
Laura Wright

Title: Disrupting the Fiction of the ‘Beautiful’ Body

Student Number: P147061

Course Title: BA Fine Art Studio, Site and Context

Word Count: 5,323

Tutor: Marilyn Allen

Submission Date: 12th December 2018




















[bookmark: _GoBack]


Disrupting the Fiction of the ‘Beautiful’ Body

This dissertation proposes that representations of the grotesque female body are an integral strategy to disrupt the dominant ideal of the airbrushed body promoted through contemporary media.
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Venus of Urbino, 1534, Titian

Bodies, in particular female bodies, are expected to behave in a certain way; to conform to a social ideal.  Media representations and social ideals depict airbrushed, flawless, hairless images in every aspect of contemporary existence.  These images are arguably echoes from art history, such as representations of Venus by Titian and Giorgione. 

Mary Russo wrote extensively on the idea of the female grotesque as a visual critique of idealism and a potentially transgressive practice in a culture where idealism is ever prevalent due to extensive usage of the World Wide Web and social media platforms where a search for acceptance is often based solely on appearance. Russo suggests that "The classical body is transcendent, monumental, closed, static, self-contained, symmetrical and sleek; it is identified with the ‘high’ or official culture of the Renaissance, and later, with rationalism, individualism, and normalizing aspirations of the bourgeoisie.” This description appears to reflect the ‘sleek’ bodies represented in the contemporary world and perpetuated on the magazine page, whereas Russo’s introduction of the grotesque offers the potential for difference within attitudes toward the female body: “The grotesque body is open, protruding, irregular, secreting, multiple, and changing; it is identified with non-official ‘low’ culture, or the carnivalesque, and with social transformation." (Russo, 1994, p.62)

Everywhere we look in society women are represented in a way that is both unobtainable and unrealistic: an ideal is arguably always unobtainable. The female body is placed on a pedestal and simultaneously disrespected.  Women are often seen in society as something to objectify, constantly being judged on their appearance. American author Naomi Wolf wrote a text called The Beauty Myth in which she addresses the idea of objectification and coercion of women through the power of media.  
Women see the Face and Body all around them now not because culture magically manifests a transparent male fantasy, but because advertisers need to sell products in a free-for-all of imagery bombardment intent on lowering women’s self-esteem; and, for reasons that are political and not sexual, both men and women now pay attention to the images of the Face and the Body. (Wolf, 1991, p.84-85)

This statement appears to address an unconscious reaction that is provoked by the over-usage of sleek bodies and airbrushed beauty through the inescapable magnitude of the media; “for women’s magazines cannot become more interesting until women believe that we ourselves are more interesting- the myth is bound to become many times more powerful.” (Wolf, 1991, p.84-85) Wolf also describes the belief system of beauty as a religion claiming that “magazines transmit the beauty myth as the gospel of a new religion.” (Wolf, 1991, p. 86)
[image: ]
Victoria Secret (advertisement) 2014
The Victoria Secret advertisement above for example shows ten different women with the title ‘a body for every body’. This implies that these women are vastly different and representative of women in society and their varying forms. The picture however displays a similar body type for all the women.  A sleek, airbrushed image.  The women are placed suggestively, fiddling with their hair or leaning on one another.  The company want to sell women underwear but the target audience for an image like this is arguably male.   
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 Ulman, Excellencies and Perfections, 2014

In 2014, Argentinian artist Amalia Ulman curated an instagram profile documenting an entirely fictional life, which documented the journey of a woman travelling through many different female archetypes to highlight how social media platforms create a form of Hyperreality. Ulman revealed that it had all been constructed and was a performance entitled Excellences and Perfections. Ulman had received ninety thousand followers during the performance and had even claimed to document a breast enlargement, emphasising the commodification of the female body.   Ulman’s objective was to highlight issues surrounding the way women are represented and expected to behave, whilst playing with the notion of identity and gender.   “Most of the people who got the performance and were attracted to it were women. They really got it. They saw the amount of work it took to build up the body while men were like, ‘What? I don’t get it, she just looks hot!’” – (Ulman, 2018)


