or four metres sway from him, be
could see that the cage was divided
lengthways into two companments,
and that there was some kind of
creature in each. They were rats
In your case.’ said O'Brien, the
worst thing in the world happens
i be rats’
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1. Lunar Births and Disembowelled Corpses

Monsters did not disappear with the medieval mirabilia, but returned in the
modemn world, albeit in another form and with another function. Since
the Middle Ages, there have been debates about the difference between the
two kinds of monstrosity that, if abstracted from many terminological
variables, we might define as portents and monsters. Portents were amazing
and prodigious but natural events (like the birth of hermaphroditic or two-
headed babies). Many authors have tried to explain the cause of such things
(for example, Renaissance doctors like Ambroise Paré, whom we will come
across later), although it was apparently hard not to see them (as the
ancients had done) as premonitory signs of some extraordinary event — and
in this sense the Prodigiorum ac ostentorum chronicon of Conrad Lycosthenes
{1557) is still a celebrated example.

In any event, right from the first centuries of the Middle Ages, it was
maintained that portents were not to be considered as against nature
(as if they had eluded divine control) but, and this was the view of lsidore
of Seville, against nature as we know it. In antiquity and the Middle Ages the
real monsters were non-human individuals born in the normal way to
parents who were the same as them (as we saw in Chapter IV) and permitted
or wanted by God to serve as signs of some allegorical message on his part.
From the Renaissance onwards, as voyages of exploration began to open
up other continents, inhabited by savages and very strange animals (but all
of which could be imported into the courts of Europe), but not by legendary
monsters never encountered in reality, the word monster came to stand
for portentous individuals, whether products of anomalous births, or unusual
animals that explorers and travellers came across.
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The Monster of
Rawvenna, loose folia,
Ein Blatt, i, 18,
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Muriich, Bayerische
Staatsbiblicthek

43

The Monster of Ravenna
Luca Landucc

Forentine Dicry (1512)

In Ravenna a woman gave birth 1o a
monster, of which we give o drawing e
it had a hormn on s head, standing sraight
up fike a sword, and instead of anm i
had two wings like a bar's, and on 2 levell
with the breasts it had a Y-shaped mark
on one side and a cross on the other, andS
lower dowm at the wakst, two serpents,
and where the natural organs are it wis
both male and female; its upper body was
female and the lower body male. On the
right knee it had an eve, and its left fooe
wis like an eagle’s talons. | saw it pamisty
and anyone who wanted 1o coubd see thisd
painting in Florence,

Monster in the Form of a Monk
Ambroise Paré

Oyt Mowesters areed Marvels (1573)
In his book O Figh, Rondelet says that w8
the sen off Norway they saw a seg
monster that, when it was caught,
evervone cilled the ‘monk’, because sy
witat it looked like

The attitude towards these creatures was no longer fright or an attemg
to decipher their mystical significance, but of scientific curiosity, or at least
pre-scientific curiosity, and | chose to call this chapter ‘Physica Curiosa’
because that was the title of a monumental work (1,600 pages with dazens
and dozens of engravings) published by the Jesuit Caspar Schott in 1662,
which contains a description of all the natural monstrosities known at the
time. These were exotic animals like elephants and giraffes, freaks of nature
and certain creatures that the sailors or travellers who saw them froma
distance (and who superimposed upon them memories of tales about
legendary monsters) found reminiscent of monsters of the bestiaries, Asa.
result dugongs were taken for mermaids or sirens.

On the other hand, in similar texts, on many occasions the illuminator of
engraver made literal interpretations of the names, already bizarre in
themselves, given by Pliny and others, and so the seal (Vitulus marinus) becang
a sort of fish-shaped veal calf, the crustacean (Mus marinus) a mouse with fing
the octopus a fish with legs, while the ostrich (Struthio camelus) became
winged camel. Among the many books on monsters we might mention Des
monstres et prodiges by Ambroise Paré (1573), the Monstrorum historia by U
Aldrovandi (1642) and De monstris by Fortunato Liceti (the first edlmnm'
which came out in 1616). But Aldrovandi's eleven volumes dealt with zoology
in general and other authors had worked along the same lines.
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Fundamental contributions to the development of the biological
sciences (even though they contained representations of monstrous
creatures) were made by Conrad Gessner's Historium animalium (1551-58)
and Johann Johnston's Historia naturalis (1653), just to name two. In the
same period this interest in extraordinary things led to the advent of the
Wunderkammern, or wonder cabinets, the forerunners of our natural science
museums, where rather than try to collect systematically all the things that
ought to be known, people tended to collect things that struck them as
extraordinary or unheard of, including bizarre objects such as the horns of
unicorns (usually narwhal horns) or stuffed crocodiles. In many of these
collections, such as the one put together by Peter the Great in 5t
Petersburg, monstrous foetuses were carefully preserved in spirits.

Sometimes, the discovery of an anomalous birth caused a chain reaction,
as happened with the Monster of Ravenna. This creature was probably born
in Florence in 15086, and, after the first news of it was given by Landucci in
1512, it triggered a series of portrayals that became more and more similar
to the monsters of the old legends. Similar marvels were dealt with by
authors such as Paré, whom we have already mentioned, Montaigne,
Lemnius and others, and in all these cases it would appear
that the spectacle of deformity was not seen as disgusting, but as
intellectually exciting.
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The Origin of Monsters
mbroise Pare

O Mowsters ard Mearpels (1573)
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With Twelve Paws

Ambroise Paré

On Monsters and Marvels (1573)
1 have found in the Description of Africa
by Leo Africanus a monstrously formed
animal, like a tonoise. On its back there
are two lines that meet at right angles in
the form of a cross and at the extremity
of each line there is an eve and an ear.
Consequently these animals see and
hear in four directions and on all sides
with their four eves and four ears. In
addition they have only one mouth and
one stomach, into which their food and
drink descends. These beasts have many
feet around their bodies thanks 1o which
they can walk in any direction they
wish without having to turn round.
Their tails are very long and the tips are
covered in thick hair The inhabitants of
that country say that the blood of these
creatures has an extraordinary power 1o
heal wounds and that no balsam has the

power fo do this bener. But who would
not be amazed on contemplating this.
animal with so many eyes, ears, and fedl
and lon seeingl that each of these
carries oul ils appointed task? As far a8}
am concerned, to tell the truth, 1 hive
lost my reason and cannot say anyihing:
else, if not that Nature made it for
in order 1o admire the greatness of is
works,




- Hydrocephalous Baby,

riching,
I#e eighteanth century

Lunar Birth

Levinus Lemnius {sixteenth century)

The Secret Miracles of Nalure

Similar 1o this [abomion] is another fux
that comes to women with much painful
and comvulsive writhing of the body, in
which emerge many formless fleshy
things, which is called lunar bhirth since a
woiman gets pregnant during the new
moon when the flow of blood inside her
is very great. This monstrous and ugly
conception sometimes ocours without the
help of a man, and vsually oocurs in very
libidinous women whose poweriully
active imaginations ensure that they need
only stare 4t or touch a man and semen
mixes with her menstrual blood and the
resull & a lump of flesh that looks like

I . .Ja living cresture | - ] Some years
ago | weated a woman who had been
made pregnant by a sailor [ . .k the space
of nine months having gone by and the
midwife having been Gilled in, the

1 LUNAR BIRTHS AND DISEMBOWELLED CORFSES

worman first expelled with grear effor o
mass of completely formless flesh, which
| helieved to have been engendered afier
the legitimate coupling. But it had mwo
long pieces of flesh resembling arms and
by palpitating, it revealed that it
possessed some form of life, not unlike
the jellyfish and foam that can be seen
floating in the Ocean in the summer [ | ]
After this piece of flesh she gave birth o
a monster with a round, long neck, a
mwisted, hooked snout, frphtening shining
eyes, a sharp pointed @il and very fast on
its feet. As soom as this monster emerged
and saw the light, it instantly set to
shrieking, and emining the most terrible
sounds, it mn here and there about the
room seeking @ place to hide. But the
women in attendance seized up some
pillows and threw them over it, and
smothered it
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Wiisse Aldrovandi,
Maastrum marincm
- humana facie,

I Monstrovwm Histona,

In those same centuries culture had become familiar with the inside of the
human body. Whereas the first anatomical experiments had already begun in
the fourteenth century with Mondino de’ Liuzzi, it was only from the
Renaissance onwards, and notably with Vesalius's On the Structure of the Human
Body, complete with splendid and blood-chilling images of creatures that had
been skinned, reduced to a skeleton or a mere network of nerves and veins,
that art turned its attention to the bodies dissected in the anatomy theatres,
while shocking exhibitions of internal organs enjoyed a hyperrealistic triumph
in the anatomical waxwork museums. Artists began to portray with undoubted
satisfaction the ‘Hippocratic face, which heralds the advent of death on the face
of the dying, but now the grimacing of the moribund excited painters and
sculptors in the same way as they reacted to the devastated features of the
incurably ill. There is a passage in Schlegel (On the Study of Greek Poetry, 1797) in
which he suggests that this new attention to the less pleasing aspects of the
human body is in some way similar to the Shakespearean style:'As it is in
nature, Shakespeare creates the beautiful and the ugly without separating
them and with the same exuberant abundance; none of his plays are entirely
beautiful, and beauty is never the criterion that determines the structure of the
whole. As it is in nature, only rarely are single beauties free of impurities [...]
Shakespeare strips away the flesh from his subjects and uses the surgeon's
scalpel to probe into the disgusting putrescence of the moral cadaver. M9
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Joseph Adams,
Obrsenvations on morbed
poisons, Chronic

and acule .. the first
comprehending syphiliy,
yarus, shvens,
efephantiasis,

1803

Lardan, Calkow
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Syphilis

Karl Rosenkrantz
The Aesthetics of Ugliness, “Introduction
(1853

llness s abwvays a cause of ugliness when i
involves the deformation of bones, skeleton,
of 1Tk
syphilis, and in the devastation of gangrene
It also leads 1o ugliness when & colours the
skin, as in faundice; when it covers the skin
with a rash, as in scarlet fever, plague

cert forms of syphilis, leprosy, herpes,
and trachoma. But there is no doubt that
the most homendous deformities are caused
by syphilis because this disease does not
merely cause nauseating enuptions on the
skin, but also putrescent sores and
devastating bone damage, Exanthemas and
abscesses are assimilable 1o the sand worm,
which digs its tunnels under the skin; they
are, o3 Cceriin extent, parasitic
individuals, whose exigtence contradicts the
nature of the onganism as a unity and in
which it disintegrates, The sight of a similar

le, as when the bones swell up in

contradiction is thensfore extremely ugly. In

general, iliness &5 a caise of uglingss whs
it modifies form in an abniormal manpes
this i5 also the case with dropsy, (vmpass
and so on. But this is not the cise ahen =4
in cachexia, berculosis, and fever =
pives the organism 3 ranscendent air
makes #t seem ethereal. Welght loss, the
buming gaze, pale cheeks or those
reddened by fever afford 3 mone imm
glirmyg
if the spirit were already separated from 8
organism. It sl dwells within it, but onlg
transform it o pure sign. The body il
its transparent ‘softress’ 5 already emphi
of significance, it is wholly and entirely
expression of the spirt that is about ol
it, independently of nature. What a g
luminous sight it i fo see 2 young gl o
young man on their death bed, vioEmsol
is: nothing of this kind &

see of the essence of the spirc i

tuberculbo
among animals. For the same reasons, 68
does nol necessarily always make the

feamres of th

face ugly; it can also
lerve behind i1 a
EXPTERSHCN

weatitiful, blissful
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2. Physiognomy

An impartant chapter in any history of ugliness is the question of
physiognomy, a pseudoscience that associated facial features (and the form
of other organs) with character and moral disposition. Aristotle (in the Prior
Analytics, |, 70b) observed that large extremities are the external sign of
leonine courage and he concluded that a man with big feet could only be
courageous. During the Renaissance, Barthélemy Coclés (Physiognomonia,
1533) drew the foreheads of irascible, cruel and avaricious men, and even
portrayed the beard typical of a brutal, domineering man; Jean d'Indagine
(Chiromancer, 1549) showed how cruel men have protruding teeth and how
the eyes could make it possible to recognise licentious, traitorous and
mendacious types. In On Human Physiognomy (1586) Giovan Battista della
Porta compares the faces of various animals with human faces, bequeathing
us fascinating pictures of sheep-men, lion-men, and donkey-men, starting
from the philosophical persuasion that the divine power manifested its
regulating wisdom even in physical features, thus establishing analogies
between the human and animal worlds.

Further, convinced that subtle harmonies existed between body and
mind, and that virtue embellishes where vice deforms, Johann Kaspar
Lavater (Physiognomische Fragmente, 1775-78) also examined the
lineaments of historical personages.
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Temperaments and the Soul
Giovan Battista della Pona

O the Physiogromy of Man, 1, 6
{1610 '

The signs of a cold temperament
flesh that feels glabrous, fat, and
cold 1o those who 1wouch it; uddy
flesh and hair; and, when the
temperament s very cold, a bluish
colour, some say pallid. Other
signs are narow vemns, and
whitish eves, Others add that
those with a cold temperament
develop late; have occult, sluggish
breathing; @ firm, shrill voice
Poor al running, they eat Linde |

| The hair is long, fine, and
delicate . . ] The signs of a moist
temperament are: a full, fleshy
body, soft and smooth, with
occult joints: Such people sleep
little. Parts that are usually hairy
have litthe hair, the eves weep
easily, and the hair is blond
Other signs are: whitish eves:
weak natures; hidden joints and
cavities. Not very strong, such
pecple cannot bear effort, and so
they immeditely become soft
corpulent, weak, hairless, and
sleep a o

258

Pointed Head

Giovan Battista della Porta

O the Physicgnomy of Man, 10, 1
(1610) '

According 1o Polemon and
Adamantius, the insensate fool has
a marrow, pointed head. And those
with a pointed head have no sense
of shame, Albeno says: a head oo
dishonestly long s a sign of

e=ffre mtery, and of insolence if the
head is long in front, And if it is
legitimate 1o compare this [shapel
with some animal, it resembles
brirds with curved talons, Bug 1
reckon that these birds with curved
talons are crows and quails, which
have pointed hesds and are most
impudent

High, Rounded Brow

Giovan Butista della Poma

Cn the Plnysiognomy of Man, 11, 2
(1610} N

Those with high rounded brows
are stupid and their intelligence can
be compared to that of the Ass, as
Aristotle savs in his Physiogromy,
So il you observe the brow of the
ass vou will see that it is high,
rotinded and gibbous | | In

acditicn, Arstotle does not oy
aftribute the ignoramus with 2

rounded brow, but a lrge, fesly
one oo, Polemon and Adamant
most excellent Physiogmomists, s
that none may be deceived, use
viery clear language: the high

gibbous, rounded brow reveals el
stupid, ignorant man. And they a8
that the ignorant man has 3 mound
brow. Alberto says that the high
rounded brow is a sign of solidig

Thick Lips

Giovan Battista della Porta

O the Phvysecgnnorny of Man, 1L
(1610

Thick slips reveal stupacity, &
Aristotle wrote 1o Alexander AN
end of the book Polemon sive
thick lips demonstrate ignoranos
Concilistore says; thick lips g
mark of the stupid and the
ignomnt. Acsop had thick
protruding lips, as Planudes sl
Those who have thick lips ] ]
considered ignornt, becusse ths
are the lips of the Ass and the Ag
In fact the lower lips of Asses
Apes protrude more than thei
upper lips |




only

[

fleshy
AL,

In the course of that same century there appeared Franz loseph Gall's
Phrenology: all the mental faculties, the instincts and the feelings are
represented on the surface of the brain, and, for example, those
with outstanding memories have a round cranium with eyes set flush
to the face and far apart. In his own way Gall anticipated research on the
pinpointing of the various brain areas, but by going in search for cranial
bumps that purported to express the predominance of one or the other
faculty. Accused of materialism, his ideas led to scientific an
philosophical disputes, and, in the Phenomenology of Mind (1807) Hegel
remarked sarcastically:'natural phrenology does not only think that a
shrewd man should have a protuberance as big as a fist behind his ears,
but also that an unfaithful wife must have, not on her face, but on that of
her legitimate spouse, protuberances on the forehead.’ Hegel admittec
that, at most, the conformation of the cranium established an initial
predisposition, but denied that this could prevail over spiritual activity,
the only active force capable of defining the brain in which it reside

Wio Equense.

| and Hegel went too far in maintaining their positions unilaterally, t- it
g Hegel credit having perceived that, if we take
physiognomic features seriously, we risk branding an individual or a
race in an irremediable fashion.
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The Born Criminal

Cesare Lombroso

The Crimmivial Man, 111, 1 (1876)

Many chamcteristics of primitive men, the
coloured races, are very frequently found
in born criminils. These include, for
example, scant body hair, minimal cranial
capacity, d receding forehead, highly
developed frontal sinuses, greater
frequency of wormian bones, especially
the epactal ossicles, precocious
synostoses, especially frontal synostoses,
a prominently arched emporal bone,
simpdicity of the sutural bones, thicker
cranial bones, massively overdeveloped
frws and cheekbones, prognathism,
obligue eves, darker skin, thicker. curbier
hair, Eirge ears; we may add the

Lemurian appendix, anomalies of the ear.
increased volume of the facial bones,

dental dinstema, great agility, poordy
developed maile sense and a high
threshaold, sharp evesight, 3 cenain
incapacity for affection, a precocions
tendency to wine and the plexsures of
the flesh and an excessive passion for
baoth | 1. less chance of correction B
women (Spencer), insensitvity 1o pang
complete moral insensitivity, idlenes
absence of any remorse, fmpulsiventst
peveho-phyvsical excitabitity, and abog
all recklessness. which looks like coumg
at rimes, and courage that alternares =
haseness, enormous vanily, 3 passion
gambling, alcohol, or surmogates for
these, passions as feeting as they a
violent, superstitions by nature

excessively fouchy about his own e
and even the relative concept of divm J
and maorality



" Different criminal types
| i Cesare Lombroso,

2. FHYSIDGNOMY

Nonetheless, in the positivist nineteenth century, the field of criminal
anthropology witnessed the success of the ideas of Cesare Lombroso, who in
his Criminal Man tried to show how the traits of the criminal personality were
always associated with somatic anomalies. Lombroso didn't simplify things to
the point of saying that ugly people are always criminals, but he did associate
physical stigmata with moral stigmata, employing arguments that purported to
be scientific. At least as far as concerns the popularisation of these theories, it
was easy not to pay sufficient attention to the fact that many hereditary taints
were found more frequently in social classes afflicted by malnutrition and other
disorders, and that asocial behaviour was obviously more frequent among
these social outcasts. From here to the encouragement of the prejudice
whereby ‘ugly people are bad by nature’is but a short step. Not to mention the
next step, in which — even in popular literature — labels like ugly and bad are
applied to all those pariahs whom society cannot integrate or control or does
not intend to redeem - as Nietzsche once said about Socrates. This was the lot
of the poor. Just consider the ruthless portrait of the little proletarian Franti
made by De Amicis. Equally merciless treatment was reserved for homosexuals
{see Foucault), the demented and prostitutes, inexorably marked by their vice
(see Rosenkranz), and thieves (see Mastriani).

L
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* Hugh Welch Diamand, The Birth of the Homosexual mob. You know, and vou can stll see 5
Portraits of Madwornen, Michel Foucaul voursell, how ugly be was, | Uplines @

SR ¥ i 2 : 3
€1852-5 3 The History of Sexcuality, 11, 2 (1976) not infrequently the expression of thean

Paris, Musée d'Orsay B
g The nineteenth-century homosexual development, or of devel

mieni arresed

Thomas Couture, became a PEFSOTRIEE, 0 pasl, @ Gise by CTOSSENE, In other cases it Appers i
I| | The Madman, history, and a childbood, in addition 1o decadent development, The anthropologss
ninetesnth century, being a type of life, a life form and a among the criminal specialists declare that
t | Dijon, Musée Magnin maorphology, with an indiscrest anatomy thee tvpical criminal is ugly: monstrom
r | and possibly a mysterious physiolom, Sfrurte, monstrim in aimo, But the
Nothing that went into his total criminal is a decadent. Was Socrites a
| coanposition was unaffected by his typical crimimal® = At all events this would
uality. It was everywhere present in not clish with thar mous physiog
him: ar the oot of all his actions because judgement which was 50 repegnant
it was ther insidious and indefinitely Socrates’ friends. While on his wan
|

| active principle; wrilten immodestly on his Athens a cermain foreigner who was no

face because it wis 4 secret that abways at judging by looks, wold Socrtes o his
gave itself away face that he was a2 monster, that his hody
It was consubstantial with him, less as a  harboured all the worst vices and

habinml sin than as a smgular natre And Socrate

[. . ] Homosexuality appeared as one of mie, sir!

the forms of sexuality when it was Not only

transposed from the practice of sodomy wildness and anarchy of Socrates’

onter a kind of interior androgyny, a mdicative of decadence, but also
hermaphrodism of the soul The sodomite preponderance of the logical

had been a relapsed criminal; the thert mali f the mis-shapen which =S8
homosexual was now 1 species., his speci eristhe. Neither should

forget those aur

| delu=sions which wene

Niezschean Physiognomy refigiously interpreted as the demon of
Friedrich Nietzsche Socrates’. Everything in him s exaggenssl
The Problem of Socrates’ (1911) brffo, caricature, his nature is also full of

concealment, of ulterior motives and of
pround cuments

To judge from his origin, Socrates belonge

to the lowest of the low; Socrates was the




Thieves

Karl Rosenkrantz

The Aestbetics of Unliness, ‘Introduction’
(1853)

Women thieves have a diffident gaze
that slips away o one side, with a
movement the French call ‘fureter’ (from
the Latin fur), When you visit large
prizsons and enter the big shed where
sixty to 2 hundred of them ane often
assembiled 1o spin you can perceive this
particular look in their malicious eves,
characteristic of this type of person.
Ugliness naturally becomes even more
pronounced when people want evil in
and for itself 1. . ] Occasional lapses into
vice can ofien have an even more
dizpleasing, crode expression than evil
par excellence, which in s negativity is,
anew, a wholeness, Gross vice is evident
in its unilateral nature; the profundity —
or rather the non-profundity — of
ahsolute evil penetrates with its intensity
the appeamance and the face equally,
and can exist even without developing
into criminal conduct.

The Prostitute
Francesco Mastriani
The Wormes ( 1506G)
This girl possessed all the physical and
moral characteristics that constitute the
prostitute type, characteristics found in
on out of every 100 individuals of this
wretched species. Physical
characteristics: we have said that she
had the right témperament. And here we
should note that plumpness in these
wretched creatures does not begin to
develop Cat least in the class who enjoy
4 decent standard of living) until the age
of twenty-five to thiny years of age [. . ]
The voice Oh! This is what
betrays the woman who has fallen

1 PHYSIOGROMY

abjectly into prostitution - . . You see a
young girl of pleasing appeanince, who
seems o possess the angelic candour of
virginity [ . .] Well, listen to her speak
In one moment, the veil of illusion will
fall aside; the simulacrum of virginity has
vanished! In place of the genteel,
modest girl vou will find the whore. The
voice, the voice alone will let yvou know
what kind of woman this girl really is

The boarseness of the voice: this is the
peculisr characteristic of these unhappy
women. "This is no longer,” says the
abovementioned Duchatelet, The tmbre
that adds so much appeal 10 a woman's
charms: from their mouth there issues
cnly raucous, discordant sounds that
pierce the ear, and that not even a caner
could hope to imitate.’

True, this characteristic is found
moare frequently in women of the
lowest classes; but while in them it is
more developed and evident, it is no
less noticeable in those voung ladies
whom the arstocracy of vice has placed
in the more splendid and luxunous
bordellos 1. . .
Grey epes. This is the colour of eyes
most commonly found in these poor
creanires,
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Poor and Bad

Edmondo de Amicis

Hegrt- A Schoolboy’s Digiry (1886)

(25 October, Tuesday) The classmate who
sits on my left is also an odd bird. Stardi,
small and stocky, withowt a neck, a
grouch who never talks 1o anvone, I
seems a5 if he doesnt understand muoch,
b he listens carefully to the teacher
without batting an eyelid, frowning and
clenching his teeth. If you ask him
something when the teacher is mlking, the
first and second times he doesn't answer,
the third fime he gives vou a kick. Beside
him sits a boy with @ hard, nasty face, a
certain Frant, who has alresdy been
expelled from another section [, . ]

(2] January, Saturday) Only one of us
could have laughed while Derossi was
talking abowt the King's funeral, and Franti
laughed. | detest him. He is a bad lot
When a father comes to school to scold
his son, Franti enjoys it; when someone
cries, he lughs, He's scared of Gamrone,
and he hits the one they call the litle
bricklayer because he is small; he picks

on Crossi because he s a bad amm: he
mocks Precossi, whom everyone else
respects. He even makes fun of Robetti, in
the second year, who is on crutches
because he hurt himself saving a linle
bow's lifie. He provokes anvone weaker
than he, and when he gets into a fight, he
gets funous and punches to hurn. There is
something revolting about his low
forehead and his muddy eyes, which he
keeps almost concealed beneath the visor
of hix waxed cloth cap. He fears nothing,
hiughs in the teacher’s face, steals when

he can, denies it shamelessly, and &
dbways at Joggerheads with someons: hel
brrings large pins to school 1o prick his
Clissmates with; he rips the bunons off i
jacket, and rips them off other peoples S
jackets, and then plays with them. His
schoolbag, notebooks, and books ane all§
crumpled, torn, and dirmy; his muler s ful
of notches, and his pen is all chewed
bitten, as are his nails, while his clothe S
dre all stained and torn from fghting
They say that he has made his mother B8
with all the warries he gives her, and
his father has kicked him owt af the ho
three times. Every so often his mather
comes 10 ask how he is getting along
she always poes away weeping. Frant
hates school, hates his classmates, and
hates the teacher. The teacher sometimsS
pretends not (o see his monkey businesy
and he gets even worse. He tried to wigh
him over with kindness, bur all he poti
return was derision, The teacher sud s
terrible things to him, and Franti covensds
his face with his hands as if he weee 8
crying, and laughed. “You are suspendsd
from school for three days’, and he cug
back mastier and more insalent than
before, One day Derossi told him: Gkl
out, canT you see the weacher is suf
too much?” Franti threatened 1o stick 368
in his guts. But this moming, finally, &
got himself kicked our like a dog. As el
teacher was giving Garrone the rough
copy of the ‘Sardintan Drum’, the sho
story for January, to transcribe, Frant
tossed a firework on the floor thar weat
off with a bang that echoed round the
school like a sholgun blast
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The Child Killers

Geoffrey Chaucer

The Prioress’ Tale” (1532)

As I have said, throughout the Jewery,
This litde child, as he came to and fro,
Full merrily then would he sing and ory,
O Alma redemplons, evermo’,

The sweetness hath his heane pierced so
Of Christe's mother, that o her 1o pray
He cannot stint of singing by the way
Chr firste foe, the serpent Satinas,

That hath in Jewes' heart his wiispe’s
st

Upswell'd and said, ‘O Hebrew people,
alas?

I= this to vou a thing that is honest,
That =uch a bov shall walken as him lest
In vour despite, and sing of such
senlence,

Which is against your biwe's reverence?
From thenceforth the Jewes have
conspired

This innocent out of the world to chase;
A homicide thereto have they hired,
That in an alley had a privy place,

And, as the child gan forth by for 1o pace,

This cursed Jew him hent, and held him
st

And cut his throat, and in a pit him cast.
I sav that in a2 wardrobe he him threw,
Where as the Jewes purged their entradl
O cursed folk! © Herodes all new!

What may yvour evil intente you avail?

