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I ntroduction

Works of art always have been influential conceggnthe ruling beauty ideal in
Western culture, thus they have become imprinfseople’s attitude towards human body. As
Jo Anna Isaak claimed, “art history is the activgtfield for the production of art, which in
turn produces a social image, which then becomastitative of a certain kind of knowledge
and awareness — particularly with regard to wom@®). The image of woman has been
traced out basically by men and women became tientsOther” (Isaak 68), those who
contribute with their existence to the forming oéms identity and who are also able to be a
surface of projection. The representations of wog@ned numerous connotations coded in
culture, from the allegorical depictions of freedanelancholia, or knowledge in oil paintings
to the profitable commodity of a woman with impldais perfect body in mass media. Since
art got into the world of commerce the image of vaonbody turned into an effective tool of
advertisement and the dumping of pictures gradualbk over the control of body image.
Mainstream media does not only sell with the imajevomen body, but also sells it.
Consumer culture with its obsession with body depetl its own form to be imitated and
“people follow the ideals of Beauty as suggestedhayworld of commercial consumption”
(Eco 418). Body transformed into an instrumentdetting into accordance with culture, but
also a form of self-expression. An acceptable anéble body signs a “well-managed self”
(Bordo 297) controlled with discipline and whichsédins from extremities. But only a tight
group of privileged is able to fit into the canohb®auty and those who are excluded face
difficulties in finding a way to the identificatiowith their own body. One of the possible
ways can be obtained if we turn back to art. HaeKigy raises the question whether it is
possible to reduce body into an image (34). Sinoecomprehension is heavily loaded with
cultural codes, pictures can not be deprived frbgirtconnotation that is projected on them
immediately when we look at them. Thus an imageadfody transmits all the arbitrary
meanings that lay latently behind. As Belting psiatt, artists use their body as the medium
of art and in this way with their body they areeatd communicate meaning that points below
their body. On the other hand, art, especially py@phy, is a way to observe the presence
and materiality of the given body. For those wha oc@t match into the canon of beauty
photographs can serve as a possible way for exaghhieir body and their boundaries in
order to create an identity. Contemporary photdgeap Hannah Wilke and Ana Casas Broda
used this method to find the answers. In a casmall or overweighed body it is not an easy

task to position them in the scale of bodies predidy consumer culture. Photography



provides an outer image of their body, serves wditterent points of view, and advances self-
observation. For a body that is clamed to be dstiband imperfect, self-discovery serves as a
mode of finding its way out of the deluges of pret with perfect bodies. How far can a
photographer get in her self-discovery? In a celtwhich is overwhelmed whit pictures of
beautiful bodies it is shocking to face an overlen ill, fragmented body, people rather
tend to turn away. In this way it is not easy to these bodies into the image of woman
dictated by our culture, if it is possible at &llilke and Broda led their investigation in order
to find the possibilities of perceiving a body tlsan not be considered as an object of desire,

but rather an essential but fragile link to lifedaeality.

Intra Venus

For a woman finding the connections to her ill femeé body and forming the ways to
identify with it have different obstacles rooted dunlture. Similarly to our ideal of beauty,
“death is always culturally constructed” (Bronfes)5In nineteenth century art women were
often connected to death and these two bear thaatkastics of lack or castration and they
both “present ‘allegorically’ in western represdimas” (Bronfen 205). Besides herself a
depicted female dead body could stand for much nieneale bodies were often the symbols
of melancholia or knowledge (Bronfen 6, 7) and tlaeg always the passive objects of the
gaze and observation. As opposed to this, in opitalest consumer culture we do not have
accepted images of the ill and the dead. The dmpitaystem overwhelms us with
photographs of models with perfect body shape whktand for the beauty ideal of our era.
Thanks to this, women are inclined to compare tledwes to this model and this phenomenon
dislocates the identification since the subjecesosonfidence but can not find herself in the
image of perfect bodies offered by our consumetucel In this case a woman with ill body
has only one chance: self-observation through wkloh can have a view of her body and
determine her boundaries.