Women are often left feeling confused about whether or not their bodies are ‘normal’ and feel inferior when inevitably comparing themselves to airbrushed media images.  The notion of a beauty myth, speaks in correlation with the idea of the male gaze. Laura Mulvey, a feminist film theorist, coined the phrase the ‘male gaze’ in her essay entitled Visual Pleasure and Narrative Cinema.  This theory suggests that the viewer is always assumed to be the heterosexual male and all imagery of the female is therefore sexualised for his gratification and consequently situates women as ‘objects’.  This dissertation proposes that evoking disgust disrupts the objectification of the female body. By playing with the notion of the grotesque when dealing with the female body in particular a strong reaction will be provoked, as it disrupts the passive consumption of the ideal female form.  Women endure childbirth, arguably a ‘gruesome’ visceral scene, which is often portrayed as a serene moment, equally sanitary products never seem to direct their product towards representations of menstruation.  The purpose of the product is never mentioned and the characters within the advertisements are always sleek, often wearing white or light clothing.  A female audience understands that large volumes of fresh blood and sizable clots, pieces of the uterus’ wall will be contained within these products, yet these bloody, ‘grotesque’ excretions are never mentioned.  “Ideology holds that the “well-adjusted” woman has what Helene Cixous described as “divine composure”.  She is silent, static, invisible- “composed” and “divinely” apart from the hurly-burly of life, process, and social power.  Such is not the case with the unruly woman.” This suggests that the well-adjusted woman has divine composure and signifies that unruly women are unstable, either mentally or emotionally.  “Through her body, her speech, and her laughter, especially in the public sphere, she creates a disruptive spectacle of herself.” (Rowe, 1995, p.31) Menstruation suggests that all women possess unruly bodies that challenge the ‘invisibility’ that Rowe outlines in her discourse on the unruly woman. 
                                   [image: ]
Tampax (advertisement) 2010
It may be argued that the camera operates as a device to contain and sanitize the unruly female body. It appears that every device associated with the camera is now replete with beauty filters and airbrush tools, which encourage the user to change their appearance, to mask ‘imperfection’ and to create illusions:  This provides every person with the capacity to morph their image into an ideal.  These social and cultural responses have become the ‘norm’.  In contemporary society we can identify the notion of hyperreality, a theory from Jean Baudrillard suggests that the conscious cannot identify what is real and what is simulated and often blends reality and fiction together. The airbrushed body is arguably no longer distinguishable as fiction. 

This discourse will explore the deconstruction of societal ideals and representations of the female body focusing on the exploration of the ‘other’ body. This dissertation proposes the ‘other’ body as an unruly body, a body that does not conform to a societal ideal and is therefore different.  In contemporary society we arguably fear ‘otherness’.  Otherness can be defined as the quality or fact of being different.  
  
The status of the subject and of human personhood may often remain unspoken in the projection of the monstrous as a wholly external phenomenon, but even in the most objectified of accounts, the discomforting question of boundaries may be discerned.  Indeed the very insistence on a series of binaries that define the otherness of the monster should alert us to the categories that ground the normative human subject. (Shildrick, 2002, p.9)

The discussion of disrupting the dominant ideal of the airbrushed body entices us into the world of performance and body artists whose practices disrupt our societal model of gender appropriate appearance and behaviour.  Gender theorist and philosopher Judith Butler believes that gender is a performance and a social construction. Butler suggests that by repeating actions over time, such as the way we walk or hold ourselves reinforces the belief that we are behaving as a man or as a woman, and therefore creates gender. “We act and walk and speak and talk in ways that consolidate an impression of being a man or being a woman.” (Butler, 2011) Butler is making reference to the repeated performativity that exists all around us from the roles women play in families and the representations that are promoted through the media.  There are assumptions introduced in early life, throughout the school environment for example, which shape the idea of gender norms and what is expected of women.  “We act as if, that being of a man or that being of a woman is actually an internal reality or something that is simply true about us, a fact about us.  Actually, it’s a phenomenon that’s being produced all the time and reproduced all the time.” (Butler, 2011)
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The Reincarnation of Saint ORLAN

