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FOREWORD

For this text, my Practice in Context, I do not wish for people to try and

understand precisely what I am saying or judge who I am, and I do not wish

for it to read simply as a research document showing my personal thoughts

to the reader.

I want to share my feelings of depression, anxiety and fear with the reader,

breathe together with them, and journey my inner feelings related to works

of art, to answer the question; why do I make slugs?
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Pigeonstory I

One morning, I discover that this alien life of Leeds has transformed me into a feral pigeon with injured feet, messy feat

hers, murky.2

‘What has happened to me?’

People look at me as an alien and a stranger, I notice the developing disjunction betme.

I aimlessly wander around British people, without any voice.

To them, my life in the UK is just a tiny and insignificant existence.

I have wings but they are totally useless.

I try to fly but I fail. I try to speak but I fail. I can only coo, and flutter my useless wings with surprise when someone approaches.

I am going to die soon, as Gregor died, with a flat and dry body, his life transformed into a beetle unbearable.3

2 Franz Kafka, The Metamorphosis and Other stories, trans. Willa and Edwin Muir,
(London: Vintage , 1999)
3 Ibid., p. 47.



David Shrigley
Lost (1996)



(I just feel bad for them. They are seen as the ‘disease ridden source of

myriad droppings’4 though

4 Unknown author, Why do we hate pigeons so much?,
<http://news.bbc.co.uk/1/hi/magazine/6583217.stm>, [Accessed 2nd February 2013]



(Figure 1: Article from the Telegraph, a UK newspaper, highlighting the common
stereotype towards pigeons. Reproduced from: See bibliography.)







Elizabeth Porter

The Post Man (2007)

4.5'' x18'' copper, silver, black rabbit fur



mass (2010)

Installation of mass on a Perspex table







‘Well, I suppose it’s a cathartic thing. It enables you to say what you want to

say, and vent your anger about just the lunatic, idiot world we live in. I think

I’m a much saner person because I’m able to make work about how horrible

people are, and how unacceptable it is that they are so horrible and how

unacceptable it is that people accept how horrible these people are. I kind of

assume that’s a given for everybody, that everybody feels that there are

aspects of contemporary life in an advanced capitalist society that are really

unacceptable, but what can we do to change it? Make stupid drawings I

suppose.’5

5 Dave Eggers, David Shrigley – Brain Activity (London: Hayward Publishing, 2012),
p.97.



‘Catharsis of the aesthetic response is the transformation of affects, the

explosive response which culminates in the discharge of emotions.’6

air.’7 world.8

6 Lev Semenovich Vygotsky, The Psychology of Art, Art as a Catharsis, trans. by
Scripta Technica Inc, (Cambridge, Massachusetts: M.I.T. Press, 1971), p. 215
7 Ibid.
8 see 8.



8. Patrick Süskind, The Pigeon, trans. John E. Woods (London:

Penguin : 1989)

During working with the idea of pigeons, I found a very interesting novel;

Patrick Süskind's The Pigeon. I discovered this novel while searching two

random words online; pigeon and catharsis. I ignored it at first as it was too

much of a coincidence. However, eventually I felt I should begin to read it.

Each time I turned a page, I felt the tension of being immersed in the

character's, Jonathan Noel, emotion and every thought.

In the story, Jonathan who is fifty years old, had lived a troubled, unhappy

and unstable life until moving into a tiny Parisian flat and finding a low

paying job, 30 years ago. Although it is not much, he finds stability and peace

in his life through the flat, and never attempts to change it. One day, he

discovers a pigeon dozing in front of the door, which makes him panicked

and disgusted. This incident changes Jonathan’s ordinary, safe life as a non-

person, clouding his thoughts and emotions with irrationality. This sudden

change in his life is too overwhelming for him to deal with, and brings out

the repressed fears from his earlier, unstable life. He cannot face the reality

of going home and seeing the pigeon again, so he finally decides to kill

himself. The next day, he hears a knocking noise which awakens him from

the illogical behaviour, and he understands what he must do. He heads home

to face his fears.

In the story, the pigeon brings out the behaviour in Jonathan that seems like

it might end his life, but discovering the pigeon actually acts as a cathartic

realisation, allowing him to overcome his deep rooted psychological fears,

and live his life as more than a ‘non-person’.

Even though the pigeon Jonathan discovers plays a different role to mine in

terms of being a medium of catharsis, the pigeon in the novel is a device

which operates as a turning point in Jonathan’s Kafkaesque life, and a

catharsis which releases the pressure of his fears, and purifies his complex of

anger. In this sense, I thought that by reading his story I can feel his

catharsis and empathise with him.





PART II



Pigeonstory II

I am nervous.

I imagine what exists within the envelope.

It is a small, light, yellow package.

It is bulging, bursting, I want to avoid the feeling of holding it.

I have a strong rejection to opening it, as I can imagine what it contains.

Imagining the contents of this envelope. It is dangerous, but I desire to know

what is inside.9

I open it carefully. Inside it is packed with another layer of bubble wrap.

I open the next layer.

As I see it, I drop it and scream.

Five real pairs of pigeon’s feet are tangled together, reeking of the horrible

smell of disinfectant.

I decide to remove them with gloves.

I am scared to look at them closely.

They are violently entwined like a mass of horrible insects, their claws are

almost grey, and their form is made unrecognisable by the foreign substance

decomposing between the toes; I am convinced they will spread a disease to

my skin moment I touch them.

“Touch” and “Smell”,10 these two senses are enough to create such strong

feeling of disgust.

Decayed and corrupted.11

9 Winfried Menninghaus, Disgust: The Theory and History of a Strong Sensation,
trans. by Howard Eiland and Joel Golb (New York: State University of New York Press,
2003) p.1.
10 Ibid., p. 38.
11 Ibid., p. 83.



I look at them for a while and begin to think what I might make with them.

I see some leftover wiring on the floor.

I pour wet cement on the reverse of a canvas, weaving the wire in the cement.

The cement is soft and squishy, it is fun to touch.

I gradually begin to enjoy working on this piece, before long I do not realise I

am touching the disgusting pigeons feet with my bare hands. I play with one

of the feet with my hands, unconscious that I am trimming it down, or

removing the mess from in between its toes.

I stick a pair of feet in the pool of wet cement at different angles.

I can just wait for it to dry from now on.

I feel strange. It is definitely in a good way.

