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INTRODUCTION

In recent years many artists have begun to adopt the

tools which, at the time of their discovery, appeared to

be a mortal threat to art and artists: mechanical mediums
for representation such as photography, film and video which
have created the ever-increasing excess of images which

£ill our world. The adoption by some artists of these

tools is not however to rejoice that the original threat
was unfounded, but to observe and examine how these mediums

and the particular conditions for spectatorship that they

present, invade our lives. Sometimes the artists celebrate

the pleasure of images, more frequently they flounder to

discover how these mediums affect them personally and

their position as image makers. Of the latter category

many of the artists are women, who feel they have a
personal stake in exposing, exploring or displacing the

distortions and myths which have been created by or through

these mediums.

Wwomen artists have begun to communicate about the particular

social and political conditions, which have moulded them

and restricted their activities coming to a realization

that their personal and social positions have been defined

for them by a patriarchal order which has excluded them

from positionsof political or cultural power and framed them
e among women artists who feel they

as objects. The key phras
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have been excluded and exploited long enough by cultural
institutions, is that "the personal is political", in
as much as any in-depth analysis of one's personal
experience as a woman, will expose, the structures by

which one is limited and exploited as social subjects.

Photography has been the culprit of the glut of images

which we now encounter daily, ihescapably, in urban
environments, in particular images of women, which nearly
every statistical survey ever done has proved to be the

most effective form of advertising; ‘Inherent to the equation
of woman and product created by advertising is the

subliminal suggestion of fulfillment through consumption,
which for women in terms of glamorous images becomes a

masquerade of objectification through consumption.

Commercial photography has increasingly been adopted as a

trade by women who have overcome the institutional

attituaes which considered such technological pursuits as
a male domain undermining women's attempts to "master" the

medium. The new learning ground in terms of images is

however open to any who wish to use their discernment

and judgement in the "museum without walls" which has become

our daily environment. Because we are onslaught with images

our selective capacities or immunity must become developed,

competitive imagée making in terms of publicity and advertising

becomes caught in a quandary between creativity and

exploitation, the latter being the more accessable and

generally effective. For the woman who adopts the camera

commercially there are ambiguities which can go unnoticed in



an acceptance of previous traditional standards and

immersion in the perfection of technique, thus it is

interesting . in this context to consider the work of

Annie Leiboviﬁz who has photographed popularlstars for Rolling
Stone Magazine, What is most interesting is to observe

how she presents images of women who are in the cultural

limelight.

i

Liebovitz considers portraiture to be a communicative
‘discourse based on the encounter she has with the person,
thus her portraits contain to some extent,her creative,
interpretative reading of the individual influenced by
previous images but also the subjects self-image and the

extent to which they control how they are seen. If the

m
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images are exploitative, cllched’seml—pornographlc or

subversive of how women are represented in general is it

Leibovitz or the women's self images as they have developed
“ in terms of their frequent representation by cameralwhich

. control the way in which they are portrayed?

i
Leibovitzs portrait of Linda Ronstadt could be assumed to

represent male desires. She lies,face down across a

quilt covered bed dressed in red‘silk‘cami—knickers and

camisole top, her naked legs stretching into the foreground..

Ronstadt% face which is turned to the opposite corner is

obscured by her hair. The image is femme-fataleish and

represents no identity, merely a passive physical spectacle.

!‘l




But the Femme-fatale is precisely an image: it needs
a 'viewer to function at all, It is disconcerting to

consider two women having agreed to create this image.

On the other hand some of the female models are anything
but sensual and attractive in.the way they allow themselves
to be portrayed. Laurie Andersoﬁ ;a performance

artist who uses a great-amount of média technology in

her workylooks pallid and goosebumpy Jjust out of a
swimming pool which we can ascertain from the dingy’
-white—tiled’pool-wall which is behind her and the goggles
through which she looks challengihgly at the camera,
Anderson's image, as an artist is subversive. This
representation of her is extreme in terms of conventional
images of women but is in keeping with her integrity as an
exposer and deconstructor of modern myths. Most oL the
other women portrayed depend on attractive presentation of

their image because it is a part of their success.

Annie Leibovitz is interviewed in a catalogue resume of
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her photographs by David Felton whose first question is

r

pertinent in the context of the extremes of her photographic

representations of women.

"Tf you were assigned to shoot a portrait of yourself,

how would you go about doing. it?"

p
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"Well you should probably ask me that in about a year,

because I'm just beginning to find out about myself. It's
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funny, for someone who takes pictures the way I take

pictures - I have absolutely no idea what I leok like,

So I'd have to figure myself out, which is what I do,

you know, when I take someone else's picture, I try to come

to some conclusién about them". 1.

One can imagine this figuring out of herself being an
interesting agenda of exploration.f%ssessing how to turn

the camera which has produced the clichéd sexist portrayal
of Linda Ronstadt and the anti-aesthetic, anti-stereotypical

image of Anderson, in her own direction.

This is what one photographer/artist has bheen doing for
the last eight years and figuring out who the real Cindy
n

Sherman is has become the dilemma of the spectator as well
as the photographer. Her first commercially recognized
series of photographs concerned itself with images of women

from "B" type genre movies for which she used herself as

“model .  The "B" movie being particularly ironical "in

Anmerica when one considers that the President is an ex-"B"

.movie star.
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Introduction:

l.

FOOTNOTES

Pantheon/Polling Stone Press. Annie Liebovitz

(Photographs) ,

David Felton.

"A conversation with Annie Liebovitz"
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CHAPTER I

Film has, since the development of the still photographic

image into this fluid form early in the 20th century,

taken a monolithic position in the cultural arena whether

in the original theatre-like environment of the cinema,

or in the movie as transmitted by television and video. Its
fictions and constructions have become accepted directives

and mediators of a hyéer—reality which conscientiously

involves the viewer giving him a sense of contrel in terms

of the mania and alienation of social and political conditions,
or offers avenues of temporary escapé through its wvisual

and narrative offerings.

The cinematic experience may create the illusion of
reality but its structures present particular conditions
for the viewer who is there in the cinema in a double

capacity as a witness and as assistant.