ORLAN is a French performance artist who has caused controversy for her artwork involving her body.  ORLAN was the first artist to use surgical procedures as a form of art. ORLAN originally began her artistic journey creating collaged paper works of herself with historical references.  ORLAN moved from paper to the scalpel, using her face, body and the operating theatre as her materials.   Her body has undergone cosmetic surgery to completely remodel her face and body whilst conscious: photographing, filming and broadcasting the procedures.  The operating theatre became an entertainment theatre for ORLAN, a new space in which to become a spectacle and thus push the boundaries of performance.   
As the focal point of the monstrous appearance ORLAN has acquired since beginning surgery, her face actively questions what it is to look ‘human’. Her use of the face as signifier calls knowingly upon centuries of visual representations that have put it at the centre of their enquiry into human identity. (Ince, 2000, p.78)

ORLAN has notably used art historical references to construct her ‘unruly’ self-image.  Her early performances play with depictions of Saints and the Madonna.  The costumes worn were folded magnificently in the manner of a baroque statue, which, as with most of ORLAN’s practice, referenced art’s history and patriarchal representations of women.  ORLAN said that she was “Shattering the shell, shattering the marble, breaking open the drapes, and really proposing a new image disconnected from the roots in which I gave birth to myself.”  (Ince, 2000, p.16) This description allows us to determine that ORLAN used her knowledge of art history to deconstruct symbols and to reinvent herself, consequently weakening the dominant feminine ideal. 
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ORLAN, The Reincarnation of Saint ORLAN, 1990


ORLAN underwent nine surgical procedures as performance art works.  Her body was cut, her features changed and even augmentations above her brow were added.   ORLAN has challenged the contained body and physically opened it up to a new vocabulary for representation.  In an article in The Guardian ORLAN says, “I didn’t have surgeries to be beautiful but really for art, to project new images of beauty.  The real goal was to take off the mask you were born with and reinvent it.”  (Sayej, 15/01/2016). We could argue that ORLAN is indeed queering the beauty myth offering an alternative body and promoting difference.   The body modification work of ORLAN and indeed the name ORLAN itself raises questions about perceptions of beauty, identity and gender. ORLAN is not just offering an alternative body but a whole new identity; not simply removing a cultural mask but challenging the assumptions that are laid upon gendered bodies in contemporary society. 
ORLAN introduces us to the boundless body, playing with notions of the grotesque and the carnivalesque, therefore promoting otherness and ‘the ugly’.  
Mikhail Bakhtin, a Russian philosopher, wrote extensively on the notion of the carnivalesque. Bakhtin had a strong interest in the carnivals that took place in Medieval Europe where ideologies would be reversed and everything was open to interpretation and ridicule, with no set boundaries.  Bakhtin writes that “The grotesque body, as we have often stressed, is a body in the act of becoming. It is never finished, never completed; it is continually built, created and builds and creates another body.” (Bakhtin, 1984, p.317) ORLAN is reinforcing the ideas that Bakhtin is proposing by putting herself on the operating table and physically changing the body, therefore creating another body. ORLAN also talks about the body as a costume as well as talking of a mask, she said: “For my part, I would truly wish the body to be costume- something that is not definitive.” (O’Bryan, 2005, p.141) To talk about the body as ‘not definitive’, speaks in parallel with the ideas of Bahktin.  
 The ideologies set upon women in society are being reversed in ORLAN’s practice. Everything in our society in the context of beauty ideals suggests containment; to be feminine and beautiful is to be sleek and free of bodily secretions.  The opening up of the body as a spectacle, thus reversing the idea of containment, would not be something that the ideal woman would be seen to do.  This is somewhat ironic as it is widely accepted that women are increasingly engaging in beauty as commodity through cosmetic surgery.  There are many private clinics that offer procedures on monthly repayment schemes; a commodity, something we are potentially being sold in order to reach those unobtainable beauty ideals. This resonates with the writing of Naomi Wolf and The Beauty Myth under a subheading ‘The Cult of the Fear of Fat’ where she introduces us to the notion of a cult mentality within women and thought control. Wolf writes “Women with weight obsessions ignore compliments because they feel that they alone really know just how repulsive is the body hidden from view.” (Wolf, 1991, p. 123)
The manipulation of the body in the work of ORLAN is enacted through cutting into the flesh and surgically adding augmentations under the skin’s surface.  Jenny Saville, a British painter, also manipulates flesh as a method to challenge conventional representations of the female body, which culminates in the configuration of intimidatingly ‘colossal’ paintings.  Both ORLAN and Saville are working to deconstruct the idealised frame of the female form.  
                              [image: ]
Jenny Saville, Propped, 1992