Hannah Wilke was an innovative conceptual femiarsist. In her series she steadily
used her own body and intended to turn it into akwad art. She considered herself “as the
artist and the subject of her work” (hannahwilkengo Wilke introduced the term
“Performalist Self-Portrait” by which she meant fhghotographic work she created and
directed others to photograph” (hannahwilke.comgr Hast series was the posthumous
publishedintra Venus in which she depicted how lymphoma and certainica¢dreatments

transformed her body. The presence of her ill agohgd body got in the centre of the



photographs and she sought to find an extroverteyg of self-discovery that can not fit into
the traditions of representations.

In connection with medical treatments and procesiW&lke felt that these tend to
hide the ill person (Karen Black) suggesting ttmat process of decaying is shameful. In this
recurs what Lennard J. Davis pointed out: peopta teo divide bodies into “immutable
categories” (129). Division is a way how human mpedceives and comprehends the world
and in the case of bodies this splitting can re¢hehtwo extremities: “whole and incomplete,
abled and disabled, normal and abnormal, functiandldysfunctional” (Davis 129). Since a
sick body falls out of the category of normal amanplete it becomes undesirable and loses
its values (Davis 131) so there is no point in singwt. In our consumer culture it is a general
custom to turn the attention away from the weak disdbled and being blind for those we do
not want to see. lliness is a very personal stat@e body; people tend to hide it from the
public eye and since it goes with the transfornmatad the body, the losing of health,
completeness, or even certain abilities, it is m®red to be shameful. With a defective body
one can easily define his or her body against thieent ideal of beauty which may help to
determine what he or she is not but do not heldeicide what he or she is. According to
Davis, a self with damaged body can not see hiseeobody as the object of desire but “sees
the true self of fragmented body” (139). This fragred body has no place in the canon of
beauty of the modern culture so the subject fadiisulties of categorizing him or herself
and finding a proper place in the scale of bods#®e may feel excluded because of the state
of the body, the medical treatments, the pain,ilthess, and the losing of completeness can
go together with the feeling of shame and humdmtiBecause of these, someone with an ill
and distorted body may consider herself as a paastan untouchable and as such she can
not find the proper images to identify with so $fas to find and establish these body images
through observing her own body. On the other h#mel splitting recalls what Belting points
out: the division between body and mind (Beltingl.4'[he mind appears independent of the
body that is a kind of container of it made of Woand flesh. This body can be easily put
under examination that is a clear and proven meihedodern medical science, but in most
of the cases one aspect is often left out: the nhnel emotions, the relation of the patient to
the state of his or her body and illness. Not tota that body parts affected by illness are
often treated separately from the body and the Inubeeng is not considered as a complete
whole. As the malfunctions of the mind can easiéne@rate physical symptoms, body also

! As Belting claims, owing to scientific represeituas a division between body, which can be consides
biological machinery, and mind, which is disembagliean be drawn.



manipulates the mind. In this case the illnesses af the body’s but since the artist identifies
with her body the illness becomes the state ofriral also. It is problematic how to separate
the two since they are in continuous interactionlk&s body can be a kind of passive
sufferer of her disease. Her body is certainly eshed and tormented. On the other hand, she
becomes the active observer of her body, seeksh&rhboundaries, and revives her body
memory. With these conscious actions she can nstrsfeength, confidence, and a kind of
power over the state of the mind.

In most of the photographs Wilke appears
naked. The nude was always a perfect form for the
depiction of completeness and perfection, as Davis
claims, the nude forms as “a set of idealized

conventions” about the proper body image (132). For

Wilke it was common to operate with her naked body &

since in her previous series she often posed sviy. &

By recreating those poses she marks that the gidtor
body is also able to fit into this form of presdrta.
(Fig.1.) This self-reflexivity can help her find regin
reference points to which she is able to link Hér3ée
sick and weakened body can be easily noticeabtz SE\
it differs from normality but, as it was above =
mentioned, we tend to avoid noticing and facingrthe
otherwise we have to deal with our preconceptiors a
revaluate our attitude or even self-esteem. Itwsgs

safer to stay within the borders. However, with ityd

the artist exposes the ill body with its defectiess and
makes this reality visible. In these photographdk@Vi
provided restricted numbers of signs. In one of the
portraits (Fig.2.) she is looking into the camerghwan enigmatic expression. She is
obviously exhausted but her look partly reflects tetermined personality. With her body
language the artist exquisitely expresses her vaihlgy. Two striking elements make the
interpretation clear: the hairless head and theksheedle. This reduction of signs does not
imply reduction of meaning; however these obviougns transmit the information
immediately and initiate the context of the phoagrs. With her sincere and straight mode of

