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Conr:inuing 'Porl/olio'r pr:1u1Le " r pre, uit111g ori g 111,,I wmk ·, of lirl'rdrur<:, eirhc:r unpub

lisht.:d "r L111Lr;u1; \;,rcd, arc these c:ight , pcci.tlly-uim 1111,w, 11cd poem·,. t mb, >dyrng rhur 

:ruthors' rc:spunsc l" a visual f()rm- whuh cr the cla,si( bc:auty "f 1\ n1i1HJUS r,r the mubik 

fcatur c:s of Jimmy Dur:1ntc. Th e distingu ished puC't'> rc:pre, ·ntecl ;ire I r,ui,c BCJgan 

Kenn eth Burke , Babette Deutsch, Irv ing F<:ldma 11, R11bc:rr l.r,wLII, Adrienne Rich J.imc:·, 

Sd1evill and W . D. Snodgras s. 

The New Theater of Frcmce 
BY GERMAINE BREE 

The new est :,nd mosr vigurnu s thc.lll'f in rhc: wor ld today ha, arisen in rhe little: rh<:aru, o r 

Paris, whc:re a gro up uf irr<:ver<:rH innovarur s l,:1vc: ruddy quc:sr:iom:d every premi st: on 

which rhe success of rhe Frc:nch dram a had been built. Equally d iscing ui,lie d as a licerJry 

criric and reacher, Gc rm:1ine Bree has bec:n Cha irm an o f the Dtp arrmenc of Romance: 

Languag es and Russian at New York Univ c:rsity since: 1956 . H er pc:rcepcive and schola rly 

books un Prousr, G ide and especia lly the: muse rc-cc:nc one, un the IJ.ce A lbt:rt Camus, have 

kep t her "on top of" the French litc:rary scene: and of one of irs most exc itin g po,cw ar 

developmencs - the avant -garde "anti-th eater" led by Beckett, lonesco and Gc:n0c. 

The Fctlling Nymphs 
BY PIERRE KLOSSOWSKI 

The progr essive destruni on of the very idc:a of the Nude in arr as a "legend of the female 

body" remains one of the baffiing by-produ cts of rhe devc:lopme nc of the modern temper 

Though nor yet as wc:11-known in America as in Fran ce:, Pierre Klossows ki . French nove list 

and critic (a nd brother of the pain ter Balthu sJ, has bec:n much prai sed in France for the 

po lished and allusive sryle which ht: now bring s to American r<:aders in his essay on rhe 

decline of rht Nude in modern painting. Hi s most recenr novels, Le Bain de Diane ( 1956 ) 

and La l~evowlion de f'f.di1 de Na ntes ( c959 J , both conca in passages descr ibin g hi s 
highly pl'rsonal response to painting . 
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THE FALLING NYMPHS 

"\~'c "'h1ft and beJc ( k and bcJra 

0 
l ho u nn noblc and nude d J>c us, 

-Swinburne n,,/'" antique: · 
or cJ { tR66 ) 

the ( lassie Nude 's prec1p1t u us !all from g1 ace within the last centur y of pai _ 

ti . I II 'le doubt For the total chronology Swinburne's lines cuuld serve as a s nting ,ere lan 1H, y 1 · . • Ort of 
Plan ck 's Co nstant. The y would have sce111ed, to a Renaissance cunte111porary o f tlie Gillrgi one. 

Titian V e/1/o. almost suspici ously effusive; he would , in any case, have emphasized "antique" 

a nd slurred over " noble." To the Ne o- Classic legatee o f the Renaiss~nce, In g r~s. they Would 

have come closer in spirit. And they express ahno:t prensel.y _the sentimental Victorian erotics 
o f Ing res' true heirs, the titillators o f th e olTi~1a l Sal o n~ Geror~e, Bo uguereau , Henner, Zorn_ 
But nob ody can ima g ine the Swinburn1an triple effusi on applied to the pr o letarian buttocks 

and purely occupati onal divestment o f Degas or Toul~use-Lautrec, mu ch less to the psycho. 
neurotic attenuati on of M odigliani nr the pseudo-Gothic shame of N olde and Kokoschka. 

Yet these very contradicti ons are implicit in the longer history .of a_rt as it pertains to the 

Nude. The following study deals with o~ly t.he last century '. while hist ory begins with that 
celebrated earliest o f all Nudes , the prehistoric V er111.r o f W1llendorf, wh o is all breasts and 

butt ocks in eloquent, exclusive symbolis111 of fertility . Now all talk o f Falling An gels or _ 
Decaden ce of .the Nude m ay well be simply a shortsighted infatuation with the brief hist orio· ; 
scale of our own and recent time . For everything here has been here before. C a ligula 's and 
Nero 's Rome stressed the Lolita-ish aspe cts o f the pubescent, and the hermaphroditic. N uJ ,

as have recently Balthus and Klee. Medieval Christianity saw nudity as Adam and E\'c s:,·.;.: 

it: a bad ge o f shame . The barbaric sophisticati on o f polyglot artists w orking in the six teen ' '_ 

century Ecole de Fontainebleau permitted them Dianas embracing stags , among other ocJ,1,i-:., 
no more rnngru ous than the ri o tous personal dem ons o f Salvad o r Dali or the irrati onal su -~,
photography o f Magritte . Th ose marvelously quadrangulatcd anat omies drawn dail y in :>: 
hundreds by the ubiquitous Baroque master, Luca Cambi aso, dissect movement as we, ' :, 
shape o f the Nude, as if they were prophecies of Marcel Duch a mp 's uncl o thed rob ot in 
eternal downward steps . 