Murder will owr. certain it will not Gl
And mamely where th' honour of God
shall spread;

The blood out crieth on your carsed
deed

s

This gem of chastity, this emerud,
And eke of manyrdom the ruby bright;
Where he with throat y-carven by
uprighit,

He Alma Redemplors gan 1o sing

S0 loud, that all the place began o g
The Christian foll, thar through the
streete wWent

In came, for 1o wonder on this thing:
And hastily they for the provost sent
He came anon withoute tamying,

And heried Christ, thar is of heaven kingS
And eke his mother, honour of mankind
And after that the Jewes let he bind
With torment, and with shameful deatl
each one

The provest did these Jewes for o slenves
That of this murder wist, and that anos
He woulde no such cursedness obsene
Evil shall have that evil will deserve;
Therefore with horses wild he did them
drw,

And after that he hung them by the s
The child, with pitecus amentation,
Wis taken up, singing his song alway,
And with honour and great procession,
They carry him unto the next abbay

Over the centuries, the identification between ugliness and wickedness
reached its peak in the analysis of the features of the Jew. This is not the pla
to write a history of anti-Semitism — from the first Christian condemnations g
the ‘perfidious Jews' to forms of popular anti-Semitism responsible for the
medieval pogroms unleashed during the Crusades all the way down to the
modern massacres in Slavic countries. Nonetheless, anti-Semitism began 2@
result of religious ‘anti-Judaism; and not only on the part of the Churchof
Rome, because Martin Luther (in his On the Jews and their Lies of 1543) was
ruthless in his treatment of the Jews, even though in the preceding yearshe:
had hoped to convert them en masse to Protestantism. But this religious am
Judaism gradually melded with an ethnic anti-Semitism that became
established in Europe after the Diaspora and, even more so, after the Jews
were expelled from Spain when the Moors were finally driven out in 1492

Although it is commonly held that this anti-Semitism sprang from con
with an ethnic group that had retained its own identity and expressed i »,
in an unknown tongue, in reality it was based largely on traditional
stereotypes. See anti-Semitic texts such as ‘The Prioress'Tale'in Chaucers
Canterbury Tales, Marlowe's Jew of Malta, or Shakespeare’s The Merchantof

Venice,
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ress It has been pointed out that the Jews were expelled from England in 1290
e place {and readmitted only in the seventeenth century by Cromwell) and so it's most
tions of unlikely that any of the three English authors mentioned above ever met a
the Jew.The image of the Jew spread as a pure stereotype and as such we find
o the him again even in texts by an 'enlightened’ author like the Abbé Grégoire and,
anasa as Fagin, in the nineteenth-century novel Oliver Twist by Charles Dickens.
1 of But a far more ferocious phenomenaon (in the nineteenth and twentieth
| Was centuries) was the anti-Semitism based on the supposedly ‘scientific’ concept
ars he of race. To see the truth of this one should read, in order, the texts written by
s anti- Wagner (it has been suggested that the Jewish stereotype was the basis for

the evil dwarf Mime in the Tetralogy. who was portrayed with Jewish features
lews by illustrators such as Rackham), by Hitler, Céline and the Italian fascist
492, magazine La difesa della razza (The Defence of the Race) to understand that
contact those who described Jews and their characteristics with such visceral rancour
1 itself were the victims of undoubted psychological problems and unresolved
complexes.

er's The facial features, the voice, and the actions of the ‘ugly’ Jew became
nt of (seriously this time) unequivocal signs of the moral deformity of the anti-

Semite. To play on one of Brecht's sayings, hatred for justice ‘distorts the face’
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The Jew According to the
Enlightenment Scholar
Baptiste-Henr Grégoire
Essay on the Pinsical, Moral and Political
Regeneraticn of the_ lews (1788)
In general they have a leaden complexion,
2 hooked nose, decp-set eves, a prominent
chin and pronounced constrictor muscles
arcund the mouth [, . ] In addition Jews are
prone 1o diseases that point to the
cormuption of the blood, like the leprosy of
the ald days and scurnvy today (which is
akin o Jeprosy), scrofula, and soen [ . ]
Some say that the Jews constantly give
off a bad smell [. . ] Others anribute these
effeas o the frequent use of vegetables
with 2 pungent odour like onion and garic,
and some also alk of mutton; others again
say that it is goose flesh, of which they are
very fond, that makes them jfaundiced and
melancholy, given that this food contains
an abundance of coarse, viscous sugars,

The Jew According 1o Wagner
Richand Wapgner
‘Hebraism in Music (1850
There is something foreign about the
outward appearance of the Jew that is
supremely repugnant to this nationality; one
wishes 1o have nothing in common with a
man who looks like that [ . ]It is
impossible for us 1o imagine a characer
from Antiguity or from modern times, be he
Iero or lover, plaved by a Jew without
feehng involuntarily struck by the degree of
unseemliness, nay, of the ndiculouws in such
a performance [ .} The man whose
appearance, not when masquerading as
some charmcter or ancther, but solely on
account of his mce, seems incongrious 1o
us in an aristic portrayal, must also be
recopnised as incapable of producing any
work of ant whose origin lies in the very
nature of man |. . ] But the thing that
dispusts us most is the particular accent that
marks Jewish speech [ . ] Our cars ane
particulardy rmtated by the acute, sibikant,
strident tones of this idiom. The Jews use
words and syntax in a4 manner contriny 1o
our national tongue | |

On listening to them, without meaming
o, we pay more attention to the way they
spezk than o what they say, This point is
of great importance in explaining the
impression produced by the musical works
of Jews. On listening 1o a Jew talking
despite oursebves we are vexed when we
firwd his discourse devoid of any uly
human expression [ . ) s natural that the
congenital andiy of the Jewish personality,

which we find so displeasing, finds its

natural expression in song, which is the
most vivacious and the most authenbic

manifestaton of mdividual feelings. One
might grant the Jews an aptiude for ame
oihver am rather than that of song, which
seems dended them by their very nanme

The Jew According to Hitler
Adolf Hitler
Mein Kamps, 11, 2 (1925)
Especially in regard to young people
clothes should take their place in the
service of education. The boy who walks
about In summer-time weanng long bagse
trousers and cad up © the neck &8
hampered even by his clothes in fecling
any inclnsition towsrds strenuons physicl
exercise [. . .|

The young girl must become o
with her swecthear. If the beauty of e
hody were not completely foroed into the
background woday through our stupid
manner of dressing, it would not be
pomsible for thousands of our girls 1o be 68
astray by Jewizh mongrels, with thesr
repulsive crooked waddle |. . ]

The Jewish Eye
Dioctor Celticus
Les 19 raves corporelles visifdes potr
recoraitne fe fuif (19030

The Jewish eye is very pantioular 1F i is ns
that the eye is the mimmor of the soul, thes
we must say that the soul of the Jew &
maost cunning and perfidious; no eyes e
dutler or brighter than those of the Jews,
depending on the occasion |, . ] The lide
are always very puffy, The Jewish eve,
around twenty years of age, folds a the
commissures 1o form a thowsand tiny
wrinkles that are accenmuated with age, 58
that the Jew alwayvs gives the impression
that he is laughing and, young as he my
be, hie scems as wizened as an obd man
Anyone, no matter how inexperienced. @
easily note this peculianty on looking at
photographs of Jews. 1 call this eve the
toad’s eve’, panly because the Jew has
soemething of the woad about hime Bt |
have no wish o slander that small pususe)
creanure that renders such sterfing serviceRl
agriculnure and hormicultune, The Jewdsh of
flashes. When a Jew stans to smile o
laughs, his J'\ljl'f‘_h' evelids come o dose
together as o leave only 3 barely |
perceptible and very brilliant line, 2 sign oS
shrewdness and cunning say expen
physiognomists, and, I might add, of
lechery L. . ]
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Baptiste-Henn Grégodne
Essaiy on the Pinsical, Moval and Political
Kegeneration of the fews (1788)
In general they have a leaden complexion,
a hooked nose, deep-set eyes, a prominent
chin and pronounced constrictor muscles
around the mouth [ . ] In addition Jews are
prone 1o diseases that point 1o the
corrupition of the hiood, like the leprosy of
the old days and scurvy 1oday (which is
akin to leprosy), scrofula, and so on . . ]
Some say that the Jews constantly give
off 2 bad smell [ . ] Others anribute these
effects to the frequent use of vepetables
with a pungent odour like onion and garkic,
and some also mlk of mutton; others again
say that it is goose flesh, of which they are
very fond, that makes them jundiced and
metancholy, given that this food contains
an abundance of coarse, visoous supars

The Jew According o Wagner
Richard Wagner
‘Hebmism in Music' {18500
Thert s something foreign abourt the
ourtward appearance of the Jew that is
supremely nepugnamt to this nationality, one
wishes 10 have nothing in common with a
muan who Jooks like that [ 11 s
impossible for us W magine a charcer
from Antiguity or from modemn times, be he
hero or lover, plived by a Jew withouw
feeling involuntarily struck by the degree of
unsecmiiness, nay, of the ddiculous in such
a performance [. . .1 The man whose
dppearance, not when masquernding as
some charcter or another, bar solely on
aocount of his moe, seems incongrious 1o
us i1 an atistic portmayal, must also be
recognised as incapable of producing any
work of an whose ongin lies in the very
nziture of main | . ] But the thing that
disgusts us most s the particular acoent that
marks Jewish speech | . ] Our cars are
particularly imiated by the acue, sibilant,
strident tones of this kdhom, The Jews use
wonds and syntax in a manner contrmary 1o
our national fongue | ]

On listening to them, without meaning
L, we pay mone attention o the way they
speak than 1o what they say, This point is
of greal imponance in expliining the
impression produced by the musical works
of Jews, On listening 1o a Jew talking
despite ourselves we are vexed when we
find his discourse devoid of any truly
uman expression [, ] It's natural that the

congenital andity of the Jewish personality,

which we find so displeasing, finds i

retural expression in song, which i he S
mast vivacious and the most suthentic

manifestation of individual feelings. Ones
might grant the Jews an aptitode for ang
other an mther than that of song, whidh®
seems denied them by their very naupe

The jew According o Hitler

Adolf Hitler

Mein Kamgyf, 11, 2 (1925)

Especially in regard 1o young people
clothes should take ther place in the
service of education. The bov who walks
about in summer-time wearing long o
trowsers and cad up to the neck &
hampered even by his chothes in fecking
any inclination toswands strenuous physiol
exercise [ . ]

The young girl must become acquain
with her sweetheart If the beauty of the
body wene not completely fonced into the
background toduy through our upid
manner of dressing, it would not be
possible: for thowsands of our girls o be s
astray by Jewish mongrels, with their
repailsive crooked waddle [, . |

The Jewish Eve

Doctor Celticus

Lis 19 tares corporelles visibles powr
reconmaitre Ie fuil (1903)

The Jewish eye is very particular. If it s s
that the eve s the mirror of the soul, thenS)
we must say that the soul of the Jew is
most cunning and perfidious; no eyes e
duller or brighter than those of the fews
depending on the oocasion | . ] The fids
are always very puffy, The Jewish ey
around twenty vears of age, fokds at the
commissurnes 1o form a thousand ting
wrinkbes that are sccentusted with age @8
that the Jew always gives the impresion
that he is laughing and, young as he mig
be, he seems as wizened as an old man
Anvone, Mo motter how nexperenced, o
easily note this pecultasin on looking at |
photographs of Jews, T call this eve the
oad’s eye’, partly because the Jew has
something of the toad about him, But 1
have no wish to slander that small pusuie
cresiture that renders such sterling service
agricubire and horticulure, The Jewish o
flazhes. When o Jew stans to smile or
Laughs, his puffy evelids come so cose
ogether as 1o leave only a barely
percepaible and very brilliant line, a spm
shrewdness and cunning say expen
physiognomists, and, 1 might add, of
lechery [ . ]
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The Jew According to Fascist Racism
Giomngio Montandon

How to Recognise @ Jew', The Defence
of the Race, 11, 21-2 (19400

What are the characteristics of the

Jewish type?
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Romanticism
and the Redemption
of Ugliness

1. The Philosophies of Ugliness

The first example of a thorough aesthetic consideration of ugliness
is Lessing's Laocoon (1766). The statue of Laocoon (first century AD)
represents the moment in which the Trojan priest, who had tried to wam
his compatriots about the peril concealed inside the horse, is devoured
together with his sons by two terrible serpents sent by Minerva.
The inevitable reference was to the account of this event given by Virgil
in the second book of the Aeneid, where the monsters tear the flesh of
the two young men to pieces and envelop the hapless priest in their coils
as he, struggling to get out of their deadly embrace, emits atrocious
bellows like a flayed bull. Winckelmann (Thoughts on Imitation, 1755),
in support of his neoclassical poetics, had noted how the statue
expressed the suffering of Laocoon in a classically composed manner,
in‘a repressed and anguished murmur’ But Lessing'’s idea was to attribute
the difference between the poetic rendition and the sculptural one
to the fact that poetry, the art of time, describes an action, in the course
of which one can evoke repugnant events without making them
unbearably evident, while sculpture (like painting, the art of space)
can only portray an instant, and in fixing it could not show a disgustingly
distorted face because the disfiguring violence of physical pain would
not be reconcilable with the beauty of the portrayal.

But here we are interested not so much in the kernel of the debate as
in the fact that, in order to back up his position, Lessing worked out a
complex phenomenology of ugliness, analysing its various expressions
in the various arts and reflecting upon the difficulties of making an
artistic representation of the disgusting.
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Poetic Ugliness and Pictorial Ugliness
Gotthodd Ephmim Lessing

Laincoogiie {1 7ih)

The poet makes use of the ugliness of

forms: what use of this s granted o the

metinter? Painting. a5 an imitative faculy,

Can exXpress ugliness: paaniing 1 a frrie
ant cannot express it In the first case all

VISE

objects belong o it in the secomd

it includes only those visible objects tha

arouse pleasurable feelings
i

The same holds for the ugliness of

forms. This ugliness offends our eyes,

clashes with our taste for order and

harmony, arousing repugnance withou

our taking o

of the object we perceive as ugly. We

should not like to see Thersyies, either in

nature or in an image; and although his
image displeases us Jess, this happens
nit because the ugliness of his form

account the real existence

forms cannot be in and of itself 5 subjss
for painting as a fine an, becaose the

feelings it arouses

iRz, 15 3fam a I CTINE

whether ug <5 may not be useful to
painting, or poetry oo for that mane:, o
strengthen other feclings

ugly forms

to attain the rdiculous and the terribls

Can pamiing make use of

I don't want 1o risk answer
an immediate no, It s und e that

innocuous ugliness can be

rnidiculous in painting too; o
when it is associated with an affecied
air of grace and respect. B

equally undeniable that harn

ugliness, as it 18 n nature, Wi

terror even in a painting: and th

ridiculousness and that terror, w

already mixed feelings, obiain

ceases 1o be IIHI'l' in an imitation, bt IMILAENON 3 new -.|1',.';!| T OF e

because we possess the faculty of and ple

re

abstracting from ugliness, and we delight 1 must however observe that

only in the paimter’s am. Bar even this despite this, painting is not at all in
delight is constantly imerrupted by the the same situation as poetry. In poety,

reflection on how an has been badly as 1 have already observed, the g

emploved, and seldom will this thought of form, owing to the transfor

fail to bring with it the devalustion of the its consistent pans inlo progressive
artist ones, loses almost all of its repugnant

Hence, given that the ugliness of effea

Dwuring the same century various writers dealt with the Sublime, which
imposed a radical change in the way people saw the ugly, the disagreeable

following pages
Willige Turngr

Thie Devil’s Bridge

in the 5t Gothard Pass, and even the horrendous, The theme of the Sublime had been proposed
ninateanth | . Fogd \ . .
ity in the Hellenistic period by Pseudo-Longinus and rediscovered through some

Birmingham Museums

g modern translations, including one made by Boileau (A Treatise on the Sublime
an T Gaklery

1674), as a rhetorical reflection on ways of making poetic expressions about
:1 'I’r';‘"'::'l-""’-“"”““'"" great, overwhelming passions. In the eighteenth century the debate on
1916 beauty shifted from the search for rules with which to define
private collection it to a consideration of the effects it produces, and the first works on the
Sublime are not concerned so much with artistic effects as with our reaction
to those natural phenomena dominated by the formless, the painful and
the terrifying. Significantly, the aesthetic of the Sublime came just before the
advent of the so-called Gothic novel (see the following chapter) and was
accompanied by a new sensibility towards ruins.

See in particular Edmund Burke's Philosophical Enquiry into the Origin of out
fdeas of the Sublime and Beautiful (1756-59). We sense the Sublime on seeinga
storm, a rough sea, rugged cliffs, glaciers, abysses, boundless stretches of land
caves and waterfalls, when we can appreciate emptiness, darkness, solitude
silence and the storm - all impressions that can prove delightful when we fesd
horror for something that cannot possess us and cannot harm us.









The Sublime

Arthur Schopenhaer

The Winld as Will aoned Idea, 100, 39

(1815}
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A ADMANTICISM AND THE REDEMPTION OF LGLINESS

Arnald Bocklin
Pl’ug..\r
VB8,

Basel, Kunstmiuseum

The Tyger

William Blake

The Tyger'(17%4)

I'vger! Tyger! burning bright
In the forests of the night
What immaortal hand or eve

Could frame thy fearful svommetry?

In what distant deeps or skies

Burnt the fire of thine eyes?

On what wings dare he aspire?

What the hand dare sicze the fire?

And what shoulder, & what an

Could rwist the sinews of thy heart?
And when thy heart began 1o beat
What dread hand? & what dread feer?
What the hammer? what the chain?

In what furnace was thy brain?

What the anvil? what dread grasp

Dare its deadly terrors clasp?

When the stars threw down their spears
And water'd heaven with their tears
Did he smile his work 1o see?

Did he who made the Lamb make thee?
Tyeer! Tyger! burning bright

In the forests of the night

What tmmaortal hand or eve

ire frame thy fearful symmetry?

The Medusa

Percy Bysshe Shelley
On the Medusa of Leonardo da Vine in
the Florentine Gallery' (1519)

l...] Its hormor and its beauty are divine
Lipon its lips and eye

Lovelinesz like a shado
shine

Fiery and lurid, str
The aponies of ar
|

And from its head as from one body
grow,

A% grass oul of 4 waten

Hairs which are vipers, and they curl
anct flow

And their long tangles in each other
lock,

And with unending involutions show
Their mailed radiance, as it were to

mock

The torture and the death within, and

L

The solid air with many a ragged pw

In contrasting Beauty with the Sublime, Kant (Critique of Judgement, 1790)3
talks of a Mathematical Sublime, one example of which would be the sight
of a starry sky, where we have the impression that what we see goes beyond
our sensibilities and our reason leads us to postulate an infinity that the
sense cannot grasp but the imagination manages to embrace in a sole
intuition. Then there is the Dynamic Sublime, for example the sight of a
storm, when the soul is stirred by an impression of boundless power and our)
sensible nature is humbled - hence a sense of disquiet, compensated for by
our sense of moral greatness, against which the forces of nature are
powerless. In On the Sublime (1800) Schiller saw the Sublime as something
that makes us aware of our limitations but at the same time makes us feel
that we are independent of all limits. For his part, Hegel saw the Sublime as
an attempt to express the infinite without finding in the realm of
phenomena any object commensurate with this representation (Aesthetics,
Il, 2, 1835-38). By that time beauty was no longer the dominant idea of an
aesthetic. Moreover, Romantic thinkers shifted their attention to the nature
of art, which is the only thing that allows us to realise an aesthetic value,
even by talking about those things in nature that repel us. As Nietzsche was
to say later (The Birth of Tragedy, 7, 1872) the Sublime ‘subjugates terror

by means of art.
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X ROMANTICISM ARD THE REDEMPTION OF UGLINESS

Théodore Gérlcault,

A Srudy of Severed Limbs,

1B1E-19,
Maontpellier, Musée
Fabre

The fundamental text in this sense is On the Study of Greek Poetry (1795} by
Friedrich Schlegel, in which modern art is contrasted with ancient art. Note
that pre-Romantic and Romantic thinkers associate the beginnings of modem
art with Christianity (as Hegel did), in opposition to the classic ideal of the
Greek world. But it's hard to avoid the impression that these thinkers, in
reliving the past in accordance with the sensibilities of modern times, are really
talking about the new poetics of Romanticism.

Schlegel complained that until then no one had attempted a theory of
ugliness, indispensable for an understanding of the gap between the classicl
and modern worlds. He came out in favour of classical art and bemoaned the
modern advent of the ugly as a 'disagreeable sensible form of that which iz
bad' Monetheless, his writings reveal a kind of fascination for the
characteristics of the new art - allied to the hope that it contained within
itself the principles of its own obsolescence. In it he saw a prevalence of the
interesting over the beautiful and of the characteristic and the individual over
the ideal typicality celebrated in ancient art, and delineated the poetics of the
Romantic character we shall be discussing shortly. Even though the ugly
became a sort of 'aesthetic malefactor’ against which Schlegel suggested we
apply a ‘criminal code; this diffidence — as Remo Bodei pointed out - also
reveals his support for the spirit of a century marked by the French Revolution
and the attractiveness of the idea of the ‘regenerating chaos’ of possible
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Mascow,

Tret'jakow State Gallery

new orders, Over and above his intentions, Schlegel reminds us that the
interesting and the characteristic require (to keep us in a continuous state
of excitement and to represent ‘the immense richness of the real at the
height of its disorder’) the irregular and the deformed. Otherwise one could
not understand why expressions such as the ‘absolute acme of modern
poetry’ were applied to Shakespeare, an artist who blended beauty and
ugliness as happens in nature, where individual beauties are never free of
impurities, and both his works and his characters possess a wealth of these
impurities. In his Systerm of Aesthetics {1839), Weiss saw ugliness as an
integral part of beauty, a presence that the artistic imagination must take
into account. In the Aesthetics, which we have already quoted with regard to
the advent of ugliness in Christian iconography, Hegel talks of ugliness as if
it were a necessary moment that comes into collision with beauty. In post-
Hegelian circles, ugliness was dealt with by other authors such as Solger,
Wischer, Ruge, Fischer and, especially, Karl Rosenkranz who, in his Aesthetics
of Uigliness (1853) works out a phenomenology that ranges from the
description of the unseemly to that of the repugnant, via the horrendous,
the vacuous, the nauseating, the criminal, the eldritch, the demoniac, the
witchlike, down to the celebration of caricature, which can transform the
repugnant into the ridiculous and whose deformation becomes beautiful
thanks to the wit that amplifies it, to the fantastic.



X, ROMANTIISM AND THE REDEMFTION OF UG

William Hogarth The most ardent Romantic eulogy of ugliness came with Victor Hugo's
:I,'I'I‘_:,'"" b preface to his play Cromwell (1827). Hugo too talks of modernity as something
1745 that begins with Christianity, but all his references to the past can be summed

Natlonal Mussum up in what has been defined the manifesto of Romanticism. His view of the
| Middle Ages, as a host of those monstrous infernal images that appear in
cathedral sculptures, refer back to the neo-Gothic Middle Ages he was later to
recreate in The Hunchback of Notre Dame.
The ugliness that Hugo saw as typical of the new aesthetic was the
grotesque ('a deformed, horrible, repellent thing transported with truth and
poetry to the realm of art), the most fecund of the sources that nature makes
available to artistic creation. In his Discourses on Poetry (1800) Schlege| had
talked of the free eccentricity of images typical of the grotesque or arabesque
| as the destruction of the customary order of the world. In his Preschool of
| Aesthetics (1804) Jean Paul talks of this as destructive humaour, and he starts from
| the Feast of Fools to arrive at the 'mockery of the entire world' in Shakespearg
and hence humour is transformed into something terrible and unjustifiable (sa
that we feel as if the ground has been swept out from under our feet).
But in Hugo the grotesque becomes the category (even though he is
talking about artistic phenomena spread over about ten centuries) that
[ explains, ushers in and in part promotes a gallery of characters that between
| the late eighteenth century and our own times appear marked by a satanic o
pathetic absence of beauty. As Bodei observed, Hugo ‘makes beauty tumn full
l circle, thus leading it to coincide with ugliness!
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W ROMAMNTICISS AMD THE REDEMPTEOMN OF LWGLINESS

Eugéne Detacrom,
The Battle of Giaowr
and Hassan,

1835,

Paris,

Musée du Petit-Palas

2. Ugly and Damned

In On Tragic Art (1792) Schiller observed that ‘it is a general phenomenon

of our nature that sad, terrible, even horrific things are irresistibly attractive toug
and that scenes of suffering and terror repel and attract us with equal power'
and that we greedily devour ghost stories that make our hair stand on end.

It was this spirit that led, a few decades previously, to the Gothic novel with
its ruined castles and monasteries, terrifying vaults, bloody crimes, diabolic
apparitions, ghosts and decomposed bodies. Works such as The Castle of Otrant
by Horace Walpole (1764), Beckford's Vathek (1786), Lewis' The Monk (1796],
Ann Radcliffe’s The ltalian (1797) and Maturin's Melmoth the Wanderer offera
gallery of characters who are either darkly handsome or whose faces bear the
stigmata of their wickedness.

But the damned hero (often the heir to the Miltonian Devil) that Praz defined
as the ‘metamorphosis of Satan’ continued to feature in painting and literature
beyond the Gothic genre, and was present in Romanticism, Realism and
Decadentism. Such characters include Byron's Giaour and the various 'villains
found in Sue, Balzac, Emily Bront& Hugo and Stevenson, down to our own
day.

Whereas Kant (Critique of Judgement, 48) still maintained that the ugliness
that arouses disgust cannot be represented without destroying all aesthetic
enjoyment, with Romanticism this limitation was overcome. Lady Josiane, in The
Man Who Laughs by Hugo, desires Gwynplaine precisely because he is
disgusting and repugnant.

Vathek's Journey the wildest mantac. They a
William Beckford each other; and, though
The History of the Caliph Vathel (1786
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Arnoid Backlin

Self Porfrait with Death
Flaying the Viola
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K. ROMANTICISM AND THE REDEMPTION OF LIGLINES

The Evocation of the Devil
Maitthew G, |
e Mok (17
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The Doomed Hero
d Byron

+ Crighoatr (181
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The Schoolmaster
Eugéne Sue

The 1.[.-cr.-.- les of Paris (1842435)
You could

I imaghne any
nore temifying than the face ol

1H14 4]

brigand
His face was covered with

deep, bluish scars; his lips sw

Iroum the Cormosive Sctiodn of vl

carilapenous pars of his nose

slit and his nostrils replaced
les. His tiny lig
15 could be, brimmed
over with ferocity. His brow, flat

1
hidden by a leather cap with a

, reddish fur | J i put you in
mind of a monster's mane, No
more than five foot two or three,
the teacher had an epormon
large head sunk between b

WO

shapeless h

_rey

CVeS, O

like that of a tger, was aln

powerful, meaty shoulders that
wene visible even beneath the
flapping folds of his grev cloth
smock. He had long, muscular
arms and large stubby hands

covered in hair as far as his

fingers. His legs were a bit bandy
but his huge calves sugpested

athletic power,

In shoat, this man embodied the
exageeration of all that is short,
massive, and stocky, in the mould
of the Farmess Hercules tvpe

We must forgo describing the
terochous expression that would
erupt on this frghtful face, in those
resthiess, mobile eves that burmed
like those of a wild beast

Vautrin
Honoré de Baleag
Father Card 18350
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mankind invested him, the physical

strength of an organisation pe

back with savage energy and a
fierce growl that drew

exclamations of alarm from the
lodgers. At that bex e =1 the

police caught at their pistols under

cover of the general clamour

Coflin saw the gleaming muzzles of
the weapons, saw his danger, and
instantly gave proof of a power of
the highest order. There was
scanething horrble and majestic in
the spectacke of the sudden
transtormation in his fice; he could
only be o

pared o a cauldron
full of the steam that can send

mountains fving, a temific fomee
dispelled in 2 moment by a drop
of cold water. The drop of water
that coo
reflection flashed across his
brain like lightning, He began to

smile, and looked down at his wig

1 his wrathful fury was a

Heatheliff
Emily Brogue
Withering Heighis (1847)
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gratified

Loving Ugliness
Victor Hugo
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X, ROMANTICIEM AND THE REQEMPTION OF UGLINESS

The Golem

Gustay Meyrink

The Crolem Fear' (19150

It was a horrible creature, with broad
shoulders and a burly physique, leaning
upon a knobbly spiral stick made of white
wood. Where its head should have been
all 1 could make out was a fuzey globe of
disphanous mist. The apparition gave off a
strong smell of sandatwood and wer slare
The sensation that 1 was completely
defenceless and in his power almost made
me faint. The orment that had unnerved
me for all that period of time now
comdensed into monal dread, congealed in
the being standing in front of me.

