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ABSTRACT

This thesis chronicles the dailyuals involved in personal grooming, adment, and
cosmetic use. Aswwoman and a paintgrappropriate the female figure in msprk and use the
bodyto provoke thought and conversatamoutthe concept of the bodysa workablesurface. |
see the bdy surfacesimilady to howl see the painting surface. In my work, the figure becomes
herownartist, owning heownbody, and manipulating it howevshepleassin a series ofip-
close,privatemoments withinntimatespaces

The body, it seems, hasvays been viewed as a surfaddnere is a wealth of history
surrounding thelastic manipulationfathe physical body whicimformsmy work ad trace
grooming, adornment, and cosmetic usag®ss time andarious Westerultures in this
thesis Theimagethatcontemporarynass media projects the ideal female bodgnd
appearanceparks mynterestto sek historical information thatan explairthe evolution of
cultural aesthetics and ideologies that aids in understamdipg/e do what we do tour bodies
Ithenappropriate the fipressureso felt by women t

the body as a surface onto which one may add, subtract, tplsnul

Vi



ADD, SUBTRACT, AND MULTIPLY: PAINTINGS
The concept of the body as a surfaesounds throughout history. The earliest known pre
historical uses of body adornment and cosmetics were probably for ritualistic and ceremonial
purposes. The artistic representations of prehistoric female forms seem to suggest that even then
physical adonment wasoming to baused culturally, no longdimited to ritualistic and
ceremonialusageThi s i dea transl ates to the contempor :
something to be manipulated, controlled, colored, created upon, and expressebh tipisn.
series ofaintingsl suggest thathte same judgment andt@ue given by artist to worlks
expressed by person to body surfatbave chosen to see both the negative and the positive
themes historically and contemporaneously associated with tosgreoming and adornment
discoursesin a series calleddd, Subtract, and Multip)y use painting and collage as mediums
tochroniclet he cont emporary West erpersonaadoanmentandr i t ual

cosmetic use

When searching for éence of howcosmetics and personal adornment practices
evolved through time and varied by culture, r
archaeologicagxcavatiors, and whatever written evidence remainRedocher in CreMagnon
graves andhe host of stone cosmetic containers in ancient Egyptian buridbsiées®me of the
oldest known artifacts suggesting the use of cosmetics in both sotidtiesancient Egyptian
areamongthe earliesbf whom it is believed that cosmetic use was# pftheirdaily life. In
5000B.Ceye makeup and designs i n Edtwpageisex;jor f ace p
classaswearing paste around oneds eyes for® protec

It was Egypt that so influenced tl#assical Greek and Roman cultures fromaokhilwe have

inherited many of our ideagboutpersonal grooming and adornmérthe secalledFrankfurt



Acorn (Fig. 1), c. 420400 B.C., is a (assical Greek lekythaktat was most likelysed as a

container foperfumed oils. It gives insigimto the leisure activity of personal adornment in the
toilette by the representation of a seated young woman holding a looking glassugh this
representation, the artist unknowingly provided the twdinéy century wth an image not

foreign at all. People have been painting their body surfaces for centuries, and argurgexgs var
to why, in most cases, women have been the main users of cosmetics and other body
adornmend whether it was a personal choice, a cultumhm a device used by men to control
women, or, in the modern world, a result of advertisement schemes. In fact, all of these reasons
may be true, or may have been true, at one time or another. It is ritual, ceremony, vanity,
oppression, empowerment, tsts, humor, deception, beausnd the unattractive that | am
chronicling through my paintings. I nstead of
of images oivomen to which we are exposedfilm, advertisement, and even art, | show a

seriesof processoriented images which penetrate the closed doors that contain the private, often

strange tools and procedures used during these rituals.

Until the 1920s, when the modeday twistup lipstick case was invented, it had been
taboo to publiclyapply makeup. Traditionally, privacy has been a theme attached to painting
the body, and that privacy is what my paintings invade. The element of privacy I iexded
in Western culture, where the virtues and morals of a woman were historicdiby winhost
importance, and since makeup had long been associated with actresses, courtesans, and
prostitutes, as well as the grand aristocracy
faces did so behind closed dodfEhe images | present in thisdly of work are private moments
that occur before the fFumaRoonfrig.2)exkmmiftedssuchas bee

moment. This cool blue painting shows the figure in a small sgéatag atop a toilet seat while



Figure 1

Frankfort Acon, Qil jar, c. 420400 B.C.



