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Conventional wisdom has it that in visual culture
the female body, not the male, is viewed as the
primary object of desire. Germaine Greer argues
that until the nineteenth century the image of
the female body was not drawn from life but
constructed on aesthetic principles. The naked
body that was instead studied and portrayed with
heart-stopping immediacy in hundreds of guises,
most of them to some extent erotic, some of
them sadistic, is that of the boy.

Since the elevation of the female nude as the
subject of the artist's gaze, we have become
curiously insensitive to the short-lived beauty

of the young male. Though male nudes display
their genitals (as female nudes never have done)
we do not admit to ourselves that they too may
be objects of heterosexual desire or that women
have eyes to see. By censoring their response
to stunning depictions of ravishing boys, perhaps
presuming that they are designed to appeal only
to homosexual men, women deny themselves

a wealth of refined and complex pleasure.

With over two hundred images drawn from the
whole history of Western art, illustrating the
vicissitudes of the beautiful male, as toy boy,
virgin soldier, naked martyr or winged genius,
angel or seducer, narcissist or worshipper,

we are invited to appreciate boys in all their
sensuality, spontaneity and vulnerability. In
exploring the iconic ideal of the beautiful boy,
whether a sculpture of Cupid or David, a painting
by Caravaggio or Van Dyck, or a photograph

by Nan Goldin or Sally Mann, Germaine Greer
demolishes one of the last great Western taboos.

On the jacket:

front: David Bailey, Bjorn Andresen, 1970

back: Sir Joshua Reynolds, Alexander, 10th Duke of Hamilton,
1782 (detail.] Courtesy National Gallery of Scotland, Edinburgh

Germaine Greer is a writer, academic and critic,
whose best-selling books include The Female
Eunuch and The Whole Woman.

Also published by Rizzoli, New York:

Alice Neel: Women
By Carolyn Carr
0-8478-2480-2

Archaeology of Elegance: 1980-2000
Twenty Years of Fashion Photography
Edited by Marion De Beaupre,
Stephane Baumet and UIf Poschardt
0-8478-2512-4

Curve: The Female Nude Now
By Meghan Dailey, Jane Harris and Sarah Valdez
0-7893-0871-1

Rizzoli International Publications, Inc.
300 Park Avenue South

New York, New York 10010
www.nzzoliusa.com

Distributed to the U.S. trade by
St. Martins Press, N.Y

Printed in Singapore










|

g
H

fih 3 8




Designed by Anna Perotti

First published in the United States of America in
2003 by RizzoLi INTERNATIONAL PUBLICATIONS, INC
300 Park Avenue South

New York, New York 10010

www. rlizzoliusa.com

First published in Great Britain as The Boy
in 2003 by Thames & Hudson Ltd, London

@ 2003 Germaine Greer

Library of Congress Control Number:
2003104759

ISBN 0-8478-2586-8
2003 2004 2005 2006 /987654321

All Rights Reserved. No part of this book may
be reproduced in any manner whatsoever,
without permission in writing from Rizzoli
International Publications, Inc

Printed and bound in Singapore by
C. 5. Graphics

p. 1 Pinturicchio, Portrait of a Bay, 148085
pp- 2-3 Nan Goldin, French Chris on Carhiood,
NYC, 1979

pp. 4-5 Francesco Albani, Salmacis and
Hermaphroditus, c. 1633




Contents

proem

chapter 1
What is a Boy?

chapter 2
The Boy is Beautiful

chapter 3
Love is a Boy

chapter 4
The Castration of Cupid

chapter 5
The Passive Love Object

chapter 6
Play Boys

chapter 7
Servant Boys

chapter 8
Soldier Boys

chapter 9
The Icon of Male Vulnerability

chapter 10
The Female Gaze

notes
picture credits

index

13

37

59

79

105

127

147

169

195

219

246
251
254






In 1978 a boy caled
Markus took off his clothes
and stood holding them as

he was photographed by
Will McBride, in a corner
of what appears to be an
outhouse at McBride's
Tuscen property at Casoli
in Camaiore. The boy's
body is fetishized by the
optica distortion; the focus
of interest is not his dightly
averted face, or even his
dongated torso and arms,
but his penis.

Proem

This is a book about male beauty. There are some who think the expression
'malebeauty’' oxymoroilic, even perverse. Students of English as a foreign language are taught
that it is incorrect in English to use the word 'beautiful’ for a male. Good-looking males should be
described as'handsome'. Handsomenessis not an aesthetic quality so much asamoral quality; hand-
someis as handsome does. The substitution of the word *handsome’ for 'beautiful’ when referring to a
maleisthe linguistic Sgn of an implicit understanding that it is wrong, demeaning even, to appreciate
men for their looks. The feminist campaign againgt the failure of the phallocracy to appreciate women
for anything d<e has rendered even more difficult the acknowledgment that many males are beautiful,
at least for a part of their lives, and that some are staggeringly, even supernaturally beautiful.

Most people have accepted without question that women are treated as sex objects, viewed princi-
paly as body, with a primary duty to attract male attention. Though thisis clearly true, it is dso true
that women are at the same time programmed for failure in their duty of attraction, because boys do
it better. Thisisnot good news for men, because aboy isaboy for only avery brief space. He hasto be
old enough to be capable of sexua response but not yet old enough to shave. Thiswindow of oppor-
tunity is not only narrow, it is mostly illegal. The male human is beautiful when his cheeks are ill
smooth, his body hairless, his head full-maned, his eyes clear, his manner shy and his belly flat. On a
black-figure kylix in the Fitzwilliam Museum in Cambridge, showing a back view of just such a boy
standing in a tub and stooping to wash himsdf, iswritten TO jrmSoc, xo jtaickx tvwe Ka*oc, 'the boy,
the boy is beautiful'. Artists straight and gay have dways known this, at least until the nineteenth
century. Women too have known it and know it still. Girls and grandmothers are both susceptible to

the short-lived charm of boys, women who are looking for a father for their children less so.




The erotic interests of girls and older women are seldom acknowl-

edged by the mainstream culture, which alows itsdf to presume that
images of the most outrageous flirtatiousness will pass unnoticed. When
the exhibition 'Exposed: The Victorian Nude' opened at Tae Britain in
November 2001, every news-paper sported pictures of the back view of
Frederic Leighton's The Suggard, salecting the angle that pushed the youth's

bronze buttocks into the viewer's face in amanner that would have been con-

sidered pornographic if the subject had been femde, but the guardians of
public morality noticed nothing. The figure of St Peter that stands in the pedi-
ment of the West Portal of Winchester Cathedral is young and stark naked but
neither tourists nor parishioners stop to look up at him; on the steps of the
Sade School of Fine Art students walk unseeing between replicas of Roman
copies of dassicad ephebes; workers pass in and out of Broadcasting House
without lifting their eyes to the facade to admire the naked figure of Arid
sculpted in loving detail by Eric Gill.

There may be a historical explanation for such blindness. It has been
assumed that the great Greek sculptors crested their ided types of boy figures
because the Greeks were pederasts. Thisis as absurd as to assume that artists

paint gtill lifes because they want to have sex with shellfish and dead game or
because they are hungry. The concealment of Greek women's bodies from
public display actually suggeststhat it isthey who were the primary stimulus to
sexud activity, which is not normally carried out in public; this concealment is
part and parcel of the visua culture that demands the under-emphasis of male
genitalia in dl classcd representations of the nude. Sex is off-stage, which is
the root-meaning of obscene. The ubiquity of boy figures in Ancient Greece
tells rather of a universal joy and pride in their visibility, a pride which the
Romans had no difficulty in perpetuating through literally hundreds of replicas
of the best-known types. Thistendency continuesto our own day, when repro-
ductions of sculpted boy effigies have been commercialy reproduced in dl
szes and media, the most obvious being Michelangelo's David. To this could
be added such perennial favourites as the Idolino, the Spinario, the Belvedere

David, the neked warrior of | Samuel xvii, provides the Apollo, Gilbert's Perseus Arming, Leighton's The Suggard, Hamo Thornycroft's
perfect pretext for the public boy nude. The pose used

by Antonin Mercie in 1872 dlows the sexy contrapposto
to be interpreted as entirely unselfconscious. His young bronze and marble were to be seen in thousands of drawing-rooms. Nineteenth-
tough is smply propping one foot on Goliath's faoe, century patriarchs could alow such images to be exhibited in public and enjoyed
so that he can concentrate on diding the giant's huge
sword into its scabbard. The observer being nowhere
acknowledged, decorum is preserved. an erotic agenda of their own. Women who did react, of course, were far game.

Teucer and Antonin Mercies David with the Head of Goliath, of which replicasin

in private only by refusing to admit that decent women had either eyesto see or
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Only since the nineteenth century has it been assumed that the ided figure
that isthe subject of figurative painting and sculpture is femae. This assump-
tion has to some extent skewed the history of art because femae subjects were
favoured over males by the great nineteenth-century collectors who went on
to found public museums and art galleries. This skewedness il affects the art
market, where figure paintings of femdes attract higher prices than paintings
of male subjects regardless of painterly quality or merit. It was not until the
nineteenth century that male artists got to study any femae body by paying
femde modéels to take off their clothes and pose nude for them. The great
masters before them had made do with boys, their own apprentices or profes-
sond models, to model femae personages for them. They drew the boys
nude and then, to make Madonnas of them, blurred their contours and
covered them in heavy drapery. Femde nudes were modifications of the
young male, with added breasts and subtracted genitals, sometimes with bone
and sinew extracted as well, until they were as sexless and uninteresting as
blow-up dolls. Their pearly inertness was more likely to signify Truth or
Divine Love or Religion or Europe than the object of physical desire. Asicons
of the ideal, femade nudes were more convincing if they were less
red, with discreet embonpoint, small breasts, no body hair and no
body openingswhatsoever.