The instinct of self-preservation 1old me
that | would po mad with horror and fear,
were [ to see the face of that phantasm
I . ] yet I was attracted 1o it as if by a
powerful magnet, and | couldn’t tear my
eyes away from the diaphanous plobe of
mist, and 1 tried 10 make out its eyes, nose,
and mouth. But despite my strenuous
attempds o understand it, the mist stayed
where it was, motionless and impenetrable
I cenainly managed to put all sons of
heads on that trunk, but each time T was
aware that they were figments of my
imagination. All the heads vanished, almost
in the very moment T crested them. Only
the form of an Egyptian ibis head Hngered
for a fairly long time, The outlines of the
phantasm, emerging spectrally from the
darkness, contracted in a harely
perceptible way before expanding again,
a5 if it were the work of the slow
breathing that pervaded the entire figure,
the only movement | was able 1o see. In
place of feet, bony sumps rested on the
floor, on which the grey, bloodless flesh
had retreated to form concentric swellings,

The Monsters of the Terror

Victor Hugo

Ninety-three, 11, 1 (1873)

Om the 28h of June 1793 three men were
sifting around a whle in that backshop.
Their chairs were set apart, with each man
sitting at one side of the mble with the
fourth side empty. It was about eight in
the evening. Outside in the street it was
still day, but night had fallen in the
backshop, where an oil lamp hanging from
the ceiling, a ooy in those days,
tHuminated the table. The first of these
three men was pale, young, and serious
with thin lips and a cold gaze. In his cheek
he had a nervous tic that must have
bathered him when he smiled. He was

powdenad, gloved, groomed, and o
up. He was weanng a light bloe suit with
1 Creases, rousers in mankeen, whise
stockings, a high cravat, a pleated abol,
and shoes with silver buckles. OF the othe
Wi mer, one was 2 kind of grant, and i
other a kind of dwarl. The wll one was
badly dressed in a large suit in scarer dol
his neck was bane and his loosened oot
hung down farther than his jahat. His
jacket was open and missing some hsoess
and his furry hair betrayed no trace of
hairdresser's an. His wig had something
the mane about it His face bore the iz
of smallpox, and he had an anger Ine
between his eyebrows, a poodness ne @
the comers of ns mouth, big lips and
teeth, 2 fist like a poner's, and a glitermg
cye. The small one was a yellowish ms
wha, seated, looked deformed: his head
was thrown back, his eves bloodsha,
bhuish growths on his face, and he s
wearing 3 knotted handkerchief in his
greasy straight hair. He had no forehed
and his enormous mouth was a frightensgs
sight. His shoes were Large and his 3
waistcoet seemed 1o be in what was onge
white satin, above which he wore 3 shid
among whose folds a hand stragghi line
suggested the presence of a knife. The
of these men was called Robespieme, he
second Danton, and the third Mara

Mr Hyde
Robert Louis Stevenson

D felnyll areed Mr Hyde (1886)

Mr Hyde was pale and dwarfish, he g
an tmpression of deformity without amy
nameable malformation, he had a
displeasing smile, he had borne himself 8
the lawyer with a son of murderous
mixture of timidity and boldness, and hes
spoke with a husky, whispering and
somewhat broken voice; all these were
points against him, but not a3l of these
topether could explain the hitheno
unknown dispust, loathing and fear with
which Mr Utterson regarded him. There
miest be something else,’ said the
perplexed gentleman. There is something
maore, if Tocould find a name for i God )
hless me, the man seems hardly humas!
Something troglodyvtic, shall we snd of G
it he the old story of D Fell? or is it the
mere radiance of a foul soul that thus
transpires through, and transfigures, it
continent* The last, 1 think; for, O my pe
old Harry Jekyll, if ever | read Satan's
signature upon a face, it & on that of o
new fnend.’
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X, ROMANTICISM AND THE FEDEMPTION OF UGLINESS

Heinrich Fossli,

Frankfurt
Goethe Museum

facing page
Gustav Klime,
Silver Frifigs,

1899

private collection

Ugly and Exciting

J.-K. Huysmans

Agerinst the Granm (A Reborers), [X

i 1R&4)

She was a brunette, a little lean
woman, with hlack eyves and hlack
hair worn in tight bandeaux, that
looked as if they had been plastered
on her head with a brnush, and

paned on one side near the temple
like a boy's. He had made her
= 1§ 1,‘_|-4'.Hf.11|{ Gl 8 Gale-Condcerl
whiere she was giving perfomuinces
as a ventriloguist, Des Esseintes had
been fascinated: 3 crowd of new
thoughts coursed through his brain
| The lecherous aprices that
appedl 1o old men dominated him
Feeling himsell growing more and
more ineflicient as a lover, he had
recourse o the most powerful
stimmubes of aged voluptuaries
urwcertain of their powers — fear.
While hve held the woman clisped
in his arms, a hogarse, funous vwoioe

wouldld burst ot from behind the
door: ‘Let me in, [ say! | know you

have a lover with vou. Just wait a

=

mime, and I'll let you know, you
trodlop,” = Instanty, like the
libenines whose passions are
stimukated by terror of being caught
in_fagrante deficto in the open air,
on the river hanks, in the Tuileries
Gardens, in a summer-house or on 2
bench, he would temporanly
recover his powers, throw himself at
the ventrilogquist, whose voice went
storming on outside the room, and
he found an abnomal satisfaction in
thiz rush and scurry, this alarm of a
el runmning 4 rsk, ntermapted
hasrried in his fornication. Unhappily
Thiese SICLIMES S00N CAme [0 an el
In spite of the extravagant prices he
paid, the veniriloguist sent him
abount his business, and the same
night gave herselfl 1o a good fellow
whose requirements were less
complicated and his back stronger

The Son of Evil
H.P. Lovecraf

The Dhisreenich Hy
Less worthy of

o (1927)
Hice was the fact
thait the mother was one of the

decadent Whateleys, a somewhst
deformed, unattractive albino
wornan of thiny-five, living with a8
aped and half-insane father abo
whom the moss fmgl tides of
rdry had been whispered in 58
vouth. Lavinia W
knomrn: haeshand

weley had no

the custom of the reg

attempt to disavow
concorning the o
ancestry the country folk m
and did — speculate as wid
they chose. On the con
sermed strangely prowd of
goatish-looking nfant whe

such a contrast 1o he :
and pink-eyed albinism, and wis
heard to mutter many cunous
prophecies about s unusual |'u.m:
and tremendous futurel. . |

He was, however, exceedingly ugy
spite his appearance of brillEngs
there being something al
irmalistic about b

lips, lage-por

goatish or a

‘uI L=

darse crinkly hair, and oddy

elongated ears
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1. UGLY AND UNHAPPY

3. Ugly and Unhappy

We can remain handsome and dissolute without ever growing old, but we
can also be unhappy because our real decline and our inner ugliness are
ruthlessly exposed by a portrait that is corrupted in our stead, as happens in
Wilde's Portrait of Dorian Gray. Nonetheless, the search for the interesting
and the individual, or the grotesque, also leads us to imagine the deformity
that drags towards a tragic destiny those who may be meek by nature but
are condemned by their own bodies. Perhaps the first ‘unhappy ugly man’ of
Romanticism is the monster in Mary Shelley's Frankenstein (1818}, followed
by the pathetic freaks of nature created by Hugo, such as Quasimodo in The
Hunchback of Notre Dame and Gwynplaine in The Man Who Laughs. Other
unhappy ugly persons include heroes of Verdi's melodramas like Rigoletto -
although Verdi also found stage room for the ugly and the damned, from
Lady Macbeth to lago, and in a letter wrote that he would have liked to see
this last played by ‘a rather tall, thin man with thin lips and small eyes close
to the nose like a monkey's, and with a high, receding brow and a head that
bulges at the back’

The unhappiest of all are ugly women, like Tarchetti's Fosca (and the
same would also hold for Gozzano's Felicita, had she not accepted her lot
with melancholy good grace). In a short story by Zola ('Le repoussoir’), a
certain Durandeau realises that, on seeing two women walking together
and when one of them is visibly ugly, then by contrast everyone finds the
other one pretty. So he decides to make ugliness a business and sets up an
agency where ladies can hire an ugly female partner to stroll along at their
side and thus highlight their own good looks - even though sometimes the
client is even uglier than whatever companion is offered to her, and hence
she discovers her own scarce attractiveness only in that moment. It is awful
to read about the recruitment process and the way in which ugly women
are told about the reason and the purpose for their being hired. But what is
even worse is the suffering of the chosen candidates who, after enjoying a
day spent dressed elegantly, at the theatre or an expensive restaurant in the
company of a high-society lady, must return to their lonely lodgings of an
evening, faced with a mirror that reminds them of the atrocious truth. The
same mirror that reminded the young Sartre of his own condition as an
irremediably unattractive man and an ugly duckling beyond redemption.

Fo i
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Quasimodo

Wictor Hugo

The Hunchback of Notre Dame,

I, 5, 18352

We shall not ry 1o give the reader
an idea of that tetrmhedral nose, that
horseshoe mouth; that lide left eye
obstructed with a red, bushy,
bristling evebrow, while the dght
eve disappeared entirely beneath an
enormous wiart; of those teeth in
disarray, broken here and there, like
the embattied parapet of a fortress;
of that callous lip, upon which one
of these teeth encroached, like the
tusk of an elephant; of that forked
chin; and above all, of the
expression spread over the whole,;
ol that mixture of malice,
amazement, and sadness [ . ]

A huge head, bristling with red
hair; berween his shoulders an
enormous hump, @ counterpan
perceptible in front; 2 system of
thighs and legs so strangely astray
that they could touch each other
only at the knees, and, viewed from
the front; resembled the crescents of
twio scythes joined by the handles;
large feet, monstrous hands; and,
with all this deformity, an
indescribable dind redoubtable air of
vigour, agility, and courage, strange
exception to the eternal mle which
wills that force as well as beaury
shall be the result of harmony. Such
was the pope whom the fools had
just chosen for themselves

The Man Who Laughs

Victor Hugo

Thee Marr Whe Laughs, 11, 1 (1869
Mamure had been prodigal of her
kindness 1o Gwynplaine, She had
bestowed on him a mouth opening
1o his ears, ears folding over 1o his
eves, a shapeless nose 1o suppon
the spectacles of the grimace maker,
and a face that no one could look
upon without laughing [, .

But was it nature? Had she not
been assisted? Two slits for eyes, a
hiatus for a mouth, a snub protuber-
ance with two holes for nostrils, a
Manened fGce, all having for the
result an appearance of liughter; it
is cerain that nature never produces
such perfection single-handed [, )
But is kaughter a synonym of jov?

Such 3 face could never have
a4

been created by chance; it must
have resulted from intention [. . ]
Had Gwynplaine when a child been
so worthy of atention that his face
had been subjected to
transmutation? Why not? Needed
there a preater motive than the
speculation of his future exhibition?
According 1o all appearince,
industrious manipulators of children
had worked upon his fice. It
seemed evident that 2 mystenous
and probably oocult soence, which
was 1o surgery what alchemy was o
chemistry, had chiselled his flesh,
evidently at a very tender age, and
manufactured his countenance with
premeditation. That science, dever
with the knife, skilled in obtusions
and Hganores, had enlarped the
maouth, cut away the ips, laid bare
the pums, distended the ears, cut
the cantilages, displaced the evelids
and the cheeks, enlarged the
Zypomatic muscle, pressed the scars
and cicatrices to g level, umed back
the skin over the lesions whilst the
face was thus stretched, from all
which resulted that powerful and
profound piece of sculpture, the
mask, Gwynpliine

Frankenstein's Monster

Mary Shelley

Franbenstein, 10 (1518)

As | said this 1 suddenly beheld the
figure of 2 man, at some distance,
advancing towards me with
superhuman speed. He bounded
over the crevices in the e, among
which I had walked with caution;
his stature, also, as e approached,
seemed o exceed that of man. |
was troubled; a mist come over my
eves, and | fel a faininess setze me,
bt [ was quickly restored by the
cold gale of the mountains. |
perceived, as the shape came nearer
(sight tremendous and abhorred!)
that it was the wretch whom I had
created. 1 trembled with rage and
horror, resolving to wait his
approach and then dose with him
in mential combat. He approached:
hi= counterunce bespoke biner
anguish, combined with disdiin and
malignity, while s unearthly
ugliness rencdered it almost oo
haorribie for human eves, But T
scarcely observed this; rage and

hatred had at first deprived me of
utterance, and I recovered only i
overwhelm him with words
expressive of furious detestation il
contempt. “Devil,” 1 exclaimed, ‘da
vou dare approach me? And do ot
you fear the fierce vengeance of
arm wrezked on your miserable
head? Begone, vile nsect! Or rtheg
stay, that | may trample you o duses
And. ol! That 1 could, with the
extinction of your miserable
exisience, restore those vicims
whom you have so diabalically
murdersd” T expected this
reception,’ said the daemon. 'All
men hate the wretched; how, then
mus 1 be haved, who am miserabie
beyond all living things! Yet you, :
creator, detest and spum me, thy
creature, 1o whom thou an boand
by ties only dissoluble by the
annihilation of one of us. You
purpose to kill me. How dare you
spom thus with life? Do vour duty
towvards me, and 1 will do mine
towards vou and the rest of
mankind. If vou will comphy with S8
my conditions, T will leave them and
vou at peace; but if you refise, [
will ghuat the maw of death, unsl §
e sartated with the hlood of your
rentining friends. |...] How cnl
maove thee? Will no entreaties calses
thee to um 2 favourable eye opon S
thy creamure, who implores thy
goodness and compassion® Hefiese
me, Frankenstein, 1 was benevolets
my soul glowed with love and
humanity; but am 1 not alone,
miserably alone? You, my crealor
abhor me; what hope can 1 gather
from your fellow creatures, who
owe me nothing? They spurn and
hate me. The desert mountzins ands
dreary glaciers are my refuge. [
wandered here many days; the
caves of ice, which [ only do not
fear, are o dwelling 1o me, and he S
only one which man does not
prudpe. These bleak skies 1 hai, fof
they are kinder to me than your
fellow beings. If the multimsde of
mankind knew of my existence,
they would do as you do, and sm
themselves for my destrction. Shal
I not then hate them who abhor
me? 1 will keep no terms with my
enemies, 1 am miserable, and they
shall share my wretchedness’
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facing page

Otto Dia,

Syiwia von Harden,
1926,

Paris, Centre Pompidou

Egon Schile

Young Woman Sitting,
1914,

Vienna, Albertina

Miss Felicity

Guido Gozzano

Lar Nigmorna Felicita (1911)

You're almost ugly, nothing flanerng
About your country-style clothing,

But your good, homely face

Andd your fine hair the colour of the sung
Twisted into the tnjest broids

Make you a kind of Flemish beauty [ 5
And 1 see again your scarlet lips
Gaping wide in laughter and drink,
And your square face, with no eyehnoas )
All covered with Hght [reckles

And your still eyes, sincere irs

As blue as blue crockery |, . ]

Fosca

Iginio Ugo Tarchetti

Faosca (1869)

God! How 1o express in wionds the
homendous ugliness of that woman! jos
as there are beauties that defy descriptons
50 are there forms of ugliness that do the's
same, and such was her ugl
wis she ugly so much because of defies
of nature, or unharmoniouws feanres
which were actually partly regular - a5 iof
an excessive skinniness {TEC
unbelievable for those who have not sem
her. This was compounded by the
harmful effects that physical pain and
disease had had on such a young body
Cinlby a2 small leap of the imagination and
you could glimpse her skeleton, Her
checkbones and her temples protruded
alarmingly and the thinness of her ned
nuscle a most striking contrast with the
size of her skull, cromned with a thick
head of very long black hair, such a1
never saw in any other woman, The

vess, Mor

resull of this was 1o increase the
disproportion. Her whaole life was in her
eyes. Large, black as pitch, veiled — eyes
of a surprising beauty. 1t was impossible
to believe that she could once have been
beawtiful, but it was clear thar most of b
ugliness was due o illness and that, asa
young gir, she might have had her
admirers L . ] All her hideousness was i
her face [ . ]

You dont know what it means wa
woman not to be beautiful. For us heay
is everything. Living only to be loved, and
anractiveness being the sole condition fie
love, the existence of an ugly woman
becomes the maost terrible, the most
harrowing of all torments. 1 have hated
myself very much, 1 have deeply hated
my undttractiveness, bul never a5 much 228
I have detested and still detest my heat
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van b Lorraine Albright,

The Portroit

of Dorian Gray,
154344,
Chicago,

The Art Institute

facing page

Odilan Redaon,

The Cyclops
1895-1900,

Onterla,
Rijksmusaum Knoller

298

The Portrait

Oscar Wilde

The Portrait of Dorian Gray, 10 (1890)
Hour by hour, and week by week, the
thing upon the canvas was growing old

It might escape the hideousness of sin,
but the hidecusness of age was in store
for it. The cheeks would become hollow
or flacdd. Yellow crow's feet would creep
round the fading eves and make them

horrible. The hair would lose jis
brightness, the mouth would gape or
droop, would be foolish or gross, 2s the
mouths of old men are. There would be
the wrinkled throat, the cold, blue-veinsd
hands, the twisted body, tha
remembered in the grandfather who had

e

been 20 stem to him in his boy

picture had 1o be concealed
no help for it




. The Unrepresentable

Richard Matheson
Born of Man and Wometn (1950)
M = Thix day when it had ligh
moather called me a retch. You
retch she said. 1 saw in her eyves
# anger. | wonder what it is a
fetch.
" This day it had water falling
from upstairs. It fell all around. 1
saw that. The ground of the back
I watched from the little windo
The ground it sucked up the
water like thirsty lips. It drank oo
much and it go and runny
brown. [ didn' like it

Mother is a pretty thing |
know_ In my bed place with cold
walls around | have a paper thing
that was behind the furnace. It
S8ys on it Screen Stars, | see in
the piciures faces like of mather
and father. Father savs they are
presty. Once he said it

And also mother he said.

Mother so pretty and me decem
enough. Look at you he said and
didn’t have the nice face. 1
touched s arm and said it is
alright father. He shook and

d away where T couldn’t

chain a lint
the little window. That's how 1
saw the water falling from
upsiairs.
XX — This day it had goldness
in the opstairs. As | know when
I looked at it my eyes hun
After 1 looked at it the cellar is
red. [...]
XXX - This day father hit in the
in again before it had lighe. 1
have v to pull it out again
He said T was bad to oo
upstairs. He said new
again or he would beat me hard
That hurts
1 hurt. 1 slept the day and

LY AND UNHAPPY

rested my head

wall. I thought of the white place
upstairs. [...]

X — This is another times. Father
chained me tight. 1 hurt because
he beat me. This time 1 hit the
stick out of hi= hands and made
noise. He went away and his

face was white. He ran out of
my bed place and locked the
dodor,

I am not so glad, All day it s
cold in here, The chain comes
slow out of the wall. And [ have
a bad anger with mother and
father. 1 will show them. 1 will do
what 1 did that once.

I will screech and baugh lowd
I will run om the walls. Last | will
hang head down by all my legs
and laugh and drip green all over
until they are sorry they didn't be
nice o me

If they try to beat me again I'll
hurt them, 1 will
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Arnulf Aamner

The Man Who Lowghs
Blur Dowes Mot Talk
1977,

Vienna, Galerie Libysses

Sartre’s Childhood
Jen-Faul Sartre

The Words (19640

| am teld that 1 am pood-looki

I believe it For some lime my

right eye has had a white speck
ake me hall Blind and
wall-eyed, but this is not yet
apparent. [...]

I had two reasons for

that will n

respecting my teacher; he had o
welfare at heart, and he had

strong breath, Grosn-ups should
be ugly, wrinkled and unpleasant
When they took me in their arms

I didn't mind having to overcome
a4 shight disgust. This was proaof

that virtue was nod

easy, There
JOVS: Funming,

cakes and kissing

were simple,

jumping, eati
my medher's soft, sweet-smelling

skin, Put 1 antached a higher value

1]

to the mixed, bookish pleasure
that 1 took in the company of
mi

ged men. The repulsion

which they made me feel was e
e I e
disgust with seriousness. 1 was
pretentious, When M. Barrault
bent over me, his breath made me
exquisitely uncomfortable. 1
#zealously inhaled the repellent
odour of his virmues, |,..]

of their pres

I disuppeared and went 1o
make faces in front of a mirror
When | think back to those faces,
¢ they were 3 means of

tion: 1 defended myself
st blazing bursts of shame by

a tighteni f

g of muscles, In

addition, by carrving my

muisiorune O an extrems, Uns
reaction freed me from i 1
rushed into humtliiv n order 1o

evade humiliadon. | did away

with the means of

'.:"I|'Ie1 R 15
o forget that 1 had had
n. The

had misused ther

1 made #
onster. If
it succeeded, my sharp remone
would change into pity. But

was of great hel
teach me that 1 was o n

I
above all, as the failure hod
révealed my servility 1o me, 1

I self hideous 20 as o

make it impossible, so as o
reject human beings, and so thet
they would reject me
Comedy of Evil was beir
performed against the Comedy af
Good; Eliakim was playing
Quasimodo’s role. By combined
twists and puckers | was

distorting my [ace; 1 was

vitricdising mysell in order 10

efface my former smiles
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4. Unhappy and Il

As we have already seen, illness brings ugliness in its train, and
Rosenkranz has left us a memorable description of the ravages

of syphilis. But in commenting on a picture by Grosz he is unable to resist
the attraction of plague buboes beautifully and heroically portrayed.
Finally, the same author points out that illness becomes ugly when it
involves the deformation of the bones and muscles or tints the hair as
jaundice does, but becomes almost beautiful in consumption and fevers,
when the disease confers an ethereal look on the body, and goes on

to observe: 'what a truly luminous sight is offered by a young girl or

a young man on their deathbed, victims of tuberculosis.’

Decadentism was especially indulgent even with the most repugnant
forms of physical decomposition, but there is no doubt that from the
nineteenth century onwards the corruption caused by lung disease
(perhaps to exorcise the advance of an illness that was incurable at the
time) is sublimated, from the mawkishness of the dying Violetta in Verdls
La Traviata down to the twentieth-century epic of consumption that is
Thomas Mann's The Magic Mountain.

This fascination with disease also enjoyed success in the representative
arts, whether the artist made an idealised portrayal of the exhausted
abandon of a beauty on the verge of death or of the slow course of some
disease, or whether he portrayed social outcasts made fragile by those ills
known as old age or poverty.

A deathly, ‘spiritual’ beauty that prevails as physical beauty decays,
disease produces evanescent images of young girls destined to die, as
imagined by Shelley, Barbey d’'Aurevilly and Renée Vivien.

But Hugo also fell victim to the ambiguous appeal of diseased bodies
when he celebrated in the spider and the stinging nettle two of the most
disagreeable and despised creations of nature.

Baudelaire praised the crooked body of a decrepit old woman and
the somnambulistic gait of a blind man, thus bringing back to life the
ranks of the sightless as previously imagined by Bruegel. Another
terrifying image is the disgusting wound, a flower in the side of a boy
as described by Kafka. Entirely devoid of all aesthetic complacency,itisa
metaphor for other horrors and represents a fully realised example of the
beauty of disgust.
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I Love Spiders and Nettles

Auguste Hodsn

Murmuring: Love

Little Odd Women
Chares Baudel:

o Oug (1861

Eroticism in Death
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The Blind A Great Wound
Charles Baudelaire Franz K:

irf i Faris, 94 (186]) A Country Daoctor’ (19149)

Contemplate them, my soul; they are truly
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Angeio Morbali,
Sovanza, Undated
Wenana, Galleria Civica
dAne Maderna

lnzing page
Fancesco Mosso
Chaede’s Wifle, 1877
Turin, Galkeria Civica
dArte Moderna o
Conternporanea

fallowing poages

#ngelo Morbell
Hnatale der rricisly,
003, Venice, Ca’ Pesarn
Galleria Internarionabe
dhne Moderna

Lia
Jules-Amedée Barbey d'Aurevilly
Lia® (1832}
Yes, my Léa, you are beautiful, you are

the most beautiful of creatures, T would

VE FOU Ly Yo, Vo defeated eves

I would not

v of the anpels

| That dyi
touched burn

ol women
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Love and the Agony
Renée Vivien

T his Beloved' (1903
And the lor

Die in yol

ot lilies of sacred

inls ke spent car

Your fingers give off fl
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T'he Uncanny

Reinrich Flssh,
Mad Kte,
1806-07,
Feankfurt,

Goethe Musewm

A history of ugliness cannot avoid tackling that form of ugliness we shall
call situational. Let's imagine we find ourselves in a familiar room, with
a nice lamp sitting on the table: suddenly, the lamp floats upwards
into mid-air. The lamp, the table and the room are still the same, none
of them has become ugly, but the situation has become disturbing and,
being unable to explain it, we find it distressing or, depending on our
nervous disposition, terrifying. This is the governing principle behind
every story about ghosts or other supernatural events, in which we are
frightened or horrified by something that isn't going the way it should.

In 1919 Freud wrote an essay on the uncanny (Unheimliche). This
notion had been circulating in German cultural circles for some
time and in a dictionary Freud had found a definition by Schelling
for whom the uncanny is something that should have remained hidden
but has instead come to the surface.In 1906 Emst Jensch had written
a Psychology of the Uncanny, defining it as something unusual, which
causes ‘intellectual uncertainty’ and which ‘we can't figure out®
Freud expatiated on the etymology of the German term, examining
a semantic field that included, in various languages, notions like stranger
or foreigner in Greek; uneasy, gloomy, uncanny, ghastly, haunted in English;
inquigtant, sinistre, lugubre, mal 4 son aise in French; sospechoso and
siniestro in Spanish; demoniac and gruesome in Arab and Hebrew;
and finally uncomfortable, that which causes fear or horror, horrible, that
which may be uttered by a ghost, of the fog, of the night, of the rigidity
of a stone figure . ..
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The Spectral

Karl Rosenkninz

The Aesthetics of Upliness, T (1853)

The contradiction that would have us
believe there is still life in the dead
eomstindes the homor of the fear of ghosts,
Living death as such i not spectral: we
may keep a vigil beside a corpse without
any problem. But if a puff of wind caused
the shroud to move or if the Mickenng of
the ump muicle its features indistinet, then
the pure and simple idea of Hfe in the
dexd — a thought that in any other situation
bt this one might be very dear to us —
would have something spectral about it
Wi think that death spells the end of the
here and now and hence the apparntion of
the hereafter as glimpsed through the
deceased is a Frightening anomaly. The
dead, who belong to the hereafiern, seem o
obey laws we know nothing about. The
horror arcused by the dead insofar as they
are 3 prey 1o decomposition, the
veneration of the dead as consecrted
betngs is blended with the absolute
myslery of the future. For our acsthetic
purposes wi must keep shade and spectre
sepuirate in our thoughts, just as the
Romans did with Lemurs and Lanvae. The
idea of spirits that orginally belong 1o
ancther order cenainly contains something
extracrdinary and blood chilling, but
nothing spectral. Demons, angels, goblins

are as they always were, their notune & s
a consequence of death. They ane show
shades. Between the spectre and the g
we may collocte the panicular sdes of
VAMPIrsm.