Figure 2

Elizabeth L. NobleFume RoomMixed media on canvas, 36 x 60 in., 2008.



awkwardly reaching forth to paint her toenails. The red paint imthgly blue setting calls
attention to the center of the paintingwards which almovemenproceeds Red is aolorthat
has historically beeassociated with women, makeamd vanity, buhere itis balanced bg
cool setting that is intense, quiet, and meditative. A private room, a private action, and @t mome
of creation @& observed on the canvadas the figure become less important than the objects
about her?ls sheunaware of anything but the monntius action she is engaged Whichever,
she isperhapsat this moment seeing her body just as the artisteseasavas.

In further discussion of my work wish tocall attention tolie motif thatunderlieseach
painting The linear pattesand typed script are printed on manufactured dre$srpat This
thin papemanipulates the oil paints in such a whgt the image appears méranat t evo- a n d
dimensionalan effect which, along witthe repetition of decorativelementshroughout tle
series] would partially attributeo theinfluence ofArt Nouveaults connotationhowever
conjuresup ideas of masurement, tradition, the stereotypicaltyriinine, cutting indicatorr
plasticsurgery, andbove allmodernity. The Butterick company, a wkiiown dress pattern
company that exists to this day, released a book in 1890 ermekeaty | ts Attainmert and
Preservation Herea chapters dedicated to a prescribed beauty routine for the propey lady
whichadvocatesia t horough i nspection of [oneds] faci
of remedi es Y aThisimethadofrthinkirg suggesthat something is wrong with
thefemaler e a d e r, andit pdvexd the way for the cosmetic and grooming advertisements of
the twentieth centurywvhen moreand moregproductswere increasinglgimed at a marken
whichwomenwere made to feel aware aashameaf their imperfect bodie¥. It is impottant,
however, to look backwarand forward again on the matter. In varying societies, at various

points in time heterosexual and homosexual nexdsubscribed to face paintingit othertimes



though, itwasharlots and members of royal couAnd however strange it magemit is a

great contradiction in social history that the outcast harlots were imitated by some of the most
famous womern Western historysuch as Elizabeth | of England, Marie Anteiite of France,
Eleanorof Aquitaing and Madamele Pompadourto name a fewAll of this helps to make

sense of the fact th#tie characteof women who artificially beautified themselweasoften

called into questiaod at leasthose who were not, saje@ queen of England.

During the reign of Elizabeth I,y\@oman who altered her appearance with false hair,
makeup, higkheeled shoes, or any other means of plastic manipulation in order to fool a lover
into marriagecould bepunistedunder thesamepenaties handed down to those practicing
witchcraft? A direct link was seen betweensmeticanddeceit. Interestingly enough
Elizabeth | became an icon for youdnd beauty in her dags manypaintedportraits represent
her with an agelesplasticlooking face. Some felt that her outward body had become an
Afembl em for femal e ¥ Same utlkesixieerh and seVepteesth and pur e
centuries sawhe application of cosmetics and other beautifying agents as afqgiaying
God ™ Somecriticizedit as vain, others asuperficial.Some thougt it enhanced sexuality and
led both sexes off a virtuous path, while a more modaetigism seesosmetic use as a tofir
promoting conformity’> Cosmetic usghoweverhas also becomesymbol of freedonfor

womenin more recent times

Thetwentieth centuryprought drastic changes in tidéest After World War | the
advertising industry began to grow, as did the fiigustryin Hollywood. These growths
affected the world of manyemen. The nineteenttenturyhad already seehe beginning of the
general store that brought cosmetics to almost any woman in Europe or the American'frontier.

These cosmetichioweverwere verydifferentfrom those of today. kst ofthemincludedlittle



pigment as even athe turn of théwentiethcentury actresses were still the ofiyn o r ma | 0
women who wore a lot of maketpAfter the First World War, thesuffrage movement gave
women a sort of emancipation in theSlJand for somgbright red lipstick became a symbol of
this new freedom® Like manysuppressegeoples throughout time, women all over the
Western world seem to have appropriated ideas of cosmetics and grabatihgd such a long
history of negative implicationgnd made the use of maketopzomplement thie newly won
rights. They Anbobbed their hair, donned shor
that had formerly b e &fhebobneing i industrpbuought intafes t h e h
of fashion and cosmetic trends to women like nevésrbe During theSecondworld War, the
moraleof American women asboosted by the small luxury of patriotic red lipstiekd @en
when theU.S. War Production Board enforcéke rationing of goods, certain cosmetics were
omitted from thelist of restriced articles® At the same timegosmetic advertisements included
endorsements f wo men6s waimagerynoenvemg thekideavthat tihey should still
look fifeminined despite the circumstané&s an idea that seesdto be rather cumbersonaad
put morepressure on hardorking women