The processes undertaken by Jenny Saville in ‘Closed Contact’, a collaboration with photographer Glen Luchford, arguably confront and challenge the physical frame of the female body. In this series of works Saville pressed her flesh up against a huge sheet of glass, which was suspended horizontally, whilst Luchford photographed beneath the glass. Saville then pulled on her flesh and manipulated it to create different forms.  Saville creates a visceral uneasiness through images of the body, which appear monstrous.  The forms are not consistent with what is conventional for the female body and are therefore set apart from media representations of the feminine. 
[image: ]
Jenny Saville/Gary Luchford, Closed Contact, 1995-96

Saville talked about challenging the ideals of beauty and changing what may be viewed as being beautiful, “I think we have to work at making ideas of beauty more complex and I think people find beauty in lots of different things, it’s just that what we see in our visual culture is a very narrow view of that beauty.” (Saville, 2016)
Saville is arguably challenging the traditions of painting the female form; historically painted depictions of women are flawless, sleek and ‘contained’, and invariably painted by male artists.  The female subject in the work of old masters’ paintings are usually reclining and in a passive position.  Saville is challenging this with her paintings and the positions of the figures within her works.  These paintings are intimidating and do not show us an image for a typical ‘male gaze’, yet are arguably ‘beautiful’ and introduce us to another potential view of beauty, thus disrupting the dominant social ideal of beauty we are surrounded by. English art critic and novelist John Berger says “According to usage and conventions which are at last being questioned but have by no means been overcome, the social presence of a woman is different in kind from that of a man.” (Berger, 1972, p. 45) Saville is challenging the social presence of women by creating her large scale painting of manipulated flesh and intimidating gaze as an alternate to the more traditional passive female we are still repeatedly exposed to in contemporary media.  Saville is also blurring the boundaries of gender. If as Berger states; “Men act and women appear.  Men look at women. Women watch themselves being looked at” (Berger, 1972, p.47) where does that leave the relationship between the subject in one of Saville’s paintings and the viewer? The intimidation felt from the monstrous, naked flesh on the canvas does not feel ‘feminine’ which questions again what gender means in contemporary society and brings us back to the ideas of Judith Butler and the potential to disrupt the masculine/feminine ‘binary’.  This term refers to the idea of sex and gender having two opposite and co-dependent models: masculine and feminine.  In contemporary society the blurring of gender ‘norms’ is becoming more recognised and accepted, yet we still seem to comply with the assumptions society places upon women and how they should behave and present themselves. Saville combines the notion of post-structural gender within her work, challenging the structural binary model. 
Early Renaissance paintings by Venus and Titian for example, portray an illustration of idealism, a female form that arguably does not exist due to its prepubescent hairless condition, an observation which is equally as applicable to contemporary media imagery: This raises the question as to why are women striving to achieve this impossible and implausible ideal? Arguably, the answer to this could be because the unobtainable image of perfection is constantly being used to try to persuade us to buy a product or consume an idea.  If contemporary media can play on one’s insecurities then there could be a never ending array of products and services that people believe they need, whether it be a weight loss programme, a clothing range or even a costly invasive procedure for an enhanced derriere.  “Our bodies have become like a commodity, a surgeon can offer us different parts to be added on or taken away, which we can buy.” (Saville, 2016)
Saville introduces us to an ‘unruly’ approach to the body and describes the process of pushing and manipulating flesh as a deviant activity that is contrary to the traditionally contained feminine form and thus disrupting the model set by contemporary media.  This act and the resultant work may be said to celebrate the notion of grotesque, flesh and the oversized body.  This approach relates to the quotation from Mary Russo introducing the grotesque body as being “open, protruding, irregular, secreting, multiple, and changing”. (Russo, 1994, p.62)
                   [image: ]
Laura Aguilar, Untitled, 2002