representation Wilke achieves that the picturedroan the spectator. They show what is



usually not shown, what we do not see, what we doesvant to face at all. She uses her very
personal, intimate, and vulnerable state to depét body that is not purified from the
unacceptable imperfections. Her presented body emagn not fit in the Western
representations of feminine bodies: it is neithdreautiful smooth passive body of a passed
lady, nor a modern and unreal woman with perfedylforms. The body which Wilke stands
for represents an in between state: it fell oup@ffectness, completeness, and the culturally
constructed image of femininity, but it is stiliva, the body and mind are connected and are
struggling with the illness. Giving a body imagkelithis creates an authentic connection to
reality; Wilke explores a completely different kind femininity with which she manages to
fill a gap between the overloaded images of petfedies. On the other hand, nudity also has
a part in the process of making her body into tlegliom of her art since even with her sick
body she is able to play. So the artist’s ill
and fragmented body can not fit in the ideal
image of beauty any more but it is still
presented in the form of the nude with her
evoked poses, so the form may stay the
same but the content is transformed,
distorted. The photographs of her nude body
do not support our conventional notion of
beauty but adapting this form contributes to
the creation of a new tradition. In this new
tradition the artist makes an attempt of using
the old form in order to create a new
identity in her changing circumstances.
Nude is a good way for observing her body

and in her case this depiction can not turn

Fig.2 into an idealization since her sick body is
unable to stand for any ideal forms. The represiemtaf her body in the level of images can
help her face up to her transformed body image.ddmction of the sick body contributes to
that the subject has to take the imperfectionsdeuwhy into consideration and these are all
parts of the human body as well as beauty, anditheification with it has to be solved in a
way since the body is the medium that allows thegreto operate in the world.
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The afore-mentioned division is not only presenbagbodies but also within the
body that is clearly visible in the case of Wilk€he series includes photographs of
brushstrokes made with locks of hair (Fig.3.) thet out because of chemotherapy and
bandages put under glass (Fig.4.) like tissuesruth@emicroscope. These kinds of pictures
can have double function. On the one hand, theyriboite to the process of self-observation
in which the artist take her body and body partse imccount. The artist took herself into
pieces and presented these in more different gstuEShe creates artificially arranged
compositions from the lost, distorted parts. Insipgc her fallen locks of hair and the
bandages touched by blood and fluids can serve wayaof understanding her body and
illness. Hair is an integral part of human body the losing of it, the sight of it becoming
separated from its natural state makes the peestefine her body. The body loses its former
stage, its “own and clean self’ (Kristeva 53) witinich the subject might have identified
herself and the process of falling into parts btties boundaries of the body and thus reaches
the state of incompleteness and fragmentation. dlsis touches the borders of abjection. As
Julia Kristeva stated, an object like these “frai place of banishment, does not cease
challenging its master” (Kristeva 2). These matsrihecome the obvious signs of
fragmentation, they challenges the self, and ménksfragility and defencelessness of the

body. Despite of their frightening and repulsivelity, with their familiarity and strangeness



they prompt the artist for further observation. the other hand, their materiality and the
observation provide a possibility for the artist # certain kind of abstraction and turning
herself into the medium of art. Converting and cosipg the lost substances of the body into
pictures besides observation can serve also angsinent. Looking at these pieces from a
certain distance helps realize the changes anlb$seand also makes possible to perceive the
material quality of these objects. In this cases¢hmaterials become the only constituents
which provide information for the spectator. Th@mplicity does not deprive them from their
meaning; they remain small but visible traces @f illness but they can not be interpreted
without their context. For an artist like Wilkeist not unusual to turn her body into a piece of
art or more precisely to transform her body inte thedium of her art and these detached
pieces of her body creates a possibility for furthempts and elaboration of the artistic
process which accompany the experience of illness.