"I watch, and I help it. By watching the film I help
it to be born, I help it to live, since only in me will
it live, since it is made for that purpose: to be

watched, in -other words to be brought into being by

nothing other than the look". 2,

The look, however, by which the film lives, has particularities
unique to the photographic medium in that the object of the

look, the actor/actress, is present and traced by the

mechanical device which captures the image when the film

is being made; but his/her presence in the cinema is in

absence. Thus the spectator, who sits in the cinema in
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dimly 1lit conditions,watches an illusion that appears to
be real but his look will not be returned. It is one of
the pre-givens of cinematic fictional narrative production
that the actor/actress pretend that the camera does

not exist and thus the spectator's presence as embodied
in the camera on the set of the fiim is not acknowledged,

setting the scene for the viewer's visual and enotional

involvement at the sereening,

"What we "are" for each other here is not what we are when

we are watching a film, where the very movement of the

camera drags us, it would be better to say invents us into

an action. Our individuality is not a finite thing,

autonomous and free, consciously deciding what it is doing

and going to do; it is rather formed, deformed, transformed
extinguished and born again-across the.various forms of discourse

it nevertheless experiences itself as controlling",3,.

The unique experience of identification andAheightened‘
reality that the individual encounters in the cinema is
one element which led Sherman to live out the fantasy of
being one of these charackrs she had seen in innumerable
old films,and an element of the cinematic experience which

has come into question. in previous avant-gande films such

as Jean Luc Godard's Vivre sa Vie (My Life to Live), It

is a film in which the filmmaker's wife Anna Karenina plays

the part of Nana a married woman who becomes a prostitute,
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turning herself into pornographic object, becoming a
commodity, in order to discover economically and emotionally
her own subjectivity( another élement of the film

pertinent to the work which Sherman produces which we will
return to later). At this point, however, it is Godard's
exploration or exposition, early in the film, of the
qualities ofcatharsis and ease of emotional response

which the individual experiences which is of concern in

the cinema. The main character Nana is emotionally confused

but does not display it until she goes to the movies to

see Dreyer's Joan of Arc, and cries simultaneously with

Dreyer's "Joan". On the screen ﬁana,and "Joan" on the
screen within the screen, are both in closé—up in tears.
Godard's fictional character encounters her own deeper
emotions only through identification with the cinematic
image of another fictional character's sadness and there

is something wrong with that.

"An Image is just an image. Yet with these images we are
led to experience stronger emotions that we ordinarily
experience in our day to day lives. Godard is seeking a
way to short the emnotional circuitry, the analogue
circuitry that conveys the notion that films are like life,
even better than life,and replace it with another structure
which will assure us that films are only like films,

They will discuss life and investigate it, but not

reproduce it or allow us to think they are a substitute

SHoNE atien Gh o
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Godard frequently quotes from previous texts, films and’
forms of representation in order to instigate analysis

and fragment the established cinematic narrative structures
thus earning the title of "cultural scavenger". This

draws another comparison to Cindy Sherman who has receﬁfly
been termed along with other recent artists as an "Image
Scavenger", In appropriating the film stills mise—en-scene
Sherman's work raises questions about narcissism and
identificatory érocesses involved in mainstream Hollywood
film [ the images she recreates implicate not only a

need for a substitute film practise but also a need to
explore the way in which women have bheen represented by the
cinematic apparatus»in order to discover how the cinema
functions and portrays sexual difference. What emerges in
Sherman's work is the stereotypical and the lack cinematic

fenale stefeotypes embody in terms of positive role models

for women,

"In so far as any steréotype represents the attempt by the
dominant class to produce a universal popular language,
equalily valid ‘forl evervone, it bsia politicalittact s

"If we attempt to deny the reality of the stereotype, to
bypass the forms of the language of the'dominant class, we
place ourselves outside»the historical struggle in the

realms of the ideal world of narcissistic -identification." 5.

Godard's transition of the female character into pornographic
object realizes for the woman elements of ambiguous ways

in which women are frequently portrayed as secondary;
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fetishized objects within certain cinematic traditions,

What are the particular conditions of cinema which present
woman in the monocular pérspective of the dominant male

order to Which SOme women seem wiiling to subject themselves?
And how are women(who feel confused by the narrow possibilies
for identification within existing structures of female
representation)to locate themselves for themselves in
representation and why have they been portrayed exploitatively

and two dimensionally?

In psychoanalytic terms the woman symbolizes the threat of
castration, from the moment of sighting of the mother's

lack of penis, ‘from whence the male child is raised into

the symbolic order forming the patriarchal unconscious. Offen,
in film, the woman symbolizes this threat to the male unconscious
and two modes of inscribing women are generally used within
mainstream Hollywood film in order to alleviate this symbolic
threat. The first is the objectification of the woman

who poses this threat as fetish by means of the voyeuristic
possibilities of the cinematic gaze, enciting scocphilia,

In Freudian terms scocophilia is one of the éomponent
instincts of sexuality which exist as drives independently

of the erotogenic zones; it subjects people to a controlling
and curious gaze, transforming them into objects. the second
means used to allay the threat is through narcissistic
identification, which cinema makes possible, placing the
viewer in a controlling position reminiscent of the child's

first sighting of himself in the mirror when the complete

| r [ ¥ T r ¥ I
i % r [ [

body he sees is more perfect than his as yet underdeloped
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motory controls. The narrative form is used to explore

and demystify the female character, thus enacting the
original trauma of discovering thé mother's lack, and

the woman is subsequently punished or saved. The "film
Noir" genre to which Sherman refers in her first series
typifies this method of dealing with the threat the woman

symbolizes. A male narrator and central character

investigates the woman, seeking to gain control, and the

narrative culminates in the guilty woman being meted her
just reward or benevolently retreived from the erroneous
path. Thus,in terms of these two possibilities,which have
generally been employed in mainstream Hollywood film the

woman is always secondary merely symbolizing male desire. 6.

The cinematic images/which Sherman chose to recreate in her
first series refer to the "film noix" genrelﬁﬁt in
particular to the "B" type examples of this phenomenx&hich
have been referred to as "sexploitation" movies,

essentially a commercial category). The type of film
produced at minimum cost for maximum return which mimmick or
"exploit" the success of other films - replaying the themes,

star stereotypes and genres of more lavish up-market

productions.

These films have in the past been critically ignored to

a great extent,but recent feminist film critiques have turned
'y

their attention towards sdch films because they are considered

to be produced b; men for a male audience and depend for



their financial success on an overtly coded fetishized

image of womén as sexual object. This coding,or stereotyping,

of women in cinematic forms ( which has been mentioned previously)
is considered by feminist critiques to be an essential
phenomenon for analyéis’in order to create a less

oppressive film practice, because it is created and spoken

)
by the dominant male ideology.