The femade nude is physicaly constrained. Sheis never to be seen playing,
lalling on steps or sitting astride a wall or on horseback, or fighting and
daying the Python or the Minotaur or the Chimaera, or deeping arms and
legs akimbo, or lying dead on the seashore or on the battlefield. Thousands of
male nudes are to be seen in dl these situations and most of them are beard-
less. In any artwork before the nineteenth century a boy is more likely to be
entirdly naked than any other figure; indeed he is sometimes the only naked
figure, every other being fully clothed. Hisbody isasit were public; modesty is
not required of him. In the poor world to this day, a group of stark naked boys
playing in astream or by afire hydrant is acommon sight, and not something
staged for the benefit of paedophiles. The nakedness of boys is celebratory
rather than revelatory. When painters begin to position wisps of ribbon over a
boy's penis, or hide his groin with an artfully positioned scabbard or spray of
foliage, they temper our delight with guilt. Thisis not to say that the image of
the boy is not erotically charged; when the boy sportswings and is called Eros
he is understood to be lust itsdf. When the winged boy is called Gabrid or
Raphad, the ercticism is less obvious but till potent. When the angdl of the

No attempt was made to confer an identity on the
Hellenistic bronze figure of a boy unearthed in
Pesaro in 1530. It was dubbed, smply, the Idolino.
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Caravaggio painted § John the Baptist in 1602 for lord spoke to Mary he was dter dl performing a miracle of love. Human
Ciriaco Mattel, as a name-day present for his son Giovanni
Battista. The boy himsdf may have been depicted as John

the Baptist; Giovanni de' Medici was by Bronzino before and love of dl kindsis made manifest in the figure of the boy.

him and |ater lames, Duke of Monmouth, by Sir Peter 1.dy. As women joined the viewing public of institutionalized art towards
The substitution of a ram for the usud lamb and the boy's

beings can only understand divine love through the medium of human love,

rether knowing grin as he hugs the animal are difficult the end of the eighteenth century, both masculinity and sensuality drained
to explain in any context. avay from depictions of the male nude. After women won their struggle
to be admitted to the life class, they too could draw full-length academies
and paint nudes. The fev who then went on to work as professiona
painters of the figure chose to paint femae nudes rather than males. Though
studies of the nude male were deemed a necessary preliminary for any subject
involving figures, the young male nude
as an embodiment of ided beauty al
but disappeared from straight iconogra-
phy. As a femade painter's subject, the
boy, insofar as he exigs a dl, is a girl.
There are exceptions to this rule but
they are few indeed.

At the end of the twentieth century
guilty panic about paedophilia com-
pleted the criminalization of awareness
of the desires and the charms of boys.
A nude boy cdled Eros presides over
London from his pedestal in Piccadilly
Circus but we do not see him. Benezath
him rent boys ply their miserable trade.
Where once boys were considered 'made
for love and loved of al' they are now
considered attractive only to a perverted
taste. The rest of us avert our eyes. Y¢,
not so far away, on giant billboards
dotted about the city, can be seen seduc-
tive photographs, much more than
life-size, of a ravishing boy. Naked to the
waidt, he sts on a sofa with his knees
apart and arms spread wide, asif waiting

for someone to jump on him. The fly

of his jeans is unzipped just far enough
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to reved the designer name woven into the waistband of his underpants.
Market researchers know what they are doing; they know that the buyers
of most men's underpants are women. Men's fragrances too are sold to
women, which is why the representative image is so often a pouting boy
wearing nothing but lipgloss.

Part of the purpose of this book is to advance women's reclamation of their
cgpacity for and right to visua pleasure. The nineteenth century denied
women any active interest in sex, which was only to be found in degenerate
types. By the end of the twentieth century femae appetite for sexua stimulus
had been recognized and platoons of male strippers mobilized to take com-
mercid advantage of it. That healthy appetite should now be refined by taste.
If we but lift our eyes to the beautiful images of young men that stand al
about us, thereis aworld of complex and civilized pleasure to be had. Delight
in the boy can only be sharpened by the pathos and irony of his condition of
becomingness. What we seein life is gone before we have had timeto appreci-
aeit. It isonly in art that the compellingly evanescent charm of boyhood can

be preserved against the ravages of time.
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Titian painted twelve-year-
old Ranuccio Farnese in
1542 for his mother, the

Duchess of Parma. The
strange contrast of the
boy's small, shy face with
the man-sized mantle that
dides dff his shoulders, and
the incongruity of the
sword, codpiece and the
muscular hand holding a
glove cannot simply be
explained by the possibility
that Ranuccio may have
been present only when
Titian was painting the
head. He stands in his
shimmering doublet on the
brink of darkness, his
brilliance doomed to be
edlipsed in the formality

of life as a celibate prince
of the church.

1 19adeyn

What is a Boy?

A boy is amale person who is no longer a child but not yet a man. Boyhood
may be long, beginning as soon as a male baby is weaned and not ending until he is permitted to
assume the insignia of manhood, which may be as much as fifteen or even twenty years later.
Boyhood may be telescoped, as when a boy-child is removed from the debilitating society of women,
immediately dressed in male clothing and required to imitate the behaviour of grown men. Then,
behaviour considered childish or, worse, girlish, such as weeping or showing fear, will be severdy
discouraged, even punished. In some societies the unmanly boy will find himself caled a girl; in
others his unmanliness will not only be indulged but will entitle him to specia privileges.

Whether boyhood be a crash course or a long and gradual induction, the outcome should be
manhood. In some cultures the production of a decent moustache may be sufficient to raise a boy to
the dignity of manhood,; in other societies males are considered boys until they have found themsdves
wives and married them; and in others even this will not be enough to admit aboy as an equal in the
society of grown men, if he has not dain his lion single-handed or beaten his penis flat between two
stones. In no human society is someone who considers himself a man happy to be treated as a boy.
Though the criteria that distinguish the men from the boys may differ, the distinction is universal.

Therites of passage from boyhood to manhood may be as simple and painless as shaving the boy's
head, dressing him in a saffron robe and sending him to live as a monk for a year, as is done in some
Buddhist societies. Other cultures require a series of painful and dangerous rituals that enact the
destruction of the boy before he can be reborn as a man. The Barabeg of Eagt Africainflict a series of
deep cuts across the boy's forehead that lay bare the bone. The Native American Luisenos of southern

Cdlifornia stake the initiate out on an anthill. The Poro of Serra Leone first circumcise the boy, then
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Above Edward, Prince of Waes, son and heir of
Henry VIII by his third wife, lane Seymour, was painted
by Holbein the Younger in c. 1539 asa New Year's
present for his father in 1540.

14 What is a Boy?

push him face down on the ground and cut deep gashes in his back with a
razor; these are said to be the marks made by the fangs of the Poro spirit who
eats up the boy so that the man may live. At puberty the Masai boy is circum-
cised; for eight to twelve months theresfter he must wear white face paint and
dress in black. He is then ready to become a moran and join his age-set living
in the bush, raiding settlements for cattle to build up their herds. Before he
can be accepted as a man, the moran must kill a lion single-handed. As a
moran he is encouraged to bedizen himsalf with beads and other ornaments;
he may wear his hair long and elaborately braided or modelled into fantastic
shapeswith red ochre.

InBritainit is il the practice in some purlieux of the middle classto send
boys far away from home to schools which are even now reluctant to give up
the routine canings and birchings required 'to make men of them'. Poorer
boys used to be indentured or sent to sea or into the army or set to unskilled
work. What masters did to their men, the men did to the boys and the older
boys to the younger boys. Military service segregated boys, aienated them
from their families and often subjected them to painful rituals. The Boy Scout
movement claimed to be able to make 'big men out of little boys' virtually
overnight. A Cub Scout was a miniature version of a Scout, aready at the age
of eight uniformed, clean-cut and manly, and unafraid of the dark. Instead of
dancing and singing and dressing up, as is a teenaged boy's prerogative, the
uniformed Boy Scout would be tramping about the wilderness, demonstrat-
ing hardy sdlf-reliance - and purity.

For centuries European mothers wept when their sons were breeched and
their hair shorn; indeed, many mothers would keep their boys in the long
skirts of infancy for as long as they could. Portraits of the same date showing
male children of the same age may show them either as dfin creatures with
floating curls and muslin skirts or as tough mini-men in breeches. Among the
most moving of the mini-man portraits must be those of the orphan boy-
king Edward V1. In the portrait painted by Holbein the Y ounger when Edward
was less than two years old, he wears the skirts of infancy but is imposingly
hatted and holds up his baby hand in a gesture of authority. At the time of his
accession, though he was only nine years old, and thin, pale and sckly, he is
shown clad as a man in giff padded doublet and hose with jutting codpiece,
under a heavy fur-lined surtout, standing with a poniard in his hand, his
shoulders open and thrown back in the bluff pose typica of his father. The

portraits show not a boy but a king, for whom boyhood was not an option.




A wife had been chosen for him when he was only sx years old and he was
confidently expected to be married by the time he was twelve. Another un-

finished portrait sketch showing Edward in profile was probably meant for a
betrothd portrait. In this he does seem a delicate boy, almost as fragile as the
rose he holdsin hishand.

It was not only boy-kings who were catapulted into manhood. Titian's
1542 portrait of twelve-year-old Ranuccio Farnese shows him with dl the
attributes of adulthood; his curls have been shorn and he is buttoned into a

Left Flemish School, Edward VI (detail), c. 1544-6. Edward
was not yet ten when he ascended the throne. When he was
twelve his chief adviser, the Earl of Warwick, declared that
he had reached manhood on his twelfth birthday and could
rule in his own right without the Council of Regency.

Above Studio of William Scrots, King Edward VI, c. 1546.
Images of boys holding roses were usualy intended

as betrothal presents. Edward was from the age of sx
betrothed to his infant cousin Mary, Queen of Scots,

but when she was five her Catholic supporters broke

the match and removed her to France.
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Opposite Eight-year-old Alessandro Farnese, Ranuccio's
nephew, was togged up in scarlet tights and shining armour
in 1555 for a portrait to be painted by Girolamo Bedoli for
his mother, who was the bastard daughter of the Emperor
Charles V. It was her burning ambition rather than his that
resulted in the curious image of an unresponsive boy
having his sted collar fdt by a vast metal-clad femae.