Concerning these, the question emerges: for whanethese images mean the artist
and for what extent can they represent an overalge of ill woman body? Wilke discovered
her own way of self-representation which can besm@red even as documentation of her
illness, but also an experiment to face and cople ér trouble. She examined her body with
openness and dared to turn against silent andesslpépresentations. Through these portraits
Wilke was able to examine her boundaries and Iapkiver them helped her to create an
image of herself that made identification easidrariks to the simple form she uses, a certain
generalization can be drawn from them. With mowng from the silence and photographing
her fragmented and decaying body she made an dttentprn against the general (and in
most of the cases male-controlled) depictions omew bodies and opened a way for a new
representation that contains more sincerity andenzmnnection to reality. She called the
attention to the fact that decaying and illnessesifan integral part of human body and we
do not have to be shameful because of them. Indke ofntra Venus the woman stops being
the object of desire but rather her human andbfallside becomes stressed. An incomplete
human body, moreover an incomplete body of a wonamnot fit into the image of beauty
and normality dictated by our culture. She was ablshow the public what was formerly

hidden and proved that it is not impossible to cefib a distorted body image.



Diet Journal

When the twentieth century set in, the age of #pedty changing beauty ideals began.
The ruling ideal gradually became thinner and tbito the extent that this model has a
considerable influence on the confused self-imdg@any girls and women. Previously the
corpulent body was the sign of wealth, prospeaty] high social status but later, as Susan
Bordo claims in her essay “Reading the Slender Baglycial power became less expressed
through body shape and at the same time obesitgduinto the sign of “moral or personal
inadequacy, or lack of will” (Bordo 294). Persohgalstarted to become expressed through
body and the acceptable body became the signwek-fmanaged self’ (Bordo 297) which is
demanded by consumer culture. If someone managesidan check his or her hunger than
this person is considered to be a disciplined ammbramodating individual who fits in the
normal. Thus obesity is regarded as an unaccepaaioleindesirable form and in many cases
the effort to overcome it reaches extremities tglghape in eating disorders, such as anorexia
nervosa or bulimia. Both obesity and extreme thssrfall out of the normal and none of them
“is accepted by the culture as an appropriate mesgfo(Bordo 298) since they stand for
extreme behaviour and abnormality. The hungerdodfand the urge for self-discipline and
thinness oppose each other and “the self is tortwm mutually incompatible directions”
(Bordo 297). It is problematic to dissolve this tradiction under the circumstances of
consumer culture since it puts the pressure omémbers who are encouraged to consume
but in the same time overwhelmed by the picturgseofectly shaped models. Specific beauty
ideals have always influenced the opinions abowlybshape and femininity, and women
continue to be “more tyrannized by the contempordenderness ideal than men” (Bordo
299). Culture has the fixed idea that the imagavafan should stand for a kind of passive
beauty and a woman continually has many expecttiormeet dictated partly by consumer
culture, men, and herself. On the other hand, tveep of self-discipline is “decisively coded
as male” (Bordo 300) and the woman, regarded agsoenwho needs to be controlled, has to
adapt this ruling ambition over herself in orderaithieve a body with which she becomes
acceptable and attractive. Women are urged to giggaheir body shape and make efforts to
achieve the ideal form but this process continugetterate the consumer beauty ideal further.

Influenced by the ideal of consumer culture Ana &aBroda, the contemporary
Spanish photographer, led Haiet Journal from 1986, from the age of 21, to 1994. She wrote
down everything she ate and continuously photogrdperself. The photographs and the

journal entries embody the strong discipline over self and the series is a perfect example