I can feel a certain euphoria.

After the initial smell and feel, after pouring the wet cement and adding the

tangled wires and feet by hand, I observe. Now I can see how beautiful they

are.

I have no depression any more.

I feel no pity or fear for myself any more.

There is beauty in front of my eyes.

In spite of all that happened in Leeds, my depression, my experience, my

negative thoughts over the last year, I can only focus on my present feeling of

disgust, and at the same time, pleasure.



‘It had laid its head to one side and was glaring at Jonathan with its left eye.

This eye, a small, circular disc, brown with a black centre, was dreadful to

behold. It was...lashless, browless, quite naked, turned quite shamelessly to

the world and monstrously open;...it seemed to be...lifeless, like the lens of

camera that swallows all external light and allows nothing to shine back out

of its interior. No lustre, no shimmer lay in that eye, not a spark of anything

alive. It was an eye without sight. And it glared at Jonathan.’12

In his novel, Patrick Süskind vividly describes the disgusting pigeon which

the protagonist Jonathan Noel, discovers in front of his door. ‘This eye...was

dreadful to behold... lashless, browless... monstrously open... lifeless... No

lustre, no shimmer lay in that eye.’13 This intensity helps me imagine how

horrible looking the pigeon really is. The act of describing an object in such a

way that using just words is disgusting enough. That paragraph, that whole,

rectangular block of repulsive words, is perceived by me in terms of aesthetic

response, as pure ‘imagination of displeasure.’14

When I first read this part of the novel, I was frowning and feeling revulsion

towards “pigeon.” However, I found myself reading these parts again and

again, and I was moved by the imagined form of the pigeon created in my

head through the description. That was my response to discovering ‘beauty.’

After this event, I might have become addicted to the feeling of disgust.

I might taste the pleasure of that with a bizarre nature.

I open my eyes to the ‘danger of disgust’ and transforming, ‘disgust into

pleasure.’15

I begin to look for bizarre things to immerse myself in the joyous feeling.

12 Patrick Süskind, The Pigeon, trans. John E. Woods (London: Penguin, 1989), p.10.
13 Ibid.
14 Winfried Menninghaus, Disgust: The Theory and History of a Strong Sensation,
trans. by Howard Eiland and Joel Golb (New York: State University of New York Press,
2003) p.38-44.
15 see 15.



15.Aurel Kolnai, ‘DER EKEL’ (Disgust)

I originally discovered this book whilst in the library searching for books on

‘catharsis.’ I saw the title of this book when placing another back on the shelf.

As I glanced through the book I did not search for, I found the contents

shocking, yet strangely attracting. ‘Disgusting Depth and the Body's

Openings,’ ‘Incisions in flesh and the Knife of Literature,’ ‘Holy Disgust

(Bataille) and The Sticky Jelly of Existence (Sartre).’16 I admired how the

author defined his notion of 'disgust', and decided to read on. The title of

book was simply; ‘Disgust’ by Winfried Menninghaus.

I soon realised I needed to read Aurel Kolnai‘s ‘DER EKEL’ (Disgust) which

is the basis of many of the crucial ideas of Menninghaus' book. Kolnai’s

contribution of work to disgust in phenomenological way is very important

in terms of focusing fundamentally on dealing with disgust in aesthetics, art

and philosophy.

Kolnai’s main focus is the distinction of disgust from other ‘tonalities of

rejection’ - such as displeasure, anxiety, and hate - by ‘its greater immediacy

and sharper physiological coloring.’ 17 Kolnai justifies this distinction as

disgust is never suggested by ‘inorganic, lifeless things.’ Nevertheless, it can

still be compared ‘in some way to anxiety’ by the similar initial overwhelming

quality they share.18

16 Winfried Menninghaus, Disgust: The Theory and History of a Strong Sensation,
trans. by Howard Eiland and Joel Golb (New York: State University of New York Press,
2003)
17 Ibid., p. 16.
18 Ibid.



Kolnai also connects disgust to our primal senses of touch, smell and sight.

“In addition to the olfactory ‘circle of associations---disgust-smell-

corruption-decay-secretion-life-nourishment’(533)---Kolnai addresses the

haptic sensations of disgust---sensations of ‘the flabby, slimy, viscous’ (534),

as well as of ‘the sticky, semi-fluid, and quasi-obtrusively clinging” (537),---

and, finally, sensations (connected, by association, with smell and taste) of

‘visual disgust’ at the sight of bodily disfigurations or of ‘crawling and

swarming parts’ full of a (repulsive) excess of life.”19

Through this example, Kolnai clarifies the ‘primal instinct’ of disgust is

represented in “’an optical-tactile-olfactory” sensation, which together merge

to represent the ‘phenomena of decomposition.’”20

Now I have discovered ‘the powerful potential of disgust’ as described by

Kolnai, I begin to explore what my response to disgust is, moreover, I

attempt to discover how the feeling of disgust manifests in my art,

subconsciously altered by the feelings of the basic senses.21

19 Ibid., p. 18.
20 Ibid.,
21 Ibid., p. 19.



Context in Slug I

-Very unfocused contexts

English: Slug [slg]

Korean:민달팽이 [min-dal-paeng-i]

n.

‘Any of the various small, snail-like, chiefly terrestrial gastropod molluscs

of the genus Limax and related genera, having a slow-moving elongated

body with no shell or only a flat rudimentary shell on or under the skin.’

‘The smooth soft larva of certain insects, such as the sawfly.’

‘A slimy mass of aggregated amoeboid cells from which the sporophore of

a cellular slime mold develops.’

‘Informal: A sluggard.’22

It is so huge. It is like the yellow-brown colour of dung on the old, hard, dark

brown table.

I look at it carefully. It moves, twisting over itself, the surface turning a black

and green-based crocodile like pattern. It looks very sticky, pulpy and slick.

It creeps along, as though it may take a million years. I can feel the agony of

its laboured, restrained, confused flight to safety, somewhere, anywhere,

nowhere. It slides away from me, silent, avoiding, careering along the surface

of the desk, like shearing glass.

Very interesting. It's shape leaves behind a weird trail, as big as it is,

transparent, gooey and slimy.

On the right side of its body there is a cavernous pit. It looks like a mouth

gaping open. Is it a monster? A mutation of some animal?

I don’t have a clue what it is.