There is however,within the tradition of the "exploitation"
film a peculiar ambiguity. Because of the low budgets
and speed with which they are made, many of the production

values which give the mainstream Hollywooed cinema its

continuity and gloss are excluded. Thus,to some extent,
revised critiques have considered the possibilities of a
subversive potential in these films due tc the second rate

qualities of bad acting, crude stereotypes, and schematic

| narratives.

In her article "Exploitation Films and Feminism" Pam Cook 7

takes into consideration the films of Susan Rothman wihich,
although made specifically for the exploitation market,
(within which Rothman trained) would seem to contain some

ironic input of her own which might be considered as

subversive.

Rothman went from college training into a position as

assistant to the veteran Hollywood director and producer of

pe low budget films, Roger Corman,(who became the

" B n ty
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head and president of two major production companies -for
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exploitation films). After her initial training Rothman
proceeded to write and direct for his company "New World"
productions which has samething of a reputation as a "feminist"
company. This reputation rests on "New World" production's
frequent portrayal of women in the stereotype of the female
aggressor, hell-bent on revenge. Corman has explained

tnis revised feminine portrayal as a response to ﬁarket
demands; the films which did best for "New World" were those
in which the female character was super-assertive, taking
hold of her own destiny. (A warlike and destructive figure
created in man's image, set apart from ordinary ﬁomen and
desirable only in death). This assertive image of women
might be considered by many feminists to be productive not

of a more real, positive image of femininity but rather of 3
transference of feminity into the language of the patriarchal

order from which they already suffer as social subjects.

One of Rothmans films, however, although using all the
mastering technigues she has learned from working for

Corman within the exploitation format, integrates

stylistic innovations py Rothman .which deal with cinematic

female representation somewhat unusually. The film

Student Nurses Wwas corman's first "Nurse" film. In the

film -

wphe four female protagonists each have a distinct stereotype

image, accompanied in each case by a certain style of

£ilm making usually associated with that image, and the

playing off of the different styles against each other has
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the effect of parodying those styles and the accompanying

stereotypes". 8,

This £ilm, by Rothman'could in no way be described as a feminist
film but it would appear to contain some element of

allegory, contradiction and shifts of meaning which

undermine or subvert,to some extent,the inscription of

women in exploitation films in general., This shift of

meaning, displacement or struggle within the forms of

film is considered by certain feminist film critics to be
essential in order to discover a language for women which

does not speak from patriarchal traditions, nor alienate

women completely from pleasurable or thoughtful,experiencé

©) st ekl

Rothman's parodying of the filmic styles used for various

stereotypes raises analogy to Sherman's manipulations

with various cinenmatic .stereotypes: but although varied

in interpretation, and vie-ing with one antoher when

. 1o f
exhibited simultaneously, Sherman's still recreations of

extracts from cinematic narratives have a common

denon.inator both behind and in front of the camera —Sherman

herselt,

Sherman's playing out of filmic stereotypes originated however,

not from a theoretical perspective, but rather from a

personal fascination with the possibilities of changing

A fascination

jdentity with clothes, wigs and make-up.

«
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which preceded her adoption of photography as a medium,
Sherman used to spend hours in front of the mirror
transforming herself into some preconceived idea of a
different feminine identity, thus personalizing the
identificatory possibilities and projection which film
invites. On one Occas-ion, prior to the commencement of her
photographic masquerade , Shernan dressed herself as Lucille
Ball wusing clothes, make-up and a wié abpropriate to the
star's inage, and cane down to join some friends wholere
watching television. Their reaction was one of amusement
and confusion ,which Sherman founa interesting_, prompting
her to explore further the masquerade fascination.

This first experiment occurred in Buffalo where. Sherman

went to college,and after the initial reaction which pleased
her she began to dress up and go to various functions in
Buffalo in the guises of different stereotypes for the

fun of it...once turning up. at an opening dressed as a
pregnant woman. Fowever, when Sherman moved from Buffalo

to Hew York she dressed a few times as a cliched secretary

to join the urban para de, but found that - "it seemed almost
too cliche., - There were so many strange looking people on
the street. It wasn't satisfying and I stopped doing it." 9.

She began to feel that her street identity, which is so

essential to maintainingNew York's Urban frenzy, was

" being threatened by the masquerade.

i
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"People probably didn't notice anything at all. But even
then I don't think I played the part I accepted it". 10.
Shernan found her first few months in New York difficult

in terms of adjusting to the city environment; she tended

to stay in watching television.or when she went_out it

was usually to go around the cofner to a cinema which showed
old movies., She did not dress up again to go out after
her first experiences, confining her exposition of the masquerade
to her photographic work after this point. It was around
this time after having a mental block in terms of her
work for the first few months in New York, that she became
interested in the narrative allusions of still photographs,

Another artist who has been termed an "image scavenger",

‘David Salle, had a collection of pornographic images which

caught Sherman's attention in that they seemed to be extracted
from a continuum, suggestihg=an event preceding or abouﬁ

to happen. Were tHey one of a series, did other images exist
which narrated a sequence of events, or were they created in

isolation? It was with this in mind that Sherman took her

4 2

first photograph of her:film stills series outside the door
of her New York loft, She was not at the time particularly
concearned aﬁout "exploitation" . The pornographic iniages
did not bring any outrage in terms of how women are portrayed
but rather the éuestipn of still images and narrative arose .
In order to create these images Sherman takes on the dual
role of director and actress "masﬁer" and female stereotype.

She is subject to her own directorial dictates.

nphe woman who takes up this "masculine" position however

is thrown into conflict = she feels she is colluding, OI
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participating, in the same process of objectivization from

which she herself as social subject suffers (I'm not

denying the more common narcissistic, identificatory relation
- but there is conflict here too, although its 'modality'

may be different)", 11,

Sherman's intent in this series was té capture the narcissistic
identificatory relation suggesting narratives.- leading

the spectator to surmise the events which preceed and follow
the fragment she creates, Her real narrative source is the
artist's experience, and absorbtion of multiple cinematic-
narratives, which leads to comparison with Godard's

attempts, through inter-textual quotatién, to question

how we experience hyper-reality, and deeper sense of

our own emotions in cinematic encounters. In a catalogué
statement about her work Sherman verbalizes the intent of

her photographs, or her desired response.