of the constant need of self-discovery, self-ides@tion, and a search for possible ways of
observing the body. She did not intend to publlsk series, her aim was to document the
process of dieting and “verify the minimal chandgske] had achieved” (Broda). As she
claimed, she wanted to “explore [her] naked bodynfrangles no mirror would provide” and
photography is a perfect tool for this kind of exaation since it is able to expand the image
of the body and let the photographer to look as&lérfrom a different point of view and
“construct an image of [herself]” (Broda). It istnabout pure and sheer self-observation
which is impossible of course since the body imstgeidentified herself with did not develop
in a sterile world but it was strongly affectedthby ideal of beauty dictated by our consumer
culture and as Bordo pointed it out, the body insage create for us are “always interact with
culture” (16). If it was not true than Broda mididd accepted the form of her body and had
not started a diet in order to change it. So is ttase her diet provides the context of these
photographs, it is the frame in which she triedd&termine and change her body image.
According to Bordo, the images of the universattgepted bodies in our culture “normalize”
that is, they serve “as models against which thE esentinually measures, judges,
»disciplines«, and »corrects« itself” (25). Thiatstent is clearly obvious in the case of
Broda since she found the “other,” the images ofmeo with slender, smooth, and perfect
body, against which she identified herself. HoweWeis other is not subordinated to her but
she is the one with her culturally not accepted andttractive body who falls out of the
category of normal and who can be considered asitrast. The classical image of slim body
became her desired state and we can distinguistebettwo bodies: the one she had when
she started her diet which was imperfect and desioas opposed to the culturally given
perfect body image; and the one with which she ¢atiain her aim, or which was actually
the aim itself, the slender one. With this, recglliLennar J. Davis’ binary division, Broda
also established her own splitting: the slim bobgttis desirable and her body that is
imperfect and overweighed thus unacceptable. Tiuggs that thanks to the culturally given
ideal we do not need an ill and decaying body ideorto develop problems and
dissatisfaction. It is profusely enough to measowveselves to the others and reach the
conclusion that we are the ones who are the abrowha become the other as opposed to
the normal ones because we would heartily idewtifiselves with the perfect body we do not
have, rather the body we own.

Broda keptDiet Journal with discipline and these note-books serve as mecis, as
folders of her diet. Photography is thought toledasiest way of depicting and documenting

reality and in this case it is an ideal choice lbeeathe artist can make an advantage of the
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process: photographs can give pictures of her kaxlyt is, without harsh manipulation.
Thanks to the camera this method provides diffeagigies and points of view for the artist
(as opposed to simply looking into the mirror) withich she can place her attention outside
her body, she can turn her attention back indiyeictiher shape, and the observing subject
becomes the object of the examination in one pels@similar to the case of Wilke. On the
other hand Wilke aimed the public too, while Bradi@nded to keep the photographs private.
In a group of the photographs the artist is singdénding beside the wall or curtain or just in
the garden facing or with her back to the camerearimg different types and amount of
clothes but she often appears naked. In these dodany-like pictures the need for self-
observation appears, the artist’'s intention foattngg an image of herself, of her body with
which she can identify herself. A group of blacldamhite pictures from 1986 depicts her
standing naked in front of the camera showing tbatf the back, and the two sides of her
body. (Fig.5.) In Broda’s case nudity does not sas a tool of representing any ideal image

either, and since it has no connection with idediin it rather has a role in documentation
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and recording the current state of her body. Iheeealls the photographs which appeared in
anthropometry during the early 1900’s. The modglhgsically the centre of the photograph,
provides an image of her naked body and this imagpure, straight and without any
photographic manipulation or transformation. Kegpihe cultural context of the images in
mind the spectator does not need a measuring redtegorize the depicted body. We are
aware of the current form of ideal body and singéuce codes this into our mind without our
conscious decision we can determine after a siglghepse whether this body fits into the
ruling normal or not. Concerning the photographsddr also went through this process of
categorization. She got to the conclusion that maly is plump which is an untenable
situation and decided to change it. She faced thblgm and focused on it which is also
reflected in the photographs. Since it was intertddae a personal series not to be shown she
was the only one she had to look in the eye diyeétbwever, her desire to be slimmer is
deeply rooted in culture so all the culturally givend forced images are behind her in a latent
way. It is obvious from the pictures that the parsmbe photographed was completely aware
of the fact that photographs record her body. Tictupges have very narrow composition so
they are very focused to the object, only the badyg a little part of the background are
visible, they do not provide broader spatial refiess. So similarly to Wilke, Broda also
operates with few but unambiguous signs. Because tAre no other reference points than
her body and curves this means that her attentius ¢he spectator’s attention) is focused in
her undressed body so this is the only sign thactly provides meaning for us. Despite of
the simplicity of this form we are aware of thera information since, as it was above
emphasised, it is culturally coded and the form wanbe purified of it. The prejudices and
stereotypes are always hiding in the backgroundaaspkcific visual sign, a photograph of an
overweighed woman, can induce them without our cions contribution. Following from
this, our cultural background provide a stable ctation for the images which become a
report of our era. This report is twofold: it isepent in the photographer’s attitude towards
her body that she wanted to change in order tbdliself into the notion of beauty, but it is
also hided in our preconceptions that are awakenettie moment when we look at the
pictures. They stand in close connection and baherpte the other. Thus the personal

microcosm is strongly influenced by the ruling ildethat are built into the attitude of the
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Fia.€.
individual who also projects them to the others #nd never ending chain serves as a rich
breeding ground for the system of our consumeupetlt