The celebration of oversized flesh as a way to disrupt the dominant social ideal and to play with the notion of the grotesque is also prevalent in the work of American photographer Laura Aguilar.  Aguilar used her obese body in the landscape to visually vocalise an alternative perspective on flesh and beauty that arguably broke away from everything contemporary media had valorised in photographic form.  The traditional photograph held what was perceived as ‘truth’, as a photograph was a depiction of ‘reality’ that could not be refuted.  In our current visual culture the photograph is an empty ‘truth’ particularly when it comes to the depictions of the female form.  It is commonly accepted that even ‘beautiful’ models/actors have their images airbrushed as photoshop and beauty filters offer a more desirable image for a glossy magazine or a billboard.  The ‘truth’ held in a photograph has always been contested but in our contemporary digital culture the photograph’s abilities to construct ‘realities’ is arguably more prevalent than for the historical photograph. It can be argued that there is so much exposure to false representations of women within our media that the photograph still holds power which echoes the hyperreal condition outlined by Jean Baudrillard where the blending of fiction and non-fiction is often difficult for the conscious mind to recognise. 
Aguilar takes us back to a form of ‘truth’ and lays bare a series of photographs that are raw and unashamed of the ‘reality’ they are conveying.  The bodies in Aguilar’s photographs are very large and spill and expand into the landscape.  We are often only exposed to part of the body, a hunched body, which exaggerates its forms. It is sometimes difficult to understand which what part of the body we are looking at; however, they are recognisable and relatable as flesh.
The obese body in society is seen as something grotesque, something to fear, a monstrous thing. Why do we see the overweight body as something that is grotesque or something that induces disgust? The answer may be that are constantly exposed to the sleek, to the airbrushed body:  This repetition in our society builds and idea that everyone looks this way and we do not fit the ‘norm’, again to play on our insecurities and sell us something to accommodate our need to assist us in being more beautiful.  Aguilar is presenting us with an alternative, the ‘other’ body, and the body that certainly differs from the ideal and therefore disrupts the social construct of a beautiful body. 
                         [image: ]
Aguilar, Nature Self Portrait #14, 1996


The curves of the figure and flesh in the photographs of Aguilar follow the patterns of the rocks and the landscape in which the figures are situated. The use of the reflections in the water could mimic a mirror and so echo the idea of the gaze; “You painted a naked woman because you enjoyed looking at her, you put a mirror in her hand and you called the painting ‘Vanity’, thus morally condemning the woman whose nakedness you had depicted for your own pleasure.” (Berger, 1972, p.51) Aguilar however is not using the reflection as a way to condemn the subject.  What Berger has outlined here is that male artists would paint women naked as that was what they wanted to see and then put shame upon the woman for being vain. Aguilar’s photograph is of painterly quality in the traditional sense of the placing of the figure and that she is looking at her refection. Aguilar is challenging the traditional beautiful body, the sleek, contained body and is presenting us with an image of what may be viewed as grotesque within our society due to the oversized body being interpreted as something that provokes disgust. 