22 Unknown Author, The Free Dictionary, <http://www.thefreedictionary.com/slug>,
[Accessed 16th February 2013]



When I first discover it, my body automatically flinches away, shocked,

disgusted, my heartbeat accelerates subconsciously. Then I try to recognise it,

I observe it, try to touch it, and act quickly to take its picture with my phone.

I examine it motioning carefully and stay there for around thirty minutes, as

it continues the attempt to flee. Remaining in its presence, I load and search

the English dictionary on my laptop:

“민달팽이 in English”

My best guess is 민달팽이, which in English is apparently called a “Slug.”

Never before in my life have I never seen a slug of such size and terror.

I decide to research SLUGS.



The name ‘slug’ is used for any gastropod mollusc which is boneless, legless

and shell-less (or has only a tiny inner shell). On the contrary, the term

‘Snail’ is used for gastropods that have a curled shell with soft parts of the

body that can be taken back fully into the shell.23

The English name ‘slug’ sounds a bit dull compared with the slugs

fascinating existence.

When English people hear the word ‘slug’ they might think; slimy, disgusting,

repulsive, delicate, squishy. And for a snail; cuter, slimy, wet, delicate.

When I, as a Korean, hear the word ‘민달팽이’[min-dal-paeng-i] I think;

naked, black, sticky, slow, flabby, slimy.

The movement of a slug:

The slug travels on average at speeds that vary from slow (0.013m/s) to very

slow (0.0028m/s).24

I wonder, how exactly does a slug move? They have no feet.

According to Alan Donahue, a writer who has been published in the Norwich

Free Academy ‘Red & White,’ UNLV’s ‘Rebel Yell’ and on various websites, a

slug’s foot surrounds the whole bottom of its body. When it moves, it uses

the ‘grips’ in its skin to pull its body from front to back as if slipping along a

surface.25

Slugs must live in moist conditions, or risk dying from dryness. They

constantly move to find moist areas and protect their body by secreting slime

to prevent desiccation. This is why they leave a trail behind when on the

move. Slugs are able to climb vertical surfaces due to the slime and mucus

they produce. Slugs produce the slime as they move slowly and gradually by

working their muscles in different areas.26

23 South, A. Terrestrial slugs: biology, ecology and control (London: Chapman & Hall,
1992), p11
24 Ibid., p.18.
25 Alan Donahue, How Does a Slug Move? :The “Foot”, Moisture
<http://www.ehow.com/how-does_4741406_a-slug-move.html>, [Accessed 17th
February 2013]
26 Ibid.



When a slug is harmed or hurt, the mucus becomes stickier. ‘That is why if

somebody steps on one at early dawn barefoot the stuff sticks on for a very

long time.’27

When I did not know what the monster was, I unknowingly placed my laptop

case and muffler on the trail which it left behind. When I noticed the slimy

trail was stuck to my things, my efforts to clean it off were in vain as I found

it could not be removed. It was very sticky at first, and when dry it remained

there for a long time. I now know that the substance was the slimy slug

secretion as explained by Donahue.

The slime is weird. I still cannot remove it. I feel like something that

shouldn’t is permanently stuck to my stuff. When I touch it, I understand the

haptic response of disgust, categorised by Kolnai as the ’flabby, slimy,

viscous’ (534), and ‘sticky, semi-fluid, and quasi-obtrusively clinging”

sensations.28

The body of the slug is a light green colour underneath the sporadic black

dots, almost like a crocodile or snake pattern. I cannot believe this is a slug,

the only similarity I can see is the banana shaped body and wobbling stalks

of its eyes. Through further research, I found that this species is called the

‘leopard slug.’ Nevertheless, I cannot find any other slug like it.

According to the book; Terrestrial slugs: biology, ecology and control, the

leopard slug is the largest slug variety, potentially growing four to five inches

in length.29Yes, it must be the largest. I cannot comprehend a slug this size.

Where has it come from? It found my desk on the fourth floor, yet I can’t see

anywhere it might have come in from. As I watch it I am searching for more

information about ‘Slugs’. I am becoming increasingly fascinated with its

existence and beauty. I want to know more.

27 Andi Supalla, Tser’s All About Slugs,
<http://velvetdragon.com/cyberslugs/realslugs.html>, [Accessed 17th February 2013]
28 Winfried Menninghaus, Disgust: The Theory and History of a Strong Sensation,
trans. by Howard Eiland and Joel Golb (New York: State University of New York Press,
2003) p.17.
29 South, A. Terrestrial slugs: biology, ecology and control (London: Chapman & Hall,
1992), p.26.



While researching slugs, I found a few more interesting types such as ‘sea

slugs.’ Sea slugs are unique, beautifully coloured marine animals that are

also known as nudibranchs.

‘Nudibranchs are strange and beautiful creatures but they can be very tricky

to tell apart underwater... Nudibranchs are related to the snails we find in

our gardens but they live in the sea... They have evolved so that they do not

have shell – they have other mechanisms for defending themselves from

predators... Some nudibranchs will store the stinging cells of their preferred

foods, such as hydroids, in the surface of their skin which makes them

distasteful or poisonous to potential predators... Many nudibranchs are also

brightly coloured to warn off predators.’30

Sea slugs seem to look like art craft, dazzling and enchanting to look at.

They display a range of amazing colours. Pretty, colourful, and glow in the

dark like the brilliant light of neon signs. They exist in a variety of forms, all

decorative and exquisite.

Although they obviously are a product of nature, their shapes and colours

make them appear very artificial, almost man-made. There are over 2000

species and their names are as interesting as their aesthetic form. I especially

like the colours and shapes of funny and awkwardly named genus

Nembrotha Cristata (fig. 2) and Hypselodoris apolegma (fig. 3).

Can I make something that glows in the dark?

Make slugs that glow in the dark?

I am excited about further researching the sea slugs explained here, though I

know I must stop.

30 Unknown author, The Berwickshire News: Strange and beautiful slugs at St Abbs
Reserve, <http://www.berwickshirenews.co.uk/news/local-headlines/strange-and-
beautiful-slugs-at-st-abbs-reserve-1-2418512>, [Accessed 18th February 2013]



Figure 2: Nembrotha cristata. Reproduced from:
<http://theverybesttop10.files.wordpress.com/2013/02/the-world_s-top-10-most-

amazing-sea-slugs-5.jpg>

Figure 3: Hypselodoris apolegma. Reproduced from:
<http://theverybesttop10.files.wordpress.com/2013/02/the-world_s-top-10-most-

amazing-sea-slugs-3.jpg>



Another interesting thing I found while searching is the way slug eggs hatch

(fig. 4). Their movement within the shells is very cute and strange.