Perhaps only one characteristi c o f the past century's Nud e had no t been seen befor e· , , ,, 
steady class distincti on. Prostitutes, yes; these obvi ously have been ·the subject of moral , .; 
pseud o- moral caus eries for hundreds of years. But never before the servant girls and li:~ J 

f emmes ti e conci erge, ,the over -muscle d laundresses and Pascin 's shopgirls ,in animal gu ise. Jt 
is alm ost as if Karl Marx had here ,insisted on a new iconography as a symb ol o f class 
warfare. \Vhatever th e causes, here are the results . 

/1\ • ~~,-; 

, ), • v t; .. I • • • 

Paul Klc:c: A N o tori o 111 /·lormt1J ,hrodi1 e , 1 K•)I) , pt.'ll l il Jrawing 

'Std/ dJ'/Jires lo i11le1'17re1 f orm ' 

Aub~e y ~carJ 1lt-y : E,uc1r l-lorodi111 18 9 3 
woo cue illuuraci un for Olc ar Wi!<lc ·s sdf()me 

' fi11-de-siec!e I/ OJI I . I • ,1 g1as, oerl//,1/1hrodi1ir ob, e 1s1011r 

,I .F . 



Paul Klee: Virgi" in a Tr ee, 190.3, etching 

'Th e 1111de tormented by sexl/(tl i11deter111i11<1tio11· 

0 / /11 im11ic aho of th ,, / or111t:11!ed 111({/,?° 

Pi c.1 ... ,0: T u o Sur a 1, 190. 1; Priv:ire Coll .. P:iris 

I should like to pmcnt, few ,eflcctions on th, Nude from , non."tistic view· 
point. Art will speak for itself in the reproductions of several paintings among 

wh ich these digression s will take their course. A few of the se paintings have or 

display nude subjects. Other more recent paintings that we will include displ ay less 

than they express, as though relieved of a burd ensome obsession that weighed 

heavily on painting, or else speak as though recalling their burden . 

Suppose that someone comes along and says: the Nude is always the Nude. In 

art schools, there are life classes, there are models . Yet who believes the Nud e is 

studied in order to paint nude s? Who would even claim it was true ? How was it 

ever possible in the first place? 

Thi s is the sort of question that was apparently not asked around 1800. But in 

1899 , in Munich, Paul Klee , then a student of the academic painter Knirr , already 

suspected he was wasting his time. Aft er completing hi s apprenticeship with 

Franz von Stuck and studying with Haller in Rome, he wanted to work from natur e 

again-in other words , to study the nude ; once back in Bern e, his scrupulousness 

impell ed him even to take a course in anatomy-"that repellent science ," as Ingre s 

had called it sixty years befor e. 

As a matter of fact, Kle e's apprentice years in Knirr" s studio have left us a sketch 

Tex t rn ntinu ed on page I J 1 
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Ingres: R1di 11i11g Qd4/j;q111, 181_.; Louvre, Paril 

'A schoolboy spirit, a pe,ject and wholesome naivete' 

THE FALLING l\TY MPHS 
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'Serret (111i111ality eme rgmg fr om Jhe int1111acy of a rrJIJm' 

Del acroix · Womm 1 1Vi1h " P a , .,01, 1827 ; ~fa.sec de la Ville, Lyon 
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'Expr eJJes !h e arlist's emolion bef ore th e model' 

Goya: The N1rdt1 J\l,,j,,, ca. 179 7; Prado, Madrid 

THE FALLING NYMPHS 

Giorgione and Tirian : Sh-i!pill g Vt. · 1111.f , ,a. 1 ) 08 ; Gemiil<lega lerie . Drh drn 

'H abi 111all)' set in a legendar)' on/d oo rs ' 



FrJgOnJrd Tbe BrJ1ht n. 1760-G<i ( ? l . l ouvrt:. P:u1, 

'Developi11g a11 arti(icial la11g11age of ger/11re' 

'A lareration of everyday banality' 

Manet: Le Dejcnmer Jtlr /'1-/orbe, 1863 ; Louvre, Paris 

Ill 
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Corot: Madella, 1843; Petit Pal:iis, Paris 

'The woman's seme of her own 1111dity' 

of the Nude, A Notorio11s Hermaphrodite [page 106]. In the context of his interests 

of the period and of the erotic temptations noted in his diary, this vigorous draw

ing, with its interpretation of the model suggested by the title, reveals a whole sub

stratum of emotion ( from which Klee later wished to free 11imself). It discloses, 

in addition, the plastic methods in vogue in this disturbing milieu, which Klee also 

wished to jettison in order to become himself , to ad1ieve "polyphonic painting. " 

Klee, after all, had been a pupil of Stuck, that master "minus the sense of color" 

who has left us certain studies of women wantoning with serpents . And yet Stuck's 

bad taste- the "bad taste" of the period, which Surrealism has helped to make 

into an expressive category we find perfectly acceptable-still belongs to a plastic 

space, inherited from the Renaissance, where the illumination is not yet the diffused 

light of Impressionism, but aspires to the interpretation, air the more haunting in 

that it is conventional, of those oblong, spherical and curved forms whid1 consti

tute the .female body, as opposed to the angular ones of the male. A Notorio11s 
Hermaphrodite ( we realize the significance which titles will assume in Klee 's work) 

-this eguivocal inscription points out a profound affinity between the artist and the 

female body he projects. Here a purely anecdotal androgynism nonetheless reveals 

an underlying and antedating psyd1ic synthesis: the desire to create a Nude. 