Another way to disrupt the dominant representation of women in society is to invoke disgust.  The idea of physically changing and manipulating the body, as demonstrated in ORLAN and Saville’s art practices, disrupts and may be said to voice a language of disgust. To use disgust in art practice is something that Carolee Schneemann adopts as a method to challenge the dominant visual language. Schneemann arguably adopts disgust within her practice through the use of materials that are part of the female body; sexuality, desire, menstrual blood and the vagina. Schneemann attempts to break away from the constraints imposed upon female artists and to voice a potent sexuality.  Disgust may be described as an emotional response to something we feel threatened by. It is a rejection from the body, to recoil at something that could harm us or we find offensive.  Disgust manifests itself in many ways and is very present within contemporary society. Arguably, the language used within the media, particularly the tabloids which reach a large audience, invokes disgust by referring to groups as “scum” or “dirty”. This may be described a form of moral disgust which classifies groups within society as ‘disgusting’.  Another perspective on the subject of disgust resides within the area of physical disgust. 
The human body secretes, defecates and urinates regularly, acts that are seen as disgusting and should remain hidden. Bakhtin says;
The grotesque image displays not only the outward but also the inner features of the body: blood, bowels, heart and other organs… Wherever men laugh or curse, particularly in a familiar environment, their speech is filled with bodily images.  The body copulates, defecates, overeats, and men’s speech is flooded with genitals, bellies, defecations, urine, disease, noses, mouths and dismembered parts.
 (Hyman and Malbert, 2000, p.93)
This quotation from Bakhtin strongly links the canivalesque and the notion of disgust. The language he uses provokes disgust and conjures up images of the grotesque and carnivalesque. 
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Carolee Schneemann, Meat Joy, 1964
The transgressive performance from Schneemann, Meat Joy, communicates directly with the notion of disgust in the context of female sexuality.  The performance, which took place in 1964 in Paris, consisted of four men and four women who moved in sequence initially, in their underwear to music. 
The group then fell to the ground and rolled around with one another.  A pair of high heels becomes visible and the shot moves up to reveal a figure in a white coat that throws chickens, fish and sausages onto the group.  The group rub the raw meat on their bodies and gyrate with the objects.  At one point a female holds a chicken’s leg near her genitals as if it were a phallus.  The group seem to be in a state of bliss as if they were involved in sexual activity.   
Schneemannn’s objective here seems to be to challenge the patriarchal view of women within a sexual context; to regain some control and thus promote sexual freedom for women. Schneemann’s performances centre on ideas of sexual liberation and the use of the vagina as being separate entity from the objectification by males for their sexual gratification. Schneemann states, “In some sense I made a gift of my body to other women: giving our bodies back to ourselves. The haunting images of the Cretan bull dancer- joyful, free, bare-breasted, skilled women leaping precisely from danger to ascendancy, guided my imagination.” (Nead, 1992, p.67)
        [image: ]
Bull Leaping Fresco, 1449

Schneemann’s performance Internal Scroll began with the artist reading from a book, undressed with her body painted in large strokes following contours of her body. Schneemann positions herself in a series of poses whilst she reads.  The book is then dropped and she continues to read text from a scroll that she is unravelled from her vagina.  This challenged any vaginal imagery that would have been available during this time, particularly pornographic images designed for the male gaze, idealism within the media and historical art or mythological references.  
[image: ]
Schneemann, Interior Scroll, 1975

 “The life class poses and daubs of paint recall the emphasis on the surface and boundaries of the body in the traditional representation of women as objects of art: this in then undermined however, by the removal of the vaginal scroll which represents the female body as a source of interior knowledge and matriarchal power.” (Nead, 1992, p.67) This quotation is interesting as it talks about ‘interior knowledge’ within the female body. Women give life, their wombs house foetuses and their vaginas birth to new life. Schneemann created a new dialogue with her body during this performance challenging views on the female form and what a vagina’s purpose is, invoking feelings of disgust and repulsion: it could be suggested that this is because women’s bodies are supposed to be projected as sanitized, full of cleanliness; a sleek body, prepubescent, passive form? The patriarchal dominance within our society would lead us to believe that this is the ‘norm’, that the sleek, airbrushed image is what we are persuaded to aspire to. 


