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The fluid postmodern body is potentially one of shape-shifting, a body that can be
resculpted into new shapes and forms. This concept has been explored by the French
performance artist Orlan in relation to the iconic images of art. Orlan underwent a
series of cosmetic surgeries performed with plastic surgeons in art galleries with an
audience present. In these works, aspects of her face were combined with facial
features taken from paintings, such as those of the fifth-century painting Zeuxis, to
create not simply a new model but a kind of hybrid antimodel that short-circuits ideals
and norms such as beauty and the natural. Body and identity become infinitely
malleable in a culture in which the image is the ultimate register of experience.
Orlan’s work suggests that there is no “real,” original body to which we might return
in our quest to model ourselves after some fantasy of what we hope to become: the
image of an image. Her performances cast the physical body not just as the screen on
which meaning is simply inscribed to be erased and redrawn (as we might do with
makeup) but as the structurally malleable and changeable material through which
models are brought to life in the real. Once again we see the precession of the
simulacra enacted in a postmodern practice of appropriation and pastiche, but in this
instance we see the degree to which material transformation entails risk, violence, and
loss.

(Marita Sturken and Lisa Cartwright, Practices of Looking: An Introduction to Visual
Culture, New York: Oxford University Press, 2009, pp. 326-27.) 40%
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1. Some theorists, such as Frederic Jameson, called the postmodern form of
intertexuality a ‘pastiche’. A pastiche is a textual or visual quotation which merely
repeats; sheer quoting is the name of the game. The reference has no deeper meaning
because all historical connections are abandoned. This can also be found in fashion. If
you look at a John Galliano creation you can recognise myriad quotations: from other
cultures (ethnic prints), from other times (nineteenth century silhouette), from street
culture (‘bag lady’ with shopping cart and plastic bags) and even from the circus
(clown-like make-up).

(Anneke Smelik, “Fashion and Visual Culture,” in The Power of Fashion, ed. Jan



Brand and José Teunissen, Arnhem: Terra/Artez Press, 2006, p. 157.) 20%

2. In appropriating Lacan to help explain how ideology functions, Althusser had
concentrated on the mirror phase, in which the child perceives and identifies with an
idealised self-image, and from this had derived his notion of interpellation, in which
the individual is called to an image of him or herself, is caught up in a structure of
misrecognition and thereby becomes constituted as a subject within ideology.
(Robert Lapsley and Michael Westlake, Film Theory: An Introduction, New Y ork:
Manchester University Press, 1988, p. 52.) 20%

=~ R SEDIOCRIRR T TS o AR TR -

AR Z ZTPTRE R T B A U E . ... JE 5 5 ( Munch ) £ #0748 2 (T
") (The Scream) HEEF| R ARECHTHEHHE 5 E " PR - REMMER
& BE R —E s AR FRAAERI R B 2R o TR AYIPR S R EIRIAE S
IV - R RV ES IR 22t sk » R o i f AV 4R PREDE B AV R —
&L~ B~ ST PRI RAE — RN A ~ JEEE ARV S R AR -

(Hugh Honour ~ John Fleming % » S e » (A&l ) » 5188 © K%
AR > 2001 0 H 727 - ) 20%