"Like man himself ," Klee notes, " the painting too has a skeleton, muscles, a 

skin . We can speak of an anatomy particular to the painting . A painting whose 

l12 

Marierta, Coroc's model, ca. 1843, 
daguerreotype; Coll. Dieterle, Paris 



THE FALLING NYMPHS 

'G/impu iul o a forbidden realm ' 

~rnner: Ol .1mpi11, 1865; Louvre, Paris 

subJ<:Ct is ':t nud e: nun · i, nc,t lo be rq 1rc·,cn1<:J actu rJin g ' " hum .LO ;111.ttom}' but 

:ILCUrJing to Iii.LL or tl1c· p,1intin,i..:. Yuu begin hy constru ctin g :1 fr :Llll('\.,mk , :L sCJJlulJ · 

ing fo r the: painting to be built on. How far )'OU can depart from it is lcfL up tu 

you; by startin g from thi, suffn ldin g, you can produ ce a more profound pl.1,tic 

l'lle ct tlicrn hy sL1rt ing from th e surf.i ce: alon e." 
The speci,tl case of P,llll Klee, ,1 rn nt emp orary , in hi s youth, of the seco nd w.1vc 

of Impre ss ioni sm , provid<:s, histuriull y speaking , a primary landm ark for th e con· 

cepti on of paintin g as painting, mu ch as it has bec:n deve loped in all tl1cory s ince. 

In 19 05 , Klee notes again: "The subj ect as sud1 is dc-cideJl y dead . It is th e 

sei1.ribility whi ch, in relation to th e subj ect, occupi es the chief role:. Th e prq~onder

ance of erotic subj ects is not an exclusively Fren ch phenomenon, but r1th er indi

cates a predilc- ction for eve rything whid 1 appeals partiC11larly to th e sensibility . Th e 

ex ternal forms tak en by thi s increa se in sensibility become particularl y va riabl e and 

cover the entire scale o.f temperaments . TJiey vary in proportion to the flexibility 

of the contents, one might say in this case, and according to th e tediniqu es of 

representation. The academy of the 'old masters' genre is certainly liquid ated. " 

For our purposes , Kl ee's notes mn be summed up as follow s : th e liquid ation of 

the "o ld masters" genre implies the liquidati on of the Nude as s11bject. 
Let us remark that Klee attributes the variety of tedrnical means to the deve lop

ment of sensibility and thi s development to th e "preponderance of erotic subjects " 

insofar as they appeal to the pl astic sensibility . Thu s tJ1e means emplo yed to achie ve 

the plastic go al end by subordinating that goal, and we reach the inte!lectuali st 

notion of the painting c1s painting. Th e hum an anatomy of ' 'lei belle 1111dite" is 

absorbed into the "anatomy of the painting ." La belle 1111dite ( th e nude as sub-



Jc-.1n Gl ·rl1mC', 1S.:-,.- 1\,0 4 : R ,w:.m S/ 1,r ,• ,\1.-nh ·r: 
\V .ihe rs. Au Gallery, B.dtinu , u.· 

t\J nlph c: Bl1uguerc.>:rn: N ) m/ ,b J .a,:/ S.1(\r , 1~- .~; 

114 

Sw rlin.i;: :md Fr:Hh .. im: Clark Art ln srirurt•. \V illi :un srow n, i\fass. 

ject) gives way to the nude as m otif , the fortuitous nude, and the latter , first neutral

ized, is gradually disarticulated or dissolved accordin g to th e laws h enceforth prop er 
to the painting as painting. 

That the nude is to be represented not according to hum ,in anatomy but accord

ing to th e anatomy of th e p ,1inting might mean, simply, that the painting's synt:t.'i: 

----<:olors sp read over a plane surface - must be respec ted independent of our natural 

vision in order to translate the sum of our expe riences by equival ents . All th e 
M ,1sters hav e worked in this way. 

But thi s is not all Klee means : th e "a natomy of the p,1inting " suppos es that th e 

painting is a .re// whi ch become s a live, whid 1 breath es accordin g to its ow n laws , 
unconcerned with what it is g iven to feed on. 

Do not Ingr es · Redi11i11g Od ttli.rq11e [pa ge 108], Courb et' s Sleep [p age l 16 ] and 

Renoir 's The B<1thers [p age I l 7] presuppose thi s anatomy of th e paintin g, ind e
pendent of the anatomy of th e Nudes shown? Certainly. Suppose one of our mode rn 

m asters were to set him self th e task of copy ing any of these thr ee wo rks according to 

the "a nat omy of the painting" alone: we should like to know if he rediscove rs th e 

differ ent substrata of the se compositions or if, on the con trary, he mere ly rende rs his 

Ttxt <.nnt inu cJ un p:lge 1 18 

'Se11ti111e11t,i/ Vi ctori(l!I erotics 

of the titill"tnn of the offio .il S,rf,,,( 

THE FALLING NYi\lPH S 



Jc 11 J ll lOOlt , 1 ", 1q 1 "'" R., r ,, Prl\ ,lh: ( n ll 

Anders Zo rn : T b,• 8t1JbtJ1·. 1891: J'' riv:ire Co ll. 