In the UK, seeing a slug is not rare, but I was not looking for a slug, I found it

by accident, and it disgusted me. Even so, finding a slug by chance is not

such an important experience. Being found by a slug however, must be far

more important. Especially a slug as intriguing and unique as the slug that

found me. Was this meant to be? What does it mean? Is it destiny? The more

I look at slugs, the more I want to look at them, I want to use them in my

work.



Figure 4: Stills reproduced from video Leopard Slug Eggs Developing:
Time Lapse Over 4 Weeks.



Context in Slug II

I decide to make some slugs.

I print out the photos of the slug I discovered on the desk, and go to the art &

craft shop to buy Sculpey modelling clay.

I take a long time carefully observing the slug in the photo, and begin to

copy it, manipulating the body, bringing it to life.

I make the detail of the slugs optical tentacles at the end, and following the

instructions for using Sculpey, boil the clay model in the pot.

It becomes hard.

I paint the snakelike pattern on the surface of the hardened clay. I paint it

yellow-green on the top, yellow-brown on the bottom, then add detail with

the overlying black dots.

I add some latex to the sculpture to give it the sticky and slimy effect like a

real slug. As I predicted, the latex dries as a thin rubbery coating, covering

the entire sculpture. The slug is now sticky.

My model becomes ‘a slug.’

I do not have any feelings for it now.

I continue to make a second, but before painting the pattern I'm considering

another method of hardening the clay, as I'm too lazy to boil it as I did with

the previous one. The packaging suggests I can do it in the oven, however, I

do not have an oven in my flat. Instead, I choose to use the microwave.

A few seconds after turning it on I notice an awful smell, and as I turn to the

source, the microwave spews out smoke. I run to it and open the door, my

room is filled with the putrid stench.

I check the packaging for the instructions once again, it says “oven-bake

clay”, though this time I realise the instruction:

“DO NOT MICROWAVE. DO NOT OVERBAKE.”



A microwave oven uses safe radiation on ‘the microwave end of the

radioactive spectrum’ to heat food quickly and at low cost.31 On the other

hand, a conventional oven uses the ‘thermal insulation’ method of baking

which makes use of ‘fans to push heated air around the inside of the oven,

heating the whole environment to cook food evenly.’32

Furthermore, a microwave oven is mainly used for re-heating, defrosting,

and cooking for short periods of time, whereas a conventional oven is more

appropriately used for pre-cooking or baking various foods for longer

periods.33

I realise first-hand the reason Sculpey should not be put in the microwave.

31 Nick Grimes, eHow: The Difference Between a Convection Oven & a Microwave,
<http://www.ehow.co.uk/info_7966265_difference-between-convection-oven-
microwave.html>, [Accessed 1st March 2013]
32 Ibid.
33 Unknown author, Difference Between.net: Difference Between Microwave and
Oven,
<http://www.differencebetween.net/object/difference-between-microwave-and-
oven/>, [Accessed 1st March 2013]



After the smoke disappears, a weird object remains in the microwave.

I'm about to throw it away, but wait... it's amazing...

It was burned, totally scorched. No, it was almost blown to pieces.

After releasing smoke and cooling down, it remained horrible. I do not like to

use this expression, but it was a terrible figure.

The majority of the previously white clay is black and brown, the surface is

withered and crumpled, cracked and bumpy. It has many ugly holes, which

seem to be diffusing the poisonous odour.

At the front end, the eyestalks had burst, they were scorched black and bent

over.

It’s entire form is fantastic.

I look at it. I touch it.

When I look at it without touching, it is beautiful.

When I touch it without seeing, it is fascinating.

I cannot describe what it feels like. The surface is muricated and rough, and

yet soft where it didn't burn. The texture is very interesting to touch, and I

enjoy the feel of it in my hands.

The fist-sized remains have many visual aesthetics.

The objects unique existence is very powerful.

I cannot dare say it is a slug any longer.



I am determined to continue making slugs this way.

I buy a new microwave just for this purpose.

I experiment in various ways; using different coloured clay, creating unique

shapes, baking it for different times and temperatures, and so on. This

method is interesting because with every change it becomes something new

and different.

Each outcome seems to have its own identity and colour, no longer slugs but

another living thing. I put the microwave outdoor next to the basement. It

will be less dangerous and smoke will spread out into the air. Three minutes

in the microwave becomes the nominal time, I have to pay attention and

open the door of the microwave two or three times throughout the process to

prevent the slugs from burning too much.

I enjoy seeing the smoke spewing from the gap between the microwave's

door. It fills up the whole area beneath the stairs before rising to the sky and

dispersing. However, it still smells awful.



‘I enjoy seeing the smoke.” Seeing smoke is enjoyable as this is an act of

artistic imitation. I feel pleasure when looking at the smoke. However the

truth remains; it is dangerous and harmful. This is obvious when I finally

smell the smoke, it is horrible. At this point, the awful smell is a vital

sensation, the nature of disgust, but feeling something is horrible is merely

an unpleasant sensation, which can be pleasing if an imitation. Describing an

experience as horrible requires the recollection of the natural experience of

disgust. Recognising is an optical sensation, so it is merely an imitation, and

hence can be pleasurable. This is why I can consider it beautiful.

I discovered an actual slug. It looked disgusting.

Menninghaus asserts that the sense of sight has no objects of disgust, so

cannot be a judge of it. Recognising disgust visually is actually a simple

association of the appearance of something which prompts the memory of a

primal sense, such as touch. 34 This is usually influenced by bodily

disfigurations and differences.

Even though the slug looks disgusting, this feeling is experienced through

the sense of my sight and hence is not natural disgust. Kolnai addresses in

terms of Ekel, the sense of sight is a correlation of disgust. The disgust I feel

from its appearance; slimy, sticky and pulpy, is derived from sense of touch

which I remember.

I made slugs. Disgusting figure of slugs.

I smell and touch it. ‘Excessive sweetness.’35

34 Winfried Menninghaus, Disgust: The Theory and History of a Strong Sensation,
trans. by Howard Eiland and Joel Golb (New York : State University of New York
Press, 2003), p.16-26.
35 Ibid., p.26.