16 What is a Boy?

tight doublet, equipped with sword and codpiece, with the heavy mantle of
the Knights of Madta balancing on his narrow shoulders. The portrait was
commissioned for his mother on the occasion of the boy's leaving hishomein
Parma to take up residence in Venice, where he had been appointed prior of
the Venetian chapter of the Order of the Knights of Malta as the first step
in the career of a cdibate prince of the church. (Three years later he would
be made patriarch of Constantinople.) It is Titian's genius to show that
Ranuccio'sfaceisnot just that of aboy, but of asmal boy, with sticky-out ears,
a mouth that is set but tremulous, and the suggestion of shadows under his
eyes. In 1555 when Ranuccio's nephew Alessandro was ten, Girolamo Bedoli
painted him 'vestito da Marte' in full armour over scarlet breeches and hose,
complete with codpiece, sitting on a globe and being embraced by a vast
knedling female, dso in armour, representing the adoring city of Parma. Both
pictures, Titian's moving masterpiece and Bedoli's extravaganza, were painted
for the boys mothers. Ranuccio's mother, who was Gerolama Orsini when
she married Pier Luigi Farnese in 1519, twenty-six years before he became
Duke of Parma, seems to have been a very different person from Alessandro's
mother, Margaret of Austria, bastard daughter of Emperor Charles V; she
almost certainly directed Bedoli to pose her son the way he did. We know very
little about women as patrons, and even less about the extent to which they
influenced the artists whose work was intended for their apartments, but it
seems probable that when it comes to the portraiture of their sons, mothers
attitudes would be crucial.

The condition of boyhood being so varioudly understood, we should not
be surprised to find contradictions in the concept of the male's life-career.
The ages of man could be and were numbered in different ways, by anadogy
with the Trinity, the seasons of the year, the ages of the world, the days of the
week, the months of the year or the signs of the Zodiac. The simplest division
isinto three; boy, man and old man, beardless, bearded and long-bearded. As
a pictoria topos the ages of man are often dso group portraits. Giorgione's
Three Ages of Man presents, besides the mature man and an older man, a
sweet-faced boy gazing at a piece of music. The three ages are here presented
as a consort, with the old man as the bass, the boy as the treble and the man
instructing the boy as the tenor. In Cyropedia, an idedlized account of the
manly boyhood of Cyrusthe Elder in Ancient Persia, Xenophon describes the
public square as divided into four sections, one for boys, one for youths, one

for grown men and the last for men too old for military service. Vdentin de
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Below The Four Ages of Man of c. 1629 by Valentin
de Boulogne, besides being an illustration of its title,
provides an alegory of the flegtingness of human life.
The bird in the child's cage has flown, the youth's
beard is coming in and he must soon lay down his lute,
the soldier's conquests are behind him and the older
man's life may snap like the glass in his hand.

Boulogne follows this four-part division; small boy, youth, man, old man cor-
respond to spring, summer, autumn and winter. The small boy plays with a
cage; the older boy makes music. An interesting sub-group in the four-age
scheme personifies one of the ages as femade. Of these Titian's is the best
known and the most intriguing. The first stage of a man's life is shown in the
little heap of amorini, the last in the distant figure of the old man contempl at-
ing a skull. In the foreground of the picture, resting as it were against the
picture frame, dits a naked man. His body is tanned and weathered, his face
hairy and he appears preoccupied or distracted. He does not respond to the
fully dressed young woman crowned with flowers who lies aong his naked
thigh, holding two flutes as if suggesting that they play together. Boyhood is
here the missing term, emblematized not in a boy portrait, as in Giorgione's
Three Ages o] Man, but in the personification of Flora; the fluteisthe attribute
of Theocritus's amorous shepherd, and the man'stime of playing is past.

The five-age scheme was constructed in analogy with the five ages of
the world: the Golden Age under Saturn, Slver under Jupiter, Brazen

under Neptune, Heroic under Mars and Iron under Pluto. Two of the five




weae devoted to immaturity, divided into childhood and youth. The
mediaeva six-age verson divided youth into three sections: infantia, puerilia
and adolescentia. The predominance of youth in dl these schemata reflects
the demographic structure of early modern society, which had many times
more young people than there were mature or old. The division of life into
Sven ages summarized by Jacques in Shakespeare's As You Like It dso gives
three of the seven to youth. After infancy come the two phases of boyhood,
before and after puberty:

... the whining schoolboy with his satchel
And shining morning face, creeping like snail
Unwillingly to school. And then the lover,
Sghing like furnace, with a woful ballad
Made to his mistress eyebrow.

The soldier follows, 'bearded like the pard'. According to Jacques, then, the
time for love in the life-career of a male is the time between leaving school, at
twdve or fourteen, and quaifying for military service at twenty-one. During
this time a boy might have been a scholar in the Inns of Court or the

Univerdties, or an apprentice, or a squire, or afootpage. In al these waks of

Above In the picture painted by Titian c. 1513 and

usudly caled The Three Ages of Man, manhood, as distinct
from childhood and old age, is expressed as a couple of
lovers, perhaps Daphnis and Chloe. The position of the
pipe in the woman's left hand has even been interpreted

as an indication that they have had sex. It is more rewarding
to read this picture as a vanitas; the old man with the two
skulls is an obvious memento mori and the femae figure
too may be an alegorica representation of a time of life
rather than a personage.
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Below A chak drawing of Three YoungArtistsin a Sudio
made by Louis-Leopold Bailly in about 1820 is an unusually
simple and unaffected response to their unselfconscious
beauty on the part of an artist who specidized in state
commissions and fashionable and flirtatious subjects.

life a boy was expected to behave in an irrepressible manner, whether as a wit
or a womanizer, a toper, a rioter or an extravagant dresser. In Shakespeare's
time gangs of working-class apprentices regularly terrorized the city with
their hooliganism, middle-class gallants brought uproar into the playhouses
and young noblemen were a law unto themselves. Just so Prince Hal, son of
Henry IV, 'the nimble-footed madcap prince of Wales, Fagaff's 'sweet wag'
and 'tender lambkin' whose ‘chin is not yet fledge!, spends his youth in 'riot
and dishonour', enjoying his boy's preference for good fellowship among
‘gallants, lads, hearts of gold'. When he drinks deep with the &ff at the tavern
where he lodges they tell him that he is'a Corinthian, a lad of mettle, a good
boy' ... and that when he is king he shall ‘command dl the good lads in
Eastcheap'. His boyhood ends when he proceeds to Jacquess fourth age and
kills Hotspur in single combat, no more sweet-faced Prince Hal but ferocious
Harry Monmouth.

Just as Harry annihilates Hal, every male who survives boyhood must agree
to annihilate the boy in him and confine himsdlf to the narrower scope avail-

able to him in patriarchal society. This takes discipline and self-repression,



summarized by Wordsworth in 1807 as 'shades
of the prison-house' closing on the growing
boy. The boy who survives to become a man
must learn to husband his energy, to wak and
talk with caution and deliberation, and to take
his place on the ladder of authority. As Mary
Douglas wrote in Purity and Danger, 'Danger
liesin transitional states, Ssmply because tran-
stion is neither one state nor the next, it is
indefinable. The person who must pass from
one to another is himsdf in danger and
emandtes that danger to others. The danger is
controlled by ritual which precisely separates
him from his old status, segregates him for a
time, and then publicly declares his entry to his new status.'

Boys are volatile, unpredictable and vulnerable. A male teenager is more
likdy to attempt suicide than not, more likely than anyone ese to write off a
motor vehicle, amost certain to experiment with drug experiences of one
kind or another, and at greater risk of committing and/or suffering an act of
violence than any grown man or female. Hisvulnerability is made more acute
by his own recklessness and spontaneity.

Adolescence is not a moment but a process. A male child becomes a boy
when it starts but may not yet be aman whenit finishes. It begins as soon ashe
becomes aware of sexud fedings, which happens for some male children very
early and for others relatively late. Sperm begins to be present in boys urine
when they are eight or nine, but awareness of sexua fedlings is mediated by
other factors R. W. Connell divides the maturation of the male into six
phases the first is infancy, no body hair and testes of one to two cubic cen-
timetres in volume; adolescence begins with the appearance of downy pubic
hair and a doubling in the Sze of the testes, and proceeds by degrees with
changesin pubic hair and testicular volume, to hair in armpits and testicles of
up to sixteen cubic centimetres in volume. These four stages take about five
years and the process is not over then. For many boys traumatic events signa
red as distinct from schematic stages in the adolescence process: the first wet
dream, the breaking of the voice, the first shave. Body hair can increase
deadily for many years after adolescence is officidly over. Masturbation is
agreed to begin a deven or twelve, but there is little systematic evidence.

Above Collier Schorr, born in New York in 1963, has
been photographing adolescents assuming the insignia

of various masculinities since 1987. Her photographs
emphasize the vulnerability of very young men, especialy
amid brutal surroundings, as for example in the military.
There is no knowing how consciously the male odalisque

in a photograph from Cast of Happy Campers, 2001,
assumed the pose of Michelangelo's Dying Save (see p. 109).
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Opposite Attempts to identify the subject of Man in a Red
Cap, usudly but not rdliably attributed to Titian and dated

c. 1516, are doomed to failure. As the same type appearsin
The Concert, which may be cither by Giorgione or Titian or
by neither, the young man may have been a model or a studio
assistant and the picture not a likeness of a personage but the
depiction of an ided type, who is about to abandon youthful
languor for the life of action, represented by the sword.

Below The banker and art connoisseur Bindo Altoviti is
supposed to have commissioned a portrait of himself from
Raphael in 1515, when he would have been thirty-two
years old. If this is in fact the case - there is little in the
way of evidence — Raphael painted his client not as he

saw him but as he had been in his vouth.
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According to Danid Levinson, who like Xenophon's Ancient Persians, favours
afour-part seasonal division of the life of man, puberty happens at twelve or
thirteen plus or minus two years, which is to say, anywhere between ten and
fifteen. He further hedges his bets by marking seventeen as the beginning of
early adulthood, and twenty-two as the end of adolescence.

An adult male who remains dim and lovely and keeps the hair on his head
rather than growing it on his face and body may play aboy's role for aslong as
it is congenid. In the Renaissance young men who kept their hair long and
luxuriant and their faces clean-shaven could prolong boyhood well into their
twenties, while they explored the roles of scholar and lover. Raphadl, ‘a very
amorous man with a great fondness for women', according to Vasari, chose to
put himself into his fresco of The Schoaol of Athens,'with a youthful head, an
air of great modesty, and a gracious and attractive manner ... wearing a black
cgp, portraying himself effectively as a boy though he must have been in his
mid-twenties. Raphadl's portrait of the banker and connoisseur Bindo
Altoviti as a young man shows him turning away, looking back at the viewer
over hisright shoulder asif bidding farewdll, in asimilar attitude to Raphagl's
own in the self-portrait. The crisp golden hairs sprouting on Altoviti's cheeks
signal the end of boyhood. He holds one hand softly pressed to his breast-
bone as if feding a pang at his heart, a gesture familiar to us from other
portraits of young men, of which the best known is Giorgione's in the
Szepmtiveszeti Museum in Budapest, painted in about 1510. The young man
in Giorgione's picture rests his elbow on a stone ledge, on which isfixed atiny
circular plague showing the three faces of the alegory of prudence, another
representation of the ages of man.