"I want that choked up feeling in your throat which

maybe comes from despair or teary-eyed sentimentality:

conveying intangible emotions. A photograph should

transcend itself, the image its medium, in order to have

its own presence, these are pictures of emotions

personified entirely of themselves with their own

RERRREENNNEENENS

presence - not of me. The issue of the identity of the

nodel is no more intéresting than the possible symbolism

of any other detail." 12
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In each of the images Sherman creates, appropriating the
form of the film still, the female character is alone
isolated within the environment she has chosen which
suggests some film or mele € of films ,which she has seen.
The woman never smiles or plays to the camera as the
enigmatic star so frequently does, but rather she seems
engrossed in some event, or person, or thought, which will
never be clarified because the image suggests a fictional
narrative —a film, which would resolve the mystery.—
which does not exist. The title "Untitled EilmeStaels
reinforces their fragmentory existence and ensures that

we are aware that the narrative they suggest 1is unspecified.

In "still" after "still" the persona changes ;- secretary,

housewife, starlet, maid — totally reminiscent of all those

unmemorable actresses- in "B" type movies who fade into

a blur in one's memaOry, who one feels empathy with in terms

of their lack of whatever it is that makeé a star unforgettable.
Tt is their lack, in terms of the cinematic ideas of

women, which exposes how we are enticed to discexn

e .'--\-n"
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and judge images of women in terms of male desire. Tu=A

it is demanded of the actress/actor to pretend that the

canera does not exist through narrative devices in

order to make the spectator confortable with the voyeuristic

or identificatory possibilities of cinema,

In Untitled Film still no. 34 the woman reclines on

what would appear to be a bed which is draped in black

cloth, There is a book beside her which she seems to have

just put down on the cover of which is a picture




of a woman dressed in a low cut long dress,
reminis
iscent of the type of dress worn by the female

saloon o
owner and singer one frequently encountered

in westerns, It could be Jane Russel. The pose and
facial movements of the woman suggest that she is supposedly
fantasizing about what she has just read, but there is

a static uncomfortableness abcut how she retains the pose

with her naked legs curled ir tne foreground wihich suggests

an awareness of the camera and how she posed for it.
i ] . i
The inage,in that the wonan looks away fror tne camera

and is vulrerably positioned in a state of semi—undress, 1s

typical of now women are fetishizec as ovjects ire

n
w
|
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exploitation filns. There is also a doubled paradox in

that Sherman assumes a conceived identity, making pretensions

to being an actress playing a role in a film and suggesting
+hat this person is fantasizing about another woman's
experience. In the exception ﬁo the rule

(that the central character's attention is directed away

from the camera) Untitled Film Still no. 17 Sherman's

adopted persona could be either a housewife or secretary.
She wears a floral cardigan, white tie-necked plouse and a

head square. One senses this might be the type of identity

Sherman assumeé when she first came to New YioEk - he

figure is in clear focus in the foreground with an urean

street-scape f£illing t+he background. Although it is a

streetscape the camera is angled to isolate the head and

of the woman against the buildings behind cutting

shoulders

The cnaracters

out the street activity one might expect.
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-__ expression facing the camera is unfathomable, There is a
| - doll—;lke dead quality about it that looks on the verge

of shattering in a manifestation of suppressed,

internalized emotion. The image is disturbing and hard to

N‘] ~ look at, portraying some kind of obsession or lick. We are
3 ! faced with depression personified, an empty shell that
threatens to crack before our very}eyes, a possibility
m for the spectator " feel implicated in by looking. It

speaks victimization,
n . P o
Her expression is an index of something or someone

semiotic terms it literally is an index as a footprint

else about which everything in the frame points to. (In
|

to a foot - a relevant metaphor since so many Sherman women

ﬂ look as if they have been trodden on by men, fate, or a

B-movie plot]". 13.

One image in particular(Untitled Film Still no. 14, 1978 )

is typical of the film-noir genre. The actress wears a black

silk aress with a lace over—top,‘Ihe wig she wears is

dark and bobbed. Behind her there is a chest on which rests

5

i
-l a photograph(which would appear to be the woman) a plant

|

|

-

and two candles placed in front of a long, rectangular

mirror. The image is perhaps the most narratively detailed

in that through the mirror we see a table on which sits a

half empty champagne glass, a chair over which a jacket

hangs and smoke lingers in the upper left corner of the mirrer.

All these details suggest a male prescence, which the woman's

e also points toward. The

threatened expression and gestur
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woman 1s holding some kind of black object which she seems

prepared to defend herself with,

"What counts is what the heroing provokes, or rather what
she representS. she is the one, or rather the love or fear
she inspires in the hero, or else the concern he feels for
her, who makes him act the way he does, In herself the

woman has not the slightest importance." 14.

One begins to wonder what way women look in real film stills
of the genre suggested.: Browsing through Sherman's

images a couple of times they all seem to lack any positive
posgibilities of identification for women, One senses
perhaps that film stills, which are basically produced as

a publicity vehicle, are generally peopled with two or

more characters participating in some scene from the narrative
which suggests its merits; action, comedy, love or horror

L

etc, Other than images of stars, who are publicity vehicles

in their own right, how are women portrayed generally when

t ' i
alone within the frame? Shops selling nostalgic film stills,
which may have had no aesthetic or commercial value in

their time, have recently become very popular ( mushrooming

" in alternative market-like areas alongside second-hand

clothes and book shops).The images have gained a comparative
value with the perspective of time, which has seen the
cinematic apparatus disperse and change, Out of approximately

1,000 film stills available in these outlets (' excluding images

of stars) there were at most about ten images of women alone




DG
within a :
_ frame to be foung, These examples, which
one migh i
ght have €xpected to dispel the poverty and inadequacy

of female re : ;
Presentation in Sherman's appropriation of

the fillm TR :
SIE RS format’are actually more extreme and

disco i i i i
ncerting indicative of narratively manipulated or

obscured methods of dealing with women in film,

Most of these images are extracted from suspense or horror

novie i :
ies which are generally considered to contain elements

of sado-masochism, exemplary of Laura Mulvey's interpretation

of Lacanian analysis, which suggests that the woman must

_ be Punished,saved or fetishized in order to alleviate the

symbolic threat of castration which she represents in

i

terms of patriarchal order.

=
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One of these images (illustration number 6 )is comparable

v

to Sherman's Untitled Film Still nng}g'in that the woman

is posed in a very vulnerable position which displays her

|

physical attributes sensually., She is dressed in a black,

lacy mini-dress which is arranged so that her bare legs are

displayed advantageously in the foreground, making

prominent a butterfly tatoo on her upper right thigh. Her
arms are drawn behind her‘in keeping with her open mouthed
wide-eved expression which is directed out of the frame to
the right, suggesting some threat to her personal vulnerability.