As I experienced the disgusting texture and smell through the tactile and

olfactory senses, I explored the nature of Ekel. I made art pieces which are

beautiful. As Plato discussed, Art is imitation. The slugs I made are ‘the

beautiful imitation of the beautiful.’36

The slugs are disgusting, and at the same time, beautiful. Menninghaus

clarifies that the field of the aesthetic is not just applying the distinction

between beautiful and non-beautiful. I feel the artificial slugs are beautiful

because beautiful is defined as ‘the unity of itself,’ and the nature of disgust

embodied within the figure of the slug is elicited by beauty itself.

Meanwhile, disgust can never be an imitation. Disgust is nature, reality and

truth. It is distinct from the unpleasant sensations of anxiety, fear, sadness,

horror, pity etc. that can be experienced through artful deception. However,

the sense of disgust removes the distinction of aesthetic experience; the

distinction between reality and imagination. Aesthetic illusion complicates

the boundary between art and reality, but disgust resolves this problematic

confusion by transposing itself to a metaphor or a figurative memory in the

art. Then how can we feel disgust? Disgust never exists in art but we feel

disgust only through experience. Therefore, we do not feel disgust in art, but

a disgust-experience. This is how disgust (reality) is responsible for the art

(illusion).37

To conclude, my slugs are beautiful in both the sense of disgust, and the

reason that I feel pleasure when making art. I find the beauty in art mixed

with disgust “transforms unpleasant objects and sensations into sources of

aesthetic pleasure”, and as a result is superior to ‘purest enjoyment,’ or

purely beautiful objects.38 I am excited to make slugs.

36 Winfried Menninghaus, Disgust: The Theory and History of a Strong Sensation,
trans. by Howard Eiland and Joel Golb (New York : State University of New York Press,
2003), p. 34.
37 Ibid., p. 38-42.
38 Ibid., p. 26.



I am not terrified of The Birds

I like watching a flock of birds in flight or moving around together. A flock

can produce an amazing visual presence, with the individual movement, and

overall colour and shape of the group. While birds are interesting in a group

or not, I find I like the collective presence of a large group of than the actual

single bird itself. When a flock is gathered together, the location becomes art

expressed by the figures of the birds.

A great example of this effect is in Alfred Hitchcock’s The Birds (1963).39 The

scenes towards the end of the film were shocking and scary on first viewing,

but I found that I enjoyed many of them regardless.

The pleasurable fear starts in the scene where the female protagonist,

Melanie, is suddenly attacked by a seagull whilst travelling in a boat. The

seagull strikes her head, and blood flows from Melanie’s beautiful blonde

hair across her pale, white face.

‘Hitchcock treats blonde as a beautiful, false colour, symbolising women’s

lack of fidelity and trustworthiness.’40 Hitchcock intentionally cast a blonde

girl for this role to symbolise the beautiful turning to madness, and this is

used to dramatic effect in the film.

Another example of this fear is the birthday party scene, where a flock of

gulls descend upon and attack the children playing innocent games,

including blind man’s bluff. The girl wearing the blindfold falls to the grass,

unknowing, and a bird swoops down on her, violently pecking at her head.

The most feared human phobia is, I think, becoming blind. People may

disagree, but the act of losing your sight after having once been able to see is

one of the scariest realities people might face. This blind panic in the party

scene is terrifying, especially as it happens to children.

39 see 39.
40 Camille Paglia, The Birds, ed. by Rob White (London: British Film Institute: 1998),
p.40.



39. The Birds (1963)

When I watched The Birds (1963), directed by Alfred Hitchcock, I was not

particularly interested the story of the film, rather more in the imagery

expressed in individual scenes and Hitchcock’s general mise-en-scène. I

wanted to know how Hitchcock was inspired and able to direct the scenes,

specifically the ones which feature birds attacking people.

While reading Hitchcock at Work by Bill Krohn, and The Birds by Camille

Paglia, I discovered some of the background and ideas that influenced the

creation of this film. Hitchcock was inspired to make the film based on

Daphne du Maurier’s story, The Birds (1952), in which the birds display a

similar pattern of behaviour; ‘attacking, retreating and massing to attack

again’.41 Despite this, Hitchcock has said he only read du Maurier's story

once, and he did not remember much about it afterwards.

“Why do the birds do it?”42

Hitchcock was always concerned about creating a ‘thematic nature’ into the

script. 43 It seems The Birds has a certain message to imply. Hitchcock

achieved this by using the metaphor of a bird attack to symbolise the

potential for conflict in the Cold War. He attempted to attribute the actions

of these terrorising birds to the current affairs in the real world, situations

such as the Cuban Missile crisis (1962).44

For example; read this conversation between the lead male character Mitch,

and his young sister Cathy, in the middle of the film;

Cathy: “Why are they trying to kill people?”

Mitch: “I wish I could say. But if I could tell you that, I could

also tell you why people are trying to kill people.”45

41 Camille Paglia, The Birds, ed. by Rob White (London: British Film Institute, 1998),
p.8.
42 Bill Krohn, Hitchcock at Work, (London: Phaidon, 2000), p.241
43 Ibid., p. 247
44 Ibid.
45 Ibid.



With the theme of 'nature’s demonic malevolence,’ the film gives the

audience a ‘sense of the catastrophe,’ and the ‘captivity and domestication’ of

human beings through the vivid expression of apparently planned bird

attacks. Federico Fellini, an Italian film director, described The Birds as an

‘apocalyptic poem.’46

My curiosity regarding how Hitchcock produced the scenes featuring bird

attacks was not fulfilled, as I found the explanation of the footage was

difficult to understand. I did notice, however, that they were made very

laboriously and doing so must have taken a lot of time and effort, for

example:

‘To achieve the spectacular ‘bird’s eye’ view of gulls hovering over the

burning town of Bodega Bay, a cameraman stood on ‘a hundred-foot cliff’ on

Santa Cruz Island off Santa Barbara while fish were thrown to gulls on the

wing.’47

46 Camille Paglia, The Birds, ed. by Rob White (London: British Film Institute, 1998),
p. 7.
47 Ibid., p. 15.



From an aesthetic point of view, there are three scenes in the film with which

I am most impressed.