'S0111ethi11g .retrt't i11 the op 1111n r of th la11drr(1pe' 

Tlw oJ ore h:tSsl:ri:1.u: Steeping N) m/Jh, 18 50 : 
1\lu sc'.c C.1lvc.' r, 1\ vig non 

11 ~ 
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THE FALLING NYMPHS 

Courbet: Sleep, 1866; Pelit Pa.lais, Pa..ri.s 

'A monument of audacity' 

~ 
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v isu.tl .,L·11s.1lil1t1, 111' c111,1rs .,nd Llln:tlitic:s, .ind il1is w ill1 :t .,c.:nsc.: u f irr c:,i~Liblc ~upcri 

mil y ove r lhc.:sc o ld ma slc.:rs, wilh Lhc.: convi clion of having sa id prc:cise ly what they 

h.1d bc.:cn ab le: lo s.ty onl y when "c.:nslavcd " by Lhci r anccd otic sentirnc: n t . .. 

C m we devel op llUr pllinl and say that tl1c paintin g, this " self," g ives us a Nude 

whi ch is anolh er "sdf" in Llic case llf an Ingrc:s Oddlirtt11e or Del acro ix lf/ oruc111 

11·ith <I P<1rrnt [ p.tge J ()')], Obv ill1.1sly nol ; such wo rks show ju st what thc:ir tit k s in 

d ic1k . Is the pa intin g's anat omy here di st inct from that of th e wo men rcpresc:ntc:d' 

A s a mattc:r of fact , what is lr1 he/le ///!(lite' And what, thcn , is the Nud e in 

rel ation to il ? A purely academ ic term, suit ab le: on the: o ne h and to rca ssur e the: 

a rt -lov er and on th e ot l1c:r to g uarant ee 1·hc: int c:nti ons of the artist who p leads hi s 

r i§ ht to stu dy " n atur e." Everyone kn ows, as everyo ne a lso knew ove r a hundr ed 

years ago, that this was th e oppo rtunity, shielded by the: presti ge o f a rnas tc:r, to 

look at a " bea utiful n aked woman." A schoolboy p oi nt of view, an adol esce nt day

dream, doubtle ss exp lo ited by a suspect gen re of painting and scu lpture, denou nced 

accordi ng to the criteria of "good" and "bad " tas te ( accordin g to wh ich even a 

'P11rely o,-c11pational dil'eslme/1( 

D,:gus : Tbe Serio u1 Client, c:1. 1 879, monorypc 

..... 



'A po111erf11/ and terrible evocatio11' 

Toulousc·Lautrcc: Nfldt1 be/oro a Mfrror, 18~)7; 

Coll. Mr. aod Mrs. Ira Haupt , New York 

Delacroi..x censured certain of Courbet's nudes) . But today, when the transformation 
of techniques in the plastic arts has assured the universalization of "good taste," 

our young people know that to see beautiful naked women you must go not to the 
museum but to the movies. What progress! After photography, the cinema, with 
all the more reason , will have "liberated painting from the need to imitate nature." 
The preponderance of our epidermoscopic theaters accounts to a degree for the 

persistence of abstract art, the triumph of puritan industrialism. 
Between 1800 and 1899, however , the artist, even if his name was Ingres, as 

well as the art-lover , kept this schoolboy spirit with all its pubescent fantasies. The 
disabused conclusion of the heroes of Flaubert's L 'Ed1m1tion Se11timentale-"Per

haps it's the best thing we ever h:1d"'-es tablishes the tone of sensibility at the 
end of the last century as mud1 as at the beginning of our own, and as mud1 among 
the great masters as among the daubers and their respective publics. In other words, 

Te xt continu ed on page 122 
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·' pe rfc"\..t .md wholesome n.,i·vete . But .as s1Ki.d ui,cs and c.1t.1~trophc s tlir c:atcn , a, 

ll aL· convul sio n, o l the modern world l)Ccume inu c:as ing ly overw ,ltelming , a bad 

co n scie nrc: ,l lt,tCb th is n .1i·vel(: and ils gove rning energies in paint ing as in every· 

thin g el se . Dis ce rn ib le even in the pLt,liL inl er prct at·ion of Lite Nude , lit e sympt om s 

uf th is p erni cious atn1Lisphcre uf th e mod ern world 's agony and anxiety have: 

n oth ing in common with wh at ea rli e r period s h ,1vc man ifc:stcd in thi s rc:g:trd . For 

inst.1ncc . in the c.1sc uf a Goy,1, it is th e very aggressivenc:ss of a powe rful lc:mpera · 

ment· wh ich . in th e expression of l1is art , beco mes ,111 accompl ice of th e suc ial evils 

h e po rtr.1ys . Such .1 ge n ius acl'uall y ex pl o it·s anguish for the purp oses of hi s work. 

H e nuk es sure nnt to express l'l1is external anguish in !tis nudc:s excc:pt by hi s ow n 

em otio n felt before hi s model. 

I U 

'Disappearance of the dives/111tfnt complex' 
Gaugui n: AiJ(/ P"rari1 189r -rR93: Coll . H . R. H::aholoscr, Berne 



Van Gog h : Red i11i11g N ud~. tSS7; Co ll . Van Dcvenrer . \'Cassc:n.1:ir 

'A desper,1/e i11di1•idt((lf 1,isirnt' 

In the last forty years, precisely the opposite has been the case. Humanitarian 
preoccupations, rebellions against collective misery occasionaUy combined with 
desperate individual visions , with morbid esthetic nostalgias-either asocial or 
schizophrenic-produce a whole climate of opinion no longer tolerating an un
mediated vision of the images of this world, a climate that is essentially icono
clastic. This ambiance is what, following hard upon the invention of art no11veau, 

in the twilight of Impressionism, prepares conditions favorable to the Expression
ist mutilation wherever painting lacks a continuous tradition , particularly among 
Germanic temperaments which claim to see, in the images of a past serenity still 

persisting among a few last Frend1 masters, the signs of a "Latin decadence." These 
same Germanic temperaments, with an innate disposition for the morbid, interpret 

Van Gogh according to this master's pathological condition and exploit his touch 

and his line in order to extend their love of catastrophe into the "new reality." 