‘The woman is attractively presented, her long blond hair coiffed

and make-up carefully applied,'Hér expression of fear

does not detract her appearance. Everything in the image

and in particular the woman's reaction to whoever or
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whateve i ;
L 1s outside the frame points to a narrative

incidence,but the woman is aiso_presented as object playing to
male desires. The woman's attention being directed

out of the frane away from the spectator allows for the
voyeuristic processes to function without the viewer being
made conscious of the ease with which cinematic methods

of representation create this possibility. The image caters
to the male viewer leaving little room for identificatory
or visual pleasure for the female viewer other than empathy
in terms of female Vulnerability or the ambiguous sense that

if a woman presents herself thus she deserves what is coming

to her. In terms of the previously mentioned methods (of

dealing with the symbolic threat of cas. tration which the
vroman represents)the woman is herejboth fetishizecd as
object and presumably about to be punished in the narrative
in order to allay the threat she poses. There is however
a greater vulnerability about this image than Sherman's Vvorks,
in that Sherman's are crowded with her own iceas énd
emotions,creating tensions in the pose and expression,
wnereas the woman in this image is subject to external
directions,ifo portray fear,presumably, seems to seperate her

from self-consciousness about how she is posed, She is not

in control of how she is portrayed.
Another of these actualufilm stills is extracted from a film

One Dark Night . The woman is contorted with terror of

whoever or whatever threatens her, which everythin¢ in the

frame points to being in front of her in the. position of the

viewer? who has been placed by the camera in the position

of aggressor.
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The woman ; ; :
" 48 Plnned against a wall which allows no

avenue o
of escape, with the object,her fears presumably,

closinc¢ i
5 1N on her. Her arms are raised behind her

nd sh :
a SNe appears to be physically writhing with anguish,
AL -

1rst glance she appears to be onslaught by missiles,

which look 1like rubber bullets diagonally positioned

on either side of her angled towards her body. On closer
scrutiny however, these phallic shaped objects appear to

be fixtgres of some kind or other. One of the woman's raised
hands touches one of these objects. The woman's writhing
posture and these missile-like fixtures, make the image

very violently sexually suogestive. Once again the image

of the woman has a sado-maéochistic sense which objectifies
her. The possibilities of identificatior or voyeurism for
the ferale spectator are limited, The

image would appear to be contrived exclusively for a male

audience.

2 third image offers little more in terms of positive

role models for women. Ih.a Still from a film called 'The

Sleeping Tilger the fenzle protagonist is once again
subject, in hexn isclationtiwithinSEhie M rancl St Ol ARE Hbclaic
from outside. The cdetails in the frame--broken dishes on

the carpet ahead of the woman who is crouched on the groundé--
suggest that the woman has already been violently pushed

She is lifting herself from the ground looking

"

to. the ground.

back over her shoulder, open-mouthed and fearful at whoever
U 4 . .

or whatever forced her into this vulnerable position, and

it is in the directioln of the spectator she .looks. Cnc.:

again the camera has been positioned between the victimized
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woman and the
a3ressor. The ‘woman looks into the eamara

with terror but the camera disguises its controlling
objectification of the isolated woman through the narrative,
which places the aggressor in this position., It would seem
that without a male counterpart to take control within the
frame the woman must be threateneé'or punished,when in

teolationititinoR Otherwise overtly fetishized.

S h o . .

ucn an example of fetishization making the woman the object
of the scocophilic drive, alleviating the threat she poses
and presenting her idealistically,as cesiring what the

male viewer desires her to be is illustration number 9.

(an extract from:alfiimiwhose titllelwas not inmelncedl i ntoas
image). The woman is in a shell shaped bath filled with
foamed water. She is impeccably made up with her hair
carefully arranged in a chigron on top with curling

tendrils trailing down her neck, as of course any woman
should prepare oﬁeself in order to take a bath! The woman's
leg is raised provoé%ively out of the water, in the
.foreground, and her hand with her manicured, varnished
nails is laid against it. The woman looks invitincly ané
suggestively towards the camera. The image is not

dissimilar to the way in which women are portrayed as sexual

objects in soap and cosmetic commercials, and offers a

characterless ideal for womern.

What undedies all Sherman's images is the photographic

medium itself,  fluidiasiinsin the cinematic origins of her
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first serieg ;
(9T static as she chooses to present her

conceptionsg, ; ;
The cinematic gaze(which has been refferred

to previousl : /
y)even if it was not a conscious consideration
when Sherman L
commenced her Film Stills serdies is something

that the in C :
S€curity of her images leads the viewer to recognize

to some ext
“tent. As has already been ascertaired ferale

representatij : 5
P ation, in particular of the cinema has become a

specifj ini

PeCllic area of feminigt concern. One of the most theore-
i

ically respected €ssays on the subject of women in mainstream

i i : :
Hollywood cinera is an article called "Visual pleasure and

Narrative Cinena" by Laura Mulvey, She is concerned with

formulating a film practise which does not provide the
voyeuristic forms of pleasure described in her article in
terms of Lacanian psychoanalysis( which have been here
outlined briefly - in terms of cinematic conditions)

So what does Mulvey suggest as an alternative possibilits?

"Going far beyond highlighting woman's to-be-looked-at-ness
cinema builds the way she is lookeé at into the spectacle

itself. Playing on the tension betweer. film as controlling

the dimension of time (editing, narrative) and film as contwolling

the dimension of space (changes in distance, editing), cinematic
codes create a gaze, a world, and an object, thereby producing
an illusion out to the measure of desire,- It is these

cinematic éodes and their relationship to formative external
structures that must be broken down before mainstream film

and the pleasure it provides can be challenged. Wonmen whose e
has continually been stolen and usec for this end, cannot

view the decline of the traditional film form with anythina

more than sentimental regret" 15.




Mulvey's r '
.' o ationalizatjon of the nature of cinema has been
very influ i
.‘ 2 ential 'but hasl of course provoked response,
Although h
9t Ner enalysis jn terms of mainstream Hollywood

B Cinema is : ‘

m! “espected many people have difficulty in coming
to terms wi e :

With the spoiling of pPleasure which she suggests.