Such portraits are depictions not of identity but of alegorized stages in
lives that were understood to involve transformations. All of them are distin-
guished by a distinctly elegiac mood. Among the attributes that are on the
verge of extinction is youthful narcissism; the young men are carefully
dressed, their hair curled and brushed out into floating clouds, their caps
jauntily cocked. Add to this the suggetivity of the half-removed glove that
appears again and again in portraits by Titian and his older and younger con-
temporaries, and it will be seen that these are pictures of a moment that is
dready past. Titian's Man in a Red Cap is pale and languid, his dark eyes
abstracted and mournful, his red cap the same as the one worn by the young
lutenist in Titian's arcadian Concert Champetre (c. 1509) in the Louvre. The
hair that gushes from under the cap is rich and dark againgt the luminously
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Above The proper pursuits of boyhood are love, music

and poetry; many Renaissance portraits of unmarried males
show them following dl three. In Portrait of a Young Man

of 1590 by Alessandro Allori, the fedty to Apoallo of a now
unidentifiable young man is indicated by the figurine
behind him. His sober dress is not only appropriate to
melancholy and scholarly pursuits but aso reveds the
youthful denderness of his physique.

Below left and right The Rembrandt self-portrait on
the left, from the Mauritshuis, is typica of the images used
by portrait-painters to recommend themselves to future
patrons. The sitter is shown in the best possible light, as
young, handsome and confident. A later version of the same
composition shows us a more tremulous and apparently older
figure, whose image has not had the glamorizing treatment.

Opposite In the conventional self-portrait the artist
depicts himself with turned head studying his own image
asif in amirror placed beside him in order to transfer it to
a canvas placed in front of him. Durer firg shows himself
a 13 as he can hardly have seen himsdlf, in half-profile,
then twice a 21 or o, his features distorted by the intensity
of his self-contemplation, and then in a magnificently
Apollonian aggrandizing version, which may depict him

as a bridegroom, though what he bends in his finger is

not the usua rose but a prickly sprig of sea holly.
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pale skin of his neck. The richly furred lappets of his loose coat could essly
dide from his shoulders as, in a strangely Onanistic gesture, he draws into
view the bulbous pommel of his sword, which is crowned with a single pearl
of light. The split in the neat-skin glove on the hand that clasps the sword
exXposes a contrasting lozenge of bare flesh.

Portraits of young men are usually commissioned by their betters, by their
parents, either for themsalves or to serve as betrothal presents, or by their
patrons and/or lovers. We can only wonder whom Titian's deeply and subtly
erotic image was destined for. More decorous portraits of noble young men
show them as lovers of beauty, with ancient cameos in their hands and fig-
urines of Apollo standing by to signify their fedty to poetry and music. Others
have dender index fingers inserted in dim volumes indicating their passion
for poetry or for a mistress to whom they have written poetry. These gorgeous
boys could continue showing their tight buttocks and long legs in clinging
hose until the hair on their head thinned. Then they adopted the citizen's hat
and gown and let their beards grow.

Hundreds of painters have Ieft portraits of themselves when young. Durer
drew himsdlf as a rather adenoidal youth of thirteen, as a tormented twenty-
one-year-old, and as a serene young god at the age of twenty-two, gill almost
as beardless as Apollo. Rembrandt charted the loss of his looks with brutal
frankness. In the Nuremberg self-portrait dated c. 1629 apparently smply
from the apparent age of the sitter which is assumed to be twenty-three, his
lips are rogy, his hair shimmery and he gazes serenely at the viewer with the
cockiness of a not-yet-man. In the Uffizi portrait the face is foreshortened and
the technique drier but in other respects, the literalness of the rendition of
the mantle and its chain, the pernicketty detail of the shirt appearing over

a smilar metal collar, it seems an early work of the same period as the










Nuremberg portrait. In the Munich self-portrait both the rosiness and the
composure are gone, though the shirt seems to be the same shirt as in the
Nuremberg portrait. It isasif Rembrandt had revisited the cocky portrait and
deliberately distorted it to produce a truer version that replaces the phony
sdf-asaurance of the aggrandizing portrait with genuine inner turmoil.

The self-portraits of Anthony Van Dyck too offer a fascinating opportu-
nity to trace his progress from boy to man. The earliest shows him at the age of
fourteen or so, when he was training in the studio of Rubens, plump cheeked
and pouting, much as he is in a portrait painted at the same time by his
master. As his majority approached, he painted three self-portraits; in each
the face is turned dightly to the right, with the eyes looking out directly at the
viewer. In the finest of these, he wears a suit of lustrous black satin, knotted at
the breast by a simple bow. The skin of his sweet face and long dender hands
is a warmer version of the white of the lawn shirt that froths through the
opening of his doublet and the dashings in the deeves. Though the face has
thinned down the cheeks till bear the bloom of youth, and the brow under
the clustering auburn curls is smooth and unlined. The brown eyes rest upon
the viewer with a hesitancy that is almost coquettish, a suggestion that is
borne out by the dight parting of the young man'srosy lips. Though Van Dyck
was probably in his early twenties and shaving fairly regularly, he shows
himsdf with peach-smooth cheeks. In other words, the boy he is painting has
dready ceased to exigt. This portrait is a pictorial document of passage, a
farewd| to youthful extravagance and self-obsession.

Young men's arrogant consciousness of their own fugitive beauty crystal-
lizes in the well-known cautionary tale of Narcissus. When Ovid's story opens
Narcissus is sixteen years old, has been wooed by many a man and maid, and
has coldly spurned them all. The goddess Nemesis hears the prayer of one of
his rgected lovers and grants that Narcissus too might love without hope.
Narcissus, hot from hunting, finds himself by a ill, grass-fringed pool in a
cod and shady thicket and lies down to drink from it.

While he seeks to dake his thirst, another thirst springs up, and
while he drinks he is smitten by the sight of the beautiful form he
ses He loves an insubstantial hope and thinks that substance which
isonly shadow___ Unwittingly he desires himsdlf; he praises and

is himsdf what he praises; and while he seeks is sought; equally

he kindles love and burns with love.

Above Anthony Van Dyck, Lord John and Lord Bernard
Suart, 1637. Van Dyck accentuates the glamour of two
sons of the third Duke of Lennox, 17-year-old Lord John
to the left and 16-year-old Lord Bernard to the right. Their
indolent postures and haughty expressions are the same as
those used by catwak mannequins today. The high stacked
hedls of their soft leather boots add to their aready
improbable height and slenderness.

Opposite As the face in the self-portrait by Van Dyck
that is usudly dated 1621 is clearly derived from a sdf-
portrait painted when he was in his teens, it must be a
portrait of the artist as a dazzling young man painted when
he was far more accomplished as an artist but no longer so
young or so beautiful. Nostalgia is more prevalent in
portraiture than is usualy recognized.
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Narcissus remains transfixed by his image in the pool, neither eating nor
drinking, 'perque oculos perit ipse suos, consumed by his own eyes. His
eclipse is rather like the fate that once threatened habitual masturbators, that
they would exhaust the bodily substance that was needed to build them up to
robust manhood. The Narcissus story has such a clear and present relevance
to youthful self-obsession that the story has been regularly retold in dl kinds
of moralizing literature since the Old French metrical romance Nar cisse was
written in the third quarter of the twelfth century. Guillaume de Lorris retold
the story in the Roman de la Rose; Boccaccio referred to it repeatedly in his
writings on love; Christine de Pizan retold it at the end of the fourteenth
century, Alamanni, Jean Rus, Ronsard and Gregorio Silvestre Rodriquez de
Mesa in the mid-sixteenth. Though paintings of Narcissus gazing at himself
arerdatively few, the theme continued to inspire hundreds of writers, some of
whom were clearer than others about the connection between Narcissus
behaviour and his youth. John Clapham called his Latin verseallegory of 1591
Narcissus, sive, Amoris iuvenilis descriptio.

Aslong asthe boy isaboy, behavioursthat would dishonour the head of a
family are acceptable and even becoming; boyhood is after dl the time of
'sowing wild oats. A boy may play the role of passive partner in sex with both
men and women,; the ritual of transition will relegate such play to the past, as

the man will husband his seed for the serious purposes of
reproductive sex. No such sdf-denia is to be expected
from a boy. Boy sex is irresponsible, spontaneous

and principally sef-pleasuring. Though the
sexud drive of young males has now been rec-
ognized, it is expected to be expressed in
masturbation rather than in non-reproduc-

tive sx with others, which has been to a
large extent criminalized. Age limits for
consent to sexual activity may be gradualy
coming down but at the same time it is more
likely than ever before in our history that inti-
macy between individuals of disparate ages will
be stigmatized as perverted. If vulnerability
to paedophilic assault pesks between the
ages of ten and twelve, tinkering with defi-
nitions of what can be legally consented to

Left and above Benvenuto Cellini's marble Narcissus
was designed to be reflected in a pool in the Boboli Gardens
in Florence. Originally Cdlini had been asked to carve a
Hercules from the marble he had been given but when he
found that it had two holes through it, he decided upon the
sinuous languid figure of a Narcissus instead. In the elegant

wall-painting discovered on the wall of a house in Pompeii
the unknown artist has supplied both pool and reflection.

Opposite In two films, Kids (1995) and Another Day in
Paradise (1998), and various photo essays, Larry Clark, born
in 1942, clams to present the world from the point of view
of the young. In Oklahoma City, 1975, from his 1992 series
Teenage Lust, the boy's excitement at the sight of himsalf with
his pants down may be a deliberate recollection of Narcissus.