Fin de siecle nostalgias, particularly the hermaphroditic obsessions so pronounced 

in the ornamentalism of art no11ve<111-these heralded in Beardsley, and also in 

Klee's Virgin in a Tree [page 107), the "Nude tormented by sexual indetermina

tion ," an expression of the pederasto-feminist claims contemporary with Havelock 

Ellis ' researches. It remained an ephemeral and inconsistent ideal opposed to their 

contemporary Lautrec's powerful and terrible evocations of prostitutes. Picasso, 

who had not yet revealed the infinite resources of his versatile craftsm anship, seems 

to have echoed the ideal of this " tormented nude" ironically in his T11·0 Sisters 

[page 107) , though on the other hand he had expressed certain Pompeiian remi

niscences in the nude of La Toilette [page 105]. THE FALLING NYMPHS 
In the context of this legendary twilight of the female body , Gauguin 's case is 

significant: the exotic Tahitian nude appears as a rehabilitation of 1Mtme as style . 
W} 1ere was the emancipation which thjs master produced to lead? For Gauguin, 

"barbarism was rejuvenation " ; he liked to say he had gone back further than the 

horses of the Parthenon, all the way to the dad:1. of his own childhood. 111e answer, 

n3 



THE FALLING NYMPHS 

therefore, has nothing to do with the renewal of plastic techniques, but instead 
with the "dada of childhood ": the animal serenity of Gauguin 's exotic Tahitian 
belles marks a new break with an important element of the traditional vision of 
/a belle nudite : that is, the self-exhibitionism of women inherent in the tradi 
tional Nude. How dare we characterize the nude in this way? How do we note the 
absence of this element in Gauguin 's Tahitian paintings? Here we touch on a 
specifically Western complex which modern painting has wished to cure itself of: 

the Divestment Complex . 
The masters of the traditional Nude-of the Nude as subject, as distinguished 

from the .fortuitous Nude - have in fact observed the identity between nat11re and 

style in their plastic expression and released the style in nature, elaborating their 
vision of female nudity according to an ensemble of emotional landmarks, em
phasizing rhem in one place or another according to their temperament and their 
mood, arranging them to favor this or that account of the body in space . And there 
would be no style at all if the natural structures did not coincide with emotional 
landmarks , that is, the different zones of the female body: neck, shoulders, breasts 
buttocks, hollow of the back, thighs, knees and calves, which the attitt,des , whethe; 
in movement or repose , whether prone or standing, are intended to make t•he most 
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Edvard Munch : NudB by the Arm Chair, 19 2C>; 

Municipal Collection s, Oslo 

'The modern wor/d 's agony' 
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'Expressionist m111ilatio11, th e lo ve of catastrophe' 

Emil Nold e: Tb• Gold•n Calf , 1 910 ; 

Coll. Mrs . E. Nolde, Seebull 

<>f . But abo,·c all, the means apparently the mosl conven tional, but in reality the 

subtl est as to the intention of the whole, resided in the model' s face and occasional Ir 
in her hands, expr essing the woman 's consciousness of being seen or of seeing her

self in secret, or even of yielding to an eventual indi scret ion . 

In the classical periods, the conventional genr e of legendary scenes permitted in

finite variati ons of the dr amaturgy of the Nud e-as-subj ect ( surpr ise, sham e, violence , 

etc. ) , sometim es suggesting every ph ase of undr ess from bein g full y clothed to tot al 
nudity accotdin g to the pr etexts furni shed by the themes treat ed . With the incre asing 

aband onm ent of the legend ary themes in favor of the aspects of daily lif e, to th e 

point of the establi shment of the nud e as a "snap shot ," the dramaturgy of the nud e 

became interiorized, starting with Fragonard, who had devel oped an artificial 

language of gesture , whil e avoiding the dangers of manneri sm which thi s langu age 

implied . After that, how could the Nud e p ersist, depri ved of plausible excuses other 

than the "academic study ," unl ess treated as a subject ? What we are tod ay justilied 

in describing as "anecdotic " I should here prefer to attr ibute to the Nude 's dramatic 

content in Ingres, Chasseriau , Delacroi x, Courbet, M anet and Renoir. Their nud es 

bear witn ess to the notion tlrnt the fact of nud ity conceal s an ineffable secret . 



In tr.id1ti(i11.d ,,.1i111i11g. ih e Nud e, insl'ir c, I hy d,1,,icil ,<1ilp1ure, i, habituall y 

u JJKcivc d .1s hL·ing outd(1ors. but .i lc.~,,11!/.1ry ,.11,d "on , ,1s th ough cm:1n:1ting from the: 

myth u ln,i.:i"il f'l'rL"L'l'tion ,>f the nude . In Ro111.111ti< l'.1inting. nudity transmutcs the: 

k gc nd.1ry Ljll,dit )' of thi s ,,utdnms .1, soon as it rcve :tls itself in an encl ose d space:. 