The artist’s and theorists that have been included in this discourse have all challenged the way women are represented within society using elements of the grotesque/carnivalesque body and by provoking reactions of disgust.  All of the artists cited have used their own bodies within the works that were chosen for the discussion.  Within our contemporary media, particularly within digital culture, representations of women are airbrushed, sleek and sanitized.  This discourse has brought together artists whose work has been underpinned by the theme of blurring the boundaries of traditional femininity and celebrating ‘difference’ and steering viewers away from the airbrushed, contained image of the female form. 
This discourse has focused on practitioners who have used their bodies to disrupt the dominant social ideal of women, challenging the ‘male gaze’. The patriarchal view of women is still arguably prevalent despite changes in attitudes, laws and education.  Society has become more accustomed and respectful to shifts in gender and identity for instance, blurring the boundaries of the masculine/feminine ‘binary’, yet women within the media are continually depicted as sleek and airbrushed in every aspect of advertising.  
The practitioners this discourse has focused on have all ‘opened up’ the body and flesh to create another narrative for the female form, therefore challenging the ‘beauty myth’.  The practitioners have challenged the ideals of women in very different ways:  ORLAN opened up her body in her performances, which involved literally cutting into the flesh to change her appearance. ORLAN depicted a carnivalesque female form within her surgeries, slicing into the flesh and adding augmentations.  ORLAN’s performances were ‘gruesome’, with blood and medical imagery, evoking disgust within an audience.  ORLAN’s opening-up of the body speaks in correlation with the performative practices of Schneemann, discussed within this discourse, ‘Meat Joy’ and ‘Internal Scroll’. Both performances challenge the way women are viewed in society.  Schneemann brought attention to female sexuality, merging imagery of an ‘orgy’ scene in ‘Meat Joy’ with raw flesh from animals. This imagery evoked notions of disgust which has traditionally been contrary to feminine ideals. The performance ‘Internal Scroll’ communicates an opening of the body to vocalise the purpose of a vagina; bringing emphasis to the inside of the female form, where the female body encases a foetus and menstruates:  These subjects are frequently absent from representations of women.
Saville and Aguilar both explore the body in terms of the expansion of flesh.  Saville’s large-scale paintings intimidate the viewer with a direct gaze; brush strokes that realistically portray flesh give the audience an alternative body to the depictions of women we are faced with on a daily basis. The manipulation of flesh on a large sheet of glass expanded Saville’s body in a similar way to the photographs from Aguilar.  Aguilar’s obese naked body in the landscape confronts the viewer with an image we are often persuaded is ‘wrong’.  The obese body is associated with negative connotations and counter to the images of the idealised female form and is therefore seen as grotesque and disgusting. 
All of the practitioners within this discourse have confronted and challenged the female form’s portrayal within contemporary society which is often used to try and persuade or to sell to us through the power of advertising.  Women’s insecurities are consistently played on and women’s bodies treated as a commodity where the parts of the body we are unhappy with can be taken away and enhancements added. 
The performances, paintings and photographs explored during this discourse challenge traditional feminine ideals and offer an alternative beauty.  From studying these works, I would suggests that they are more interesting and depict a ‘reality’ of the female form, which escapes the repeated form of the sleek and the sanitized body. These alternative bodies take on a new beauty and can arguably stir emotion; ultimately they are relatable.  As a female, I am conscious of the female body being something that has a womb, and something that menstruates regularly.  The body is not sanitized, all females are aware of this. Women endure pain and view their own blood regularly. The imagery portrayed of the female form needs updating and I believe that the ‘grotesque’ female form has the capacity to create a dialogue relating to the representation of women. 
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