What is a Boy? 29




Top and above In his portrait of Master John Heathcote
(c. 1770-74) Gainshorough emphasizes the boy's frallty, so that
he seems almost more fragile than the flowers he holds. When

Reynolds painted fourteen-year-old Alexander Hamilton in 1782
boys were to be seen, according to an impressed German visitor,
'with their bosoms open, and their hair cut on their forehead

while behind it flows naturally in ringlets. Boys could continue
dressing in this informal style until they were eighteen or twenty.
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a age sixteen, sy, can have nothing to do with child protection. As far as we
cantell, about 11 % of boyswill have sexud experiences with males; fewer than
2% of boys then go on to become exclusvely homosexual in their preference.
Latin cultures foster heterosexuality by encouraging even small boys to be in
love with smdll girls, teaching them the arts of courtship and, eventually, how
to pleasure femdes without running the risk of impregnating them, by
making love to them as if they had no vaginas, as if indeed they were male.
Boyhood is a playground and the game is polymorphous perversity.

Among the variety of rituals that terminate boyhood, many involve hair,
usudly the cutting or shaving of hair. A boy's hair can grow as luxuriantly as
any girl's. Keeping it long, full and flowing has been a privilege accorded to
boys in many societies where grown men were expected to keep their hair
cropped or their heads shaved. At the ceremony which will signal the Masai
moraris irrevocable entry into manhood his mother will shave off his elabo-
rately braided tresses, leaving him as bald as a hilliard-ball, and she will
comfort him as he weeps for the loss of his beauty. Shearing of a boy's hair
often coincided with the coming in of his beard. In Ancient Rome the day a
boy's face was firg shaved was held to be the day of his entry into manhood,
and as such was held sacred. The firgt shavings from the cheeks of the
Emperor Nero, together with the long curls cut from his head, were placed in a
gold box ornamented with pearls and dedicated to Jupiter Capitolinus, and
the day was rubricated asthefirst of the festiva of the Juvendia.

Male anthropol ogists, who evidently share the phallic anxiety of their adult
male subjects, have been more interested in the socid construction of
manhood than the condition of boyhood and have little to say about it. They
were fascinated and, one suspects, appalled to find that anong severd groups
in the New Guinea Highlands, the Sambia, Etoro, Onabasulu, Kauli and
Gururumba, for example, boys were expected to fellate men in order to ingest
their semen so that they might grow tall and strong. No attempt was made to
find out how the boys fdt about the practice, whether they enjoyed doing it or
whether it was an ordeal for them, or even a what stage they could cease being
takers and become givers of the nourishing semen. Femae anthropologists,
having principally concerned themselves with studying the largely undescribed
lives of women, have had even less to say about the condition of boyhood.

The psychologists have been more interested. Freud described the earliest
phase of a male child's life, when he fails to distinguish between himself and

his mother, as'primary narcisssm'. As he grows, the male child must separate




himsdf from his mother and assume an identity and a socid role that are unlike
hers, in that they are predicated on independence and courage, while ill
yearning for the security of the engulfing maternal presence. ‘While it is true

that the boy's first love object is heterosexual, he must perform a great deed to

Below This portrait of two-year-old Francis George Hare
was commissioned from Sr Joshua Reynolds in 1788 by
the child's aunt. His imperious gesture is the only clue to
his sex. Reynolds liked the picture 0 wel that he, or his
assistants, painted at least three replicas of it.







meake this so: he must firg separate his identity from hers. Thus the whole
process of becoming masculine is at risk in the little boy from the day of birth
on; his gtill-to-be-created masculinity is endangered by the profound, primeval
oneness with the mother, a blissful experience that serves, buried but active in
the core of one's identity, as a focus which, throughout life, can attract one to
regress back to that primitive oneness. That isthethreat latent in masculinity.

A verdgon of this argument that underlies the sex role theory of the 1960s
and '70s goes like this: 'Males start as F-s (unconscious and conscious femi-
nine identity) totally identified with the mother, then progress to the FM
dage [unconscious-feminine-conscious masculing] acquiring superficia
measculine traits but maintaining their deep feminine identity, and complete
their maturation as MM, devel oping inner masculine identification to match
the surface behavior they earlier acquired.'

Many mothers, conscious of the boyishness of their sons from birth and
their different attitudes from their sisters to such basic matters as food, waste
elimination and play, would want to reverse the story, making the femininity
of their boys superficial and temporary, and their masculinity deep, virtually
ingtinctual. Others might want to argue that both femininity and masculinity
are superficial, cultural or even arbitrarily imposed, and that both boy and
girl are more androgynous than the finished product of civilization, man and
woman. It is man and woman who are the subject of gender studies; the boy is
dl but dided in the various descriptions of manhood in the making which
tend to present him as an incomplete man, and entertain no suspicion that
the finished man might be an incomplete version of the boy. The old adage
that the child is father of the man might be truer than we think.

When and how a boy-child becomes aware of the necessity of separating
himsdf from his mother would appear to be dependent on external factors,
such as when those around him identify him as aboy and what they take aboy
to be. Confronted with a boy who was timorous or easily moved to tears, our
great-grandfathers concluded that his mother's milk was not yet out of him
and cdled him a 'milk-sop’. Even now a soccer player who tackles another
without due ferocity is said to have 'gone milky'. It is from his mother's
careses that the boy learns to express affection and how to give and take
pleasure. By thetime he isaman he will have learned how to subordinate that
search for mutual pleasure to the exercise of dominance. Boyhood is the
blessed time when he gill remembers how to give and take pleasure without

troubling himself about power.

Opposite Sr Thomas Lawrence, Lydia, Lady Acland,
with her "Two Sons, Thomasand Arthur, 1818. Though
Lawrence was obliged to paint boy and girl children in the
undifferentiated dress that they actually wore, and often in
the control of the mothers who dressed them, he took care
to show his boys as boisterous,, standing in their mothers'
laps or climbing over and around them, even shouting.
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As boyhood is but a preparatory phase in the emergence of a man, the
archetypal boy cannot survive. He is typicaly struck down on the eve of
manhood, whether he is Adonis gored by a boar, Orpheus dismembered
by the Maenads, Hyacinthus brained by a discus deflected from its true
path by alovesick god, Antinous swallowed up by the Nile either accidentally
or on purpose, or Sebadtian stuck full of arrows. Over the centuries more
boys than men have died, felled by war and childhood diseases. Those diseases
are now conquered, in the rich world at leadt, but, even if AIDS were not a
javdin aimed at their throats, boys will gill be annihilated because civiliza-
tion has little use for them. The corporate world requires one-dimensional
men not polymorphous boys. Brian Jones, James Dean, Jmi Hendrix, Jm
Morrison, Marc Bolan, Jean-Michel Basquiat, Freddie Mercury, Kurt Cobain
are our new immortals. Like Apollo and Dionysos they can never outgrow

their dazzling boyhood.
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Above lames Dean was wel aware of his appea to

both sexes and flirted outrageously with the camera, while
dfecting to be unconscious of it. Though he made only
three films in a career that lasted little more than a yesar,

he posed for thousands of photographs, some of a distinctly
compromising nature, before writing himsalf of in a car
wreck at the age of twenty-four.

Opposite Kurt Cobain wes the talent and the beauty
behind the successful Alternative Rock band Nirvana
His suicide by a single shotgun blast to the head in 19%4
a the age of twenty-seven made of him a cult figure.
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Though this performer

a an up-market club

in Pattaya is usualy
identified as a 'katoey',

the photograph shows not
a'lady boy', that is, amale-
to-femae transvestite,

but aboy who has painted
one side of his face like a
man and the other like a
woman. The suggestion,
that the boy underneath
may be neither, is worth
consideration.

Z 1=y3deyn

The Boy is Beautiful

The brightest figure on Olympusisthe boy-god Apollo. Asthe personification
of brilliance, 'the far-shooter with the unshorn hair ... the Lord of Song, his head adorned with
locks that bloomed in freedom', he is aso the personification of youth. Apollo is good at the things
that young men are better at than their elders, pure mathematics, abstract thought, archery, composi-
tion of poetry and playing the fiddle. He is ailmost aways shown naked as ajay-bird because 'Apollo
knoweth how to make naked to them who inquire of him the decrees of Fate or because he appeareth
to dl dike, for King Phoebus isthe sun and his pure brilliancy is seen from afar'.

Zeus begot both Apollo and his twin Artemis on Leto, daughter of the Titans Coeus and Phoebe.
Hera, infuriated with jealousy, sent the dragon Python to hound Leto to a place where the sun never
shone. At Ortygia she went into labour. Artemis issued from her womb first and, immediately taking
control, helped her mortal mother across the straits to Delos and assisted her through the nine days of
labour that elapsed before she brought forth the other twin, Apollo. He was only four days old when
he demonstrated the strong attachment of adl boy-gods to his mother, calling for a bow and arrow so
that he could revenge her. He tracked Python to Parnassus but only succeeded in wounding it,
The dragon found sanctuary at Delphos but Apollo entered the sacred shrine and killed it. In trouble
with his father for this sacrilege, he sought out Pan from whom he learned the art of prophecy,
returned to Delphos and took the priestess into his service. One of his duties was to guard the cattle
of the gods in Pieria; the cows were stolen by his younger half-brother, Hermes, who fashioned
the firgt lyre from a tortoiseshell. His use of cowgut for the strings betrayed him as the cattle thief
and Apollo arraigned him before the gods on Olympus. Hermes pleaded guilty, returned the

rest of the cows and sang the praises of Apollo, accompanying himself on the lyre. Apollo was so
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Kouroi were designed to stand as guardians over
the remains of the honoured dead. The earliest
example shown (opposite), a stone kouros from
Méos c. 550-540 BCE is typica of the older form.
The bigger than life-size bronze kouros (right),
aso of the sixth century BCE and found in a sewer
in 1959, is dubbed an Apoallo but is more likely to
represent an attendant or devotee, whose hands
would have held a vess or tray for offerings.
The contours of the third figure (above), dating
from the beginning of the fifth century BCE are
beginning to reax from the rigid columnar form.
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charmed with the instrument that he accepted it in exchange for the cows
and from then on was seldom seen without it.

So thoroughly is Apollo associated with physical perfection that every
idealized representation of ayoung male nudeislikdy to be
given his name. The first known Greek statues are
the kouroi, erect, striding nude figures that

were placed in cemeteries as long ago as 700 ¥ '
BCE. The earliest of these are monumentally % 1
stylized to give an impression of stillness T
and permanence rather than movement. y
Over the centuries the clenched fists
held rigidly against the 4iff thighs
relaxed and the outlines of the
body began to soften, so that they
became less monumental and
more human. Different styles
of representation of idedl
male youth existed side by .
side; what they had in common 3
was that they were dl likdly to be
identified as Apollos, as in the case of the
kouros in the British Museum that used
to be known as'Strangford Apollo'.