[ In discussinc '
-f ‘¢ Mulvey's argument for a revised politicization

.J o fdln Practice, Theresa de Laurentis surmises on
the i i i 1 % 5 d o
4 Ppossibilities ang repercussions in the anti—thec,tical

extreme,

i = . . =
fherefore within the context of the argument a radicaet £film

I of that cinema, in counterpoint to it, and must set out to

|
y
m Practise can only constitute itself against the specifications
»

destroy the " satisfaction, pleasure and privilege it

affords. The alternative is brutal, especially for women

v

to whom pleasure and satisfaction, in the cinema and
elsewhere, are not easily available. And indeed the programme

has not been rigorously followed by feminist film-makers". 16.

Victor Burgin, a male artist who is concerned with issues

raised in Mulvey's analysis, speaks at length in an interview

AN
N
“ { entitled "Sex, Text and Politics" (17) on the issue of female
.-“ representation. He considers that various forms of representation
do not merely express a biologically pre-given "masculinity™
li'
|

or "feminity" but rather that sexual difference does not

preceed the social practises which “"represent it". Sexual

difference, he argues, doesn't function outside of such practises
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but is cons fiftken) i
tructeg Within them, and thus the problem of

female re .
Presentatijion cannot be altered by a pre-given

essentia ininj
1 femlnlnlty. The way in which photogrephy
constructs inini
femlnlnlty nmust be examined in order to develop

a practise whi :
P which will have sexuality inscribed in it in

uch
s a way as to be no longer oppressive,

Thus in creating her first series Sherman was mimmicking

a tradition through which femininity was constructed in

an oppressive way, She uses a form of representation whose
idealized constructions of female images attempt to impose
their limitations on womén in general as standards to be
minmicked through the consumption of products.T his

mimmicry 18 the ultimate in consumerism,

I have quoted Burgin previously in his consideration

that a woman who takes up the "masculine" position

colludes in the processes of objectivization from which she
suffers as social subject. Theresa de Laurentis,6 in her book

Alice Does N'T which deals with feminisC semiotics, uses

!
tne Humpty Dumpty chapter from Lewis Carrolls Through the

looking Glass as a metaphor for the contextual determination

of female representation in film,

wwhen I use a word "Humpty Dumpty said, in a rather scornful

tone "it means just what I choose it to mean - neither more

nor less'.
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"The questj ; L
q ion jgn Said Aljice "Whether YOU can make oo

sO many different thingg"

»

"The question jan i
18" said Humpty Dumpty "Which is to be

master - that'g all" 1g

' N

The cinem 5
a has Mastered female representation from its

g

outset, contj i .
' 1luing narrative and representative traditions

which have treated the woman as secondary, Its first

considerati i : -
ation is the male Viewer, and it requires a female

n .
response I desire what you desire me to be"(19). It echos

' u . N, 3
Freud's Fele@tY" in which the veils and furs of beauty

cover up woman's lack: presuming only & male son can

: ' _ _ _
satisfy women's desire in which women must become while

) 1

man is. When Sherran throws herself into the cinematic

ENNNN

realms she attempts to become "master" making the "words"

in pParticular "he¢rself" mean what she chooses. However,

Sherman's isolated "words" created without the syntagmatic
context they suggest are not controlled in a narrativesogiving
them a particular meaning.'Tthare the short vocabulary of
stereotypes which have been used for women in Fhe mastered

cinematic institution of the exploitation movie,

Mt a Cindy Sherman retrospective in Bristols "Watershed
Gallery" in May 1983, one man became incredibly worked up
about how sexist Sherman's images were, considering there
to be enough images of women as sexual objects, passive,

doll-like, all-tarted up. Judith Williamson -

l—— i = = f ) - ] [ i

&
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"..Was certaj i

LR e ge r mist cone from a sense of his own
involvement

v the way the images spoke not only to him
but from hirp -

* = and he kept blaming Sherman herself for it,

deflecti i 3
ng his sexjigm on her, as if she were really a

bit of a whore", (20)

Williamsan considers that Sherman's work by using the
processes rather than trying to undo them, involves

us directly in the functioning of the ideology by forcing

us to supply the femininity behind the photographs through
recognition, Thus to interpret Sherman's work satisfactorily
it is nearly nécessory to have a previous theoretical concern,

or distance, in terms of female identity.

It is perhaps most expository of how narrowly stereotyped-
women were in this film genre, tht in spite of a.wealth

of stored up images from her childhood, she felt she had
exhausted all the possibilities with the élichéd s terotypes
after three years during which she produced about 90 black/
white "Film Stills", many of thembeing the same adopﬁed

stereotype in different environments,

*kkkkkkkkk
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CHAPTER 1IT

Sherman cha
nged her medium from Black/White to colour

for her ne ;
Xt serie :
-+SS,Uslng rear-screen projections which

give the se -
NSe of more up-to-date made for television

films or serj 5 3
1€8. Sne increases the scale from that of the

revious i ; e
P S€ries which mimmicked the film -still format, to

near poster
P Size. The new colour medium is used quite

definite i ;
lyICloslng 1n on the upper body of the female character

which is once again herself., The figure is now always

to the forefront because there is no actual environmnent,

the character now being more defined and real than the
narrative context. Make-up is scmewhat more natural and
wigs, expression and gestures are the means by which she

changes the character,

Her use of colour véries from bold contrast to subdued
monotonality and most of the near-screen projections
suggest urban environments. On two occasiocns the women
portrayed bounce into the foreground in brightly coloured

jackets, these being Untitled no. 74-1980 and Untitled

NO.. 67 ,nld SO contrast, the woman in Untitled no. 71,

1980, nearly blends into the background, like a chamelean,

The latter creates the sense of the suburban trap -the

M t
car, the kids, the mortgage, the supermarket. The woman's

dress, mousy hair and lack of make-up, reflect the grey

brown colouring-of the environment which suggests a suburban

estate, with shky scrapers looming in the distance, Her
3 LS

expression is the only itenyinieneiinag iVt EChNE RS
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lookalike about the woman.,

S emi—plea ;

directed at a point to the viewers
left out of tpe frame :

The character seems in Particular

to .exenplif ]
4 Séermans Own description of her intent to

"that choke ; ;
T8 feEILng 1n your throat which maybe comes

from despai
bairior teary eyeq sentimentality: conveying

intangible emotiong"

However, as compared to the psychologically intense

Untitled Film SiE S ne

of the previous series,

the ! ; :
LRSS Cisleng although traumatized, do suggest some

Positive possibilitjes, One can empathize with this character,

wheras the previous image was extremely negative, It 4dig

not invite identification because it faced the spectator.