The Uncanmny

Sigmund Freud

The Uncanny” (1919)

It 15 undoubtedly related to what 4s
frightening - to what arouses dread and
horror; equally cenainly, too, the word &
not always used in a clearly definable
sense, so that if tends o coincide with
what excites fear in general [ ]

The uncanny is that class of the
frightening which beads back o what is
knoamn of old and long familiar. [ ] The
German word wrbeimlich s obviously (B
opposite of befmbich [homely’], befmm
[mative] = the opposite of what is familiag
and we are tfempled to donclude that wha
B ‘uncanny” is frightening precisely
because it & nof known and familiar
MNaturally not everything that & new and
unfamibiar is frghtening, however, the
relaticn is not capable of mversion. 'We il
only say that what is novel can easily
become fnghtening and uncany; some
new things are frightening bot not by 2
means all. Something has 1o be added 1o
what = nowvel and unfamiliar in onder o
make it uncanmy

Freud agreed with Jensch that the uncanny was the antithesis of all thatis
comfortable and tranquil, but remarked that not everything that is unusual
is uncanny. Referring to Schelling, he observed that what strikes us as uncanny
constitutes a return of the repressed, i.e. of something forgotten that crops up
again, and hence an unusual thing that reappears after the erasure of
something that was known, something that had troubled both our individual
childhood and the childhood of humanity (like the returmn of primitive fantasies
about ghosts and other supernatural phenomena). In line with his theoretical
principles, Freud traced individual repression back to sexual fears and
especially the fear of castration, and not surprisingly he mentioned disquieting
"Gothic’ situations such as limbs detached from the body, severed heads or fest
that danced by themselves. The most profound analysis was reserved for The
Sandman by Hoffmann. In this tale a young boy begins to suffer from
inexplicable nightmares about a mysterious acquaintance of his father’s, whom =
he thinks he sees coming up the stairs towards his bedroom at night, and
whom he identifies with the wizard his mother used to tell him about. The
wizard throws sand in the eyes of children who don't want to go to sleep,and
he continues until their eyes pop out of their heads. Freud wrote that ‘the fear
of losing one's sight is fairly often a substitute for the fear of castration!
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In Hoffmann’s story, when the leading character grows up he falls for a
beautiful girl called Olimpia, who is really an automaton. This ‘intellectual
uncertainty’ regarding the inanimate and the living gives rise to another
childhood situation (not terrifying this time): the desire or belief that dolls
can come alive. Roger Callois draws a distinction between the marvellous
and the fantastic, and assigns the marvellous to all cultures in which
it is natural (and no one is amazed) when supernatural events occur, all the
way to belief in miracles. This happens with fairy tales too. But if a child
(in normal circumstances) is not frightened on hearing or seeing images
of wicked and monstrous fabled beings, he might suffer from terrible
nightmares if, in dream or in a restless doze, there in the dark, he begins to
fantasise about the wolf coming or if he gets the impression that the witch
he playfully daydreamed about during the day is now peeping through the
window. In this sense, fairy stories have always been full of horrors capable
of engendering infantile obsessions, and we need only think of the
frightening apparitions in Colledi’s Pinocchio, or of the cruelty casually
portrayed in stories intended to be educational such as Shock-Headed Peter
(Struwwelpeter). And this is why writers like Angela Carter or Isabel
Allende remind us that the fairy tale can have some terrifying aspects,
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THE LUNCANNY

The Serpent
Carlo Call

L]

Pinocchio. 20 {1883)

is he suddenly

d ook four
What had he seen® He

= serpent stretched

As he was saving |

stopped, scared 1o death, ar

steps backwards

had seen a hn

across the road. It had green skin, red
eves, and a pointed 1ail that was
smoking like a chimney pat. The
puppetl’s termor was bevond belief, He
tock himeself off a good Gve hundned

vards or more and sat down on a pile of

stones, hoping the serpent would finally
a0 o s way and ledve the road clear
He waited one

the serpent was still there, and even

twi, three hours; but

ould see the red

r of

from a distance he «

glare of his fiery eyes and the pi

smoke rising from the end of his @
At |

ist, Pinocchio, screwing up his
t up to the serpent, and
oaxing tones

3
1 in soft, «
Excuse me, Mr Serpent, bul would

u be so ]

wl as o move a Linle o

one side = just enough me Passs

1
It was just like speaking to a wall
N o (

Then, in the same saft voi

M

The fact is, Mr Serp

my Wy

wmee, where my father is
for me
saw him last! So would you be so kind

it's so long since 1

waImn

as o let me go on o
He waited for s
answer 1o this request, but

1y wWay?

WIS
none; on the contrary, the serpent, who

until then had been spry and full of life,

became motionless and almost rigid, His

eyes were closed and his tail stopped
smoking.

Mayhe he's really dead,” s
Pinocchio, rubbing his hands i
With no further ado, he wem 1o |
over him and gain the far of the
But, just as he was about to jump,
the serpent suddenly rear
g that had been released; and the

icd

road

spri
nuppet, retreating in fright, tripped and
I I ® ¥

wand

And he fell so awkwar that his

head got stuck in the muod while his legs
were stuck straight up in the air

of the p
1 L
1l KICK

At the s
upside down a
lhe serpenl Durs! mibo ©
He taughed and i
ed until a blood-vessel in
And this

faugehn

Laugh h

s OISl

: he was

burst and he died

really dead
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The Sandman

ET.A. Hoffmann

The Serviclrmaan

{18160

He is a wicked man, who comes o

chilldren when

they wont go to bed, and

throws a handful of sind into their eves, so

thet they stam out bleeding from their

heads, He puts their eyves ina

carmies them 1o

his owen

there. They have crooked beaks Hke

so 1l

1 with

mictneT ook

Fapges -
vV oCEn pick up the

Iy humamn «

nng 1 hesird the naois

@ and

the crescent moon o feed

rildren, who st in the nest up

wis

wlcren,” A most frphaful

I the oruel Sandman became

1 my mind; so that when in

n the stairs |

oy and skarm, and my

cry, The Sandmuan, the Sandman” stuttered

fosth throa

bedroom, wihe

the Sandman

1N m@n imio fhe
re the frghtful appantion of

v fe=ars. |

ied me during the whaole

of me bat the

night | | My besir trembded with ansous

expectation. A sharp st VETY e,

r — the quick snap of the |

Serewing up my cot
cautoushy peeped o
e Iy GELNET mol
the rocam, the light of the cand

Sanddman

urnn his Bace

evebrows, from ben of
Breen cal's eyes spark st

lustrer, and with a brge nose

peneisling
curved over his upper lip. His wry mouth
wils offen twisted into a malicious logh

of dark red spots appeanad

upon his cheeks, amd

when a coug

sound was heand thio
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The Child, the Wolf, the Grandmother
Angela Carter
The Werewall {1979
Wreaths of garlic on the doors keep out
the vampires. A blug-eyed child bom fea
first on the night of 5t John's Eve will
have second sight. When they discover a
witch — some old woman whose cheeses
ripen when her neighbour's do not,
another woman whose black cat, oh
sinister?! follows ber about all the time
they strip the crone, search her for marks,
for the supernumerary nipple her familiar
sucks. They soon find it Then they stone
her 1o death

Winter and cold weather

Go and visit grandmother, who has
been sick. Take her the oastcakes ['ve
haked for her on the hearthstone and a
litthe pot of butter

The pood child does as her mother
bicls — five miles' trudpe through the

ferest: do not leave the path because of
the bears, the wild boar, the starving
wiolves. Here, take your father's hunting
knife: you know how 0 use i

The child had a scabby coat ol

sheepskin to keep out the cold, she knew

the forest oo well o fiear it an she muest
always be on her guard, When she heard
that freering howl of the wolf, she
dropped her gifts, seized her knife and
tumed on the beast.

It was a huge one, with red eves and

running, grizzled chops; any but 3
mountaineer's child would have died of
Frigght at the sight of it. It went for her
throat, as wolves do, but she made 3
great swipe at it with her father's knile
and slashed off its right forepaw. |, ]
But it was no longer a woll's paw. [t was
a hand, chopped off at the wrist, a hand
toughened with work and freckled with
age. There was a wedding ring on the
third finger and a wan on the index
finger. By the wart, she knew it for her
grandmother’s hamd

She pulled back the sheet bt the old
woman woke up, at that, and began o
struggle, squawking, and shreking
woman possessed. But the child
strong, and armed with her father's
hunting knife: she managed to hold her
grandmother down long enough 0 se
the cause of her fever, There was 1
oody stump where her right hand
should have been, festering already, The
child crossed herselfl and cried out so
loud the neighbours heand her and came
rushing in. They knew the wart on the
hand at once for a witch's nipple; they
drove the old woman, in her shift as she
was, oul into the snow with sticks,
beating her old carcass as far as the end
of the forest, and pelted her with stones
until she fell down dead

Mow the child lived in her
grandmother’s howse; she prospered
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I am Afraid of My=sell
Guy de Maupassant
The Terror' (1883}
I am not afraicd of danger. If 2 man came
in I would kil him without a shudder. 1
am not afraid of ghosts: 1 don't believe
in the supernamral. T am not afraid of
the dead: | believe in the definitive
destruction of all beings that die

Well? . well then? . Right! T am
afraid of myself! I am afraid of fear; fear
of the pangs of the mind that loses its
way, fear of that horrendous feeling that
is incomprehensible terror [, ]

| am afraid of walls, furniture, and
familiar objects that come alive with a
kind of animal life. Most of all I am
afraid of the horrible agitation of my
thoughts, of my reason flecing into
chaos, dispersed by a mysterions
invisible anguish

Ghosts

M.E. James

‘Oh, Whistle, and I'll Come 1o You, My
Lad' (1904}

The reader will hardly, perhaps, imagine
how dreadial it was 1o him o 20« a
I'!gun- suddenly sit up in what he had
known was an empty bed. He was out
of his own bed in one bound, and made
3 dash towards the window, where lay

his only weapon, the stick with which
he had propped his screen. This was, 28
it tumed out, the worst thing he could
have done, because the persondge in the
empty bed, with a sudden mogion,
slipped from the bed and ook up a
position, with outspread arms, between
the two beds, and in front of the doot
id perplexity
g past it and

Was

Parkins watched it in a b
Somehow, the idea of
escaping through the ¢
intolerable to him; he could not have
borme — he didn’t know why — to touch
it; and as for its touching him, he wook)
sooner dash himself through the window
than have that happen. It stood for the
moment in a band of dark shadow, and
he had oot seen what s face was like
g
posture, and all at once the spectator
realised, with some horror and some
relief, that it must be blind, for @

Now it began to move, in a4 Soc

seemed to feel about it with its muffled
arms in 2 groping and random fashion,
| S
I gathered that what he chiefly
remembers about it is a hormble, an
intensely horrible, fice of crumpled
vd upon &
I, but that

linen. What expression he r
he could ool or would not el
the fear of it went nigh o maddening
him 5 cemain

facing page Freud recognised that his identification of the uncanny with the return

f:’;ﬂ":" of something repressed concerned everyday life but that, in art,'uncanny

{Fox Spirit), effects may be obtained through a number of means not available in everyday
i E - L] > i -

ﬁlu}':;.mw_.,,ﬂ life! Consider, for example, Henry James’s The Turn of the Screw (1898), which

Landesmuseum

shows us how, when the standard mechanisms of the Gothic novel no longer
succeeded in scaring readers who had become inured to them, the writers of
the late nineteenth century turned to more refined mechanisms. In an old
country house, a young governess is put in charge of a little boy and girl, both
of whom are good-looking, sweet and extraordinarily sensitive. But the woman
gradually gets the impression that the two children are not as innocent as they
seemn and that they are in contact with the sinister ghosts of a footman and 3
previous governess. The entire story unfolds amid a nightmarish atmosphere
and the reader may suspect that it is all the fruit of the governess's paranoia,
but it is still hard to figure out’ certain events that really seem to happen.The

| intellectual uncertainty between the real and the imaginary dominates
throughout. Callois wrote that the uncanny aspect of the fantastic appearsina
culture in which people no longer believe in miracles, and everything should
be explainable according to the laws of nature, and so time cannot be tumed
back, an individual cannot be in two places at the same time, objects cannot
come to life, people and animals have different characteristics, and so on,

20
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KLTHE LIHCAMNNY

Francis Ford Coppaola
\director],

Diracula,

1992

on page 325

Salwador Dl

Gala and Miller’s Angélun
precede the imminent
arrivil of the conical
anamorphasis,

1933

Ditawa

National Gallery

of Canada

on page 336

FW. Muimdia [dimector),
Nosferafu,

LLF P

on page 327

Edvard Munch,
¥ampire

189304,

Dl Munch Musest

The inexplicable occurs when we can no longer find a room or a street we
know perfectly well, the same events happen several times, a puppet comes
alive, what was thought to be an omen or a nightmare is shown to be real,
ghosts appear, and we suspect that certain individuals possess the evil eye.
The peak of the inexplicable and the uncanny is the apparition of our double
the doppelganger. We find apparitions of doubles in Gogol, Gautier, Poe and
others, and the experience is even more disturbing when, as in Dostoevsky,
others all seem to find the matter perfectly obvious and acceptable. Freud
pointed out that, whereas in ancient times (when pharachs would ensure
themselves a form of survival by having models of their image made) the
double was a guarantee of immortality, in a period in which the primary
narcissism of the primitive and the child was a thing of the past, the
phenomenon became a sinister warning of death.

One very popular example of the uncanny is vampirism. Today's cinema
and literature usually refer to Bram Stoker’s archetypal Dracula (1897),
but the theme of the being that sucks other people’s blood in order to
continue its life beyond the grave derives from ancient legends. The vampire
is truly disturbing not so much when it appears as a bat-creature whose
canines drip blood, because in that case all it does is frighten us, but when we
harbour the suspicion — not the certainty - that someone else is a vampire,
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Suspicion as a generator of disquiet may be found in certain contemporary
paintings when a simple house, seen in an ambiguous light, and isolated
against the landscape, becomes haunted and takes on a threatening and
malign air (for narrative, see Blackwood). The Kafka of The Trial was a master
of suspicion, but sometimes (as in Metamorphosis) what is uncanny is not so
much the horror that is shown and described (a man wakes up to find he has
been transformed into a disgusting insect), but the fact that his family take
the event as embarrassing yet entirely natural, and they have no inkling of any
alteration of the order of things — whereas we suspect that the story is really
talking about our acquiescence in the face of the evil that surrounds us.

Finally we have the return of the dead. In his Aesthetics of Ugliness (lil)
Rosenkranz made an analysis of the spectral. Death as such is still not yet
spectral."We can keep imperturbable vigil by a corpse. But if a puff of wind
moved the shroud or if the flickering of the light made the dead person’s
features indistinct, then the pure and simple idea of life in death [...] would
have something spectral about it The ghost does not possess the soothing
obviousness of the lemurs of antiquity, of demons, angels or fabulous
creatures, who are the way they are right from the start. The apparition of one
who has gone beyond (even though we might wish he or she were still alive)
takes on the character of a frightening anomaly’
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The Douhble

Fyockor Dostoevsky
e Disehle, W (18460
Mr Gaolys .
full view of the second belated

n, He looked full at him

and cried out with amiazem

cin could by now

l\.'\.'llll'.l.l'l:

ancd

hesror; his legs gave way under him

[ . JThe stranger did, in fact, stog

[En peices
the light
Aol 6
Figguere stoo] sl turmesd 1o Mr

obadkin, and wit

anxbouws face waitedd 10 hear what he

W
Excuse me, possibly I'm
mistaken,” our hero brought out in a

quavering vwohre The Fact s that

this sty

nger seemed to him

sonmehiow far T at woukd have
oueh. But he
mentsexd, almost certainly

s man. He had often

seert him, than man, had seen him

been nothing

eL

scognised 1

somee thme, and very lately oo

| The stran

et stopped

exzctly before the house in

Golyad
at the

time the f the iron baolt, The

Bl o s, the stranger stoopsed

darted in and dsappeared, Almiost ar

tant Mr Golvadkin

the sime

reached the spot and like an amow
flew in at the pate | | B Mr

Gyt

.l!I'i'.'.'III N SSCImiedl as

amiliar with i, as thaw

home; he mn up ily, withous

difficulty, showing a perfect

Enowledpe of his sumroundings

The hero of our story dashed
inite his lodgimg beside himself
without taking off his hat or coat he
crossed the linde passage and stood
still in the docrway of his room, as

thiough thundersonock

The stranger, also in his coat

and hat, was sitting |

his bed, and with a

his eyes

ndly w

cirmal visitor was no
adkin
ther Mr Golyvadkin, bt

aher thoan himsell = Mr (

himself, a

absolutely the same himsell - in

fact, what 5 called a2 doubl

Ve Tespec

The Double as Nose
Mikodai G |

The Nose' (1835)

I

earnh. For in front of the doons «

n he haled as

mansion he saw ooour a
h, simply,
explanation was possible, Befc

nhenomenon of wi

e that
mansion there stopped a carmage
Anid then a ¢

s af the i«

opened, and there leapt
g himself up, a unifon
gentleman, and that uniformed
gentleman mn headiong ap the
mansion’s entrance-steps, 2nd
disappeared within. And oh,
Kowvabey's harror and astomshment 1o

hudclli

perceive that the gentleman was

nome ather than

his own nose |, ]
Good sir' Kowsaley went on with

a1 heightened sense o miry, ‘the
12 i

one whao is at

a loss 1o understancd

the other is 1 Merely — you an

my own nose.” The Nose reg
= MlEpor

i contrected its b

EAl ST,

vou speak in

wis its reply. T am ju mveelf

Rl

Double Fate
Théophile Goutier
The Double Kn

Litthe Ofuf wwas g very sin

" 184010

bowe: two childmen of contrasting

personalitics seen VCOEXISL N s

white and vermil sKIn. One ¢

e Wikt a b WXLy he

WELS

micther's breast and used his nails 1o

scratch his 1
Strange, Oluf felt the blows he

e the unknown knight, he
i

siffered from the wounds |

Elh
well as from those he received. His
chest felt temibly cold, as if a blade
wd penctrated it in search of his
hearn, yet his breastplate had no hole
at that level. Onby his right sirm was
injured, A simgular d

.II_‘I m wihch the

“ fmg=

: re him: a m
have be

exs fuithful. He had

fought agnmst his own

[ AL

Nosl, against

The Fight with the Double

Edgar Allsn Poe
William Wils

The contest

el indeed, | wns

frantic with ev sewecies of wild

1 my gk

irm the energy and power of 3

excitement, and | vith

fewr secon o

multinude. Tn a

him by sheer strength agains
wainscoting, and thus, ge
mercy, plunged my swond, w

Tocity, repestedly througt

Omnc

ind through his bosom
Al

the katch of the &

prevent an intresion, daod then

1 v mmay oy

immedately retur

intmeonist. But wwhet human

language «

astonishn

presentedd o view?

in which 1 averted my eyes had been

v stooc] whene

|'|.'Il\. l\.'l H!

I.'i' to i i extremily of termor

il
Thus it appeared, | say, but was
ol I was mv dniEpornst = i Wi

Wilsorn. who then stood before me

¢ and cloak lay, wi

in nll his raiment —r

1l 5

marked
is of his face which was
nol, even in the abes
Wienlly, o
b he spe
whisper, and 1 «

thar T myvsedl w;

tiso diesad - de

Heaven and to |
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KL THE LNCANNY

A Meeting with Count Dracula
Bram Stoker
Diracrda, 11 (1897}

His face was a strong, a very

strong, aquiline, with |

nigh bridge

af the thin il

vosE and pecul

arched nostrils, with lofty dorme

forehead, and hair growir

B

scantily round the temples but

profusely elsewhere. His eyebrows

wene very massive, almost meeting
over the nose, and with bushy
hair that seemed o curl in its own
profusion, The mouth, so far as 1
could see it under the heavy
mouistache, was fxed and rather
cruel-locking, with peculiarly
sharp white tecth. These
protruded over the lips, whose
remarkable ruddiness showed

@ vitality in a2 man of his
For the rest, his ears were

. andd at the tops extremely
ted, The chin was broad and
strong, and the cheeks firm

astonishi

VEars

though thin, The general effect
was one of extraocdinary pallor

124

| P

As the Count leaned over me
ind his hands touched me, 1 could
not repress i shudder. It may have
been that his breath was rank, but
feelng of nausea came

over me, which, do what [ seould
I could nod conceal |

What 1 saw was the Count’s
head coming out from the
1 did not see the face
but 1 knew the man by the neck
and the movement of his back
and arms. In any case 1 could no
mistake the hands which 1 had

had some many opporiunities of

window

stucdying. I was ar first interested
and somewhat amused, for it is
wonderful how small a matter will
interest and amuse a man when
he is a prisoner. But my very

ged 1o repulsion and

feedin 5

I saw the whole man

terror wh
slowly emerge from the window
and begin 1o crawl down the
castle wall over the dreadful
abwss, face down weith his cloak

greal wings

beleve my eyes, | thought

some trick of

weird effect of shadow, bu
]

king, and it could |
I saw the fin

loes grasp corners ol the

stones, wom clear of the monae

by the stress of years, and by ths

II"-ir'l:.:: every projeciion and

move dowmnwards with

f as 1 loand
| In the

moonlight opposite me were theg

inegquality

considerable speed

moves ialong a wall. [

yvoung women, ladies by their
dress and manner. 1 thought ot the
time that 1 must be dreaming
when | saw them, they threw no

shadow on the floor. They came

close 1o me, and looked at me lor
sOome lime, I th
topether. Two were dark, and had
high aquiline noses, Like the

i
eves, that seemed 1o be alm
when contrasted with the pale

whitspered

int, and great durk, p

g
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XL THE UNCANNY

Martin Frobenius
Ledermuellor
Amusernent
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Becoming Something Other

Franz Kafka

Metamarphosis (1915)

As Gregor Samsa awoke one morning
from uneasy dreams he found himsel
transformed in his bed into 2 gigantic
insect) He was lying on his hard, as it
were: armour-plated, back and when he
hifted his head a little he could see his
domelike brown belly divided into suiff
arched segments on top of which the bed
quilt could hardly stay in place and was
about 1o shde off o 1:111')!1.'5{'5\_ His
numercus legs, which were pitifully thin
compared 1o the rest of his bulk, waved

helplessly before his eves.
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Edward Hopper,

House by the Raifrood,
1925

New York,

Museum of Modarn An

Certain Houses

Algernon Blackwood

The Empty House' {1906)

Certain houses, like certain persons,
manage somehow 1o proclaim at once
their character for evil, In the case of
the latter, no |'l'.||'|||'|||_|r [earume: necd
betray them; t

!I |||.|.'!. I"::I:I.NI An Ilr'll,'n
countenance and an ingenuous smile:
and vet a linle of their company leaves
the unalterable conviction that there is
something radically amiss with their
heing: that they are evil. Willy nilly, they
sctm (o communicate an atmosphere of
secret and wicked the
makes those in their immediste

ght= which

neighbourhood shrink from them as
from a thing diseased

And, perhaps, with houses the same
inciple is operative, and i is the

I
aroma of evil deeds commined under a
pamicular roof, long after the acneal
doers have passed away, that makes the
gooseflesh come and the hair rise
Something of the original passion of the
evil-doer, and of the homor felt by
victim, enters the hean of the innocent
watcher, and he bevomes suddenly
conscious of tinghing nerves, creeping
skin, and a chilling of the blood, He is

151

lerror-stricken without apparent cause

L.

Stealthily, walking on tiproe and
shading the candle lest it should
thetr presence through the shutteriess
windows, they went first into the big
dining-room. There was not a stick of
furniture 1o be seen. Bare walls, ugly

mantelpieces and emply grates stared at
them. Everything, they felt, resented
their intrusion, watching them, as ot
were, with veiled eyes:; whispers
followed them; shadows fied
noiselessly to right and lef

something
seemed ever at their back, watching,
willing an opporunity o do them
injury. There was the inevitahle sense
that operations which went on when the
room was emply had been temporarily
suspended il they were well out of the
way again. The whole dark interior of
the old building seemed 1o become &
malignant Presence that rose up
waming them (o desist and mind their
owmn h'.]:":I!'H"‘\‘-: every moment the strain

on the nerves increased
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A Hideous Smell of Mould
M.E. James
"The Treasure of Abbot Thomos' (1904)
‘Then 1. . ] went on pulling out the great
bag, in complete darkness, It hung for an
instant on the edge of the hole, then slipped
forward on o my chest, and prit s armes
ronid my neck

My dear Gregory, 1 am efling you the
exact truth. | believe | am now acquainted
with the extremity of temor and repulsion
which a man can endure without losing his
mind. I can only just manage to tell you
now the bare outline of the expenience. 1
was conscious of a most horrible smell of
moutld, and of a cold kind of face pressed
against my own, and moving slowly owver it
and of several — 1 don't know how many —
rs Of arms or lentacles or something

g 1o my body. 1 screamed o, Brown
says, like a beast, and fell away backwand

from the step on which 1 stood, and the

climgi

creature slipped downwards, | suppose, on
to that same step.” L .

Well, sir,” savd Brown, speaking low and
nenvoushy, it was jus this way, Master was
busy doemn in front of the ‘ole, and | was
olding the lantern and looking on, when |
cand somethink drop in the water from the
togy, as | thought. So 1 looked up, and 1 see

THE LINCANNY

someone’s ‘ead lookin® over at us. 1 s'pose |
st ha” sabd somethink, and 1 'eld the light
up and nun up the steps, and my light shone

ol wn, s il
. and the face

right on the face. That was i
ever | see one! A hobdish me
viery much fell in, and larfin’, as 1 thought
And 1 got up the steps as quick pretty nigh
as I'm tellin’ you, and when 1 was out on

the ground there wamt a sign of any
person.’

Childhood Ghosts

Isabel Allende

Of Love and Shadows (1984)
She recalled the ghost stories Hosa used 1o
tell her when she was a child: the devil »
tvend insicle mirroes 1o frig
il of trapped
animals; diogs with croondile scales on their
backs and poats
Iying in wait around comers ready 1o snat

o the vain: the

bisck man with his bag

wwves: Twi-hesded o

h
linde girls who sleep with their hands under
the sheets. Baleful stonies made 1o cause
nightrmares, but whose bewatching appeal
wis such that she could not stop listening 1o
them and asking Rosa 1o fell her more,
trembling with fear, wishing she could

her ears and close her eyes 50 as not o
know and at the same time eager o

discover even the slightest details
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1. Industrial Ugliness

The eighteenth century, with the invention of mechanical looms and steam
engines, led to radical transformations in the organisation of labour.

The following century, with the development of factories and industries,
marked the success of capitalist production methods, the rise of a working
class and the birth of urban agglomerations where living conditions were
atrocious.

Some thinkers or writers waxed enthusiastic about these extraordinary
new things and in his "Hymn to Satan’ (1863) Giosué Carducci hailed the
steam train as a ‘beautiful and horrible’ monster that symbolised, with
progress, the revenge of a Satan in rebellion against medieval
obscurantism, But the same period saw the beginning of a critique of the
industrial universe, whose most famous expression was the Communist
Manifesto by Marx and Engels (1848).

At the same time, within the bourgeoisie itself, there were symptoms of
rebellion, as exemplified in the works and social activities of John Ruskin.
Captivated by the Italian primitives and Gothic architecture, Ruskin,
an apostle of a nostalgic idea of beauty, fought against the squalor of
‘plebeians who make money; advocated a socialist utopia inspired by
Christianity, and harked back to production metheds inspired by the
creative joy of the craftsmen of olden times.