A hymn of 600 BZE describes Apollo as
'like unto a man, lusty and powerful in
his first bloom, his hair spread over his
broad shoulders; this type can Hill be seen
in the Etruscan Apollo of Veo of c. 500 BCE
(see p. 43). Gradually the type became more
refined until Praxiteles produced the very
much more delicate and younger-looking
figure of the Apollo Sauroktonos, now

known to us from a number of Roman
copies (see p. 41). By far the most famous
effigy of Apallo is the figure that is known as
the Belvedere Apollo (see p. 40). A Roman copy
in marble of alost Hellenistic bronze, it was dug



up somewhere near Rome c. 1490 and presented to Cardina Giuliano
ddla Roverewho put it in his garden. When della Rovere was dected pope
in 1503 he took it with him to the Vatican where it was installed in the
Cortile of the Belvedere. Every artist who came to Rome went to see it,
dudy it and draw it from every angle. Thousands of plaster casts were
made and dispersed throughout Europe.

When the Belvedere Apollo was found, it was missing dl of itsleft hand
and part of its right. In 1532 the sculptor Giovanni Angdo Montorsoli
was commissioned to restore the statue, which he did by removing the
origina right arm and supplying a rather fecble one of his own, complete
with ahand that is gesturing limp-wristedly a nothingness. He aso sup-
plied a left hand which is grasping abow; on the plinth at the statue's feet
he planted a marble laurel tree. He did not apply the fig-leaf that covers
the god's genitals, which was added at a later stage. Montorsoli thought
that Apollo's pose represented the moment when he drew his bow to kill
Python. In fact we do not know and cannot tell which event in the Apollo
myth the Greek sculptor originally sought to represent.

What we see isatdl boy, naked but for a mantle thrown over his out-
dretched left arm and a pair of strappy sanddls, striding forward on his
right foot, while looking back along his extended Ieft arm. His body is
dender and graceful, with ddicate articulations and smooth muscula-
ture, suggesting power without effort. Luxurious curls cluster at the nape
of his neck and are tied in a lover's knot on the crown of his head, asin
other depictions of Apollo familiar to us from the excavations of Graeco-
Romen ruins, such as those a Aphrodisias in Anatolia. The art critic
Kenneth Clark was at a loss to explain how 'the eye could overlook wesk
structure and dack surfaces which, to the aesthetic of pure sensbility,
annul its other qualities. He continued: 'In no other famous work of art,
perhaps, are ided and function more distressingly divorced, and in so far
aswe bdieve that they must beinseparableif art isto take on the quality of
new life, the figure of the Vatican is dead.'

A work of art that is being copied in every conceivable medium and so
endledy reproducing itsdf, could be accounted dead only by an ‘aesthetic
of pure sensibility'. Successful or unsuccessful, the figure was recognized
as an embodiment of young male beauty, and not smply because the
other types that are liked better by Clark were not available to the critics.
The Bevedere Apollo is certainly an odd structure: the contrapposto of







body turning right and head turning left is daring and unsettling, and the out-
stretched left arm rocks the balance of the whole, especially as the Ieft hed is
lifted and the weight should be thrown further to the right. Another oddly
unsettling note is the heaviness of the cloak thrown back asif simply to reved
the boyish body; we do not here have a warrior scarfing his arm against his
enemy's blows. The face that looks along the outstretched arm is expression-
less, the lips dightly smiling as if in recollection of the kouroi of old. Kenneth
Clark does not explain why he wanted the figure to be stronger and less deco-
rative. In any case, his was a received opinion. In 1920 Guy Dickins had
rgjected the Belvedere Apollo on the grounds of its 'ultra-refinement of
aurface in every direction' and 'its affected stage pose and gesture, calling it
'little short of abominable'. He was followed in 1929 by A. W. Lawrence who
deplored its 'feeble prettiness' and 'undeserved reputation', stating firmly that
‘comparison with many statues of greater merit makes the encomiums of
older critics appear ridiculous. Dickins and Lawrence might have paused to
congder the obvious fact that hundreds of artists, as distinct from ‘critics and
scholars, had responded to the beauty of the Belvedere Apollo. Turner, for
example, drew it repeatedly; it would be a daring 'critic' indeed who would
Uggest that even as a student Turner didn't know what he was looking at.
Whet the critics of the 1920s didn't like about the statue was, Smply, that it
was not sufficiently masculine, and this moral defect they trandated into an
aesthetic qudity, caling it 'vulgarity', or its opposite, 'ultra-refinement'.

Earlier artists had fewer anxieties about masculinity and were happy to give
homage to the Belvedere Apollo in their work. Michelangelo took from it the
suggestion of an immature man's slouch; as the weight is taken off the left leg,
the torso curves forward to the right. This he developed in adrawing of anude
youth now in the Louvre. Though the figure is knotty with sinews and bone
shapes that would never disturb the calm of the Belvedere Apollo or any other
Hellenigtic sculpture, the tilt of the pelvis and the counter-tilt of the dightly
dropped shoulder refer back to it, and a the same time remind us of the
would-be toy-boys strutting their suff around the bar on the PiccolaMarina.
This red-life version of the classical contrapposto Michelangelo would repeat
in his David (see p. 178). Raphad, Vasari, Sansovino and Durer dl admired
the Bevedere Apollo and paid it the sincere compliment of imitation and
adaptation. Every atelier and every connoisseur possessed a cast of the statue.
Goethe asked a friend to come and ook at his ‘cast of the Apollo ... even by
candlelight' and see if he could agree that it was beautiful.

Opposite In the nineteenth century the Belvedere
Apollo was derided as 'disgusting® and either ‘vulgar*
or 'over-refined'. Earlier observers, from the time of
its discovery in Rome in the 1490s, had thought its
boyish beauty unsurpassed. Every young artist who
made the journey to Rome visited the Vatican to
draw it from every angle.

Below The Greek original of the Roman figure of
Apollo Sauroktonos, the lizard-killer, is thought to
have been carved by Praxiteles late in the fourth
century BCE. Monumentally has been abandoned
for grace, expressed in the softly rounded contours
of a body that has relaxed so far that it has become
unstable and must use the tree trunk as a prop.
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Johann Joachim Winckelmann, considered the founder of the neo-classical
movement and arbiter of revolutionary aesthetic taste, wrote: 'It isthe highest
ided of art among dl the works of antiquity. Enter, o reader, with your spirit
into this kingdom of beauty incarnate, and there seek to create for yoursalf the
images of divine nature." Winckelmann's judgment that the male nude is the
epitome of the aesthetic is nowadays assumed to be one 'in which desire is
dealy instrumental’, the implication being that straight people would not
share his homosexua's preference, when they clearly did. The key to the
attraction of the Belvedere Apollo to both straight and gay men and women is
that it is not the depiction of a man, but of a boy. Its skittishness is a boy's
skittishness and the cold arrogance of its look bespesks the amorality of the
kind of young hooligan who could skin Marsyas dive.

The oldest Apollos are by no means dways so naked. The Apoallo of Veio,
thought to be carved by the master Etruscan sculptor, Vulca, strides forward
foroefully, the fla monumental contours of his powerful body enhanced by the
rippling folds of a thin chiton. His stride is the same as the stride of the Greek
kouroi, and the ancestor of the step being taken rather more languidly by the
Apdllo of the Belvedere. His braided and plaited hair hangs thickly on his neck
and back, and his lips are curved in a smile that seems to anticipate pleasure.
A related type, the Apollo kitharoidos, hashishair elaborately dressed in alater
feshion and wears a flowing pleated gown, with only his height, his broad
shoulders and the contours of his groin as evidence of his maleness. In the
Middle Ages the problem of Apallo's troubling appeal was dedlt with by the
dmple expedient of depicting him clothed; after the discovery of the Belvedere
Apallo his nudity became once more an essentia aspect of his emblematic
dgnificance. As his entire body must be seen to be without flaw, he is dmost
adways shown, even when he isinvolved in such dangerous activities as break-
ing the horses of the sun to his rein, wearing nothing but a laurd wreath and
sandals, accessories that tend to emphasize the starkness of his undress. Part of
the shock effect of the few pictures that show naked femaes with clothed men
is that the combination of nude male plus clothed femae is so common in
European art as to be ubiquitous. Now that Andrea Sacchi's picture of Apollo
placing his own laurels on the head of Marcantonio Pasqualini has been
restored, and a clumsy drape removed from the god's loins, we can see that his
rosy genitals are the focus of the composition, dl its diagonal linesintersecting
at just this point. The naked figure, derived from and justified by the example
of the Belvedere Apallo, entirely upstagesthe musician, who isbizarrely dad in

Opposite In Andrea Sacchi's hyperbolic

Mar cantonio Pasqualini Crowned by Apollo (1641)
the castrate's upright harpsichord is decorated with
the figures of Daphne and a bound satyr. Marsyas
can be seen behind; beside him a shepherd's bagpipes.

Below The head of the terracotta Apollo of Veo,
with its elaborately braided curls and lazy smile,
contrasts with the massiveness of the torso and the
tortuous detail of the muscles of its striding legs.
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Below As a painter Jusepe de Ribera was more interested
in the contours of suffering humanity than in divine pagan
beauties, but in the mid-1630s he painted severa versions
of Apollo and Marsyas, dl of which show the god's hude
body amid billowing drapery hovering weightlessly over
the struggling earthbound satyr, who is usudly more
human than mythical.

a hillowing starched surplice over which a shaggy leopardskin has been
knotted, with bright red stockings and brown shoes tied with red laces.
Pasqualini was himsdf a castrato; what he fdt about the contrast between
himsdlf and the god can only be imagined. The composition is balanced by the
swarthy figure of Marsyas waiting tied to atree for Apollo to strip his skin dff.
The Marsyas episode is repulsive and can be repulsively painted. Showing
the young god in the act of flaying an older man certainly dramatizes his bodily
intactness along with his effortlessimplacable power. Marsyas, dways amature
man, bearded, his body muscular and dark-skinned, is reduced to helplessness
before the divine power of the shining boy. Though Marsyas is supposed to
have been a satyr, most versions do not show him with goatish extremities.
Marsyass crime was to offend the gods by claiming to have invented the flute
and then chalenging Apollo to a musica contest which he lost, whereupon
the boy musician bound him to a tree and skinned him dive. The boy who

punishes the man shows his power as the Belvedere Apollo does, by remaining




completely impassive, while Marsyas bawls like a child. Mogt painters do as
Ribera does and use the subject smply as the occasion for a contrast between
two physica types, the white and tranquil boy and the red and frenzied man,
with little evidence of the gridy process of dividing aman from his skin.