In contrast to this dull vulnerable image( which suggests

a young housewife) in Untitled no, 74 Sherman changes

completely with the help of a greying wig and

overstated make—uplinto an ageing image - conscious woman.,

The woman wearsabright yellow jacket which suggests exhibition-

ism but also brings to mind natures use of colour in the bumble

bee which is attractive'yet dangerous. There is a towering
streetscape to the rear which seems more distant in contrast
to the bold attire. There is a touch of the ageing Doris Day
Shé is quite re?ulsive, nearly

hilarious and terribly sad. The image embodies a feminine
ilari

f f ageing and need for attention, symptomatic
ear o
ise O - illment through image
i romis f self-fulfil
of the consumerist p
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rather th i
an intellect OI personality — the endless
street Parade,

This particyl ;
ar '
S€ries was Sherman's first colour series,

She enco
2 ‘Ountered Tany problems with the new medium and

rear—scre@n . A :
PIOjectiong, Her next series closes in more on

the subject, Practically eliminating set and environment.
The horizonta] format ig broadenéd and the size enlarged
ONCE more,giving a Seénse of the panoramic. Sherman now
presents herself ip little-girl-dresses, kilts, gingham
skirts and on some Occasions very ordinary,up-to-date,
street clothes, _The fantasy being lived out would appear
to be more personél than the previous identification with
and projection onto,cinematic stereotypes. This particular

series has raised most cynicism Lecause of the dubiousness

and obvious sensuality of the child-woman she creates.,

In an article entitled "Naming the neo-nit-wits at the C.A.A.t
Jeff Perone refers cynically to this particular series by

Cindy Sherman.

"Dress yourself up as a schoolgirl and take photographs

of yourself and The New York Times will devote a page to

S
you and Artforum will compare you to Carravaggio" 2,

] i i i a e g a y p

) 1d of
i thingly pubescent distantly dremy or lost in a wor
writhin

sition and colour is. aesthetic and

their own. The compo
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2 id
Ot the objectivization of women and lack of

Shdilis=

subtly appe&ling,

as j i
10 Untitled no, 9¢ where thereis a

generally rus
ty, Orange hye and the pose of the figure

creates we]} de f1 3
el POsitive and negative shapes, The

form is pleas; in §
2 SINg| in jtgelf and the colour suggestive
a more glanioroyg shot

of

The schoolgir] s ;
9irl images SCCNtoRpliay N outralis it alor lost

innocence,
dreams of

future inde
Péndence ang 3 vulnerability or defencelessness.

Untitled no. 98,

is similar in its crouching

pose and obviouyg fear to the actual film still from

The Sleepj i i ; ‘
pPing Tiger ,Which was previously mentioned. An

in.age in which the object of the chéracters fear is in

the vicinity of the spectator, thUS involviqgthe spectator
directly in the terror and vulnerability of the moment.

For this-image Sherman is dressed in a kilt and white shirt,
Her hair is wet and her face is very scrubbed and natural
looking as though she has just had a swim or a shower,

The background is obligque and the harsh light,which picks
her out comes from the foreground. She is on her knees
with her hands spread flat on the floor, nearly crawﬁng.
Her expression is wide-eyed and open-mouthed, suggesting

a desife for flight but she aﬂmaﬁ;frozan in terror,

; s waiting some dreadful act of violence which
VlCtlmlSed’aNaltl g '

If the image is considered

A
to be sexist it is a signification with narrative.

she seems powerless to avert.
Can

Sh really be master if the cinematic:: and photographic
erman

] - i i i i i i i Cine a

entification :
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t even explain, dressing up like a
" trying to make
eutifu i'e
Plctures, apg people seem to fall for it (My

instincts & .
€ll me it must not be very challenging then) .

Believing in ope:
€'s own art becomes harder when the public

response grows fonder", g

Should it ,however,be acceptable that the photographic
apparatus of representation be such that the intent of the
photographer be undermined by readings which place woman
first as commodity? M ust this be the primary consideration
of a female photographer? Must the pleasure be spoiled, as
Mulvey suggestsior'ﬂwda.we go to extremes,K like Laurie

Anderson, to deny such pleasures?

Sherman’s attitude towards the camera itself and how it
portrays femininity seems to have developed in her next

series, in which she changed the format to a vertical,

centre-fold typelpresentation.

"These photographs - surely her most controlled and masterly

in their manipulations - indicate that Sherman has zeroed
in an the implications of her metamorphoses, moving her

n
persona closéer to home" 4.



|

her in Untit] lmages. Sherman holds it to
itled no

- « 97 for a POse that alludes to star images
ion shotg, m '

The colour ang composition is immediately

aesthetic hayj
n
9 an overal] warm, reddish-pink hue., Sherman

i €ver :
191Ve to the camera as one would expect

from such an j
Mage, she looks totally bored and disinterested.

There is t
] hat Notat-home 1ook about her expression
similar t :
O the LesSignediattittiide ol someone watching

aT.,V r i i
r P Ogramme,whlch is banal and stereotyped,

Sherman's use of lighting in this series of images is
aesthetic but occasionally harsh - "The relationship
of.males and females to make-up, lighting and costume is
substantially different as are their various relations to
special effects. Cinema's technologies portray a clear
sexual division of labour. For example, John Alton,

a film 1lighting designer states in "Lighting".

"In the illumination of the close-up, there are two main

groups, feminine and masculine . While in the feminine

close-up we strive for beauty, in masculine pictures it

is the character of the individual we accentuate". 5.

"For a good close-up, good make-up is absolutely essential

i an.
very little make-up 1S used today by m

i nen". 6.
"Wonen are beautiful, Men are I
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Up and denieg the Passively giving

expression we m:
Mmight expect, The pose. is stereotypical

of pin-up in
j 12 ages byt Shermang characters slump it.

"As if to acknowledge

their liVes", 7'

In Untitled no, 99

the ordinariness of such a focus to

the light is harsher and Sherman's

outi 3 .
P TAGEEXBhESSionrarcilcall i Shalor on again draws the

dressing.gown to her,

shot but the overall

suggestive of a sensual glamour

impression is one of failed mimmicry.

~ Sherman appears to be challenging or making fun of herself

and simultaneously of the viewer.