In those same decades (although the portrayal of the horrors of city life
date back to the eighteenth century with Hogarth and Blake), faced with
the shock of the industrial city, artists such as Doré and writers such as
Dickens, Poe, Wilde and Zola, and later, London and Eliot, provided us
with a blood-chilling representation of the squalor of progress.
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The Misery of London

Charles Dickens

iver Twist, 8 (1838)

A dirtier or more wretched place he had
never seen. The sireel was very narmow
and muddy, and the air was
impregnated with filthy odours. There
were 2 good many small shops; but the
only stock in trade appeared to be
heaps of children, who, even at that
time of night, were crawling in and out
at the doors, or screaming from the
inside, Covered ways and vards, which
here and there diverged from the main
street, disclosed litle knots of houses,
where drunken men and women were
positively wallowing in filth

Streets of London

William Blake

London® (1794)

1 wander thro' each chaner'd street,
Near where the chanter'd Thames does
flow:

And mark in every face | meet

Marks of wedkness, marks of woe

In every oy of every Man,

In every Infant's cry of fear,

In every vaice, in every ban,

The mind-forg'd manacles [ hear

How the Chimney-sweeper’s cry

Every black’ning Church appalls;

And the hapless Soldier's sigh

Runs in blood down Palace walls

But most thro' midnight streets T hear
How the youthful Harlot’s curse
Blasts the new born Infant’s tear,

And blights with plagues the Marmiage

hiesarse

1. INDUSTRIAL UGLINESS

London Fog
Charles Dickens
Bleak House, 1 {1832-33)

Fog everywhere. Fog up the river,
where il lows among green aits and
meadows; fog down the rver, where it
rolls defiled among the ters of shipping
and the warerside pollutions of a great
(and dirty) city. Fog on the Essex
marshes, fog on the Kentish heights, Fog
creeping into the cabooses of collier-
brigs; fog hving out on the yards, and
hovering in the figging of great ships;
fog drooping on the punwales of barges
and small boats. Fog in the eyes and
throats of ancient Greenwich
pensioners, wheezing by the firesides of
their wards; fog in the stem and bowl of
the afternocon pipe of the wrathful
skipper, down in his close cabin; fog
cruelly pinching the tocs and fingers of
his shivering little "prentice boy on
deck. Chance people on the bridges
preping over the pampets into a nether
sky of fog, with fop all round them, as if
they were up in a balloon, and hanging
in the misty clouds,

Gas looming through the fog in
divers places in the s
sun may, from the spongey ficlds, be
seen to loom by husbandman and
ploughboy, Most of the shops lighted
twio hours before their time — as the gas
seems o know, for it has a haggard and
unwilling look

ts, much as the
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The Triumph of Facts

Charles Dickens

Herrd Tomies, 1, 5, 10 (1854)
Coketown |, . ] was a tiumph of
Fact; it had no greater tmim of fancy
in it than Mrs Gradgrind herself. Let
us strike the key-note, Coketown,
before pursuing our fune

It was a town of red brick, or of
brick that would have been red if
the smoke and ashes had allowed
it; but as matters stood, it was a
town of unnatural red and black
like the painted face of a savage,

It was 4 town of machinery and 1all
chimneys, out of which
interminable sempents of smoke
trailed themselves for ever and
ever, and never got uncoilbed.

It had a black canal in it, and a
river that ran purple with ill-
smelling dye, and vast piles of
building full of windows where
there was a rattling and a trembling
all day long, and whene the piston
of the steam-engine worked
monotonously up and down, like
the head of an elephant in a state
of melancholy madness, It
contained several large streets all
very like one another, and many
small strewts still more like one
another, inhabited by people
equally like one another, who all
went in and out at the same hours,
with the same sound upon the
same pavements, o do the same
work, and 1o whom every day was
the same as yesterday and
tomorrow, and every year the
counterpart of the last and the next

L.

The jail might have been the
infirmary, the infirmary might have
been the fil, the town-hall might
have been either, or bath, or
anything else, for anything that
appeared to the contrary in the
praces of their construction.

e |

In the handest working part of

Coketown; in the innermiost
fortifications of that ugly citadel,
where Nature was as strongly
bricked out as killing airs and gises
were bricked in: at the hean of the
labyrinth of marrow couns upon
couns, and close streets upon
streets, which had come into
existenoe pecemeal, every picce in
a violent hurry for some one man's
purpose, and the whole an
unntural fmily, shouldering, and
trampling, and pressing one
anather to death;, in the last dose
nook of this great exhausted
receivier, where the chimneys, for
wamt of air to make a draoght,
were built tn an immense varety of
stunted and crooked shapes, as
though every house put out a sign
of the kind of people who might
b expected to be born in it
among the multinode of Coketown,
penerically called ‘the Hands™ — a
race who would have found mere
Favour with some people, o
Providence had seen it 10 muke
them only hands, or, like the lower
creatures of the seashore, only
hands and stomachs = lived a
cemain Stephen Blackpool, forty
vears of age

The People of the Abyss

Jack London

The Peaple of the Alnss, 1, 6 (1903)
Nowhere in the streets of London
may oné escape the sight of abpec
poverty, while five minutes' walk
from almost any point will bring
one 10 shum; but the region my
hansom was pow pepetrating was
one unending slum. The streets
were filled with 2 new and
different mce of people, shon of
stature, and of wretched or beer-
sodden appearance. Wie rolled
along through miles of bricks and
sqqualor, and from each cross stoeet
and alley flashed long vistas of
bricks and misery. Here and there

lurched a dnmken man or wosnan,
and the air was obscene with
sounds of jangling and sguatbling
AL 3 market, wonery obd men and
wonen were scarching in the
garbage thrown in the mud for
roften potatoes, beans, and
vegetables, while linle children
clustered like flies around a
festering mass of froit, thrusting
their amms 1o the shoulders mio e
ligquid cormuption, and drawing
forth moresels but parially decayed
which they devoured on the spot;

| |

I looked out of the window,
which should have commanded the'
back yards of the neighbosrng
buildings. Bt there were no hack 3
yards, or, rather, they werne coveed”
with one-storey hovels, cowsheds,
in which people lived. The mools off
these hovels were covered with 8
depaosits of filth, in some places &
couple of feet deep - the
comributions from the back
windows of the second and thisd
storeys, | oould make our fish and
mear bones, garbage, pestilential
rags, old boots, broken
ecarthenware, and all the genenl
refuse of a human sty

| B

It was a welter of mgs and fikhs
of all manner of loathsome skin
diseases, open sores, brulses,
prossness, indecency, leering
mronstrosities, and bestial fboss &
chill, raw wind was hlowing. and
these creatures huddled there in
their rags, sleeping for the mos
part, or trying 1o sleep. Here wee
3 dozen women, ranging @ age
from twently years o seventy. Nests
a babe, possibly of nine months,
lying asleep, flat on the hand
bench, with neither pillow nor
covering, nor with any one locking
after it Next half-a-dozen men,
sleeping bolt upright or leaning
against one another in their sleep.
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The Damaged City

T.5. Eliot

The Waste Land, “The Burnal of the
Dead’ (1922)

Unreal Ciry,

Linder the brown fog of a winter
dawn,

A crowd flowed over London Bridge
SO Many,

I had not thought death had undone
S0 MATY.

Sighs, shon and infrequent, were
exhaled,

And each man fixed his eyves before
his feet.

Flowed up the hill and down King
Willmm Street,

To where Saint Mary Woolnoth kept

1, INDUSTRIAL LGLINESS

the hours

With a dead sound on the final stroke
of nine

There 1 saw one 1 knew, and stopped
him, crying 'Stetson!

You who were with me in the ships at
Mylae!

‘That corpse yvou planted kast vear in
vour garden,

‘Has it begun o sprou? Will it bloom
this year?

“Or has the sudden frost disturbed its
bed?

“Oh keep the Dog far hence, that's
friend 10 men,

Or with his nails he'll dig it up again!
You! hypocrite lecteur! — mon
semblable, — mon frere!
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One Night for Dorian Gray

Oscar Wilde

The Portrail of Dorian Gray, 16 (1891)

A cold ran began 1o fall, and the bharred
street-lamps looked ghastly in the
dripping mist. The public-houses werne
just closing, and dim men and women
were clustering in broken groups round
their doors. From some of the bars came
the sound of horrible laughter. [. . ]

It is saad that passion makes one think
in a crcle, Cenamly with hideous
iteration the biten hips of Doran Gray
shaped and reshaped those subtle words
thar dealt with soul and sense, till he had
found in them the full expression, as it
were, of his mood, and justified, by
intellectual approval, passions that
without such justification would still have
dominated his temper. From cell to cell of
his brain crept the one thought: and the
wild desire 1o live, mast terrible of all
man's appetites, quickened ino force
each trembling nerve and fibre. Ugliness
that had once been hateful o him
hecause it made things real, became dear
to him now for that very reason, Ugliness
was the one reality. The coarse brawl, the
loathsome den, the crude violence of
disordered life, the very vileness of thief
and outcast, were more vivid, in their
intense actuality of impression, than all
the sracious shapes of an, the dreamy
shadows of song, [ .

He |. . . entered a long low room
which looked as if it had once been a
third-rate dancing-saloon. Shrill flaring gas-
fets, dulted and distoned in the fly-blown
mirrors that faced them, were ranged
round the walls, Greasy refleciors of
ribbed tin backed them, making quivering
discs of light. The floor was covered with
ochre-coloured sawdust, rampled here
and there into mud, and stained with dark
rings of spilled lguor. Some Malkivs were
crouching by a little charcoal stove,
playing with bone counters and showing
thetr white 1eeth as they chattered. In one
corner, with his head boried in his arms, a
saflor sprawled over a tabie, and by the
tawdrily painted bar that ran across one
complete side stood two haggard women,
mocking an old man who was brushing
the sleeves of his coat with an expression
of disgust [ . ]

At the end of the room there was a
limle stamcase, beading o a darkened
chamber, As Doran hurried op its three
rickety steps, the heavy odour of opium
meet him

The Ugliness of ‘Technical Beauty'
Hans Sedimayr

The Death of Lighr, TIT, 2 {1964)

At the same time 2s this new beauty is
budding, however, an equally unigue
wave of ugliness is also fooding the
word. From the new neighbotrhoods of
the great cities it has spread out beyvond
the outskirts and into the open
countryside, mvading small rowns and
the country. The ugliness of most of the
city’s new neighbourhoods is
indescribable: an ugliness that kes yours
bereath away, This is as tue for buildings
in the centre as it is for those in the
outskirts, as true for rented buldings as
for residential areas, as true for the poot
neighbourhoods as it is for the rich, for
both private and public buildings, for
fagades as for interiors and courmyrds.
the course of the nineteenth century this
new ugliness took on a bleak, wild
aspect, something that hints ot excessive
profits, something barbarically chaotic,
individual. This does not alter the fact
that scattered here and there in these
deserts of ugliness there are ouses of
ancient nobility, and that alongside an
ugliness devoid of charcter there
appears, quite ofien, a characteristically
provocative ugliness, which might be
preferabile to the bland pleasantniess of
certain buildings today, especially given
that this ugliness is often allied to 4
surprising solidity and care in
constraction. T am convinced that dunngs
no past era did man consider the
expressive forms of architecture with
disgust and aversion; this has been
reserved for our age alone, Until the
classical period building was a namral
function. It was entirely possible thet
buildings would not be noticed, just s
yvou wouldn't note a tree that has only
recently been planted; but when they
were noticeable, evervone knew that
something good and natural had taken
place; this is how Goethe saw the
buildings of his duy’ (Broch).

In the twentieth century, several aess
afflicted by this kind of ugliness have
been demolished, although they continses
1o exist in the new so-called ‘mtional
architecrure, in other words in ahsurd 5
colours and propomions and, 35 Tuncion
in poorly concealed ormamental
aberrations [. . ] On the other hand,
monotony 5 often even more pronounosls
than it was in cenain ‘revamped’ sirees in
the nincteenth cenfury
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Charles Bauds
Art in Paris, 106 {1861)
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The entire nineteenth century was agitated by the conflict between
enthusiasts of the Industrial Revolution, which inspired a new architecturs
based on iron and glass, and those who rejected these technological
innovations not only in the name of traditional values but also in that of the
new aesthetic sensibility.

Before Gustave Eiffel completed in 1889 his metal tower for the Universal
Exposition in Paris, in 1887 the newspaper Le Temps published a letter whose
signatories included Alexandre Dumas fils, Guy de Maupassant, Charles
Gounod, Leconte de Lisle, Victorien Sardou, Charles Garnier, Francois Coppée
and Sully Prudhomme: "We come, we writers, painters, sculptors, architects,
lovers of Paris’s still intact beauty, to protest with all our strength and all our
indignation, in the name of the underestimated taste of the French people,
and in that of the threat to French art and history, against the erection in the
heart of our capital of the useless and monstrous Eiffel tower that a hostile
public, often well endowed with common sense and the spirit of justice, has
already dubbed the “Tower of Babel” And so they inveighed against the
gigantic black factory chimney’ that, like an inkblot, would have stretched
out over Paris the hateful shadow of a ‘hateful column of bolted tin.




Eiffel’s response was that the tower would have had its own typical beauty

and elegance, that the rules of harmony were not extraneous to those of
engineering, that the construction would have expressed - thanks to the
boldness of its conception - power and beauty, that colossal things are
fascinating too, and finally that the tower would be the highest building ever
erected by men. Why should that which is admirable in Egypt become
horrible and ridiculous in Paris? The Eiffel Tower has become a characteristic
feature of the Parisian skyline, and at the time some of the original protesters
changed their minds. But the ‘Eiffel dossier’ still remains as proof of the
so-called swings in taste. Swings that have occurred over time also with
regard to the image of the city itself. In contemporary painting we find
appalling images of bleak metropolises and industrial outskirts; bitter
reflections on the ugliness of cities appear in the works of thinkers like
Sedlmayr and Adorno. The metropolis described in Alfred Dablin's Berlin
Alexanderplatz (1929) is harsh and forbidding, and in our own time DeLillo
has revisited in an American vein the horrors of nineteenth-century London
and Paris. But in Joyce's Ulysses (1922) we have an epic of the modern city, ;
fascinating melting pot of contradictory aspects, the inferno and the paradise
of Leopold Bloom. '
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The Misery of America

Don DeLillo

[mdereorid (1997)

Farther on we see signs of the old tests,
aboveground, and there is a strangeness
here, an uneasiness | try to locate, We
see the remnant span of a mailroad trestle,
a sculptured length of charred brown
metial resting on concrete plers. A
graveness u spirt of old secrets gone
bad, mirned unworthy. We see the sguat
gray base of a shot tower, most of it
blown away decades earlier, leaving this
block of seamed concrete that rses only
seven feet above the stubble surface, soll
looking oddly stunned, with metal beams
ajut. Guilt in every dosed object, the
weathered posts and I-beams left 1o the
wind, things made and shaped by men,
old schemes gone wrong

We ride in silence.

There are mounds of bulldozed earth
around a camera bunker daubed with
vellow paint = vellow for contaminated
The place is strange, frogen away, a
SpeETimen | af okl fi ||gg'|h||'r|.g"v- EVETE 3% B
note the details, We see signs of houses
in the distance, test dwellings blown off
their foundations with people still inside,
manneguins, and products on the shelves

where they'd been placed mavbe fory

yvears ago — American brands, the driver
SavE

|

The tin, the paper, the plastics, the
stvrofoam. It all fies down the conveyor

belts, four hundred tons a day, assembly
lines of garbage, sored, compressed, snd
baled, transformed in the end of squiines
edged units, products agin, wire-bound
and smartly stacked and ready to be
marketed. Sunny loves this place and s
do the other kids who come with thesr
parents or teachers to stand on the
carwalk and visit the exhibits, Brightness
streams from skyvlights down to the fioor
of the shed, falling on the tall machines
with a numinous glow. Mavbe we feela
reverence for waste, for the redempiive
qualities of the things we use and
discard. Look how they come back to oy
alight with a kind of brave aging. The
windows vield a strong broad desen and
enommous sky. The landfill across the
road is closed now, jammed 1o capacity,
but gas keeps rising from the great
carthen berm, methane, and it produces
a wavering across the land and sky that
deepens the aum of sacred work. It s
like a fable in the writhing air of =ome
ghost civilisation, a shimmer of desen
ruin. The kids love the machines, the
balers and hoppers and long

and the parents look out the o
through the methane mist and

come out of the mountains and

squalor of our lives, and 1akir
and bound units ot into the world agan
E.d
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Edouard Manet,

The Absinthe Drirker,
1858-59,

Copenhagen,
Ny-Carlsberg-Glyptothek

2. Decadentism and the Licentiousness of the Ugly

Faced with the oppressiveness of the industrial world, metropolises teeming
immense, anonymous crowds, and the rise of an organised working class, whilea
flourishing form of journalism began to publish popular stories in episodes, ths
sowing the seed of what we now call mass culture, artists felt their ideals were
threatened. They viewed the new democratic ideals as their enemies and
decided to become 'different; outcasts, aristocratic or maudit, and withdrew into
the ivory tower of Art for Art's sake. As Villiers de I'sle-Adam said:'Living? Our
servants will see to that for us.

So the epoch of the triumph of the motor car and the positivist cult of scient
was also that of Decadentism. An aesthetic religion took form in which Beauty
was the only value worth realising, and dandies thought that life itself should be
led as a work of art. In his poem ‘Languor’ (1883), Paul Verlaine compared his
epoch to the worlds of Roman and Byzantine decadence: everything has alread
been said, all pleasures have been tried and drunk to the lees, on the horizon
there lurk barbarian hordes that a sick civilisation cannot stop. There is nothing
left to do (Huysmans was to say) but plunge into the sensuous joys of an
overexcited and overexcitable imagination, to list art treasures, and to run fistless
hands through the jewels accumulated by past generations.

For Baudelaire (Correspondences, 1857), nature is a temple where living
columns sometimes let slip confused words, and can be seen only as an
inexhaustible store of symbols. But if everything allows of a symbolic revelation,
then that must also be sought in the abysses of evil and horror.

Portrait of a Decadent got involved in mysticism he ook
Paul Valéry delight in adding 1o his detailed
Variedd, 11 "Portrait of Huysmans' (19300 and self-satisfied knowledge of

He was the most nervous of men [, . ] visible filth and measurable muck a

an artist of the repellent, inclined 1o the  scrupulous, inventive, and restless
worst and athirst only for the excessive.  curiosity about supernatural filth

Uinbelievably credulous, he welcomed and suprasensible muck [. . .|

every horror that the human mind can Trembling, his singular nostrils
imagine, avid for the bizarre and for would sniff out all that is nauseating
tales that one might hear in the ponter's  in the world. The disgusting smell of
ledge of Hell. [. . ] cheap dives, rotten, acrid incense, the

His was an erudition devoted to the polluted, stale air of hovels and
astounding, He smelt filth, wrongdoing,  almshouses, everything that revolied
and ignominy in all social affairs, and his senses excited his genius
perhaps e was right, [, . ] When he
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Arthur Rimbaud ('Letter to P. Demeny, 1871) said that the poet
becomes a visionary only ‘through a lengthy, immense, and rational
dissofution of all the senses, and in A Season in Hell (1873) he wrote:'One
evening, | lured Beauty onto my knee. And | found her bitter [.. ] | have
wallowed in the mud. | have dried myself in the air of crime,'The
religiosity a rebours of the decadents took the path of satanism, with
participation in magical practices and summoning the Devil (see
Huysmans's Lda-bas), and our anthology cannot explain the infinite
celebrations of sadism and masochism, the apology for vice (see, apart
from Decadentism, the eulogy of the prostitute in Rilke, or the celebrati
of the ugliness of the sexual act in Bataille), the refined pleasures of
or the exaltation of neurotic states (Huysmans). Corbiére identified with'
the melancholy ugliness of the toad, Dostoevsky talks of the harror of th
rat, Baudelaire wrote Carrion, an out-and-out eulogy of the disgusting,
Tarchetti wrote in praise of bad teeth, and Rimbaud trembles with
pleasure in describing women absorbed in delousing. And finally there 5
Proust and the appeal of the sublimely aristocratic nature of ugliness.

Likewise, representational artists gave us perverse characters,
prostitutes, sphinxes, dying girls and repulsive faces.

The Pleasure of Ugliness

Charles Baudelaire

i Selection of Consoling Maxims on Love
L1800

For cerfamn more curtous and
disenchanted spirits, the pleasure of
ugliness comes from an even more
myvsterious sentiment, which is a thirst
for the unknown and a taste for the
horrilble

It is this sentiment, the germ of which
all of us carry inside to a greater or
lesser degree, that drives cenain poets
into clinics and anatomy theatres, and
women (o public executions. I'm sorry
that no one understands this = a harp
that lacks its low siring! There are
people who blush about having loved a
woman, when they realise that she is a
fool [. . ] Swpidity is often the ornament
of beauty; it is that which gives the eyes
the lacklustre limpidity of blackish
ponds, and the oily calm of wopical
SEAS

The Toad

Tristan Corbiére

The Yellow Lopes (1873)

A song in o windless night |

- The moon a plate of bright metal
Ornaments of dark green,

oo Acsong; ke an echo, bured
Alive, there, under the bush

= It ceases: Come, it's hiding in sha

— A toad! — Why are vou so afroid
Here next to me, your faithful soldiess
Lowk at him, the bald poet, wingles S
Nightingale of the mud , . . - ]!uml‘!l‘_
It sings. = Homors! — Why homoss
Can't you see the gleaming eve .
No: cold, it leaves, under the stope

Good evening - 1 am that toad
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Man Klinger

Dty Porr Two

(Vo Tode 1), Dpus XIH
TR,

Baslin

The Woman in the Sarcophagus Dream would have closed in the

sepulchral marble?

Gabriele 1)) I

Parads

The w i Her mouth does not speak
Atop the great R 1 SOOI gies Who will suck from the bloss
Carved I LI )| 'I:.i: Erul :!!-‘. essence ol Ihe LTy
By
She waits. And in her deep, wantor
Is she perhaps waiting some fareful

ady darkened by future sin

To solve the superd The shades of ancient crimes go beyvond

O for Sister Death wl




Angelo Morbelll

La venderta,
C.1BBT-EBR

Turin, Galleria o' Arte
Moderma, Civiche
raccolte d'Arle

Study of the Middle Ages led to the rediscovery of the demoniac and the hes
tance of a Latin by then corrupted, while the Renaissance provided the ambiguods
figure of the androgyne. In Rome (1895-1904) Jean Lorrain wrote: ‘A, Botticelils
mouths, those full lips, solid as fruits, ironic and sorrowful, with their sinuous,enig
matic folds that make it impossible to understand if they are concealing purityor
abomination!” As far as women were concemed, some dwelled on their sphi
mystery (Wilde), others on their sinfulness, moral corruption or decaying flesh
(Baudelaire), or even on the caral pleasures of necrophilia (D’ Annunzio), while |
Tarchetti betrayed an undoubted misogyny.One thing that seems to have eluded’
the appeal of ugliness is the poetics of the epiphany. As Walter Pater put itin hs
Studies in the History of the Renaissance (1873),'Every moment some form grows
perfect in hand or face: some tone on the hills or sea is choicer than the rest:sa ;
mood of passion or insight or intellectual excitement is irresistibly real and attrac
tive for us — for that moment only. The master of epiphanies of the twentieth sl
tury was James Joyce, and it would suffice to mention the stunning appearances
the 'bird girl’in A Portrait of the Artist as a Young Man (1916). But for Joyce eventhel
experience of ugliness, like the smell of rotten cabbage or the sight of a corpse
could become the indelible emblem of an inner moment, provided it was
redeemed aesthetically by style. And Stephen Dedalus was left spellbound by
banal shop signs until 'his soul shrivelled up sighing with age
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e Toulousa-Lautrec.

Woman Pulling

Up Her Stockings.
1894,

Paris, Musie d" Orsay

Elegy of a Prostitute

Rainer Maria Rilke

Duino Flegies: “The Seventh Elegy’
(1912-22) :

Life & glorous here. You gids knew it
CVEn Yo

who seem to have pone without it — you
who sank under

in the cities' vilest streets festering like
O SEWETS

For there was one hour for each of you,
mayhe

less than an hour, some span between two
whiles

that can hardly be measured, when you
possessex] Being

All. Your veins swelled with existence

& DECADENTISM AMD THE LICENTIOISNESS OF THE UGLY

Ugliness and Eroticism

Georges Bataille

Ercticism, 15 (1957)

N one doubts the ugliness of the sexual
act. As with death by sacrifice, the ugliness
af coupling plunges us into anxdety. But
the greater the anxiety = depending on the
strength of the pamticipants = the greater
the awsareness of exceeding the limits thet
determines the tanspons of joy. That
sineations vary socording to tastes and
hahits cannot prevent the fact that
generally the beauty Chumanity) of a
wioman contributes to making the animal
nature of the sexual act sensitive and
overwhelming, For a mun, nothing s more
depressing than ugliness in a womean, upon
whose bady the ugliness of the organs or
the sexual act do not stand oan by contrast
Because, beauty counts insofar as ugliness
cannot be further sullied, and the essence
of eroticism is filth itself
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A b
white
Stained and ensanguined like mellow
wWine

th bursts out in laughter
beneath the branches

The Louse Catchers

Arthur Rimbaud

The L atchers' (1854-91)

When the child's brow, red with ﬁﬁ.
turmail,

Implores the white swarm of shadows
dreams

blue air bathes a web of
blossom,
And in his hesvy hair on which the
drips down,
Run their dread fingers, del
bewitching,
He hears the fli
Of their black es; throwugh his gt

lang
The regal nails and soft electrc ﬁnpﬂ':'
Cr ter death the scores of ting liges

Black Teeth

Iginior Ugo Tarchetti

King for

The Black * or which 1 thoughy
would have felt the utmost homros, had®
such a sweet, mild, affectionate look 3
that [ felt instantly drawn to them l'r"

ferocious, and proud that they alnos
horrified me
Those e "]_‘lrr\. white, horribéy ]
white teeth, bare -
upturned lips, tho
ards the tp like canines,

savige
black teeth, stubby, shor, square, welll
n and covered by the gums,
promised such a me nature that 1
would have given half the island of
Potikoros if cnly my kingdom were
popukated solely by that race | ]
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A Carcass
Charles Baud

The

ire
Evil, XXX (1867)

yvou recall the objec

PR 3

My love, o

which we saw,

That (air, sweel, Sumimt

AT a tum n -I-I. ' ith
CANCASS

On a grave

strewn bed

Its legs mised in the air, like a

il s
lasthul w

Burn and drippir

OISONS

[Displayed in 4 shameless,

lis bellv, swallen with pases

The sun shone down upon that
PUlTEsSCEnCe

As il to roaEst i o3 nirn

And to give back a hundredfold
o great Nature

combined
And the sky was watching that

The elements she had

superb cadaver
Blossom like a lower

rightful was the stench that
vou believed
You'd faint away upon the grass
The blow-flies were buzzh
round that putrid bel
From which came fi
banalions

o A EOLS which
a heavy liguid

All along those living

All this was descending and rising

tike

ke a wave

wired out with a crack
i

One would have said ¢

swillen with a vy
Lived by mulipli
And this world g

sk

Like running water or the wind
Or the grain that winnowers with

a rhy
Shake in their winnowing baskets
=ared and were
no more than a dream

falls

The forms disa

A sketch that slowly

t yvou will be like 1

ible infection,

ol my eyes, su ‘::I_.:!ll ol my

pel and my

Yes! thus will vou be, ques

the

Deviodir v with kisses,

That I have kept the form and the
divine essenc

OF my dec wased love!

Like a Mouse

Fyodor Dostoevsky

Notes From the Undergrournd, 1, 3
[ 1B64)

And the worst of it is, he himself
his very own self, looks on

himself

15 3 mMOoUuse; no one asks
ind thart is an

int. Mow let us s

II'II|'II\. LA I

at this mouse in action. Let us

ose, for instance, that it feels
s Cand it aln

insulted)

sup

wl always
and wants to
venge itsell, oo, There

inslted

iter accumulation of
1 it than in Nbomme de la
of ofe Ia veritd. The

desire 1o vent tha

4 gre

FRedifre

iNd Nast

i IS AAS

lant rankles perh:

*n more nastily in it than

la nature el de la

€ in consequence ol
NSCOUsness the

moise does not believe in the

wstice of i, To come at last o the
deed itself, 1o the 1

Very act o
revenge. Aparn from the one

hundamental nastiness the

stand
ut it as judpes and

at it vl their
e

ion W

me our
=d, crushed and culed
* prompily

*d in cold

Py

mali

Neurosis

I.-K. Huysmans

Against the Grain (A Rebourg) 8
{1884

These nightmares atacked

repeatedly. He was alfraic

asleep, For hours he remai

stretched on his be

-d, now o peg
to feverish and agitited

ilness, now in the ;

oppressive dreams in which be
tumbled down flights of stairs s
felr |

imto abysmal deg

nselfl sinking, powerless,

5. which had
5, becaume
1 obstinate

His nervous

abated for several

acute, more violent a

evier, unearthing new

bortures
[
T'o while away the
intermin

iars, e had

Wios of

urse 1o his

. and arranged his Goyas

17T I| WERSIGNS Of CErtan

comfomed |
him in

painter's fantasies, distracted by

his wi

his vemiginous

wsiricle on

Striving 1o |

hanged
succubi

Then |
series of
!
hirror
wild
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The Avant-Garde
and the Triumph
ot Ugliness

Fablo Picasso,
Waoman in an Armchair,
1913,

Flovence,

Fudelko Collection

For Carl Gustav Jung (in his essay on Joyce's Ulysses, in 1932) ugliness
today is a sign and symptom of great transformations to come.