Only great artists can create convincing ikons of invincible power-without-
force and not dl their efforts succeed in establishing a balance between
ddicacy and strength. Critics of different generations will interpret the same
visud clues differently, in response to the concepts of gender appropriateness
prevaling at the time. The figure of Apollo that dominates the foreground in
Rubenss Council of the Gods, with itsextended left arm holding abow, leading
right leg, and turned head is clearly derived from the Belvedere Apollo as
restored by Montorsoli. Rubens turns the mass of the sculpted figure into
flickering light and movement, exaggerating the stride and twisting the glim-
mering body with the red mantle billowing and swirling around it, so that to a
modern sengbility the god might seem to be mincing. Rubenss contempo-
raries, who expected a gentleman to be a graceful dancer and able to make a
good leg on any of the many occasions that required it, would not have seen it
thisway. In the Circle of Michagl Sweertss painting of the interior of a sculp-
tor's studio, the figure in the foreground is putting the finishing touches to an

Apodllo of a digtinctly feminine type. He stands in a version of the Belvedere

Above left The unknown painter of Interior of a Sculptor's
Sudio, which can be dated by the costume and other details
to about 1655, makes his own ironic comment on the story
of Apollo and Marsyas. The Apollo whose knee the young
sculptor is finishing is amply covered in flesh; the figure with
arm raised behind him is a flayed man, modelled in wax on
awire armature so the boys could study muscle structure.

Aboveright In Council of the Gods, c. 1623, with
characterigtic verve and dazzle Rubens trandates the
sculpted Belvedere Apoallo into colour and light. The
figure is more Netherlandish than Greek in physicd type,
but the attitude is identical, even to the hands added by
Montorsoli, and the draping of the cloak.
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pose with left leg relaxed and his mantle thrown over his extended right arm,
leaving his smooth, plump body open to view. The contrast to be seen in the
iconography of Apollo and Marsyas is here implied and exaggerated by the
contrast with the virile figure of a Snewy homme ecor che to be seen on a shdf
behind the Apollo, a figure as rough as the Apollo is smooth. Modern taste
does not appreciate plumpness, partly because we see far too much of it; to the
boy-watchers of the seventeenth century, who saw too many undernourished
boys scratching aliving in the streets, plumpness was a positive attribute.

In 1769 when Sr Joshua Reynolds undertook a full-length portrait of
Frederick Howard, fifth Earl of Carlide, he took the pose from the Belvedere
Apollo, of which a full-sze plaster cast had recently been acquired for the
Royd Academy. Reynolds was a fan. 'He is supposed to have just discharged
his arrow at the Python; and by the head retreating just a little towards the
right shoulder, he appears attentive to its effect. What | would remark, is the
difference of this attention from that of the Discobolus, who is engaged in the
same purpose_The graceful, negligent, though animated air of the one, and
the vulgar eagerness of the other, furnish a signa instance of the judgment of
the ancient sculptors in their nice discrimination of character.' Carlide was
twenty-one years old, a smooth-cheeked pouting boy, with afineleg in rose-
coloured slk stockings; Reynolds shows him in the robes of the Order of the
Thistle with which he had been endowed in Turin when he was on the Grand
Tour. The portrait might seem to modern eyes outrageously effeminizing, but
to his contemporaries it suggested youth, power and poetry, to which the
young earl had pretensions that were at one point acknowledged by his
cousin, Lord Byron. Where Apollo wesars his vine lesf dangles the foot-long
gold tassd of the cord securing the youth's velvet cloak, between dender
thighs riotously garlanded with bunches of ribbon. Reynolds modified the
Hellenigtic pose; the extended left arm is shorter, the hand held lower, while
the right hand rests upon the pommel of a sword.

Reynolds used variations on the Belvedere pose at least twice more, for the
full-length portraits of Augustus Keppd (c. 1752) and the Tahitian Omai
(c. 1774) sold at Sotheby'sin 2001 for more than £10 million. There are those

Opposite In 1768 Frederick Howard, fifth Earl of . . .
who think that the fact that Keppel's head is turned to his left as helooks aong

Carlide, was dected a Knight of the Order of the Thistle.
The following year, the twenty-one-year-old st to Sr his outstretched left arm and lifts his left heel, asthe Apollo does, is mere coin-
Joshua Reynolds for this full-length portrait in the robes

of the Order. He would later become addicted to gambling
but then abandon the vices of his youth and enter politics,
with great success. The pose itsdf was aready in circulation, one of the many "stock” poses used

cidence. 'That it turned out rather like the famous antique statue of the Apollo

Bedvedere was probably almost accidental, though not of course entirely so.
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by the drapery painter van Aken: Ramsay's Chief of MacLeod at Dunvegan
Castle and Hudson's Gentleman (said to be Charles Douglass), sold Christies
on 21 November 1975 (88) are two striking examples." What such evidence
goes to show is that the pose of the Apollo was thoroughly embedded in the
pictoria language of the aggrandizing
portrait, and that the effeteness that so
revolted later critics had not yet been
diagnosed. Reynolds, who never studied
from the nude and had no grounding
in anatomy, was as likely as many alesser
painter to resort to a plaster cast for
a coherent pose. Though the twenty-
seven-year-old Keppe is  decently
dressed and holds his arm rather lower
than the Belvedere Apollo, he has legs as
dender and as long as the Apollo's, and
his confident striding without looking
where he is going conveys the same
subtle sense of power without force
that distinguishes the classic original.
It was not until 1867 that the critic F. G.
Stephens pounced on the reminiscence
of the Belvedere Apollo and denounced
it as'attitudinizing', 'theatrical' and 'most
unworthy of the man. Contemporary
judgment was very different; the Keppd
portrait made Reynolds's reputation.
The case of the Omai portrait is less
dear because Reynolds has turned the
head avay from the outstretched arm
and the hand that emerges from a super-
fluousfal of cloth asthe Belvedere's hand
would have done. Though the twenty-
something-year-old subject is swaddled
in dasicd draperies, their very volumi-
nousness, as well as the nakedness of the

emerging hands and feet, suggests the
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Taddeo Zuccari's drawing of a Seated Youth Surprised by
Two Soldiers may be one of many illustrations of an episode
from Tasso's Gerusalemme Liberata in which Rinaldo, having
gone AWOL from the crusades, is tracked down to Armidas
enchanted bower by two of his fdlow paladins. The episode
dramatizes the conflict between boyish susceptibility and
sexud appetite, which are condemned as effeminate, and
manly continence and discipline.

48 The Boy is Beautiful

dark dender body beneath. His averted gaze together with a dight flush
beneath his eyes suggests the kind of vulnerability usually associated with
femae subjects. Reynolds liked this picture so well that he kept it by him until
his death, when it was bought by none other than Frederick, fifth Earl of
Carlide. A century later the scul ptor Charles Laves was reputed to be so physi-
caly perfect as a young man at Eton College and Cambridge University that
his father got an artist to model his son's figure in dlver, in the attitude
of the Belvedere Apollo.
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What later generations have interpreted as effeminacy in the Apollo figure
began as no more than evidence of its youthfulness. Intolerance of the boy-
god's 'softness (a word that also means 'amorousness' in the early modern
period) may stem from intolerance of boyhood itsdf and a desire to trandate
the boy instantaneously from child to man, so avoiding the troubling phase of
misrule and extravagance out of which Apollonian brilliance may be said to
rise. Before the British developed their system of thrashing and bullying male
children into men at boarding schools, the charms of extended boyhood were
apparent to al, even to females. Ladies have It little in the way of evidence of
their susceptibility to the androgynous appedal of boys, but grown men were
aufficiently jealous of it to speak for them. In 'Her Man described by her own
Dictamen’, Ben Jonson speaks in the persona of a woman explaining what

shelooksfor in alover:

Young I'll have him too, and fair,
Ye a man, with crisped hair

Cadt in a thousand snares and rings
For Loves fingers and his wings...
Eyebrows bent like Cupid's bow,
Front, an ample fidd of snow,
Even nose, and cheek withal
Smooth as is the billiard-ball,
Chin as woolly as the peach,

And his lip should kissing teach,
Till he cherished too much beard
And make Love or me afeared.

In her poem 'In Imitation of Horace' printed in 1684 Aphra Behn apostro-

phizes a boy who has beautified himself in order to attract the eyes of women.

What mean those amorous curls of jet?
For what heart-ravished maid
Dog thou thy hair in order s,
Thy wanton tresses braid,
And thy vast store of beauties open lay,
That the deluded fancy leads astray?
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Behn writes often of male beauty in terms that would seem to us excessivdy
feminizing but, at this juncture in the development of taste, beauty in aboy is
identical with the beauty of agirl. Both should have radiant and unblemished
skin, brilliant eyes, entwining tendrils of hair and a dender, graceful form.
The boy has the advantage in that his clothing outlines and reveds his form;
girls, being encased in busks and gtiffened skirts, their hair coiffed rather than
alowed to flow over their shoulders, offered fewer opportunities for voyeuris-
tic pleasure than boys.

Behn's dlusion is to Ode 5 of Book 1 of Horace which is addressed to a
girl, Pyrrha. Behn addresses the self-beautifier as 'fond, charming youth',
an expression that was less sex specific in the 1680s than it is now, so that this
poem can possibly be read as describing an amorous interaction between
women. Lady Mary Wortley Montagu adapts the same ode to reflect dightly

more bitterly on the havoc wrought by a male flirt:

For whom are now your airs put on,
And what new beauty's doomed to be undone?
That cardless elegance of dress,
This essence that perfumes the wind,
Your very motion does confess
Some secret conquest is designed.
Alasl The poor unhappy maid,
To what atrain of ills betrayed!