Besides these document-type photographs theretlaeesonhich depict the artist in
various poses and in different scenes, with differelothes and accessories. She put on
bathing suit, underwear, dresses, stockings, somstieven ballet flats and make-up. The
locations vary from the beach to the garden andehdma group of portraits the artist is
standing beside the wall wearing underwear, st@gskiand garters, in some pictures she is
half naked. (Fig.6.) It is striking that she deptttherself in a variety of poses. On the one
hand, these poses represent her intention: theyrrmoand verify the results of her diet. With
the modifying of the poses, with arranging her baayp different positions she is able to
explore her curves and the way her flesh and bbdype behave. This makes the changes
visible and observable. Photography makes a gowttedor this kind of exploration since it
provides an outer image of her body that allowsftgher investigation. On the other hand,
self-control, as it was above mentioned, is considléo be a male aspect and the attitude of
the series reflects severe self-discipline. KeepiregJournal through eight years, recording
every consumed food, monitoring and weighing théyband keeping it under control, while

in the main time maintain, express, or maybe eegiiscover femininity is not an easy task.
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With the usage of these feminine and provocativeepdhe artist challenges the patriarchal
culture. With the supposedly masculine power oftadrthat she forced on herself she was
able to achieve weight loss but in the long rundime of this was to get closer to an ideal and
more feminine body shape and in the same time stedfthe opportunity to expose her
femininity. However, she does not only challenge dlso tempts this patriarchal model. The
provocative and seductive poses root in this celttirey are a standard mode of representing
and objectifying women (spread legs, exposed lsgabBhese poses make a woman’s body
tempting for the men and since the artist’s firied aas to become more attractive, so partly
to be considered to be more attractive by the ethieris obvious to adapt these kinds of
extrovert postures. With these constructed image$ faminine poses the photographer
created a possibility for herself to examine hahybim different situations, to observe how her
changing shape, her curves behave, and contradicior against but also merge with the
patriarchal culture.
Broda’s clothes, the underwear, stockings, andegartalso contribute to the

photographs’ message. On the one hand, the garmdrnith are very feminine ones, form a

link not only to the desired body shape, but egdgcio femininity which can be lived and

Fig.7.
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experienced through the “new” body. Thus the clgtten stand as representatives of exposed
femininity. On the other hand, the garments infeesthe physical outside of the self but the
motivation of choosing them comes from the self.SAsan Bordo states, the appearance of a
person has “come to operate as a market of persioteinal order (or disorder)” (295). In
this way they become the expression of the perdggnahd also form little signs of the
identity. These are all connected to her desiretylshape, their aim is to make the woman’s
body more attractive and sensual but of course dnewlso able to manipulate the appearance
thus creating a misleading image. These detailsentadx series personal and indicate that as
the body image can not be abstracted from cultndesaciety, the personality itself also can
not be detached. As a consequence the procesdf-olbservation can never be objective
since emotions are attached to it which can mistembimanipulate the creation of identity.

Another two pages of thBiet Journal contain numerous photographs from 1988.
(Fig.7.) In these pictures Broda appears on a heaekt to a pool, and to the sea. The
photographs with their apparent incidental charaateall the images of private and family
photographs. For an extent they are really part girivate album but actually they are
consciously constructed images. The artist playh wie different poses and angles again,
shows her back and different sides of her bodyr&te a whole sequence of these small
movements. Broda did not intend to create art Widse pictures; the apparent decomposition
does not ruin the series’ coherence. In fact thegoshot quality supports her aim to observe
her body in different situations, to catch momeotsher physical existence. With these
photographs she sets herself into a certain spaoeides the scene for her body deepening
the layers of her examination. The artist in thesyvibroadens the context in which her body
operates and which provides the ground of herdistfevery.