This means that what will be appreciated tomorrow as great art could
seem distasteful today and that taste lags behind when new things
come along.This is a concept that holds for every period, but it seems
singularly suitable to the works produced by the so-called ‘historic’
avant-garde movements of the first decades of the twentieth century.
The artists did their utmost ‘to amaze the bourgeoisie’ but the general
public (and not only the middle-class section of it) was not only amazed
but scandalised.

If the difference set out in the introduction to this book between
ugliness in itself, formal ugliness and artistic ugliness holds good, then
we can say that the artists of the avant-garde sometimes represented
ugliness in itself and formal ugliness, and sometimes merely deformed
their images, but the public considered their works as examples of
artistic ugliness. They did not consider them as beautiful portrayals
of ugly things but ugly portrayals of reality. In other words, the
bourgeoisie was scandalised by the female face as painted by Picasso
not because they thought it a faithful reproduction of an ugly woman
{nor did Picasso want her to be so0) but because they felt that it was
an ugly portrayal of a woman. Hitler, a mediocre painter, condemned
contemporary art as ‘degenerate’ and decades after his death Nikita
Khrushchev, accustomed to the works of Soviet realism, said that avant-
garde pictures looked as if they had been painted with a donkey's tail.
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Man Ray,
Portrait of the Marguis
| de Sade,
1938,
private collection

facing page
James Ensor,

The Red Judige,
1890,

Mendrisio,
private collection
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The Alchemy of Words

Arthur Rimbaud

A Seson fn Hell ( 1808)

To me. The story of one of my follies
For a long time my boast was that 1 was
lord of all possible landscapes, and 1
thought that all the leading lights of
modern painting and poctry were a joke
I lowved outlindish pictures, paintings
over doorways, stage sets, the scenery
used by street artists, store signs, garish
prints;, passé literature, church Latin,
badly spelled erotic books, the romuances
of our grandparents, fairy tales, books for
lirthe children, the old melodrimas, stupid
jingles and naive rhythms

The Dissohiteness of the Senses

Arthur Rimbaud

Letter to P Demery (18713

The Poet makes himself a seer by a long,
immense, and rational dissoluleness of all
the senses. All the forms of love, of
suffering, of madness; he searches
himself, he consumes all the poisons in
him, to keep only their quintessence, An
inexpressible torure where he needs all
the faith, all the superhuman strength,
where he becomes, above all others, the
great patient, the great criminal, the great
accursed — and the supreme Savant! For
he armives at the snknowen

The Songs of Maldoror

Count of Lautréamont (Isidore-Lucen
Dricasse )

The Songs of Maldoror, TV, 4 (1869

[. . J1am diny. Lice are gnawing al me
When they see me, even swine vomi
The scabs and cracks of leprosy have
peeled away my skin, covered with
vellowish pus. 1 know nothing of the
waters of the rivers, nor the dew, On thel
nape of my neck, as atop 1 dung hesp
an enormous fungus is growing, with
umbelliferous peduncles. Seated on op
of a shapeless piece of furniture, | have
not moved my limbs for four centuries
My feet have put down roots in the
ground and have become, as far as my
belly, a kind of living vegetation, full of
ignoble parasites, not yet a plant but Be
longer flesh. Yet my heant beats, But howt
could it beat, if the putrefaction and the
exhalations from my cadaver (1 dare nat™S
say body) did not nourish it abundanth®
Under my left armpit, a family of woads 8
has taken up residence and, when one of
them moves, it tickles. Take care that one
of them does not escape and come o
scratch the inside of your ear with 15
mcuth: it would be capable of
penetrating your brain, Under my rght
armpit, a chameleon hunts them
unceasingly, so as not to die of hunges
all must live. But when one pary
completely foils the strategies of the
other, they find nothing better 1o do g
feel embarrassed, and suck the delicae
fat covering my ribs; I'm used 1o i A
evil viper has devoured my penis aned hay
taken its place: he has made me a
eunuch, that villain |, . .| Two small
hedgehogs, who have stopped growing
threw to a dog, who did not refuse, the S
inner parts of my testicles. They now e
inside the skin [of the scrotum], which 8
they have carefully washed. My anus kas
been taken over by a crab; encouraged
by inertia, the crab occupies the entrances
with his pincers and it really huns me!
Two jellyfish have crossed the seas,
instantly attracted by a hope that was poll
dashed. They observed anentively the
twor fleshy parts that form the human
backside and then, clinging to their
convex form, they applied such constant
pressure that the two pieces of flesh v
vanished, leaving two monsters that have
emerged from the realm of viscosiny,
equal in colour, shape, and ferocity FEE
don't mention my spinal column for 28
a swoord
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Gert Wallhedm
Wournded Man,
1919,

private collection

The historic avant-garde movements took their cue from the ideals of
intemperance previously advocated by Rimbaud or Lautréamont. In
particular they came out against the naturalistic and ‘consolatory’ art of their
day (which they labelled pompier and kitsch).

At first, the Futurist Manifestos declared that racing cars were more
beautiful than the Victory of Samothrace and hailed speed, war and ‘the slap |
and the blow with the fist' They fought against moonlight, museums and
libraries, and set themselves the task of boldly producing ugliness. Palazzeschi
called for the younger generations to receive an education in the disgusting,
and in 1913 Boccioni called both a sculpture and a painting ‘Antigrazioso’
(antipretty). Just how untenable was this battle for ugliness is shown by the fact
that, later, many Futurist authors (Carra, for example) returned to neoclassical
forms, or to the celebrative art of Fascism. But the fuse had been lit.

If Futurist ugliness was deliberately provocative, that of German
Expressionism was to be an ugliness that sprang from the denunciation of
social ills, From 1906, the year of the foundation of the Die Briicke group, unti
the years of the rise of Nazism, artists like Kirchner, Nolde, Kokoschka, Schiele
Grosz, Dix and others portrayed with systematic and ruthless insistence
haggard and repugnant faces that express the squalor, the corruption and the
smug carnality of the bourgeois world that was to become the most docile
supporter of the dictatorship.
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Cubists like Braque and Picasso, in pursuing the deconstruction of forms,

Dtne Dix sought for sources of artistic inspiration in non-European arts, in the African
Salon

B ' masks that contemporary opinion found monstrous and repellent. In the
Stuttgart Dada movement the attraction of ugliness emerged through an appeal to the

Galerie der Stadt

grotesque. Duchamp provocatively gave the Mona Lisa a moustache and
launched the poetics of the ready-made by showing a urinal as a work of art.
He could have shown another object, but he wanted it to be something
unseemily.

A particular propensity for disturbing situations and monstrous images is
evident in the Surrealist Manifesto of 1924. The artist is called upon to
reproduce dream situations that open up chinks in the subconscious through
operations like automatic writing, to free the mind of all inhibitory restraints
and to let it wander according to free associations of images and ideas. Nature
is transfigured to make way for nightmarish scenes and disturbing
monstrosities, as seen in the works of Ernst, Dali, and Magritte. They played
games like ‘exquisite corpses, in which each player wrote a phrase or sketched
a part of a figure before folding the paper so that the next player would have
to draw his part without knowing what the previous part looked like. Both the
visual and the verbal forms of the game created unusual sequences and
juxtapositions as in Lautréamont's ‘beautiful as a chance encounter between a
sewing machine and an umbrella on an operating table!
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Futurist Manifesto

Filippo Tommaso Marinett
Le Figaro, 20 February 1909
We want o sing the love of
danger, the endency towards
energy and temerity

Courage, audaciousness, and
rebellion will be the essential
L'I‘l'n'll.'r:lt"'\- ':.lr CHIT ]HK“.H

Until today, literature has
extolled thoughtful immobility,
ecstasy, and sleep. We want o
extol aggressive action, feverish
insomnia, the mcer's stride, the
maortal leap, the slap and the
punch

We affirm that the world's
magnificence has been ennched
by new beauty; the beauty of
speed. A racing car with g bonnet
adorned with large tubes like
serpents with explosive breath, a
roaring automobile that seems to
race on machine-gun fire, is more
beautiful than the Victory of
Samothrace

We want 1o celebrate the man
behind the steering wheel, whose
ideal shaft crosses the Earth,
which also races along the circuit
of its crhit,

The poet must do his utmost,
with ardour, ostentation, and
munificence, to increase the
enthustastic fervour of the
primordial elements

There is no longer any beauty
except in battle. No work of an
that does not possess an
aggressive character can be a
masterpicce. Poetry must be
conceived as a violent assaul
against unknown forces, designed
o reduce and prostrate them
before man

We stand upon the farthest tip
of the promoniony of centuries!

I - .0 Why should we look over
our shoulders, if we wish 1o
break down the mivstenious doors
of the impossible? Time and
Space died vesterday, We already
live in the absolute, because we
have already created eternal,
omnipresent speced.

We want to glorify war — the
world’s only hygiene — militarism

im

patriotism, the destructive acts of
liberators, the beautiful ideas
peaple die for and a woman's
SOOI

We want 1o destroy museums,
libraries and academes of all
kinds, fighting against moralising,
feminism, and against all
oppontunistic or utilitarian
baseness,

We will sing the great crowds
agitated by work, pleasure, or
insurrection: we will sing the
multicoloured, polyphonic
marches of revolutions in
modern capitals; we will zing the
vibrant nocturnal fervour of
arsenals and shipyards set ablaze
by violent electric moons; the
crowded stations, devourers of
smoking serpents; the factories
hanging from clouds by the
contorted threads of their own
smoke; the bridges like gigantic
gymnasts scanning the horizon,
and the deep-chested
locomotives, chafing at the bt
on their tracks like enormous
steel horses bridled by bes,
and the smooth flight of
aeroplanes, their propellers
fapping in the wind like flags
and seeming to applaud like
enthusiastic crowds. It is from
Italy that we launch through the
worrld this violently upsetting
incendiary manifesto of ours
With it, todav, we establish
FUTLIRISM, because we want (o
rid this land of its stinking
canker of professors
archaeologists, tourist guides and
antiquarians. For too long Italy
has been a junk dealer's market
We mean 1o free her from the
numberless museums that cover
her like so many graveyands.

Pride in Ugliness

Filippo Tommaso Marinemni
Techmical Mamifesto of Futurist
Literature (1912)

They shout at us: “Your literature
will not be beautiful! We will no
longer have verbal symphonies,
lulling harmonies, soothing
cadences!” Let that much be clear!

And thank goodness! We, on the
other hand, will use all the butal
sounds, all the expressive cries of
the viclent Hife that surrounds us
We will courageously be that
which is ‘ugh” in literature,
murdering solemnity wherever i
is found. Come off it! You can
drop that air of high and mighty
priests when I'm talking! You
miust spil upon the Alar of An
every day! We are entering the
boundless domains of free
intuition. Alter free verse, finally
words-in-freedom!

Let Us Be Courageously Ugly

From the Italian and Russian
Futurist Manifestos
We want to destroy museums
libraries, and academies of all
kinds, fighting agains self-
rightecusness, feminism and
every opporiunistic or utiitinan
| Images have no
categories, either noble or coanse
or vulgar, eccentric, or nateral,
The intuition that perceives them
has neither preferences nor
prejudices [ . ] Our aim is o
underline the great importance
for an of harshness, dissonance
and pure primordial coarseness
L. . .] Today tanered hoardings
are more bewutiful than a ball
gown, trams shoot along steel
lines of mathematical equality,
the fiery expressions of luminous
signs erupt from the jaws of the
night, houses take off their ion
hats to grow taller and bow
before us |. . ]

With its roar, the car has
plerced every second of time
L. .11 reflect everything and
everything is reflected in me, the
song of construction sites and
factories, the bowels of stations,
the steering wheel of the solur
disc tuming among the cog
wheels of douds, the locomotives
that like white-haired professons
have lost tufts of smoky hair
during their long race and spon
long moustaches of white vapour,
skyscrapers with their swollen
bails of balconies | |

baseness, [,




The Horrible B Flat
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Loving War

Gicwanmni Papini

We Love Warl', in Lacerter, 1 October
1914

In the end, war is good for
agrculture and modemity. Batthefields
vield, for many yvears, much more
than they did before, and wathout
any need to spend on fertiliser. What
wonderful ciblxiges the French will
eit where the German infantrymen
were pibed up, and what fn potatoes
theyll dig up in Gabicts this coming
v And the fire ol the
reconnaissance patrols and the
destruction of the mortars wipe out
the old houses and old things. Those
filthy vilkages that the nasty soldiers
purt 1o the torch will be rebuilt
cleaner than before. And there will
dlso remain oo many Gothic
cathedrals and too many churches
and too many librares and oo many
casthes for the tourists and professors
and their mptures and nuisance. In
the barbarians” wake 3 new an &
born amidst the nuins, and every war
af total destruction produces o
different stybe. Everyvone will always
have wiork 1o do if the desire 10
create is excited and invigorated, as it
abways is, by destruction,

We love war and savour it like
pourmets s bong as it lasts. War is
fearful — and it is precisely because it
is fearful and tremendous and ternible
and destructive that we must love it
with all our masculine hearts

Against Love
Filippor Tommmaso Marinett
'ﬁl‘ll'!.' War Can Cl=anse the World'
(1915)
But that which digs an even deeper
trench hetwern Futurist thought and
Anarchist thoughe is the great
problem of love, the great ymnny of
sentimentalism and lust, from which
we wish to Hberate humanity. It is
precisely this hatred for the tvranmy
of bowe that we express with the
Erconic phrase ‘despising woman

We despise women, conceived as
the sole ideal, the divine reservoir of
lowe, the poisonous worman, the
tragic femabe plivthing, the fragile
obwsessive and fatal woman whose
vioboe, oppressive desting, and
whose dreamy tresses extend and
wined their way through the lemves of
372

forests bathed in mocnligh

We despise homible, heavy Love
that blocks man's progress
preventing him from beeaking free of
his own humanity, of striving harder,
of outdoing himself, of becoming
what we call the multiplied man

We despise hormble, heavy Love,
the immense leash with which the
sun keeps the courageous earth
chained 1o its orbat, when the earth
wiontld undoubtedly wish 1o leap here
and there, runming all its sidereal
risks

W are convineed that love —
sentimentalism and lust — is the least
naturzl thing in the word. The only
thing both natural and important is
coitus, the aim of which is the
futurism of our species.

Futurist Education in Ugliness
Aldo Palazzeschi
Againg Pain (1914)
Look death rght in the eve, and it
will supply you with enough 1o laugh
about for the rest of your life, 1 say
that the greatest sources of human
jov are the crving man, and the dving
I

Wi huve o teach our children 1o
Eragh, o Biugh the most unrestrained,
insolent laughter | . 1 We will supply
them with educational toys,
humpbacked, hlind, gangrenous,
cripphed, consumptive, syphilitic
puppets, that mechanically ory, shout,
compain, are afflicted with epilepsy,
plague, cholern, haemorhaging,
haemorrhodds, the clap, msanity,
puppets ther Faint, emit a death rnde,
and die. Therr teacher will suffer from
dropsy and elephantasis, or be thin
as a rail, long-limbed, with a neck
like 3 giraffe's, | . ] One tiny litle
teacher, a stunted hunchback, and
another gigantic techer with
prepubescent face, an extremely
feehle voice, who weeps tears like
shards of glass |, . ] Young men, your
companion will be hunchbacked,
blind. fame, bakd, deaf, with a
chdocated aw, oothless, and smelly;
she will gesthculate like 4 monkey
and talk like a pamor [ ) Do oot
linger on her beauty, if unfortunately
for vou she seems beautiful, but look
deeper, and you will find the
deformity. Do not settle down
languicdly in the wake of her

perfume; a sharp whiff of the stendh
that is the profound tnh of (e fis
vou adore might one day surprise
vou, destroving in one fell swoop
your fragike dream, imprisoning v
in suffering, Do not linger on the
brief hour of vour shared youth, ol
will perdorce foat upon o set of
huran pain. Study her in depth
you will have her old age, a tnith
that wold otheradse remain
unknow o you when vou
her, and you will thus become prey
10 nostalgia, Do not et any degre
deformity or age stop vou; unlike
beuty and youth they do not hoves
amy limits; they are infinite.

Rest assured, you will 1ake g
pleasure from warching
three carcases run than three
thoroughbreds, The thoroughbeed 8
in iell the carcase it will become 8
look for i, reveal i, do not dwell ond
the lines of fleeting splendour [ ]

Considier the happiness you'll e
on seeing dozens of litle :
hunchbacks, dwarfs, cross-eyed, and'8
lame children grow up arcund vl
the divine explorers of joy, Rathey
than put @ wig on your companion,
vou should shave her until she
shines, if she i not entirely bald
alreacly, and have her put padded
ssuffing on her back i she is not
already hunchbacked

. - ] We futurists want 10 o
Latin mces, especially our own, of
comscious pain, conformest syphilis
aggravated by chronie romanticsm,
andd of the monstrous sesceptibiiy
and piteous sentimentalism that
depress every lalian, [
substituting the wse of perfumes wih
the use of stench. Flood a balkmoom
with the fresh smell of roses and yoo
cradle it with a bricf, viin smile;
flood it with thee deeper smefl of st
(a stupadly unrecognised human
profundityd and yvou will energise it
with hiladty and joy. [ . ] Setup
recrestional clubs in momearnies,
dictate epitaphs based on tongue-
wisters, puns, and double meanings
Deevelop that useful and healthy
instint that makes us kugh at 3 man
who falls down, and let him pet back
up by himself, sharing our happmes
with him [. . ] Transform insame
asylums into findshing schools for oue
MW Eenerions,
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There was a prevalent, anarchic taste for the unbearable, as in Roussel, orin
films like Bufiuel's Un chien andalou (1929) where we see repugnant operations
like the vivisection of an eye.In 1932 Artaud launched his Theatre of Cruelty,
as a ‘plague’ and revenging scourge; in which life ‘exceeds all limits and puts
itself to the test with torture and riding roughshod over all things: Dali busied
himself with operations of ‘critical paranoia’ like his analysis of Millet’s
celebrated Angelus, and Bataille immortalised the big toe and flowers as
objects of disgust. Later, the Informal movement was to reassess what had untl
then been seen as unrepresentable, in other words the most inaccessible
depths of matter, moulds, dust and mud. New Realism rediscovered the detritus
of the industrial world and fragments of destroyed objects and then
reassembled them in a new form, while exponents of pop art like Warhol
appealed for an aesthetic recycling of waste. In the light of all these
provocations it's not hard to understand moralistic reactions like that of
SedImayr; but the historic avant-garde was not interested in creating any
harmony, and pursued the break-up of all order and of all institutionalised
perceptive schema while searching for new forms of awareness capable of
penetrating both the recesses of the subconscious and those of matter in the
primitive state, the aim being to expose the alienation of contemporary socisty,
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THE AVANT-GARDE AND THE TRILMPH OF UGLIMESS

The German Expressionists were in a ferment of social criticism; the ltalian
Futurists were revolutionaries whose anarchoid proto-Fascism came into
being as a polemic against that bourgeois world with which they would later
be tranquilly reconciled. At first, the Russian Futurists were close to the ideals
of the Soviet Revolution. Many Surrealists had become communists, while
turbulent debates and ferocious reciprocal excommunications between
Stalinists and Trotskyists were the order of the day. In his Aesthetic Theory
Adorno points out that currents such as Surrealism and Expressionism ‘whose
irrational aspects emerged as disagreeable surprises, attacked power,
authority and obscurantism;, that the rejection of the 'norms of the beautiful
life in an ugly society' is doomed to be disfigured by resentment, and that art
must ‘'make its own all those things that have been proclaimed ugly, no longer
to integrate them, to mitigate them, or to have their existence accepted by
falling back on humour [.. ] but to denounce, through ugliness, the world that
creates it and reproduces it in its own likeness [...] Art accuses power [...] and
bears witness to those things repressed and denied by that same power.
Today everyone (including those bourgeois who should have been stunned
and scandalised) recognise as (artistically) beautiful all those works that had
harrified their fathers. The ugliness of the avant-garde has been accepted as a
new model of beauty, and has given rise to a new commercial circuit. 179
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Salwador Dali,
Soft Construchion
with Bodled Beans
(Premoniiosn

of Chail War),
1936,
Philadelphia,

| Murseum of Art
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Surrealism

Anidre Breton

e First Soorvealism Manifesto (1924)
Surrealism: Pure psychic automatism
through which one proposes 1o express,
either verbally or through writing, or in
any other manner. the real workings of
thought. Dictated by thought, in the
absence of any control exened by reason,
above and bevond any and every
aesthetic or moral preoccupation [ .
Surrealism is based on the idea of a
degree of superior reality, connected 1o
cerin forms of association thetr have
heen heretofore overdooked, on the
omnipotence of dreams, on the
disinterested play of thought

It tends to definitively guidate afl other
peychic mechanisms, and wkes over from
them in the resolution of life's principal
problems [ . ]

Have something to write with brought
tor you after vou have got comfortable in
the place that seems 10 vou o be the
mixst Givourable for concentmting your
spirit within itself. Put voursell in the
most pissive, or receplive state that vou
can [, ] Write guickly without any fixed
subject, so quickly that you cannat stop
vourself, and do not be tempted 1o reread
what you've written, The first sentence
will come of its own volition

Here are a few characters with rather
disparate ways [, ] Armed thus with o
small number of physical and moral
charactenistics, those beings who i tuth
owe lirtle 10 vou will no longer deviate
from a cenam hne of conduct, about
which you need not worry. The result
will bet a plot that seems more or less
skilfully pur together, pstifying point for
ol a moving or reassuring finale thet
viou will ke no interest in

Against Surrealism

Hans Sedlmayr

Art in Crixis: The Lost Centre, V' (1945)
Surrealism has cast off the mask. It
openly insults God and man, the disd
and the hving, beauty and morals,
structure and form, reazon and an- ‘A S
foolishness' [ ] It believes it possesses
paint of view, ‘based on which fife ond
death, reality and imagination,
communicability and incommunicabsling
“abeve” and “below” no longer need be
considered as apposites and
contradictory.” This definition, appanesiy
schentific in nature, i= nothing more than
the definition of chaos. Nor doss
surrealism deny this; in fact, it openly
recognises its atempls o look for the
systemisation of confusion’ (5, Dali) and
disorganisation. “There &5 no reve rluionarny
oncler, there is only disorder and Folly
And, with satisfiction, Surrealism
anmounces that ‘a new vice has jus been
harn, and with it man has been offered
another Husion: surmeilism, the son of
deliium and darkness’ (Amgond | )
The appearnce of its avani-pardes 5 3
powerful signal that serves o indicale the
already advanced onslaught of prational,
of better vet sub-rational, forces, Those
ingenuous {or even complicated)
contemporances who see in the
misunderstocd nume of surrealism -
which, in reality, s sub-realism - the
promise of being lifted up above and
bevond the banal lifie of evervday
existence ane the same ones opening
dioors ta it | ]

It is pointless 1o consider this
phenomenon as a trifle [ ] In essence,
surrealism is the kst hurried step wowands
the ruin of ant and mankind, noin that
Nietrsche first marked in 1881 when he
wrote his fragment, “The Crazy Man'
Aren't we perhaps continuing to fallf
Hehind, to the side, ahead, everywherne?
Do “above” and “below” still exist? Arenl
we perhaps wandening through an infinie
nothingness? [sn't cold space breathing in
our faces? Hasn® #t become even colder
suill¥
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Deforming the Past
Salvador Dali
‘A Paranoid-Critlcal Investigation of
Millet's Angdins
Paranoda does not always limi iself
o being ‘the llustration'; it seill
constitutes the one true ‘Hieral
illustration” we know, in other
words ‘delirious interpretive
llustration’ 1, . .1

No other kind of image seems
more Appropriate o me o
represent in the most ‘literal’ and
dedirious manner, Lautréamont in
general and Les chanis de Maldoror
In particular, than that completed

nearly seventy years ago by a
painter « f tragic cannibalistic
atavism, of ancestral encounters
with sweet, soft, choice flesh: 1 am
talking about Jean-Frangois Millet
A frightfully misundemstood painter
And it is precisely Millet's
renowned Angélies that might be
the pictorial equivalent of the
casual encounter on an operating
table berween a sewing machineg
angd an umbrella’, as unknown as i1
is sublime |, . .|

The Angéhus is the only painting
in the wordd 1 know of that
represents the immobile presence
The encounter and long wait of
two Beings in d salitry,
crepuscular and mortal
environment. In the painting, this
solitary, crepuscular and mortal
environment plays the role of
operating table for the poetic text,
since not only is life extinguished
on the horzon, but furnthermore the
pitchfork is stuck into the living,
substantial fAesh that cultivated land
has always represented for
mankind, 1 mean, it lodpes itself,

with that voracious desire for

fecundity, proper to those exquisite

scalpel incisions that, as evervone
knows, do no more than secretly
search out, with diverse analytical
pretexts, through the vivisection of
each corpse, the fecund synthetic,
the nourshing fruit of death. From
this derives the constant dualism,
present in every era, of cultivated
land, [, . .| a dualism that ultimately
leads us to consider cultivated land
especially with the aggravating
circumstance of the gloaming, as a
well-stocked operating table, the
best-equipped of all operating
tables 1o supply the most perfect,
appetising corpse, stuffed with tha
fime and imponderable truffle thar
can only be found in nourishing
dreams constiluted by the flesh of
the soft shoulders of atavistic,
Hitlerian wet-nurses, and seasaned
with the incorruptible and exciting
salt composed of the frenetic and
voracious leeming of ants that
automatically implies an authentic
unbuned putrefaction’ truly

ble and worhy of its name

respe

If, as we have said, ‘culiivated land'
s the most reliable and suitable
operating table that exists, the
umbrelli and the sewing machine
can be transposed, in Angélus, into
the male and female figures, and all
the discomfon and mystery of the
encounter will always derive |

from the authentic charactenstics of
these two figures, from the wo
objects whence the subject's entire
development, all the latent tragedy

of the encounter, the wait and the
preliminaries are derived. The
umbirella, the typical surrealist
object with a symbalic function

{the result of its Aagrant and well-
known erection} can be none other
than the male figure in Angélus
who, as yvou will be =0 kind as to
remember, in the painting does
evervthing in his power (o hide his
state of eérection while managing
only to highlight it, consider
shameful and compromising
F
sewing machine, an heavily
characterised lemale symbol
recognised by everyone, who even
goes so far as to lay claim to the
mortal and cannibalistic attribute of
her sewing needle, the work of
which is identified with the very
delicate perforation that the praying
mantis performs o ‘emply’ her
male, in other words to empty the
umbrells, transforming it into that
flaccid, depressed, and martyred
victim, into which every umbrella is
in fact transformed when it closes
up following the magnificence of
its amorous functions, at fever pitch
and as rgid as possible,

It is clear that behind the tense
figures of Angélus, and in other
words behind the sewing machine
and the umbrella, the gleaners

posttion of his hat. Facing him, the

cannot but continue to callect with
indifference, conventionally, the
pan-fried egps {(with no pan), the
inkwells, the spoons, and all the
silverware that the final moments of
the ploaming render exhibitionist
during this scintillating hour, And
as soon as a raw cutlet, taken as an
average example of edible symbols,
alights upon the male’s heawd,
already clouds begin to form aned
draw together suddenly on the
horizon to form the silhouette of
Mapoleon 1, the ‘hungry one'.
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The Ugliness of the Avant-garde
Creorges Bataille

“The: Lugubrious Game’ (1929)
Picasso's paintings are homrendous,
andd those by Dali are frightfully
ugly L . ]I violent movements
manage to liberate a being from
prodound boredom, il 5 beciuse
Thiey e rise, by who knows wht
ohscure errorn, 1o a horrible uglitiiess
that sitisfics. It must be sakd, on
the otlver hand, that ugliness can
e hateful beyond all appeal and,
50 to speak, by disgrace, bt
nothing is more common than
dubious ugliness theit gives, ina

provocative manner, the illusion of
the contrry, As far as mevocable
ugliness is concemed, it s exactly
as detestnble as cerain beauties
heauty that dissimilates nothing
tha = not a mask of lost
immodesty, that never contradicts
itsell and remains eternally on
muard ke a villain

fensive

Raymond Oueneau

Exercises in Shle (19970

After a repellent wail beneath an
ignoble sun, 1 ended up on a flthy
bus infested with a gang of
stinking animals. The stinkiest of
thesse stinkers was a pimply § w
with a neck like a chicken's who
sponed a grofesque cloth cap with

184

a bit of string in place of the
ribbon. This peacock started
screeching becauss a stinker af his
own kind had trampled on his
clogs with geratrc furore, But he
soon ran ot of wind and went 1o
sit himself down in a sear ssill
soaked with the sweat from
ancther stinker’s battocks

Two hours later, talk abour bad
lick, I once agin ran into that
same stinking stinker barking at a
stinker even stinkier than he, in
fromt of that repugnant monument
they call the 'Gare Saint-Lazare’
Andd both of these stinkers were
spraying each other with siliva
over a shitry Bitle button, But
whether that pimple of his moved
up or down on that filthy overcoar
of his, a stinker he was and a
stinker he remained.