Nudes in ,l l.111dsc 1I'c bef o re the adv ent of Impre ssionism - I am thinking parti cu-

1.irly <)f C,,ur bct--- .irc nnl .tss imil:ll cd int<> tin: diffuscd lipht uf natural surrounding s, 

·1' they :ire in phi11-.1i1· ,,.1inting . R.1thc r thi s paintin g has th e effect of reve a ling 

by n .ik edn ess itse lf- som et hing abnormal and secret in th e very ope1111e.rJ of the 

l.mdsc.1pc - .1 nu de Ir ing on ,1 riv erb ank, at the seas hore o r shad owe d by thi ck 

hr .tn ches abo ve a pn u l. 
Fem :t.le nudity in an encl osed space-Delacroix's Woman with c1 Parrot-to th e 

degr ee that her sec ret sensuality em erges from th e shadowy intimacy of her room, 

'Rebellion c1gaiw l misery' 

Rouault : lf/oman a l the Mirr or, 1906 ; Private Coll 



Modigli.aoi : Red foin g N1Jdt1, c1. 1919; Mweum of Mod.era Arc, New York 

'P 1ycho-11e11rotic alle1111atio11· 

through the magic of her body , appears on canvas as an ext erior obtained from 
inside the woman herself . 

Among the modern masters who have retained the traditional image of the Nud e, 

whether as a sleeper , a bather , or a reclining figure, the woman 's sense of her own 

nudity always reaches its climax in the attitude of the head or in the expre ssion of the 

face . And this consciousness of her own carnality , which the masters express by a 

play of features, establishes the moment of a woman 's animal awareness of her body 

as a plastic motif. A narcissistic sentiment , a delight in her own fleshline ss : this con 

sciousness in the face of the woman being painted reflects the painter 's contempla 

tion of her . 
Consider Ingres ' Reclining Oda/iJq11e from this point of view for a moment : her 

eye is on the lookout for an eventual beholder , and her expre ssion in itself would be 

quite banal if it were isolated from this display of corporeal splendor which is 
offered 1im11Jlaneo11Iiy . The same is true of Delacroix 's IP oman with c1 Parrol : the 

face beat over the bird expresses nothing but delight in the light that voluptuously 
caresse s her breasts and her belly . In the relaxation of Courbet's Sleep-that monu 

ment of audacity-the faces of the two girls, though their expr~ssions are quit e 

different even in the same drowsiness , maintain the mask of a consoousnes s, a wake

fulness the artist has assumed for his own purposes . 

I 
· h 

O 
'tion s like Ingre s' T1irkiJh Balh or Rc--noir's Th e 

t 1s true t at group comp s1 

THE FALLING NYMPHS 
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B,th.hu.~. F,g11re w fr u n l nj ti /\lr1111d, 11)')C 1; Coll ~Ir ,111J t\lr , . Rubl'n Lc:hm;rn, Nn, Y ork 

'Lo/ilc1-i ,h d!peclJ of the p11beJcent' 



TH[ FALLING NYMPHS 

Bt1tl•r1 , . hcc.1usc lh cy set before u s fig ur es var i.,us ly placed , 111 ih c 
ca n\'a S. d, , n,, t provide exan ly lh c same c:xaniplc . Yet in ih c 7'/i r 
Bi1tl it·11 the l.'t'IU.nl enan~e ;\n d gesture: pf the yuunb w11rn;in w hn is 
, ·ir1ua ll y rrone 1mrned 1at c ly leaps I» th e eye, 1hc prnll'ning g esture 
nf her a rm. her ha _n,1, h er ringed linger , fa, ·ing he r C<>mpani<>n wlrn 
,s p lay fu lh sp lasl 11ng her: an :1nccclo 1ic clc1.1il, indeed. hul 1h;rnks 

!Ll the ~tn1<1Sph e re _'l l ~asu. tl si llin ess , 1,n e that granls thi s figure ,I 

ce na 1n 1n,li v 1du a t11rn. 

I Jm n<"" de:1ling w it h the pai ntin g nol as an anist f»r wh,Hn it 
i, nece ss.ir y 1t1 bear in mind " th e anatt>m v of the !':tinti ng ." I am 
speakin .r: :ts .tn unbiased w itn ess o f wh at ihe 1, :1in1i11g rq,rescnls: in 
thi s ( He .1 naked w o man . I do n,1t want t» kn,nv thal pl111l"graph y 
exists . H nwe\'er , si n ce I happen to h ave a ph,,lugraph of 1h c /{e 
r/111111g O,l,,!u q11e. I must sa y that it ck lig h ts me a l111ust a s mu ch 
as th e ,,ri>.:inJ I. which I ca n examine in th e L"uvrc w heneve r I like . 
Bu t this i~ rurel y a coinc id ence 

I t was d,1ubt less u se ful t, 1 rem ind the p u b lic that a rt is n o t a 
ch 1cumen tar v cop y of imme di a te rea li ty , lik e p h otograp h y, but an 
inte r pr etatinn. "I wa nted t,1 cop y n at ur e . . I did not succeed. I 
was satisfied ,Yith m yse l f when I di scovered tha t the sun , fo r in
st a n ce . n 1u ld not b e u •p rndu ad . but that it h ad to be represent ed 

M:ircc l D uchamp : N 11de D <:11t:ndi11}!. ,1 S1t1ir ((m:. No . ,;, 
llJI : . Phib delp h ia rvluseum or An ( Arc:n~bcr1,; Col l. l 

'U11rf,,1/u-d r()hot ' 

. ,. H!lw n1;1ny di sa...,1er1; _h t1"i th is 
hy ~n1nct h1ng tlial I saw - h y ,o/M . ,r h e ;1J~' fh1 s w n . c·· ·. I w.J1t d,, w n un "' II ,1dmi."siun ,,f PL'rC J<.:z;1nnc s ,rn ,., 

1 
I · ·h i l\ un1inatc:d rJ 

I
. I 1·1y th ·1t i,,r r i w li t 

an d lig lil .. . H em<: »rt ·, nu < , , ' . ' Lhin " mu r<: th :1n :i 

g re.1t pain1ing o f t lic· nine lcenth century, wa s n, . 