The first is at the Schoolhouse, more specifically, focused on the jungle gym

in the playground.48 As the film gradually moves towards its climax, and the

attacks of the birds grow more magnificent, they begin to occupy the small

island which is the setting for the films story. This involves a fascinating

scene in which a flock of crows perch on the jungle gym little by little. As

mentioned earlier, I really like this scene for the dynamic of the flock, with

the colour and shapes creating a life of its own compared with a single bird. I

really like this scene and I am inspired to make artwork of it.

Ignoring Melanie's feelings of boredom, impatience and anxiety in that scene,

I am captivated by the entire image and how the many black crows interact

and balance with the geometric form of the jungle gym. It is like an art

installation.

48 see 48.



48. School-yard Scene

Prior to this scene, Melanie hurriedly arrives at the schoolhouse to pick up

Cathy, as requested in the previous scene by the visibly distressed Lynda

(Mitch & Cathy’s mother). There are growing concerns amongst the

characters of another bird attack, as at this point a minor character has

apparently been killed by birds. As Melanie arrives at the school the children

are singing a song in class, and she smokes a cigarette outside whilst waiting.

Hitchcock directs the next 90 seconds of film framed by Melanie’s right

shoulder, and the audience observes an ever increasing number of crows

perching on the jungle gym, ready to attack the school.



Second among my favourite scenes in the film is at almost the end, the

‘climactic attic scene.’49 Melanie hears a flutter from upstairs and heads up to

open the door of attic to check it out. In the attic it is very dark, and nothing

much is visible. We see the room from Melanie's perspective, looking up at

the twilight sky through a small hole in the broken roof, scattered with a few

black crows, visible enough to suggest how many might be waiting outside.

This suggestion lets the audience imagine the next scene before they see it.

The small square hole in the roof, exposing the house to the domain of the

birds, is a strong and menacing enough object to betray what will happen

next. This scene could be scary because the hole is a dangerous suggestion,

or it could be that Melanie does not realise its significance, when the

audience usually does.

I like this scene because aesthetically, I like images that contain both the

visible and the invisible. As shown in some of the photographs I collected

when I was depressed, such as the work of Sander Meisner, or Andrew

Zimmermann’s Common Place #5 (2011), I am particularly interested in

images that express these two opposites together. ‘Visible’ and ‘Invisible.’

49 Camille Paglia, The Birds, ed. by Rob White (London: British Film Institute, 1998),
p.16



Lauren Lancaster
Untitled (2010)

Yuji Hamada
Nightless 01 (2011)



Damir Sagolj

North Korea (2011)

Dalibor Talajic

Untitled 186 (2012)



Andrew Zimmermann

Common Place #5 (2011)



Selena Salfen

The Punishment Buzzcut, from the series Exposure in Vivo



My identification of ‘visible’ and ‘invisible’ could be anything, for example; in

Lauren Lancaster’s Untitled (2010) from the collection Arab Emirates, most

of the palm trees in the picture are perceived as ‘visible’ and just a small part

of the centre, a woman lying on the sunbed is seen as “invisible.” On the

other hand, I can only see the woman at the centre, oblivious to the larger

subject of the palm trees. I like this type of image, where the composition can

be viewed as the sum of its parts - the big picture, or the viewer can instead

unconsciously focus on the individual components of the image. This gives

room for multiple perceptions, but the same components, or subjects, are

present and give meaning to each interpretation. The experience of the

viewer is therefore unique, related to their own way of looking at the detail,

or the whole. This inverted perception, of the visible and the invisible, works

together to make image more attractive. The focus point in tiny part is more

strong and impressive than the other images’ focus. These kind of images are

wordless and silent yet make me curious.

Lauren quotes, ‘I am fascinated with the way a story develops when you build

it backwards, piece by piece,’50

Upon discovering the hole, Melanie tries to identify what is going on, shining

a torch into the room. The birds storm through the hole and attack her,

pinning the door shut in doing so.

50 Casey Gollan, HEY, HOT SHOT! : A JEN BEKMAN PROJECT : HHS! CONTENDER:
LAUREN LANCASTER, <http://www.heyhotshot.com/blog/2010/08/23/hhs-
contender-lauren-lancaster/>, [Accessed 23 November 2012]



The third of my favourite scenes is the ending shot where Mitch emerges

with the injured Melanie from the house they were trapped in, and sees the

view stretched out before them. The birds’ conquest. The whole area is

occupied by millions of birds. Waiting. Similar to the School-yard scene, I

like the form of the birds in the wild area, as if it had been transformed into a

birds world.



Yojiro Imasaka

41st (2011)

Tamas Dezso

Crows (2009)



“Caw, caw, caw!”

“Ow, ow, ow, ow!”

One of the things I am most impressed with is the sounds of the birds

throughout the film.

Silence. The birds’ sounds. Silence. the birds’ sounds.

This repetition leads the whole story and plays very important role in

creating the horror in the audience.

Without any scene and image, the sounds are enough to create the feeling of

horror. Sound is a device which can enhance the audiences sense of horror.

The sound of the birds as an aesthetic motif is very powerful. While I watch

the film, I listen to the sounds not as device engaged in the film, but as

something which makes me imagine I am surrounded by lots of birds.

Whenever I hear the silence and following increasing bird sound through the

film, my mind and senses are electrified by the repeating contracting and

relaxing. I like it.

Films like Hitchcock’s The Birds, and Psycho (1960), are great examples for

me to experience the pleasure in imitation of displeasing feelings. Feelings

like this have helped to enjoy watching horror films, etc. I am motivated to

develop my knowledge of these areas not just by watching films but also

travelling to ‘dangerous’ or ‘poor’ places, or by collecting weird objects; such

as false teeth, fake insects, jars full of sticky egg’s liquid and so on.



Alfred Hitchcock and His Films

‘I ran into some emotional problems... I was pouring myself into the girl, you

know.’51

Alfred Hitchcock was one of the most skilled directors at creating emotional

film, he liked to create anxiety in the audience. In The Birds, he achieved this

by expressing his emotions through the lead female character, Melanie. He

directed every single gesture and feeling of the actress through his mise-en-

scène.

“People will say, ‘It was a terrible film to make. The subject was horrible, the

people were small, there were no characters in it.’ I know all of this, but I also

know that the construction of the story and the way in which it was told

caused audiences all over the world to react and become emotional.’52

This shows what he believed he could achieve through his films, and the

reason why he made them. Hitchcock always worked with his own feelings.

He had many personal fears and anxieties, which as a director he put into his

work.