The Transvalutation of the Ugly
Raymond Roussel

Locrs Soduex, 2, 4 (19140

Human teeth were scatiened
everywherne over a vast ane;

ina

great vanety of forms and colours

Some were of a blinding white in
contrast with smokers’ incisors in a
full ramgze of browns and tawny
shades. That bizame stock
contamed all the pradations of
velow, from the most vaporous
canary vellow tones to the most

atrocious reddish hues, Biue el
some tenuos, others niense
made their contribution 1o that
polychrome, rounded off by a
number of black teeth, and by'the
palbe or bright reds of numenes
Plessidy rowots

Owitlines and proponions
differed ad mfiminm: immense
molars and monstrous canines
flanked almost imperceptibie halys
teeth. Here and there frequent
mietallic reflections came from et
fillings or gold crowns

In the place ocoupied in the
moment by the tamper, the lecth
gathered close wopgether, gave nse
to a real but as yet unfinished
painting thanks 1o nothing mose
than the alternation of ther
shades: the whole thing was
remindscent of a Germun koight
sleeping in 3 shadowy crypl, hings
limp and supine on the edge of S8
underground peoal, A thin spiml :ﬂ
smoke, generated by the sleeping
knight's brain, showed in a
dreamlike manner eleven young
people i the act of kneeling
o subjuganed by the dismay
they Feel at facing an almost
thaphanous air bubble, the
apparent destination of o white
dove's sure flight, which traced
upon the ground a light shadow
projected around o dead bind,
Alomgsicde the horseman thens Ly
an old, closed book Teebiy
illuminated by a torch planted
right at the bottom of the cryvpl
Within this singular dental mosaie
yvellows and browns dominased

The other, rarer tones threw in
nodes of vivacious, seductive
colour. The dove, made of
splendid white teeth, was in the
mibcdst of a rapid, groceful Right s
harmony with the knight's
headgear, several cunningly
arranged roots created, on ong
sicde, 3 red feather, the ormament
of a black hat abandoned near thes
book; on the other side, a large
purple cape fastened by a briss
clasp formed by an ingenious
arrangement of gold crowns; 3
complicated amalgam of bluish
teeth created sky-blue sockings
that ended inside big boots of
hlack teeth
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The Ugliness

of Others, Kitsch
and Camp

1.The Ugliness of Others

It has been said right from the outset that the concept of ugliness, like
that of beauty, is relative, not only in different cultures but also in different
periods.

History is full of examples of this. Saverio Bettinelli, a learned Jesuit
and certainly a man of good taste, at least according to the canons of his
day (the eighteenth century), in his Letters of Virgil (which he imagines as
written by Virgil) accuses the Divine Comedy of coarseness and obscurity.
In order to make it easier for his retinue to enter Notre-Dame in Paris to
witness his coronation as emperor, Napoleon ordered the removal of the
tympanum of the central door of the cathedral, thereby destroying a
masterpiece of the Gothic art that in the early nineteenth century (despite
the Gothic novel and maybe precisely because of it) was seen as
barbarous and primitive. We gaze with incredulity at photographs of
actresses who starred in silent movies unable to understand why on earth
their contemporaries found them glamorous, nor would we have a woman
of Rubensesque proportions walk along a fashion catwalk.

It's not only the past that is often incomprehensible: most of the time
contemporaries are unable to appreciate the future, in other words the
frequently provocative works proposed by artists. And there's more to this
than just the petit bourgeois or popular rejection of avant-garde art.

For the reader’s amusement, and by way of a warning to all future critics,

Detail of the decor see on the following page They looked ugly to them, an incredible
O Annunzio's home, . F + + P

ot a:;‘ﬂ"';::mim collection of ‘hatchet jobs' from experts of the day with respect to the

Gasdone works of artists we now consider to be masters.
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They Thought the Following
were Ugly

André Bernand

Rotten Rejections (Readers” repors
and criticismes)

Christopher Cerf and Victor
Navasky

The Exprerts Specik

Jolainn Sebastian Bach's
compositions are depoved of
beauty, of harmony, and of clany
of melody, (Johann Adolph
Schethe, Der britische Musilbus,
1747)

An orgy of vulgar noise, (Louis
Spohr an the firn performance of
Bewthoven's Fifth Symphony)

Had he [Chopin] submitted his
music to i teacher, the later, it is
to be hoped, would have torm i
up and thrown it at his feet = and
this is what we symbolically wish
to do. (Ludwipg Rellstab, fris fm
Ceehiete dlor Toekrernest, 1833)
fifgofetta lacks melody, This opera
has hardly any chance to be kept
in the repenoire, § CGazetle
Musicale e Paris, 1853)

I played over the music of tha
seomindrel Brahms, What a giftbess
bastard! (Tchatkovsky in his LXary
on Brahms)

In a hundred yvears the histories of
French literiture weill only mention
Les Flewrs din Mal as a curnio
(Emile Zola, writing on the
occasion of Bawdeliire’s death)
Paul [Céznne] may have had the
genius of a great painter, bat he
mever had the persistence o
become one, (Emile Zola on
Ciezanne)

It's the work of 2 madman
{Ambroise Volland in 1907 on Les
Demotselles d’Avignon by Picasso)
I may perhaps be dead from the
neck up, bt mack my brains as 1
may 1 can't see why a chap should
need thiny pages 1o describe how
be wrns over in bed before going
tor sleep. (Reader’s report on
Proust, A la Recherche du Temps
Perdu)

You have buried vour novel

undemeath a heap of details
which are well done but utterdy
superfluous, (Letter of a French
editor 1o Flaubern, on Moo
Barary)

Litthe imagination 5 shown in
invention, in the creating of
character and plot [ . ] Balzac's
place in French literature will be
neither considerable nor high
{Eupéne Poitou, Revne des detx
mongdes, 18500

In Whthering Heights all the faults
of fane Fyre lbw her sister
Charlatie] are magnified a
thousand fold, and the only
consolstion which we have in
reflecting upon it is that it will
never be generally read, (James
Lorimer on Emily Bronté, North
British Review, 184%9)

The mcoherence and formlessness
al her = 1 don’t know how 1o
designate them - versicles are
fatal. (Thomas Bailey Aldrich on
Emily Dickinson, The Atlantic
Monthly, 1982)

Moty Dick is sad spuff, dull and
dreary, or rdiculous, | . ] And his
Mad Caplain is a3 monstrous bore
(The Sautbern Quarterly Retiew),
1851)

Walt Whitman 5 as unacquainted
with an az a hog is with
muithematics. ( The Lordor Crific,
1855)

It is not interesting enough for the
general reader and not thorowgh
enough for the scientific reader.
{Reader's report on The Time
Machine by H.G. Wells, 1895)
The story does not seem 1o work
up 1o a conclusion - neither the
hero's career nor his chamacter are
shown o be brought t any stage
which jpustifies an ending. It seems
to us in shor that the story does
not culminate in anything
{Reader's report on F. Scott
Fitzgerald, This Side of Paradize,
1920}

Gooxd God, 1 can’t publish this.
We'd both be in ail. (Reader's
report on William Faulkner,
Sanciiary, 1931)

1.THE UGLINESS OF OTHERS

It is impossible to sell animal
stories in the TSA. (Reader's repon
on Geonge Orwell, Al Farm
1945)

This girl doesnT, it seems 1o me,
have a special perception or
feeling which would lift that book
abowe the ‘curiosity” level
(Reader’s report on The Diary of
Anne Frank, 1952)

It should be, and probably has
been, 1old 1o a psychoanalyst, and
it has been elaborated into 4 novel
which contains some wonderful
writing, but it 5 overwhelmingly
nauseating. |. . ] | recommend that
it he bured under a stone for a
thousand years, (Reader's report
on Viadimir Npbokov, Lofita, 1955)
The novel Budderhrooks is
nothing but two thick tomes in
which the author describes the
worthless story of worthless
people in worhless chaner
(Echuird Engel on Thomas Mann,
19401)

I just fimished (fsses and 1 think it
s a mis-fire [ . .. The book is
diffuse. It is brackish. It is
pretentious. It is underbred, not
only in the ohvious sense, but in
the literary sense. (From the diary
of Virginia Woolf)

He has no talent at all, thar boy
(Edouard Manet to Claude Mot
on Pierne-Auguste Remoir)

No Civil War piciure ever made 3
nickel CIrving Thalberg of MGM
sugpesting not to buy the film
rights of Gome with the Wind)
Crone with the Wind is going to be
the biggest flop in Holbywood
history. U'm just glad 0 be Clirk
Gable who's falling flat on his face
and not Gary Cooper. (Gary
Cooper, after turning down the
rode of Rhen Butlerd

What can | do with a guy with
ears like that? (Jack Wamer, afler
viewing Clark Gable's screen test
1930}

Can't act. Can'm sing. Balding. Can
dhnce a hnde. (MGM executive,
after Fred Astaire's screen test,
1928)
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2. Kitsch

Ugliness is also a social phenomenon. The members of the ‘upper’ classes
have always seen the tastes of the lower’ classes as disagreeable or
ridiculous. One could certainly say that economic factors have always
played a part in such discrimination, in the sense that elegance has always
been associated with the use of costly fabrics, colours and gems.

But the discriminating factor is often cultural rather than economic; itis
customary to note the vulgarity of the nouveau riche who, in order to
show off his wealth, exceeds the limits assigned by the dominant aesthetic
sensibility to ‘good taste.

On the other hand, defining the dominant aesthetic sensibility is a tricky
business: it is not necessarily the sensibility of those holding political and
economic power, but is more likely to be determined by artists, cultivated
people, and by those considered (in literary, artistic and academic circles)
to be expert in ‘beautiful things. But this is a highly volatile concept. And 50
some readers might be amazed to find in this chapter of a book on
ugliness images that they might consider most beautiful. These images are
proposed because the dominant aesthetic sensibility, often a posteriori,
has defined them as unseemly, in the sense that they have been labelled as
kitsch.

According to some sources the word kitsch derives from the second
half of the nineteenth century, when American tourists in Munich who
wished to buy a cheap picture asked for a sketch. This allegedly gave
rise to the term used to mean vulgar trash produced for purchasers eager
for facile aesthetic experiences. But the dialect of Mecklenburg already had
a verb kitschen, which meant ‘to collect mud from the street!

Another meaning of the same word would be ‘to make furniture look
antigue; while there is also the verb verkitschen, meaning ‘to sell cheaply!
But for whom is trash actually trash? 'High' culture uses kitsch to describe
garden gnomes, devotional images, the fake Venetian canals in the casinos
of Las Vegas, the grotesque fake that is California’s famous Madonna Inn,
which aims to give tourists an exceptional ‘aesthetic’ experience. In
addition, kitsch has unfailingly been used to define the celebratory art
(intended to be popular) of Stalin's, Hitler's and Mussolini's regimes, which
described contemporary art as ‘degenerate’

304




Good Things in the Worst Taste
Guido Gogrzano
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Verdoe portrayed in mosakes, rather

painted with old-fashioned anem:

Massimo d'Azeglio’s pair
daguemutypes: dreamy pleo
g old lamp hanging down in the
middle of the room, its quarnz reflecting by
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incds the good things in bad taswe

the cuckon clock that sings, chairs
ipholstered i bordeaus damask. | have

been horn again in 1850
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Photo of Room 206,
The Oid Ml

The Madaonna Inn

at San Luis Chispo

Califarnda

N CAMF

The Madonna bnn
Umbernio Eoo

Ferith in Fekes Travels in Hyperresdity

The poor words wdth which namral homin

speech is provided cannot suffice 1o
dhescribe the Madonna 1 | | Let's 5
that Albert Speer, while leafing throug
book an Gaudi, swallowed an

oh a1

overpgenerous dose of LSD and began to
sceimby for Lien Minelli
But that doesn't give you an ides. Let's say
Arcimboldi builkds the Sagrada Familia for
Dolly Panmon, Or: Carmen Mirands designs

build a muptial «

1 Tiffany locale for the Jollvy Hotel choiin
Or DVAnnuneio's Vitorkle magined by
Bob Cratchit, Calvino's freisible Citles
described by Judith Krantz and exeoumed
by Leonor Fini for the plush-doll industry
pin's Somata in B fl
Perry Como in an ara
i accompanied by the Manne Band. No,
that @ about

the restrooms. They are in an mmense

rosung by

cment by Liberace

ill isn't rght. Let's try tell

underground cavern, something like

Lltamirs and Luray, with Byesintine

columns supporting plaster Barogue

chenibs. The basins are big initation

mother-of-pearl shells, the urinal is a

fireplace carved from the mock, but when

the pet of urine (sormy, b 1 have o

11, WIHET COmes

explain touches the bot
doan from the wall of the |
Mushing cascide something like the Caves
of the Planet Mongo, And on the ground
fMloor, in keeping with the air of Tyrolean

d, in g

clabet and Remassance cisthe, a cascade of
chandeliers i the form of oskets of

floweers, billows of mistletos surmounted

by opalescent bubbles, vielet-suffuse
among which Victorian dolls swing, whils
the wvalls are punctuated by An Nouvess
windows with the colours of Chantres and
bung with Regency mpestries | . ]
il this amid inventions that wrr while
into a mukicolour Jell-0), a box of candied

frudt, 4 Scilian dce, a land for Hansel and

Gretel. Then there are the bednooms
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different theme: for a reasonable price vou
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Honeymoon, the Insh Hills, the William
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Those who like kitsch believe they are enjoying a qualitatively high
experience. You just have to say that there is one art for the uncultivated just as
there is another for the cultivated, and that you have to respect the differences
between these two ‘tastes' just as you must respect the differences between
religious beliefs, or sexual preferences. But while lovers of ‘cultivated’ art find
kitsch kitsch, lovers of kitsch (except when they are faced with works aimed at
‘amazing the bourgeoisie’) do not disdain the great art of the museums (which
nonetheless often exhibit works that cultivated sensibility labels as kitsch).

In actual fact they hold that works of kitsch are ‘similar’ to those of great art.
And, while one of the definitions of kitsch sees it as something intended to
arouse an emotional effect rather than permit disinterested contemplation,
another holds kitsch to be that artistic practice that, to ennoble itself, and to
ennoble the purchaser, imitates and quotes the art of the museums. Clement
Greenberg said that, whereas the avant-garde (understood generally as art in
terms of its capacity to discover and invent) imitates the art of imitation, kitsch
imitates the effect of imitation; in making art the avant-garde emphasises the
procedures that lead to the work, and it elects these as the subject of its
discourse, while kitsch emphasises the reactions that the work must provoke,
and elects as the goal of its own operation the emotional reaction of the user.
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William Adodphe
Bouguereau,

The Birth of Venus
1879,

Paris, Musdée d'Oriay

Sir Linwrence
Alma-Tadema,

A Favourite Custom,
1505,

London, Tate Gallery
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The interesting

Arthur Schopenhauer

The Wordd as Will and Fdea, T: The
Platonic Idea: The Ohject of An’, 40
{18190

By this, however, 1 understand that which
excites the will by presenting to it
directly its fulfilment, its satisfaction. We
saw that the feeling of the sublime arises
from the fct, that something entirely

¥

unfzvourable to the will becomes the

object e contemplation, so that

such contemplation can only be
maintaimed I'l'\ r'"'r'iil"':t'!"lrl'lh mmg away
from the will, and transcending its
interests; this constitutes the sublimaty of
the charicter. The charming or attradie
o the contrary, druws the beholder sway
from the pure contemplanon which is
demanded by all apprehension of the
beautiful, because it necessarily exciies
this will, by objects which directly appeal
1o i, and thus he no longer remains panret
subtect of knowing, but becomes the
necdy and dependent subject of will |||
In historical painting and in sculpture the
charming consisds in naked figures,
whose positicn, drapery, and generl
treatment ane caleulated o excite the
passicns of the beholder, and thus pure
aesthetic] contemplation s 41 once
annthilited, and the aim of an s

defented

One indirect definition of kitsch comes from Schopenhauer when
he outlines the difference between the artistic and the interesting,
this last being understood as art that stimulates the user’s senses.
This is why Schopenhauer was critical of seventeenth-century Dutch
painting, which portrayed fruit and set tables, capable of whetting the
appetite rather than inviting contemplation. In the twentieth century,
Hermann Broch wrote against this programmed stimulation of the effect
with even greater moralistic indignation. And there is no doubt that the
label kitsch can be applied to all the late nineteenth-century art known
as art pompier, with its voluptuous odalisques, nude studies of classical
divinities and extravagant commemorative historical works.

As for the imitation of 'high’art, in a celebrated essay Dwight MacDonald
contrasted the manifestations of elite art with mass culture (masscult)
and petit bourgeois culture {midcult). He wasn't so much criticising
masscult for the spread of what we now call trash television, as midcult
for trivialising the discoveries of true art for commercial ends - attacking
Hemingway's The Old Man and the Seg, criticising its artificially lyricising
language and the tendency to portray apparently ‘universal’ characters (not
‘that old man’ but The Old Man’).
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Giacomo Grosso,
Female Nude (Neudal,
1896,

Turin, Galleria Civica
d"Arte Moderna

& Contemporandea

40

The Stylistics of Kitsch

Walther Killy

Dewtscher Kitsch (1962) (elsboration of
Pastiche, utllising lines from six German
authors, including Rilke)

The sea whispers in the distance and in
the enchanted silence, a wind gently
moves the rigid leaves, An opaque silk
pown, embroidered in white ivory and
pold, Mutters around her limbs and
affords a glimpse of a tender, sinuous
neck, adorned by tresses the colour of
fire. The light in Brunhilde's solitary
room was still not it - the slim palms
rose up like the dark, fantastic shadows
of precious Chinese vases: in the centre
the marble bodies of andent statues
glimmered whitely like ghosts, and on
the walls you could just barely see the
paintings in their large gold frames that
gave off subdued reflections. RBrunhilde
was seated at the pianoforte, sliding her
hands over the keys, immersed in sweet
daydreams. A largo’ flowed along in
solemn enquiry, meling like veils of
smoke over incandescent embers that are
undone by the wind, swirling about in
bizarre scraps, separated by the fame
without essence. Slowly the melody prew

mepestic, breaking out into powerful
chords, urning back on itself with
childish, pleading, enchanted,
unspeakably sweet voices, with choirs of
angels, whispering above nocturnal
forests and solitary, deep, fery red
ravines, ancient steles, and playing
around the abandoned rural cemeteries
Clear fields open up, springs play with
gracefully moving figures, and an ald
woman, a wicked old woman sits facing
autumn while a few leaves fall down
around her, Winter will come, gren
sparkling angels who do not so much a5
brush against the snow, but are tll o
the sky, bend over towards the listening
shepherds and sing to them of the
fabulous child of Bethlehem

The celestial enchantment, having had
its fill of the secrets of the holy
Christmas, is woven around 3 wimer
gorge that sleeps in profound peace, and
since a harp song is playing in the
distance, bewildered amid the sounds of
day, as if the very secret of sadness wene
singing the divine birth. And outside the
night wind caresses the polden house
with the touch of its tender hands, and
the stars wander across the winter night.




The Technigue of *Effect’
Hermann Broch
Kitsch (1933)

The essence of Kitsch consists in
exchanging the ethical category with the
aesthetic category; this obliges the amist
1o purse not 8 “good” work of art, bt a
‘beautiful’ work of an; what matters to
him is beautiful effect. Despite the fact
that the Kitsch novel ofien works in a
naturalistic sense, and in other words in
spite of its abundant use of the
vocabulary of reality, it shows the wordd
not ‘as it s’ but “as you wish or fear it
could be', and an analogous wendency s
revealed by Kitsch in the figurative ans.
In music, Kitsch thrives exchisively on
effects (consider the so-called Tight music
of the bourgeoisie, and do not forget thar
tolay's music industry is, in many ways,
an overgrown form of that), How can we
avodd concduding that oo ant can do
without a dash of effea, a drop of Kitseh?

bl

As a system of imitation Kisch is in
fact forced 1o copy an in all its specific
aspects, But, methodologically speaking,
it is not possible to imitate the creative
act from which ant is bom: one can only
imitate the simpler forms. Another

L EITHCH

refatively significant and characteristic fact
is that, given the tack of its own
imagination, Kitsch must constantly refer
back to more primitive methods (which is
extremely clear in poetry, but also, in
part, in music). Pormography, in which
the vocabulary of reality notoriously
consists in sexual acts, 18 in B a simple
seerial alignment of these acts; the
detective story does no more than present
a series of identical viciories over
criminals; romantic novels offer an
endless number of good rewarded and
evil punished (the method that presides
over these monotonous articulations of
the vocabulary of reality is that of
primitive syntax, the constant thythm of
the drum

If we accept MacDonald's idea, a good example of midcult would be the
female portraits made by Boldini, A painter who worked between the
nineteenth and twentieth centuries, he was a renowned portraitist known
to the high society of his time as ‘the ladies’ painter. Those who
commissioned him wanted a work of art that was certainly a source of
prestige but also one that left no doubts regarding the charms of the lady
in question. To this end, Boldini constructed his portraits according to the
best rules of the provocation of effect. If you observe his portraits of ladies
you will note how the face and shoulders (the uncovered parts) conform
to all the canons of sensuous naturalism. The lips of these women are full
and moist, their flesh oozes tactility; their gaze is sweet, provocative, sexy
or dreamy, always capable of seducing the viewer. Boldini's women do not
call up the abstract concept of beauty, nor do they use womanly beauty as
a pretext for exercises in plasticity or colour; they represent that woman,
and to such a point that the viewer is led to desire her.

But as soon as he moves on to paint her clothing, when he moves down
from her bodice to the hem of her gown, and thence to the background,
Boldini abandons the ‘gastronomic’ technigue of which Schopenhauer
accused the Dutch: the outlines are imprecise, the fabrics are broken up
by bright brushstrokes, things become clots of colour and objects melt

in explosions of light ...
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Giovanni Boddinl,
Fireworks,

1891,

Ferrara,

Musea Giovanni Baldini

The Appeal of Bad Taste

Marcel Proust

Srann’s Way: Swann in Love” (1913)
Feeling that, often, he could not give her
in reality the pleasures of which she
dreamed, be tried at least 1o ensure that
she should be happy in his company,
tried not o contradict those vulgar ideas,
that bad taste which she displaved on
every possible occasion, which all the
same he loved, as he could not help
lowing everything that came from her,
which even fascinated him, for were they
not so many more of those characteristic
features, by vimse of which the essential
qualities of the woman emerged, and
were made visible? And so, when she was
in a happy mood because she was going
i s the Reine Topaze, or when her
eyes grew serious, troubled, petulant, if
she was afraid of missing the flower-
show, or merely of not being in time for
tea, with muffins and wast, at the Roe
Rovale tea-mooms, where she believed that
regular aftendance was indispensable, and
set the seal upon a woman's cerificate of
‘smeiriness’, Swann, enmptured, s all of
s dre, ot times, by the nameal belaviour
af a child, or by the likeness of a porrair,
which appears 1o be on the poine of
speaking, would feel so distinetly the soul
of hiz mistress rising 1o (il the outlines of
her face that he could not refrain from
going across and welcoming it with his

lips, ‘Oh, then, so limle Odette wants us to

Lake her 1o the Aower-show, does she?
she wants to be admired, does sher very
wiell, we will ke her there, we can b

obey her wishes," As Swann's sight was
heginning 1o fail. he had 1o resign: himssfS
tor 3 pair of speviacles, which he worsat
home, when working, while to face the
workd he adopied a single evepliss, a8
being less disfiguring. The first time that
she saw it in his eve, she could not
comtain herself for jov: ‘T reafly do think'=
for @ man, that is to say - it s
rremendously smart! How nice you look
with it! Every inch a gentleman. All you
want now is a tithe! she concluded, sstha
tinge of regret in her voice. He liked
Odette to say these things, just as, if he
had been in love with a Breton gird, he
would have enjoved seeing her i her
coif and hearing her say that she believed)
in ghosts. Always until then, as s
coammaon among men whose ste for the
fine: ars develops independently of thei
sensuality, o grodesque disparity had
existed between the satisfactions which
her would accord o either aste
simultaneously; yielding 1o the seduction
of works of ant which greer more and
miore substle as the women in whose
company he enpoved them grew mone
illiterate and common, he would ke a
lintle servant-girl to a screened box ina
thearme where there was some decadent
piece which he had wished to see
performed, or to an exhibition of
impressiomst painting, with the
conviction, moreover, that an educated,
society” worman would have undersiond
them no better, but would o fave
managed o keep quiet abour them so
pretily

The lower part of Boldini's pictures is redolent of Impressionist culture,
Boldini makes art, quoting from the repertory of those paintings that
represented the avant-garde of his own day. 5o his busts and faces (meant to
be desirable) emerge from the corolla of a pictorial flower that is meant only to
be looked at. These women are stylemic sirens, with heads and busts intended
for consumption and clothes intended for contemplation. The lady portrayed

cannot feel uncomfortable at her physical charms having been publicised like
those of a courtesan: the rest of her figure has become a stimulus to aesthetic
enjoyment, which is clearly of a superior order. The midcult user therefore
consumes his lie - and the extent to which he is aware of this, if he is aware of
it at all, is immaterial. If the term kitsch has a meaning, it is not because it
designates an art that tends to produce effects, because in many cases art sets
itself this goal, nor is it an art that uses stylemes that have appeared elsewhers,
because this can happen without lapsing into bad taste: kitsch is a work that,in
order to justify its function as a stimulator of effects, flaunts the outward
appearance of other experiences, and sells itself as art without reservations,
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Alexandre Cabanet,
The Birth of Wenus,
1863,

Paris, Musse d'Orsay

facing page

Jean Broc,

The Death of Hyacinth,
1801,

Paitiers,

Musée des Beaux Arts

Kitsch as Ewvil

Hermann Broch

Kitsch

This satisfaction of the impulses obtained
with expert and mtional means, this
endlessly pathetic rendering of the finite,
this aiming for the “beautiful’, confers
upon Kitsch a hint of something false
behind which we can glimpse an ethical
ol L.