I I re ·t nl cd h y <',!o r . .. · 
mnrnc.:nt of l1g it 111 x · rep ·.s. . I • urc: rsLil iun uf ~c1t:n -

Y cstcrd:iy i1· wa s " mailer c,f refut in g _ti ts_ f r<:11rcsen tal i,in 
. 1 1 ,. ih c 11bJec t1v 1ty " 

1irK .. nhjcclivil y . Hut w rnt <"" ' · 1 k tod ay is re/ne· 
mailer t11 u s t»day ' /( ef1rod11, til ycstc:rda y, [ 1e nu c, ' 

,e11l<'d in ph11t"W " t1hy. . Courbe t . M.in e l .in d Rc nnir -- w h a t 
In gres. C:h asse riau, D_ tLi cn>IX, . I ti <:Se un equ a l p ea k s' 

. f ·I 1· ·h · s in s 1,e , ct wee n i 
distan ces and n ten \\ rn_ c .i . th '. I in co-rnm o n: each in_ 

f , c ·1t le ·ist ,s rn uc , . 
And yet these inast c rs , ,,v . ' . . f I · I ly acc11rd in g t n ,1, 

I . , f t be un a e ,oc 
his way r1•/irod11ce1 t , e ,rna g c " heref r,r e rt /n ·e,e nt.r r,nl y t he rnn rc 
m yth as " so u rce of e1111,t111n. hut t . h f uc h na ked ness affo rd s 

l
)u wcrfu lly the tm n tio n w h ich th e s ,g t " r sl . I 

I . . t rpr ct'lt ton n t , c.: rn 1nc . 
them. Nudit y,_ t ,en, IS an in _~ he :Jb ·ect w hi ch move s u s, ~:, ,n h t r 

It is one th in g to reprodu ce t f I · 5 v ibr at ,un · · Jf whet h e r b y a u rn in o u 
to repr o d u ce th is emoti o n it se • b ' . f co lo r s wh ich sig ni fy 
o r even by reconstr u ctin g the co rn in a u ()n " t her w o rl d " ' her e we 

I 
I 't h m o t io n we are in an o . 

it: when we < ea \\'I e • w it h the inc o mm uni ca b le experi-
communi cate n nl y by ide og rams 

RenC l\fa griue: Tb e Erer,1t1l Evid ence. No . 2. 
1~~;1.:. 

five oi ls mounted o n gla ss; tol:t.s Galler y, New 

'lrralion al mpe r-ph olography' 

Dali : Qu q JI/Lnml ln!/a rv sho u w t1k ,:11,'ng fr o m ., ar , ·,1m 

/ irm iokt:d by 1he Jligbt a( ,, b,JtJ ar o mul ,, /) u 111t
1
J!.r11n,1h·, 

19.p; Priva(C Coll. , N,·w Yo rk 

'RioloflS perso11al de111011s' 

C 
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Koko schka: D,m cing Couplt •, ca. 191:?; 

Coll. Mrs. J. Blodgett, Jr . . Po rdand. Ore . 

'PJ"e11do-Go1hic J·hmne' 

ence each o f u s ma y h ave h ad, o f nudit y o r of the entire uni verse. 
And yet in ea ch o f thes e m as ters there h as bee n so meth ing in

comm uni cab le, an idio sy ncrasy the y ha ve doubtless had to aba nd on 
tr yi ng to express: perhaps it is thi s renun ciat ion which makes so 
m uch more intense the t one of th ei r expression, eve n at its most 
deliberately co n ventional. 

In co nte mp lati ng a p aintin g b y one of these m aste rs, I sh a ll 
av o id re cap itul at ing a ll the stages o f its progress: I g ra sp it at. first 
g la n ce in the effect it p rod u ces up on m e. B y w hich I mean th at I 
accomplish the inverse process and imm ediate ly reach the painter's 
p o int o f dep a rtur e: th at is, the initi a l em otion . Such is the act u a l 
resul t c,f the pa intin g, but fo r this emot ion to reac h me, o r rather 
fo r me to find it , the painter h as ac tu a lly had to pass through all 
th e stages ()/ its elaborati o n .in th e painting. Of cour se ther e is no 
questi on o f a painting's b eing "finished " or "i ncom plete." The 
s lig ht es t sketc h, th e mo s t tenu o us drawing can con tai n it a ll. 

The ve r y co nce pt o f the Nud e is o nly the neutralization , th e 
esthetic and social com promise, of a violen t prima ry f ,1c1: it is 
against this ne utr a liza ti o n that the most subv ersive temperaments 
amu ng modern painter s h ave rebelled. \X/ith a curious result: their 
in surr ec ti r,n ha s destroyed w h a t they wi shed to lib erate ; the de
st ru cti on of this neutrali zatio n h as been effecte d o nly at th e o>st 
of this prim ary fact. 