As mentioned before, cosmeticavea long history of denunciation in the Ve
world. It seems thahe changethat transpire@fter both world wars caused the social pressures
concerning cosmetics thange dramatally. In anincreasingly consumerist society, it is
argued that makeup advertising began to appeal to women as subjects while treating them as
objects? This argument is addressedniy paintings, where time and agaire subjects
treating herself asneobject. She dries her hair, applies makeup, adds a few inches toghgy hei

and so on The bodyduring this possibly daily ritual of redundant gestures and applications



becomes surfacenot very much unlike thsurface of the painting itselfAccading to Murray
Waxbds fiplastic t hefiflteedesinosindtics antd Grbommg ssay on
the typical Americanwoman t e nd s tbody asia eraftsnter ar artisewshis
raw material. TIs is the matter which she cahape, color, and arraago produce an
object whch, hopefully, will be at oncattractive, fashionable, and expressive of her own

individuality. Devices which increader ability to mold her body are received much as
the avantgarde artist receives neéechniques iad modaities for his own work.

Wax compares the painting artist to the painting woman. This concagdriesseth my
paintings. The objects, or At olyhpplgngcolorsed by
and texture, alsoonceal or remove wharedeemedlaws. The eraser is the scissors, the razor,
andthe tweezers. The paint is the powdbelipstick, andthe mascara. Thernishis the
l oti on and cr eam. The Amakeup colorso of pin
by the ol and acrylic paints on these canvases. The woman in the paintings treats her body as |
treat the canvas. Thushave empathyhoth as a woman who engages in these cosmetic and
grooming rituals, and in my own work as a painter, not @oyhis madnesk translate the
i mage that exists i n onludbasdontherpsichologicahandk al i t y o
emotional highs and lowthat accompany both endeavonveg the seemingly nevending
criticism from oneself as well as othérdhe inspection judgmens, and unmegoals of
perfection

Thethemeof fimaking ug depends on different varikds. Onehas been described@sa n
internalized concept of a unique self, [whid¥ploits the insecurities that arise when this private
selfhastoacquirela ext er nal vi si bl e f o*anthedtherchandhst her s
worl d of Abeautyo i s one whermecomemedgityandt i on | i
what is hidden in the private self can be displayed and expressed on the plogsycdltis is
perhaps a more modern ideancerning the use of cosmetics, and also a more artful way of
viewing the theme Add, Subtract and Multiplys a series that, on the surface, focuses mostly on

8



the latter. Mostly, it is a series thatronicleseach moment, movement, and gesture of the
grooming, cosmetic, and adornment rituals. The colors in the paintings referakeap colors
and the contour outlines that flatten the forms negate realism. Fragile dress patterns not only
create a more fleshke surface to paint on, but the occasional rippling of the paper surface
almost literally suggesttesh. It is fragile, and the wrinkledlude toage, time, and the end of
youthful beauty.Notice the figure irBlackout(Fig. 3) as she leans in to tieirror to apply
mascara to her lashes. Her face makes a less than attractire geslthe appliecbaper
wrinkles across her face and foreshadows the inevitable effect of time.

Thecolors used in these paintingsnforcestereotypially feminine assaiations Pastel
andsaturatectolors are used in cosmetitsj t t | e , fgbrics, ladvertiseamengssand
grooming materialsJust as my paintings reflect the makeup colors and grooming tools of the
contemporary toilette, one may look to paintingshef pastto seetiacei pai nt i ngo habi
earliertimes. John Singer Sargent was a prolific portrait painter to the wetil#tys, those
who could affordpricey cosmeticandfor whomit was acceptabl® use them The white faces
and therosycheeks and lips of hikate nineteentltenturysittersprovide a glimpse of the upper
class cosetictechniques of the timgsee Fig. 4) At the other end of the cosmetic spectrtime,
CzechartisfFr anti gek Kupka did somemgkeupintheearlys of pr
twentieth centuryHis Red Lipstick (Fig.5) of 1908( Par i s, Mus ®e Naisi onal
closely related in subject and gesturenty paintingPerfect Form(Fig. 6).