Sherman's work was discussed in a photographic series by

the trendy pop culture magazine The Face . The author

considered her previous series, which contained the childlike

images, to manifest a "lingering‘sexualityj

emphasized by the closeness to which the viewer was drawn

by the sheer size of

photographs is to be

"something empty and cold about these photographs.

are paradoxical

Of the vertical images he felp

to be disconcerting

the images - "just to look at the

come a voyeur". However the author felt -

They

statements at once seductive but unmoving",

"the larger-than-life scale

and unattractive, the blatantly blown-up
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s work., Rather
than strive tg mimmic exactly,or as closely as possible,her
image of thelredllaficercorypel e Lt RaEan in her first
series, there is in this series g1 contempt for the viewerk
eXpectations of a glamorous mask. Tne female viewer may
identify in these iméges with the media nurtured fear

of being compared with fashionable standards of beauty, or,
the terror of becoming a bag-lady,Sherman presents us with
image§ which are quite androgynous and tomboyish that we
recognize all the same, but not from any freduent sighting
in nedia images, The range of clothes wused in the series -
is anything but fashionable(shirts, shorts, vests)which
suggest various types of women whose prinary concern is not
self-image.v The attitude of each charécter suggests a
disdain for the process of imaging of being'framed: which

goes beyond each single image, becoming a gesture in terms

of the mass oppression created by female exploitation

through photographic representation, Sherman uses the

nythificatory process of photegraphlySitolpresCrE uSaWLERRInages

: e amour
whicn are the antithe51slto some extent,of the gl

industry.
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s , : ises glamour 2 :
: g e e 3 2 yStyle and the transformation of image. Fashion

advertising j
9 1s totally dependent on female images to

create the j :
1llusion that one will become desirable and

J&
n
e
Ve
o)
)
1
=

)
o
0
P
L.

L2

=
0
1
O
"2
L
.
.

;

fulfi
ulfilled through the consumption of the product. It is

Sy i : 3
ymptomatic of capltalistic culture that even subversive

image makers should become comrodified inta the system

they attempt to expose,

= =
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Sherman was given free reign to experiment with a collection

=

of outfits fron the designer shop, using the opportunity

=]

'
(
s

in order to create a new show. 1In the.end result we ses

the artist turning the tables by parodying the stance and
expfession of cliché fashion modelling, Lipstick is
sneared, the clothes are contorted by overemphasis of
stereotypical fashion poses, and there is a total absence
Is

of glamour which satirizes the high fashion clothes .

this anti-aesthetic attitude to fashion something new?

Does it not ring slightly of the punk,anti-aesthetic,

sﬁbversive attitude to society and culture. It is, however,

i igins of the clothes she
in Sherman's case the various origi
She returns the appropriations

has chosen to which she refers.

rs of street fashions, Hollywood styles, etc.,

py designe
empt and seedy in ragged hems,

r origins by looking unk

to thei _
n items) or by assuming the identity

torn t-snirts (high-fashio
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of a HOllYWOod 2
: v1ct1m,Frances Farmer lookip

dishevellegq and derangeg 4 SREEC e
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through a Proceéss of exorcism,

to a contenpty .
: Ptuous, humerous, mockery, which nevertheless

does not eg Ry ;
CdPe re-assimilation into the structures it tries to

subvert. ., i : :
It is POssible to imagine that the new pop-culture

status o e "j
f the ilage-scavengers" will present us with

anti-f i i .
ashion fashions of an appropriative nature rather than,
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as Qne would hope in Sherman's case, directly influence

PGSR0 A L : a reconsideration of women's relationships to media

1
(3

i

&)

stereotypes and the negativity inherent to them,
LRSS v daod il ctoqn 2l s H Sherman's last series is more direct and speéific in
s o &L - =aus dod L dealing with fashion type set-ups but leaves us with an
H! extended hall of mirror-images which can be hunourously
G P [} observed without specifically pointing at the camera as
the culprit. Sherman's work would appear to be a photographic
RSB % : l? expressionism which does not set out to be Parthularly’
B iy ' feminist in a theoretical sense but rather tries to express

" her own confusion in the face of the image world, hopefully

Fi to liberate herself from its mastering fascination,
i xkkAkxkkk KKk
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1. Catalogye, Documents 7, Kassel, p, 411,
2. Perrone Jeff,

"Naming the Neo-Nit wits at the c.a.a."

Women Artistg! News, 1983,

Catalogue, Documenta i Kassel, p, 411.' Cindy Shermén

Review, Art in America, '1983.
-—_M_,___‘

Patsilcaes Mellencarp, “Cinema, technology and Sexuality ”

The Structurist,

Ibid.

Review. Artfomumi Jan. 1983"

Photography article, The Face, 1984
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. mind.

in interviews that she is getting“sick”of looking at herself,
Will she continye on the same path or might she surprise

us with something quite different, like a portrait of the
real Cindy Sherman? How many more layers of imaginary

identities must be peeled off, or is one photograph

- éver capable of telling very much about the layers of

experience and absorbtion which make up the indivicual?

It would be very interesting to see how Annie Liebovitz
works herself out, having made so many decisions with other
women to make one specific image to represent them,

it could become quite a revelation if she were to present

herself in all the possibilities which came to her

Oone wonders if the set of images might bear any

resemblance to Shermané. Or, will she remain at the
e avoiding the encounter with, her own
g

£i i out sta
iguring hecBSEﬁﬁy.be?

self-image, or Jack of fixed identity, ast
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It nay al i ; R .
Y SO inspire Oother women to attempt to deal with their

personal relation tgq the dominance of "maSteredJAimages
Oor to explore other work by wcomen artistsg who:deal in a
Jore political way with woman's unigue eéxperience, Artists
such as Barbara Kruger and Martha Rosler whd intervene in

mechanical imagin#practises, in particular photography and
a1l juxtaposing images and text in order to expose how
these practises function. Kruger in particulgﬁ{élthaﬁgh the
work she presents is static and exposed in the gallerj
eénvironment,is not so much concerned with art as with how

the camera portrays sexual difference and thus writes

feminist film criticism rather than art criticism,

Sherman was chosen here as subject because her work dealt
specifically with images of women, using herself (the
personal is political) as starting point. There is much

to be unearﬁbd underlying this ambiguous practise but
solutions in terms of how women are to find themselves for
themselves in representation are not yet at hand, It is

to be hoped that Sherman's development will not flounder
o be ho

iy e the commoditf machine and that her pursuit

of identity will reach s

ome resolution or raise more questions.
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