I 
• n:ikin g ex plicit, t h e f,>rt ui t,, us e , ,,

1 
• 

. . n 11ly t ,c i I I ,- "'la. 
rep rcsc111.11111n. l 'i v iolcnu : 111hc.:rcnl int ,c conlc:_n11~. ~1t 11Jn of nake~t 
1· n .. r the· pn111,1ry j I J d c m"ns t r;JtC that t l,c u ,1t 1t" " ·, · . 
11• . . t the p ,1c<: i - f l l . i · • tnt1n11 

ncss . Tl11s ,s "" I . ·t',es the.: L"ntemp lat,, r " a rhc , . .,,len t ~ 
. ·1n , pun 1·. I NI I ' t, t lll·ITl, y 1, ,11·.~cs · . h ·hi c h the tr :IL 1t1n na l u, e st ill reni · · · . ti :1 I ,, ·1t \\ . . a1n\ 

l, !o1sivc l"' tci _, : I· . t·he sta nd a l cc rt a tn gre:tt p.i in tin , . b 
l l t ,t exp .11ns J L D. gs \ 

' l, ;iri-:cd. u (Ol; •111Jiid [ 1,age 1 1.'\ • <' . <'/""''" -''" L'H .. 1 . h M:ind . . . - . . . ",, 
(.o1urhet »r Y I . their t11ne, works "h1 ch t»d.11· s 1, 11 ·1 ,, ,.,,d uce, Ill . I U>ic 
J pa gc I I I l . 1, , flc.:xcs n l the art- ov er. 

. ' ti th e s,mp e re . . . 
rci-:.ar ds w, 1 

• , publi c ,.f these pa tnttn gs . su ch 1n1ages , .. 
. I ntcn1p , ,r M) I b 1· 'Uc J-» r 11c L"_ . f . Jaccr:itilln n f eve r ye ay ana 1ty . a ,,Jjff . 

. I . 1va lcnt II a · . · I . . t- 1Psc 
still t ,c C<JU · I \Xie however. li ve ent ir e j in a bu un 11-· 
. f ,rh1ddcn re,1 in . . 11 . h ' I c ess 
111t1J :1 ' . . , seems tu unr o wit ,n t nt sra ce " " h 

... T11day pa1nt1n g . h ' I . I d . I . t e 
s p,llC. l) ,J ·iy im ag in ed w 1c 1 1s t 1e enu ,,t the du 

11 · ·s ( an vas c aun, . h d ·r rJ. 
e_n, c_s. licit in the interprctat, c n uf t e nu _ e _as m ot ,_. In our unj. 
t10n 11111' . . le nf contcmp lat10n ,s 10 qu es t 1lln . 

the ve ry princ1p . I . . 
ve rse, 

1 
rimar y fact: the p a 1ntec tn te r pretau,;n n f th 

I ret u rn t ,, t ,e p . r I d . ti . • . e 
. bod st ri pped naked , s accomp is ,e ,n u , space interior 
lemale Y I . . eye wher e t h e motif h as been g rasped fel 
to the co nt emp attng , h . · t 

. d ·here the a r t ist's eye a nd t e sp ecta t , ,r s H e ,denti. 
and conceive , " · · · 1 · H 
'tied fo r a m oment: the moment o f the 101t1a e;11ot i~n . ere the spec-
tato r as in a moment o f un co ns c10us rec o lle ct1o n , h nds the reference 
for 

1
;i s own reaction in the expene n ce o f that Oth er, the a rn sr- wh,, 

is the Other /J"r ,,.wellence - and w h o by hi s tesu m o n y prnv,des the 
' th the commentary o n a mutu a l emoti o n. It 1s this con,. 

spectato r w, f · · d 
mentJr y w hi ch crea tes the re.ro11a11ce_ o a parnttn g an hul<l, _us by 
t he duration o f this reso nan ce: ,t ,s h e_re th at the rec o lle ct,o n is 
fulfilled. And indeed, th e recollection o t female nake dne, , in the 
traditional " production" o f nudes accomp lishes J func t i,, .. , ana lu. 
go us to that of resemblance in portrait parnttn g. 

TH.AN SL:\T ED 8Y R IC H :\ ltl· q \'(iARD 

It is in th e ciinteniplation of the naked fem ale body tha t th e 
primary violence co nsist s, of whi ch th e painting is onl y th e lik eness; 
in its elf, this lik eness is the fruit of labor . Nevertheltss, the sense of 
violence re m ains with regard to the spectat o r . Th e liken ess (here th e 
painting) is less th a n vi o_lence . an<l a t the same t ime tran sce nd s 
vi o lence , sin ce it ex ists entirely 1n and for co nt cmp lat iun . Yet it is 
hy th e ac t u f contemplation_ that . the mind 's ima ge nf the div es tm ent 
an imat es the body o f the im ag in a ry wuman a nd that the origi na l 
m od el, separated from her bod y, 1mag in at1vt ly reco nstitute s her se lf 
as n a ked before the spectator's eyes. 

Jule ~ Pasci n : Aludel in tl;c Stud io 
Coll. J. ~fa r, lrn\l , Eugene, O re. , 190 ,J: 

'Sho/1oir/, ,· · ,, . II ,1111111,1/ gu ise' 
A so-called "ero tic" painting showin g a rape h as , howeve r, not h

in g in com m on with this im ag e of the tr ad iti ona l nud e. Fo r such a 

,,.. .. I. . 

"' > • 