For example, in Shadow of a Doubt (1943) he expressed ‘the depth, the

loneliness and isolation, an experience of unbridgeable gaps at the heart of

individual life,’ and in Strangers on a Train (1951), he showed ‘various kinds

of psychological unease.’ 53 Like this, Hitchcock expresses his personal

psychology through the “‘fundamental human drives (pain and fear)’ with

the idea of absurdist logic in life behind it… and he makes life seem

dreamlike, it's surface a thin crust over a substratum of fear, insecurity,

unconscious anxiety, and guilt.”54

He was influenced by German expressionism, which deals with emotional

state through imagery. As such his expressionistic films can be considered

works of art, and indeed much more of his inspiration was derived from art.

51 Bill Krohn, Hitchcock at Work, (London: Phaidon, 2000), p.238
52 Albert J. LaValley, Focus on Hitchcock, (New Jersey: Prentice-Hall, 1972), p.5.
53 Ibid., p.6.
54 Ibid.



Hitchcock compared himself to an abstract painter who works for

imagination, wit and fantastic surrealist images by representing a distorted

and destroyed world embodied with the fears and anxiety of the human mind.

His exploration of art influenced his work in the surrealistic, the

expressionistic and the artistic. In doing so he could focus more on making

deep psychoanalytic films dealing with ‘cultural traumas.’55

To explain how he came to use his own personal fears in his film making, I

have to make note of the personal trauma in his life:

‘He was sent by his father at the age of five to the police with a note, only to

discover that it told the policeman to lock him up as a punishment for being

naughty,’56

In addition to this specific event, another example of the fear developed in

him as a child is through his strict Jesuit education under authoritative

teachers, which again influenced his way of making film thematically and

stylistically.

Hitchcock was always known for his stubborn attitude to film-making, that it
should be creative and artful. These qualities in his films consistently give
aesthetic pleasure and enjoyment for the audience in every scene.

55 Tony Lee Moral, Hitchcock and the Making of Marnie, (Manchester: Manchester
University Press, 2002) P.191.
56 Albert J. LaValley, Focus on Hitchcock, (New Jersey: Prentice-Hall, 1972), p.4.



AFTERWORD



Sluggish, Slugging, Slugged

Hitchcock sublimated many of the traumatic fears established during his

childhood into his films, in a style inspired by German expressionism. This

allowed him to achieve a type of film where the emotional and

expressionistic objects within give the viewers both aesthetic pleasure and a

profound attempt at communication.

In this text I have approached my ideas and myself in terms of creating

artwork from a psychoanalytical perspective, and through this I have

attempted to figure out myself and my aesthetic against art. I have tried to

explain my aesthetic experience in the style of psychoanalysts; discussing the

origins of aesthetic experience, accompanied by aspects of ‘the artist’s

creativity and the viewer’s response.’ 57 I agree with the psychoanalysts

approach to ‘the origins of aesthetic feeling in the relation between aesthetic

pleasure and other aspects of mental functioning.’ 58 This means they

consider the person behind the art, not just the themes and ideas they

suggest. This perspective is very closely related with my Practice in Context

and my engagement of art. In approaching this task from the opposite

perspectives of the ‘all-but-digested personal meanings’, and the history of

art and aesthetics, my initial exploration, Part 1, addresses the personal

engagement of art. This is elaborated in Part 2 with the aesthetic response to

my works of art as a viewer myself.59

In Part I, I journey through my inner feelings, specifically those experienced

throughout the most depressing and horrible year in Leeds, discovering how

my surroundings influenced the outcome of my art. ‘Unconscious operations

involving the ego.’60 My work was affected by my feelings, my senses and my

experiences. All of this was generated in a cultural context; my depression

was caused by my inability to adjust to a new culture, physical displacement

from Korea to the UK, and separation from my family and friends. My work

was following and expressing my emotions and mental condition

unconsciously, conditioning me to find myself, and make my own aesthetic.

57 Ellen Handler Spitz, Art and Psyche, (New Haven: Yale University Press, 1985), p.2.
58 Ibid.
59 Ibid., p. 5.
60 Ibid., p. 6.



In Part II, as the episode of depression is reflected in my art, my aesthetic

becomes 'bizarre'. Ellen Handler Spitz discusses the notion of ‘content’ and

‘form’; Freud sees “instinctual content as the core of the artist’s product but

intimates that its elaboration into form by the ‘special gifts’ of the artist

makes possible a conciliation of pleasure and reality and thus grounds for

communication with others. He also recognised the potential of content

transformed to bring us in touch with a more fundamental inner reality.”61

In searching for my fundamental inner reality, I found the nature of disgust

‘as an aesthetics of shocking’, and thus I created bizarre content representing

a pleasurable form of disgust.62 Because of that which I experienced or felt

beneath, my artwork has become bizarre and weird. Freud mentions ‘the

pleasure of artistic form’, which is what makes the disgusting inspiration of

my work, earlier described as the strongest displeasure, pleasant in the form

of bizarre artificiality.63 My ‘nature of disgust’ is made pleasurable to the

viewer of my work, or at least, myself.64

61 Ellen Handler Spitz, Art and Psyche, (New Haven: Yale University Press, 1985),
p.14-15.
62 Winfried Menninghaus, Disgust: The Theory and History of a Strong Sensation,
trans. by Howard Eiland and Joel Golb (New York: State University of New York Press,
2003), p8
63 Ellen Handler Spitz, Art and Psyche, (New Haven: Yale University Press, 1985), p.
15.
64 Winfried Menninghaus, Disgust: The Theory and History of a Strong Sensation,
trans. by Howard Eiland and Joel Golb (New York: State University of New York Press,
2003), p. 26.



On reflection, I can say the experience of writing my Practice In Context was

another catharsis I have experienced. While writing I went back to the time I

was struggling and depressed, which reminded me of the gloomy and

horrible emotions once again. The effort and the pressure of this task, along

with my whole life at the University of Leeds, has helped me t0 discover my

identity as an artist. I have defined myself and my art over the last three

years in the three states below;

Sluggish - before I encountered the struggling period of life in Leeds, I was

very slow and lazy towards everything; I wandered around myself what to do

all the time, and did not expect any future.

Slugging – this was the most cathartic period for me, I want to clarify myself

that I was ‘slugging’. It was horrible, panicked and fearful. However, this ‘I’

was the most precious and purest to become fully myself now.