The linearity of the photographs is provided by ti®atures: the written material and
the connection of the pictures into a series. Aupagty of the series is that the photographs
are accompanied by written materials. It might besgionable whether the texts have role in
the interpretation of the photographs or not, hettare an integral part of tlBeurnal and
contribute to its context and linearity. Broda verdier entries in journal format, indicated the
date and the most important pieces of informatibthe day. She added what and how much
she ate, the calories, nutrients, and from timéme her weight. (Fig. 5., Fig. 6.) Her self-
discipline and the control over her body are refldcin this method which thoroughly
represent consumer culture’s obsession with bodya@pearance. Even the journal structure,
in which individuals used to express their thougirid emotions, had been taken over by the

mania of dieting. The dated journal entries contebto the temporal quality of the work, it
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helps to join the images into a series. The phajalys record the current state of her body and
joining them into a series makes possible to inditiae time scale and the changes. Thanks to
this temporality became perceptible. The photogsaipbm the different days, months, and
years provide a huge scale in which the photograpdre look back herself. This scale, which
grew out from her microcosm, is embedded into tr@e@mporary consumer culture.

Broda ledDiet Journal driven by the desire to form her body into a matteactive
one. But this urge came clearly from our culturd parsued her to regulate her body to meet
the outside world’'s expectations. These influenwesed into her internal driving force.
Through making this personal series she aimed sergb herself and construct an image of
her body which helps her dealing with the situatidvith photographing her body she
attained to create a form, an image of herself #it can easily discover. This method
provided an opportunity for her to practice contookr her body in order to reinvent her
feminine part. Broda’s series embraces a time sghleh expresses the changing in her body
and provides a report about consumer culture: disctment can occur easily and under the
pressure of the beauty ideal it is not difficulid@velop a problem in the self-esteem.

Conclusion

In this consumer culture that is obsessed with éodnd the modes of manipulating
bodies both contemporary photographers, whose faildyout of the ideal of beauty, turned
into the mode of self-observation. Their own boé@gdme the centre of their investigation in
order to help themselves construct a body imagk witich they can identify themselves. It
also means the discovery of their imperfect, fadidut real femininity. The ideal of beauty
excludes their bodies and in this way it becamfcdif to determine themselves, but through
observation and with the help of the medium of pgadphy the artists were able to produce
an outer image of themselves and in this way fefdrence points.

Through the representations of melancholic decekshes and the modern perfectly
shaped bodies Hannah Wilke had to find her own teaface her ill and fragmented body.
She discovered and represented this in betweea #tat was not usually depicted. She
confronted the spectator and showed what was prslyididden and thought to be shameful.
With this transgression she expanded the bounda@ieghe contrary, the aim of Ana Casas
Broda was to get closer to normality, to achiewtade of her body that lets her to fit into it, to
become similar to it. Under the pressure of thistext and guided by it she started her own

self-discovery. She sought for the perfect witH-dedcipline. Imperfect bodies like these are
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very much visible in reality but consumer cultuseselectively blind for them and refuses to
accept them. When these bodies differ from the abthrey are not taken into account, but
when they are getting closer to the normal theyabexvisually more acceptable. But in the
case of Broda it leads to a contradiction sincéesbody became thinner, so visually she
became smaller and less visible, she became moeptable.

Through constructing images the artists attemptedonstruct their identity. Wilke
consciously operated with her body as a mediumrtorad this strengthens the connotation
detached to her images. On the contrary, Brodaiesse/as a private one; it became a series
of art afterwards. But it also managed to createpart from this era. Through photographing
themselves they discovered their body. They neddsdecause our culture does not offer an
image which may provide help for them to find tms\aers. As a consequence, they are the
ones who had to create these images to help ontstiees. Wilke stepped forward as a
representative of women with ill body and with s#raight mode opened the way for new
possible representations. Broda with her determgadfdcontrol went through a mode of self-
discovery with which she created a report of thetalestate of our consumer culture. These
representations opened different kinds of femim@sitwhich are fragile, vulnerable, but

perceivable and real at the same time.
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