The person who produces Kitsch is
nod one who produces inferior an, not an
artist endowed with inferior creative
facultics, or even none at all. The
producer of Kitsch cannaot be assessed
according to aesthetic criteria butl, more
simply, must be judged as a contemptible
being, as a criminal who wishes evil from
the roots. And since that which is
munifested in Kitsch is a radical evil, ie
that evil which is in itself related 10 every
other system of values, as an absolute
negative pole, Kitsch must be considered
an evil not only for an, but for every
system of values that @5 nit a system of
imitathon

A person who kabours for love of the
beautiful effect, who strives for nothing
mxre than the satisfaction of the

affections that make the moment in wiich
he draws a sigh of relief appear ‘beautihl’

tex him = in other words the rdical
aesthete — believes himself authonsed 1o
use, and in effect unhesitatingly employs,
any means available in onder o achieve
the production of this kind of heauty
This i the elephantiasis of Kisch, a
spectacle staged by Nero in the imperial
gardens with fireworks in the form of the
burmning bodies of Christians so that he
can sing the scene and play his hute (and
it i5 no accident that Nero's fundamental
ambition was 0 become an actar),

All the historical periods in which
values undergo a process of disintegration
are periods that witness a grean flowering
of Kitsch. The terminal phase of the
Roman empire produced Kitsch, and the
current e, which is nearing the end of 3
phase in which the concept of the
medieval world & dissolving, cannot bt
he represented by this aesthetic evil as
well. Epochs characterised by a definitive
loss of values are in fact based upon el
and anxiety over evil, and an an form
that aspires to be the appropriate
expression of such epochs must also be
an expresston of the evil at work in them
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Jorm Sharman (disector),

The Rocky Horhor
Ficture Show,
1975

ams

3. Camp

| mentioned art pompier paintings as examples of kitsch. But today these
works are not just on show in museums; they are also sold at very high
prices to refined collectors, This might simply be seen as proof that what
was ugly yesterday has become beautiful today, as always happens when
high culture appropriates products of popular art - and even products
of mass culture such as comic books. Originally produced for purposes
of entertainment, these are now seen not only as evocative period pieces
but as products of outstanding artistic quality.

MNonetheless the recovery of art pompier can also be ascribed to
another element, namely that taste known as camp, and no one has
analysed this phenomenon better than Susan Sontag in her ‘Notes on
Camp'(1964). Camp is a form of sensibility that, rather than transforming
the frivolous into the serious (as arguably happened with the
canonisation of jazz, originally played in brothels), transforms the serious
into the frivolous.

Camp arose as a form of recognition among the members of an
intellectual elite, so sure of their refined tastes that they could proclaim
the redemption of the bad taste of the past, on the basis of a love for
the unnatural and the excessive - and the reference here is to the
dandyism of Oscar Wilde for whom being natural ‘is such a very difficult
pose to keep up, as he wrote in An ldeal Husband. Camp is not measured
by the beauty of something but on the extent of its artifice and
stylisation, and it is not defined so much as a style but as the capacity
to consider the style of others.To be camp, objects must possess some
exaggeration or marginal aspect (one says 'it's too good or too important
to be camp'], as well as a certain degree of vulgarity, even when there is
a claim to refinement.

The list of things that Sontag defines as camp or the subject of camp
is undoubtedly heterogeneous and ranges from Tiffany lamps to Aubrey
Beardsley, from Swan Lake and the operas of Bellini to Visconti's direction
of Salomé, from certain fin de siécle postcards to King Kong, old Flash
Gordon comics, women's dress of the twenties, down to what the most
refined cinema critics call the ‘ten best bad movies | have ever seen’
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Carlo Crivedli,
Madonna and Child,

. 1480,

Mew York,
Metropolitan Museum
of Art

Other things Sontag defines as camp are a woman walking around ina
dress made of three million feathers and the pictures of Carla Crivelli, with
their real jewels, trompe F'oeil insects, and fake cracks in the walls - without
neglecting the fact that the taste for camp is attracted to sexual ambiguity
(see Camp and Sexuality). But camp certainly doesn't have what
schopenhauer called the interesting, and the camp eye does not look at a
pompier nude for eratic gratification, but to see and enjoy its pathetic lack
of modesty passed off as a return to the sublime immodesty of great
classical art.

It cannot be denied that Sontag's choices reflect the tastes of the New
York intelligentsia of the sixties (why is Jean Cocteau camp but not André
Gide, and Richard Strauss but not Wagner?). Further, the definition is made
even more volatile when it is admirtted that many examples of camp are
kitsch, but camp is not necessarily identified with ‘bad art’ because Sontag's
list also includes great artists such as Crivelli, Gaudi and minor but refined
artists such as Erté (and, for reasons that remain unclear, even some works
by Mozart).



3, CAMF

Niki de Saint-Phalle,
Hon (Lesl,

19665

Stockhalm,
National Museat

In any case all camp objects and persons must possess an element of
extremism that goes against nature (there's nothing campy in nature). Camp
is a love of the eccentric, of things-being-what-they-are-not and the best
example of this is art nouveau. This is because the products of art nouveau
turn lighting fixtures into flowering plants, living rooms into grottos or vice
versa, and cast-iron bars into orchid sterns, as in the entries to the Guimard
Métro station in Paris.

Camp is also, but not always, the experience of kitsch of someone who
knows that what he is seeing is kitsch. In this sense it is a manifestation of
aristocratic taste and snobbery:‘and as the dandy is the nineteenth century's
surrogate for the aristocrat in matters of culture, so Camp is the modem
dandyism. Camp is the answer to the question: how to be a dandy in the age
of mass culture?’ But whereas the dandy sought out rare sensations, not yet
profaned by the appreciation of the masses, the connoisseur of camp is
fulfilled by 'the coarsest, commonest pleasures, in the arts of the masses [.. ]
The dandy held a perfumed handkerchief to his nostrils and was liable to
swoon; the connoisseur of Camp sniffs the stink and prides himself on his
strong nerves.’ am

D ——————_—s———
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Adoll de Mayer,
Nijinsky in the role

of a faun hodding

a bunch of grapes,

in album of

The Aftermonn of a Faun,
1912,

Paris, Musée d'Orsay

facing page
Aubriy Beardshey,

Mustration from Salomd,

1B54,
perivate collection

foliowing pages
Lyman Young
CQueen Loana
elabodation in The
Mysteriow Flame of
Cereent Loana,

1935

Flarence, Nedin

Erté,

Adoration,

1896,

private collection

Camp and Sexuality

Susan Sontag

‘NWotes on “Camp™ (1904)

The androgyne is cenainly one of the

greal images of Cimp sensibility
Examples: the swooning, shm, sinuoaus
ligures of pre-Raphaelite painting and
poetry; the thin, flowing, sexless bodies
in Ar Nouvenu prints and posters
presented in relief on lamps and ashtrays
the haunting androgynous vacancy

beehind the perfea beauty of Greta

Garho. Here, Camp taste draws on o
mosthy unacknowledged truth of taste: the
most refined form of sexual amractiveness
{as well as the most refined form of
sexudl pleasune} consists in g VTR dginsy
the grain of one's sex, What is most
beautiful in virile men s something
feminine; what s most beautiful in
feminine women is ""\--'”'-L'”"J'-H_L.‘ mexsculine

I - .1 Allied to the Caomp taste for the
androgynous s something that seems
quite different bur isn't: a relish for the
exageeration of sexual characienstics and
persomlity mannerisms
reasons, the best cxamples that can be

i alfwdous

cited are mewie stars, The comy
Ramboyant female-ness of Jayne
Mansfield, Gina Lollobrgida, Jane Russell
Virginia Mayo | ]

Camp is the trivmph of the epiene
style, (The convertibility of ‘man’ and
‘worman’, ‘person’ and “thing’,} B all
styvbe, that is, artifice, is, ultimately
epicene. Life is not stvlish. Neither is
namire. | |

While it's not true that Camp taste 6
homosexual taste, there 15 no doult a
peculiar affinity and overlap. | | S, mol
all homosexuals have Camp mste. Bt
homosexuals, by and large, constitute the
vanpuard — and the maost armicakae
audience — of Camp. [. .

(The Camp insistence on not being
serpous’, on playing, also connects with
the homosexual's desire 1o remain
vouthful ¥ Yet one feels thay i
homosexirls hadn't more or less
invented Camp, someone else would, For
the aristocratic posture with relition 1o
culiure cannot die, though it may persist
only in increasingly arbitrary and
FIEETIHOUS WS













Sontag’s study traces the taste for camp back to the remote past, to the
Mannerists, to the Baroque poetics of wit, witz, agudeza and wonder, to the
Gothic novel, to the passion for chinoiserie or for artificial ruins - and in this
sense it could become the definition of a wider taste, of a permanent form of
Mannerism or the neo-Baroque. This analysis highlights an interesting point:
‘we value a work of art because of the seriousness and dignity of what it
achieves, and in appreciating it we identify a correct relationship between
intention and execution, even though there are other forms of artistic
sensibility whose distinctive characteristics are anguish and cruelty, and so we
accept a disparity between intentions and performance. Sontag mentions
Bosch, 5ade, Rimbaud, Jarry, Kafka, Artaud, as well as many twentieth-century
artworks, whose aim was not to create harmony but to tackle themes that
were ever more violent and irresolvable.




And so this analysis leads to the emergence of two important points for any
history of ugliness. Sontag points out that the extreme manifestation of camp
is the expression ‘it's beautiful because it's horrible’ - and it's no accident that
she devoted an essay to Diane Arbus, the photographer of the ugly. The canon
of camp can change and the times can enhance the standing of things that
repel us today because they are too close to us:"What was banal can, with the
passage of time, become fantastic.’ In this sense camp transforms what was
ugly yesterday into today's object of aesthetic pleasure - in an ambiguous play
in which it is not clear whether ugliness is redeemed as beauty or whether
beauty (as the ‘interesting’) is reduced to ugliness.'Camp taste tums its back on
the good-bad axis of ordinary aesthetic judgement. Camp doesn't reverse
things. It doesn't argue that the good is bad, or the bad is good. What it does is
ta offer for art (and life) a different - a supplementary - set of standards.

e ——————————————
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Paul McCarthy,
Basement Bunker:
Painted Queen Small
Blur Rogm,

1003,

© Paul McCarthy,
courtesy of the artist
and Hauser & Wirth,
Zurich and London
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The Aesthetics of Trash

Andy Warhol

The Philosogdny of Andy Warbol (1975)
The most beautiful thing in Tokyo is
McDonaldds

The most beautiful thing in Stockholm is
McDonalds

The most beautiful thing in Florence is
McDonalds

Recyeling the Lefiovers of Others

Andy Warhol

The Philosopdy of Amdy Warbol (1975)

I'm not saying that popular taste is bad 50
that what's left over from bad asie is
good; I'm saying that what's left over s
probably bad, but if vou can take it and
make it at least interesting, then you'ne not
wasting as much as you would otherwise

You're recycling work and you're recycling

people, and you're unning your business
as a by-product of other businesses, Of
other direcily competitive businesses, as a
matter of fact. 5o that's a very economical
opersting procedure. It's also a very funny
operating procedure because, as 1 said
leftovers are inherently funmy

Living in MNew York city gives people
real incentives 1o want things thar nobody
else wanis = 1o wani all the lefiover things:
There's 5o many people o Compete with
here that the only hope of getting
anywhere les in changing your tistes and
wanting what the others don't want
wanting all the leflover stuff

l. . J When we didn't have enough
cash tor do full-length features, with these
thousands of cuts and all those shots 1o be
done over, ete., 1 tried o simplify the way
we made movies, using every metre of
film we had shot, because it cost bess and
i was esier and more fun oo, And we
didn't have any out-takes any more. In
1969 we began to edit our movies, but
even then I still preferred the ow-takes,
The cut scenes are all magnificent. 1 sull
keep them all. There's only two cases in
which I make exceptions regarding my
philosophy of using lefiovers: 1) my dog
and 2) food. 1 know 1 should have gone
1o the pound W get mysell a dog, bt |
bought one instead |
confess that 1 st cant stand eating

| 1 must also

leftovers

It should be said, however, that not all ugliness (old or new as it may be)
can be seen as camp. It is only such when the excess is innocent and not

calculated. Pure examples of camp are not intentional, but extremely serious:
The Art Nouveau craftsman who makes a lamp with a snake coiled around it
is not kidding, nor is he trying to be charming. He is saying, in all earnestness
Voilal the Orient!” Among the various examples of what we now consider as
camp there is opera, where composers have taken in absolute seriousness
the melodramatic absurdities of their librettists (one thinks of famous
passages like 'l hear the footmarks of merciless steps!’). In this case the
delighted reaction of the camp enthusiast is ‘It's too much, it’s unbelievable!
You cannot decide to make a camp object. Camp cannot be intentional,

it rests on the candour with which the artifice is executed (and, probably, on
the disingenuousness of those who recognise it as such). Camp contains an
element of seriousness that fails to achieve its objective because of an
overdose of passion, or of something excessive in its intentions, and hence
‘Gaudi’s lurid and beautiful buildings in Barcelona; especially the Sagrada
Familia, reveal ‘the ambition on the part of one man to do what it takes a
generation, a whole culture to accomplish’

In the following chapter we shall see many examples of the intentional
ugliness (in part inspired by the concept of camp) aimed at by much of
contemporary art and social convention. Such things are not only ugliness
pursued without innocence, but also deliberately planned. Whereas kitsch
was a lie with respect to'high'’ art, the intentional nec-ugly is a lie with
respect to a ‘horrible’ that camp taste had attempted to redeem.










Chapter: i “

Ugliness Today

. The ancients perceived certain musical intervals as dissonant and
m therefore unpleasant, and for centuries the classic example of musical
5 : ugliness was the augmented fourth interval, C-F sharp, for example. In the
. Middle Ages this dissonance was thought so disturbing that it was defined
v as diabolus in musica (the Devil in music). Psychologists have explained
LSS ’ that dissonances have the power to excite, and since the thirteenth

century many musicians have used them to produce determined effects
in an appropriate context. And so the diabolus often served to create
effects of tension or instability, the expectancy of some kind of resolution,
and it was used by Bach, by Mozart in Don Giovanni, by Liszt, Mussorgsky,
Sibelius, Puccini (in Tosca), and in Bernstein's West Side Story. In addition,

it was often used to suggest infernal apparitions, as in Berlioz's Damnation
of Faust.

The case of the diabolus in musica provides us with an excellent
example with which to conclude this history of ugliness, because it invites
certain reflections. Three of these ought to be evident from the preceding
chapters: ugliness is relative to the times and to cultures, what was
unacceptable yesterday may be acceptable tomorrow, and what is
perceived as ugly may contribute, in a suitable context, to the beauty of
the whole. The fourth observation leads us to correct the relativist
perspective: if the digbolus has always been used to create tension, then
we have physiological reactions that have remained more or less

Fernando Boter, unchanged through different periods and cultures. The diabolus has
';";“T';"”' gradually been accepted not because it has become pleasant, but
private collection precisely because of that whiff of sulphur it has never lost.
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N
George Lucas (directar), For this reason the diabolus now appears in much heavy metal music (for
Crar Enisode il - The Lo v 2 2
::rrfu}:f::;: :‘IL” example, with Jimi Hendrix in ‘Purple Haze'), and sometimes as an explicit
2002 ‘satanist’ provocation (see records like Diabolus in Musica by Slayer) .

George Romero, the director of The Night of the Living Dead and other
horror films, once made a statement of his poetics. While he was expatiating
on the moving tenderness of Frankenstein's monster, King Kong or Godzilla,
he pointed out that his zombies have wrinkled, putrescent skin, black teeth [
and nails, but that they are individuals with passions and needs just like our
own. And he added:'In my zombie movies, the dead brought back to life
represent a kind of revolution, a radical change in the world that many of
my human characters can't understand, preferring to label the living dead
as the Enemy when in reality they are us. | use blood in all its horrendous
magnificence to make the public understand that my movies are more of a
sociopolitical chronicle of the times than dumb adventures with a generous
dollop of horror.' So, Is recourse to ugliness a means of exposing the
presence of Evil? Romero himself admits that horror ‘makes sales go |
through the roof’ and hence he admits that horror is appreciated because it
is interesting and exciting. Not to mention when it becomes the celebration
of Evil, albeit only in marginal cases like the satanism of psychopaths.




UGLINESS TOIDAY

Marina Abramovich

during a
performance

of Thomas Lips
[VE75=2005)

at the Solomon

R. Guggenheim
Museum

in Newy York

14 Movember 2005

We find ourselves faced with a multitude of contradictions. Monsters
that may be ugly but are certainly lovable like ET or the extraterrestrials
of Star Wars fascinate not only children (who are also won over by
dinosaurs, Pokémon and other deformed creatures) but also adults,
who relax in front of splatter movies where brains are reduced to pulp
and blood spurts onto the walls, or amuse themselves by reading horror
stornes

You cannot talk only of the ‘degeneration’ of the mass media, because
contemporary art also deals with and celebrates ugliness, but no longer
in the provocative way of the avant-garde movements of the early
twentieth century. Certain *happenings’ exhibit not only the
unattractiveness of a mutilation or a handicap, but artist themselves
occasionally subject their own bodies to some form of bloody viclation.
In these cases, too, artists declare that they want to denounce the many
atrocities of our times, but art lovers who go to admire these works or
performances in art galleries do so in a spirit of cheerful playfulness.
And these are the same users who have not lost the traditional sense of
beauty, and take aesthetic pleasure in a fine landscape, a handsome child
or a flat screen that shows the canons of the Golden Section.

e —————————————
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Marilyn Manson, The same people today accept the ideas of furnishing design teams, of
Merch 200 hotel architecture, and of the entire tourist industry, which sells classically
pleasing forms (see the Las Veegas versions of Venetian palazzi, ancient |||

Roman dining rooms, or Moorish architecture), and at the same time choose
restaurants or hotels ennobled by twentieth-century avant-garde paintings
lgenuine or reproductions) that their grandparents would have considered
the negation of the ideals of classical antiquity.

We hear repeatedly from all sides that today we coexist with contrasting
models because the opposition beautiful/ugly no lenger has any aesthetic
value: ugly and beautiful would be two possible options to be experienced
neutrally. This seems to be confirmed by much youth behaviour. The
cinema, television and magazines, advertising and fashion all propose
models of beauty that are not so different from the ancient ones, and we
could easily imagine the faces of Brad Pitt or Sharon Stone, George Clooney
or Nicole Kidman portrayed by a Renaissance painter. But the same young
people who identify with these ideals (aesthetic or sexual) also go into
raptures over rock singers whose features would have struck Renaissance
man as repellent. And those same youngsters often make themselves up,
tattoo themselves and pierce their flesh with pins so that they look more
like Marilyn Manson than Marilyn Monroe.




A group of punks

Gothick

Willizim Gibson

Conntt Zevo (1986)

At least twenty Gothicks postured in the
main room, like a herd of baby dinosaurs,
their crests of lacquered hair bobbing and
twitching. The majority approached the
Gotheck ideal: wll, lean, muscular, but
towched by a certain gaumt restlessness,
yvoung athletes in the eardy stages of
consumption. The graveyard pallor was
mandatory, and Gothick hair was by

definition black. Bobby knew that the few

who couldn’t warp their bodies to fit the
subcultural template were best avoided; a
short Gothick was trouble, a fat Gothick
homicidal

MNow he watched them flexing and
ghttering in Leon's like a composite
creature, slime mould with a jigsaw
surface of dark leather and stainless
spikes. Most of them had nearly identical
fces, features reworked 1o march ancient
archetypes culled from kino banks

UGLINESS TODWAY

The Apocalyptic City

Angela Carter

The Passion of New Eve (1977)

I was astonished to see so many begears
in the rank, disordered streets, where
crones and drunkards disrupted with rats
for possession of the choicest morsels of
garbage, It was hot weather the ris
loved. T could not slip down 1o the corner
to buy a pack of cigarettes from the kiosk
without kicking aside half a dozen of the
sleek, black monsters as they came
sapping round my ankles, They would
linie the staircase like a guard of honour
1o greet me when 1 came home to the
walk-up, cold-water apartment 1 soon
rented on the lower East Side from a
young man who went off (o India 1o save
his soul. Before he left, he warned me of
the imminent heat-death of the universe
and advised me to concern myself with
spiritral maners, since time was short
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Hieromymius Basch
Dietails of the Perseculon

of Christ Bearing







In the two preceding pages you can see a comparison between a
contemporary example of piercing and two faces painted by Hieronymus
York, by courtesy Bosch, also pierced by various kinds of rings. But Bosch wanted to portray

R the persecutors of Christ, and so he painted them as people of his day
conceived of barbarians or pirates (and let us not forget that, as late as the
nineteenth century, psychiatrists saw tattoos as a sign of degeneracy).
Today, piercing and tattoos are thought to be a generational challenge at
most but they are certainly not seen (by the majority) as a criminal choice -
and a girl with a tongue stud or a tattooed dragon on her exposed belly
can take part in a march for peace or for starving children in Africa.

Meither the young nor the old seem to find this contradiction a dramatic
one.The late nineteenth-century aesthete who favoured cadaverous
beauty, as a challenge to or a rejection of the tastes of the majority, knew he
was cultivating what Baudelaire called ‘the flowers of evil. Such people
chose the horrible precisely because they had decided to make a choice
that set them above the crowds of right-minded’ people.

But young people who flaunt an illustrated epidermis or spiky blue hair
do so to feel similar to the others, while their parents who go to the cinema
to enjoy scenes previously only visible in anatomy theatres, do so because
cosl fan tutti.
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Tod Browning (director), Mor is there any difference in the way we take pleasure in {or content
,ff_f’ ourselves with) so-called trash television. This is not out of elitist posing,

which lovers of camp are still prone to (ever-ready to review and collect the
films of Ed Wood, defined as the worst director ever to come out of
Hollywood), but out of herd instinct. Another case in which we come up
against the dissolution of the opposition ugly/beautiful is cyborg
‘philosophy’. At first, the image of a human being whose various organs have
been replaced with mechanical or electronic apparatus, the result of a
symbiosis between man and machine, could still represent a science-fiction
nightmare, but with the advent of cyberpunk the prophecy has come true.

What's more, radical feminists like Donna Haraway are proposing to
overcome gender differences through the creation of neuter, post-organic or
‘transhuman’ bodies. Does this mean that the clear distinction between
beautiful and ugly has disappeared? What if certain behaviour on the part of
young people or artists (even though it gives rise to much philosophical
debate) were merely marginal phenomena practised by a minority (with
respect to the world population)? And what if cyborgs, splatter and the
living dead were superficial manifestations, played up by the mass media,
through which we exorcise a far more profound ugliness that assails and
appals us, something we would wish to ignore?
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Frida Kahla,

The Broken Column,
1544

Maxico City, Museo
Dolores Olmeto Patifo

following pages
Maurizio Cattelan,
Hanged Children,
2004,

Milan

The Cyberpunk Landscape

William Gibson

Mong Lisa Overdrive ( 1988)

He'd been scared that the Komsakovs
would come back, that he'd forget where
he was and drink cancer-water from the
shmed red puddles on the rusty plain
Red scum and dead birds foating with
their wings spread. The trucker from
Tennessee had told him 1o walk west
from the highway, he'd hit two-fane
blacktop inside an hour and ger a ride
down to Cleveland, bat it felt like longer
than an hour now and he wasn't so sure
which way was west and this place was
spooking ldim, this junkyard scur like a
giant had stomped it far Once he saw
somebody far away, up on a low ndge,
and waved. The figure vanished, but he
walked that way, no longer trying to skint
the puddles, slogging through them, until
he came to the ridge and saw that it was
the wingless hulk of an airliner half-
buried in rusted cans. He made his way
up the incline along a path where feet
had flanened the cins, w0 a squoiane
opening that had been an emergency
exit. Stuck his head inside and saw
hundreds of tiny heads suspended from
the concave ceiling, He froze there,
hlinking in the sudden shads, until what
he was seeing made some kind of sense,
The pink plastic heads of dolls, their
nylon hair tied up into opknots and the
knots stuck into thick black wr, dangling
like fruit. Nothing else, only a few mgpeed
slabs of dirty green foam, and be knew
he didn't want 1o stick around (o find out
whose place it was. [, .

He studied the backs of ns hands
Scars, ingrained grime, black half-moons
of grease under his broken nails, The
grease got in and made them soft, so they
hroke easy.

UGLBNESS TODAY

The Cyborg Wom:an

Donna Haraway

‘A Cyborg Manifesto: Science, Technology
and Socialis-Feminism in the Lie
Twentieth Century” (1991}

Cyhorg monsters in feminist science
fiction define quite different political
possibilities and limits from those
proposed by the muendane fiction of Man
and Woman. [. . ]

A cyborg bady is not innocent; it was
not born in a garden; 1t does not seek
unitary identity and so generate
antagonistic dualisms withowt end (or
until the world ends)

..

Intense pleasure in skill, machine skill,
censes to be a sin, but an aspect of
embodiment. The machine is not an it to
be animated, worshipped, and dominated
The machine is us, our processes, an
aspect of our embodiment. [ . ] Up dll
now (once upon o tme), female
embodiment seemed o be given, ongamic,
necessary; and female embodimen
seemed to mean skill in mothering and is
metaphoric extensions, [, . ] Cyborgs
might consider more seriously the parmial,
fluid, sometimes aspect of sex and sexual
embodiment, Gender might not be global
identity after all, even if it has profound
historical breadth and depth. [ . ]

I would suggest that cyborgs have
mewe 1o do with regeneration and are
suspicious of the reproductive matrix and
of most binhing. For salamanders,
regeneration after injury, such as the loss
of a limb, invobves regrowth of structiure
and restonition of function with the
constant possibility of twinning or other
odd topographical productions at the site
of former injury. The regrown limb can
he monstrous, duplicated, potent. |, . .
We require regeneration, not rebirth, and
the posstbilities for our reconstitution
include the utopian dream of the hope
for a monstrous world without gender.

l. - .1 Though bath are bound in the spiral
dance, I would rather be a cyborg than a
poddess,
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In everyday life we are surrounded by horrifying sights, We see images of
children dying of hunger, reduced to skeletons with swollen bellies; we see
countries where women are raped by invading troops, and others where people
are tortured, just as we are continually exposed to images from the not too
distant past of other living skeletons doomed to the gas chambers. We see
bodies torn apart by the explosion of a skyscraper or an aeroplane in flight, and
we live in terror that tomorrow it may be our turn. We all know perfectly well
that such things are ugly, not only in the moral but in the physical sense, and we
know this because they arouse our disgust, fear, and repulsion - independently
of the fact that they can also arouse our compassion, indignation, instinct of
rebellion and solidarity, even if we accept them with the fatalism of those who
believe that life is none other than a tale told by an idiot, full of sound and fury
No knowledge of the relativity of aesthetic values can eliminate the fact thatin
such cases we unhesitatingly recognise ugliness and we cannot transform it
into an cbject of pleasure. 5o we can understand why art in various centuries
insistently portrayed ugliness. Marginal as the voice of art may be, it attempted
to remind us that, despite the optimism of certain metaphysicians, there is
something implacably and sadly malign about this world
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This is why many words and many images in this book have invited us to
understand deformity as a human tragedy.

The concluding text by ltalo Calvine is an excerpt from a short story, but
it springs from real experience. The Cottolengo in Turin is an institution full
of incurably ill people, persons who cannot even feed themselves without
assistance, many of them born as monsters, like many of those we have
talked about here. Not legendary monsters, but monsters who live ignored
alongside us. The main character of the story is an official with the polling
station that has been set up in this hospital, because those monsters are
citizens too, and, according to the law, they have the right to vote.
Distraught by the sight of this subhumanity, the official realises that very
many of the patients do not know what to do, and that they will vote
according to the will of their helpers. He would like to oppose what strikes
him as a fraud, but in the end (against all his civil and political convictions)
he concludes that those who have the courage to devote their lives to those
unfortunates have acquired the right to speak for them. At the end of this
book, after dwelling at such length on the various incarnations of ugliness, |
should like to finish with this appeal for compassion.
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