Kupkados wiobableeflectthe wesesokgg white pste, though it coulderhaps
have beemerusea cosmetic of white lead that returnedgopular use in sixteerdtentury

Europe since its last bit of popularity in ancient Rofiough poisonous arehusing skin



Figure 3

Elizabeth L. NobleBlackout, Mixed media on canvas, 36 x 42 in., 2008.
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Figure 4

John Singer Sargeriina and Betty, Daughters of Asher and Mrs. Werthei@éon canvas/3

x 51.51in., 1901.
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Figure5

Frantisekkupka,Red Lipstick | Oil on canvas, 25 x 25 irl908.

12



Figure 6

Elizabeth L. NoblePerfect Form Mixed media on canvas, 48 x 36 in., 2008.
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damage as well as a host of other health problems, ceruse was favored as a whitener because it
clung better to the skin than other options (such as egg whites) withoutdpamation.
Ironically, this expensive cosmetionceused by some of the weakkstandmo st fAgdb amor ou ¢
women in the worldalsoruined thesurface of their skif® In fact,cosmeticsarenotorious for
having containethazardous materials such as leadycury,copper, and arsenic. Cosmetic
materials containing these elements are infamous for causing premature aging, tooth decay,
baldness, and eveim some accounts, dedthlt is curious that some of the toxic ingredients in
themediumsthat luseasan artisthave been used in makeofpthe pastand remarkable that
somearestill willing to risk their health in a que$br ideal physicalbeauty
Patricia Phillipy write f theféxhilaration of selflefinition, the defiant power in
appropriatingon e 6 s 0 wihat hecomep @assible as the mirror transforms into the canvas or
the page. O She al so ar ggaze,shidhhsdaminated figdratifei a nc e o f
paintings for centuries, the woman (as a cosmeticarstone who adorhsakesher body into
herown hands and makégrbody a work of arf® This argumentesonatesvith the work | do
as | too embrace &toncept of the body as a surface in my own life. | have tattooed skin, | have
a semidaily routine of using makeup, and | amterested in fashion. Then of course, as an
artist, why would I not explore why | do what | do? Why do | do this to my bodyese
thoughts areatalyss for the research and the visual imageayripresening.
| have appropriated these femininerstdypesandmade theninto a powerful and
visually exciting, yet evocativdo o dy of wor k. On the surface th
paintings but thee is so much calculatiahatlies beneatlthem which speaks of me, the artist,
as well aghe body image idcourse. The image econceived. Then the main color palette is

chosen, again preconceiveNext the dress patterns (whose shape and size | have searched for)

14



are cautiously and delicately applied, with a clear gel medium, in themjateolocation that (if
| have done my visual analyzing correctly) corresponds to the shape, space, and/or direction of
the subject matter. Then the delicate drawing that never leaves the pictorial susfemited,
and then coméhe laborious hoursfdooking. Yes, looking for where the color will be laid and
which col or wil/| be | ai d. The del i,whichie pape
why | refer to the i beoaodebneegthie pginttauchesshe papesethl a b o
is no going back on that surfackn my mind, thiselaborate, time&onsumingorocess of
premeditation, precgsapplication of texture, color and line, almehg looking, corresponds with
i magery of Agetting readyo in my paintings

If one feels hawe beerrather pagse concerning theosmetic peauty and adornment
discourg, thenthat is a correcassumptionl both celebrate and feel botheredtbh e fiwor | d
b e a u Thg beauty/cosmetic/adornment discoursp@nmersandrestrains, enhacesand
deceives, is narcissist@nd boostssel-esteem. Whatdorefute is the idealized imagery of the
femalebody, as though there isstandardd f i p e r f shouldexstana bet emaated
Thispopular conceptis whapursmet o never spowduoutie,idnfsbtreaald t he
in progres® After all, when in the pursuit of idealized plastic perfection of the outer surface, it
is not without toil or without artificédrom which the final product transpires. For the toil and
artifice | depictisa endl ess routi ne of bdthaod tthe bodgndbpbr act |,

the canvas.
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APPENDIX: PAINTINGS

Elizabeth L.Noble,Rip-Curl, Mixed media on canvaép x 45 in.,2008.
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Elizabeth L. NoblePry Ends Mixed media on canvas, 46 x 46,i8008.
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Elizabeth L. NobleTen MinutesMixed media on canvas, 4646 in, 2008.
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Elizabeth L. NobleSubtract, Subtract, Subtrad¥lixed media on canvas, 24 x 24i2008.
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