Slugged - now I enjoy things that both pleases and disgust me. For example;

Collecting the raw inside of an egg after dropping it on the floor and finding a

beautiful reflection on the brown hardwood floor. I take pictures of a single

strand of black hair on a white, empty space, which I previously found

incredibly repulsive. Now I am slugged exploring whatever inspires me and

enjoying working with them in my art.

My Practice in Context is mainly divided into two parts. As viewers, people

would enjoy my bizarre form of art and I will continue working with a

horrible, weird or funny sense of nature as the content of my art. However

people perceive my art, I want to communicate with them through my

content, including ideas and feelings.

I have got my identity not only regards as an artist, but also as a person in

their mid-mid-twenties.

Why do I make slugs?

Because it's me.



BIBLIOGRAPHY



TEXT RESOURCES

Eggers, Dave, David Shrigley – Brain Activity (London: Hayward

Publishing, 2012)

Kafka, Franz, The Metamorphosis and Other stories, trans. Willa and

Edwin Muir, (London: Vintage, 1999)

Kris, Ernst, Psychoanalytic Explorations in Art (London: Allen & Unwin

Ltd, 1953)

Kristeva, Julia, The Powers of Horror: An Essay on Abjection, trans. L.

Roudiez (New York: Colombia University Press, 1982)

Krohn, Bill, Hitchcock at Work, (London: Phaidon, 2000)

LaValley, Albert J, Focus on Hitchcock (New Jersey: Prentice-Hall, 1972)

Menninghaus, Winfried, Disgust: The Theory and History of a Strong

Sensation, trans. by Howard Eiland and Joel Golb (New York: State

University of New York Press, 2003)

Moral, Tony Lee, Hitchcock and the Making of Marnie, (Manchester:

Manchester University Press, 2002)

Paglia, Camille, The Birds, ed. by Rob White (London: British Film

Institute, 1998)

South, A. Terrestrial slugs: biology, ecology and control (London:

Chapman & Hall, 1992)

Spitz, Ellen Handler, Art and Psyche, (New Haven: Yale University Press,

1985)

Süskind, Patrick, The Pigeon, trans. John E. Woods (London: Penguin,

1989)

Vygotsky, Lev Semenovich, The Psychology of Art, Art as a Catharsis,

trans. by Scripta Technica Ltd. (Cambridge, Massachusetts: M.I.T. Press,

1971)



ONLINE RESOURCES

Alan Donahue, How Does a Slug Move? The “Foot”, Moisture,

<http://www.ehow.com/how-does_4741406_a-slug-move.html>

Andi Supalla, Tser’s All About Slugs,

<http://velvetdragon.com/cyberslugs/realslugs.html>

Casey Gollan, HEY, HOT SHOT! : A JEN BEKMAN PROJECT : HHS!

CONTENDER: LAUREN LANCASTER,

<http://www.heyhotshot.com/blog/2010/08/23/hhs-contender-lauren-

lancaster/>

Nick Grimes, eHow: The Difference Between a Convection Oven & a

Microwave,

<http://www.ehow.co.uk/info_7966265_difference-between-convection-

oven-microwave.html>

Unknown author, The World’s Top 10 Most Amazing Sea Slugs,
http://theverybesttop10.com/2013/02/21/most-amazing-sea-slugs/

Unknown author, The Telegraph, People who feed pigeons are mentally ill,
claims council,
<http://www.telegraph.co.uk/news/newstopics/howaboutthat/9322610/Pe
ople-who-feed-pigeons-are-mentally-ill-claims-council.html>,

Unknown author, Difference Between.net: Difference between Microwave

and Oven,

<http://www.differencebetween.net/object/difference-between-microwave-

and-oven/>

Unknown author, The Berwickshire News: Strange and beautiful slugs at St

Abbs Reserve, <http://www.berwickshirenews.co.uk/news/local-

headlines/strange-and-beautiful-slugs-at-st-abbs-reserve-1-2418512>

Unknown author, Why do we hate pigeons so much?

<http://news.bbc.co.uk/1/hi/magazine/6583217.stm>

Unknown Author, The Free Dictionary,

<http://www.thefreedictionary.com/slug>

http://www.ehow.com/how-does_4741406_a-slug-move.html
http://velvetdragon.com/cyberslugs/realslugs.html
http://www.heyhotshot.com/blog/2010/08/23/hhs-contender-lauren-lancaster/
http://www.heyhotshot.com/blog/2010/08/23/hhs-contender-lauren-lancaster/
http://www.ehow.co.uk/info_7966265_difference-between-convection-oven-microwave.html
http://www.ehow.co.uk/info_7966265_difference-between-convection-oven-microwave.html
http://www.ehow.co.uk/info_7966265_difference-between-convection-oven-microwave.html
http://theverybesttop10.com/2013/02/21/most-amazing-sea-slugs/
http://www.telegraph.co.uk/news/newstopics/howaboutthat/9322610/People-who-feed-pigeons-are-mentally-ill-claims-council.html
http://www.telegraph.co.uk/news/newstopics/howaboutthat/9322610/People-who-feed-pigeons-are-mentally-ill-claims-council.html
http://www.differencebetween.net/object/difference-between-microwave-and-oven/
http://www.differencebetween.net/object/difference-between-microwave-and-oven/
http://www.differencebetween.net/object/difference-between-microwave-and-oven/
http://www.berwickshirenews.co.uk/news/local-headlines/strange-and-beautiful-slugs-at-st-abbs-reserve-1-2418512
http://www.berwickshirenews.co.uk/news/local-headlines/strange-and-beautiful-slugs-at-st-abbs-reserve-1-2418512
http://www.berwickshirenews.co.uk/news/local-headlines/strange-and-beautiful-slugs-at-st-abbs-reserve-1-2418512
http://news.bbc.co.uk/1/hi/magazine/6583217.stm
http://www.thefreedictionary.com/slug


MEDIA RESOURCES

Psycho, dir. by Alfred Hitchcock (Paramount Pictures, 1960)

Roman Holiday, dir. By William Wyler (Turner Classic Movies, 1953)

The Birds, dir. by Alfred Hitchcock (Universal Pictures, 1963)

Leopard slug eggs hatching 4 week time lapse, dir. by Neil Bromhall

(Youtube, 2012)

EXHIBITIONS

Brain Activity, David Shrigley, Hayward Gallery London, 1st February -

13th May 2012