When Lady Mary was forty-eight she fdl hard for a twenty-four-year-old
Italian, who was carving out a brilliant career by alowing powerful men and
women to fdl in love with him while committing himself to none of them.
While he was following his fortunes to Berlin and winning the heart of Crown
Prince Frederick, Lady Mary travelled to Venice expecting him to join her
there; they eventudly met up in Turin, with the outcome that would have
been expected by anyone but the lovesick Lady Mary. Algarotti was, of course,
extremely handsome in a fair-skinned, dark-eyed, heavy-lidded sort of way
and knew how to make the best of himsalf.

Until relaively recently boys were expected to be interested in prettifying
themselves. Indeed, in societies where well-to-do women were to be seen only
in their own houses, it was the boys who supplied dl the glamour to be seenin
the streets. They were dl too aware that from the screened windows of their

apartments the rigorously segregated daughters of the middle cass were




gazing down upon them. In the Venetian crowd scenes painted by Carpaccio, ~ Frank Sinatra, who became the idol of bobby-soxers in the
mid- 1940s, was the firgt teen heart-throb. Though he wes

wdl into his twenties when he became a solo artist, it was his
seen knots and couples of posing boys. The broadness of their shoulders is  sinny boyish appearance and his wide blue eyes as well as

emphasized by padding, the tininess of their nipped-in waists by al kinds of ~ the sentimental ditties he sang that made teenage girls swoon.

Mansueti and Gentile Bdlini at the beginning of the sixteenth century can be

ditched panels and dashings in contrasting colours, the length of their legs by
avariety of longitudinal stripingsand patternings. The skirts of their doublets
are not only cropped to reved the contours of the buttocks, but split and
folded back. All the boys make the most of their hair which has been bleached,
put up in curlers and then brushed out to froth over their shoulders and
round their faces Hats come in dl shapes and szes, but the most popular are
pill-boxes and beanies, dl sporting a feather or several.
Whether the sdlf-beautification of the sixteenth-
century boy was limited to his hair is not so clear.
In the paintings of Pisanello we can seethat neither
men nor women used cosmetics, but both shaved
their foreheads and necks to produce a clean hair-
line. While the women's hair is braided and bound,
the men'sis curled and clipped, and, one suspects,
bleached. The truth seems to be that boys are as
van as girls and spend as much time pondering
their reflection in the mirror but, although we are
told every year that the market for male cosmetics
isgrowing and will a last take off, boys il do very
little to render themselves attractive. Elvis Predey
took a risk of being denounced as effeminate in
usng kohl and eye-shadow long before rock musi-
dans began to sport make-up. When bands did
begin to appear with painted faces it was in the
hope of provoking a homophobic response in
order to deny it. Interestingly girls responded as
passonady and obsessvely to the heavily made-
up features of Boy George asthey did to any of the
fresh-faced, clean-cut pop idals. In the Erotes, the
author pseudo-L ucian says of the heterosexual dis-
putant, Charicles, that he 'shows some evidence of

the skilful use of cosmetics, because, | imagine, he

wished to attract the women'. One of the most
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frequently touted advantages of loving boys wes that in contrast to women

they had unpainted faces, we can only wonder if Charicles as a grown man
Was using cosmetics to counterfeit the appearance of youth.

In alegories of youth, boys are often shown with mirrors, afitting attribute
for them but not for the men they will become. Y& Native American Osage
braves dl carry mirrors in which they are expected to adjust their elaborate
coiffures. In many cultures young males are required to beautify themselves
in order to catch the eyes of femaes both old and young, like so many cock
birds in their mating plumage, and they will parade themsdves thus bedi-
zened, even dancing to show their grace as wel as their strength and
endurance, or jJumping to great heights. Instances of this kind of behaviour
are so numerous that we might wonder whether preventing boys from beauti-
fying themselves and displaying that beauty is not both counter-instinctive

and counter-productive.

Above Boy George, born George O'Dowd in 1961, became
a household name in the 1980s with his band Culture Club.
Though he afected an extremely camp manner, wore heavy
make-up and made no secret of his sexua orientation, he
had a huge following among teenage girls.

Opposite Though exclusvely heterosexua, Elvis Predey
began using eye-liner, mascara and eye-shadow when he
waes il a school, to dramatize his eyes and project his
version of a smouldering look. He was intensely aware

of the value of sexud display and of musica performance

as a part of that display.
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Opposite The Surma are atiny community of
herdsmen in south-west Ethiopia, numbering no

more than 30,000. In this photograph of 1991 Kolaholi,
a famed body painter, decorates a renowned gtick fighter
with finger painting in chalk and ochre. Both wear
necklaces, bracelets and earrings.

Right For the 'yaake' or charm competition at the
fediva of Geerewol, when the young Wodaabe men
of Niger will display themselves to attract a wife, they
shave their foreheads, powder their skin with ochre,
outline their eyes with kohl and sharpen their

noses by painting a line from brow to chin.
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Though the boys of the nomadic Wodaabe of the Sahel are beautiful to start
with, tall, lithe and fine-featured, they have an exacting and elaborate beauty
culture which requires them to darken their eyes and lips and highlight their
noses, cheekbones and chins, in order to don intricately hand-embroidered
tabards and charm women by dancing and rolling their eyes. Dinka men,
most of whom are over Sx fe tall, call themselves'the men of men'’; at fifteen
years old a Dinka boy will begin wearing, in addition to his ivory and slver
bangles and necklace, atight beaded corset, which accentuates the narrowness
of his waist compared to his shoulders as well as the tightness of his buttocks
(see p. 57). Such mae display is not in the leest incompatible with male
exploit, but seems rather a part of it. Young men expert in dl kinds of martial
arts are expected to dress the part. The best stick-fighters among the Surma of

south-western Ethiopia wear, besides their slver earrings and bracelets, and
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hair shaved and clipped into narrow bands, intricate finger-painted body

designs in white, from neck to knee. The more fearsome the New Guinea
head-hunter the more likely he is to wear a toque of vivid parrot feathers,
recyding the brilliant plumage donned by a male bird to attract the female.
All such beautification implies that the boys want and expect to be looked
at by women. Where women till the earth, carry heavy loads, especidly water,
and even erect the houses, a man who cannot attract one of these useful crea-
turesisintrouble, for aman alone cannot survive. Thewomen know that they
ae free to follow the 'nice direction of a maiden's eyes, singling out the most
greceful dancer, the highest leaper, the most creetively adorned of dl the boys,
who may turn out to be as well the bravest hunter or the strongest wrestler.
The same combination of beautification and prowess survives in post-indus-
trial society in the figure of David Beckham who, defying the braying of less
secure men, speaks in a soft high-pitched voice, wears diamonds in his ears, a
kirt when he feds like it, topiarizes his hair, poses for thousands of modelling
photographs, and is aso rather good at playing soccer. Apollo lives.

Above Now that the Dinka people have been driven

off the savannahs of southern Sudan by decades of
persecution and dvil war, their tall dender menfolk are
seldom to be seen following their herds of cattle as in this
photograph of 1984. At puberty a Dinka boy would no
longer be required to milk the cows, would be painfully
initiated in a ceremony involving deep cuts to his head,
and assume a beaded corset, as a Sgn that he had become
awarrior guardian of the cattle.

Opposite At the yam fegtival for which this young
man is preparing, adolescent boys as well as girls will
have their bodies oiled and dusted with golden pollen.
His headdress is made of cockatoo feathers, and the tiny
dots he is applying to the dark stripes of his face paint
are powdered coral mixed with water.
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In 1787 Canova made a
preparatory plaster cast for
a frankly erotic sculpture
of Cupid reviving Psyche
after she has swooned

from inhaing poison
perfume. The project
languished until 1793
when the sculptor received
a privete commission
which resulted in the group
now in the Louvre, in
which Psyche's reduced
drapery reveds her legs
and thighs and she has

logt her butterfly wings.

In 1796 Prince Y usupov
commissioned a third
version, now in the
Hermitage, in which Cupid
has acquired a fig-leaf as
wael as more massive wings.
Indl three versions Cupid's
hand cups Psyche's breast.

¢ 1agdeyd

Love is a Boy

Cupid, with his bow and fiery arrows, is dways male and dways immature.
Heismal e because heisthe aggressor: in no myth does Cupid play apassive sexud role. Heisa
boy because aboy is more sexualy active than a man, has more erections, produces more sperm and
gjaculates more often. If society provides no legitimate outlet for boys' sexuality it will be expressed in
ways that are chaotic and destructive. Therefore Cupid is both blindfolded and in charge of a lethal
weapon. His arrows infect individuals with infatuation and sexua obsession, bringing havoc and
anguish, disrupting friendships, households and the state. Nowadays we like to pretend that small
boys, such as Cupid is usually shown to be, have no awareness of sex. This fond hope is part of the
myth of childhood innocence that grew up in the nineteenth century and managed to exist side by
side with the belief that children would be wicked unless they were regularly thrashed. This was only
possible because parenting was bifurcated: mothers trusted, fathers thrashed. Mothers enacted
mercy, fathersjustice. The nineteenth century replaced the common awareness of original sn with a
conception of childhood as both innocent in itsalf and unaware of the sexuality of others. The results
of this delusion were in some ways tragic, as adults abused children who could find no redress
because even to speak of such things exposed them as bad, while innocent children could be abused
with impunity because they really did not know what was happening. The nineteenth century largely
lost sight of Cupid's boyhood; though he till turned up wherever there were hearts or flowers he was
presented as an unsexed baby. The dreadful boy of antiquity had been obliterated.

Cupid is the Roman version of the Greek Eros whom some among the Ancients held to be the
oldest of the gods since none of the others would have come into being without him; he is supposed

to have hatched out of the world-egg laid in the womb of Darkness after the Wind had made love with
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Below left The origina of the type of Eros stringing
his bow is thought to have been sculpted by the Greek
sculptor Lysippus in the fourth century BCE. The legs and
feet, right arm, bow and wings of this Roman copy have
been restored, by analogy with other examples surviving
in different fragments.

Below right Parmigianino, who crested Cupid Carving

a Bow in about 1533, was himsdlf a child prodigy and said

to have been as beautiful as an angel. The wood that Cupid
isworking on is Herculess club; the figure is another emblem
of love conquering al, even the strongest. Rubens liked this
picture so much that he copied it.
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Night, so that he could set the universe in motion. Thisis one way of illustrat-
ing the philosophical notion that love, dso known as desire, prompts dl
movement, vulgarly rendered as'it's love that makes the world go round'. The
early Greeks represented Eros as a winged figure rather like a djinn, who
exiged to torment human beings and disrupt the socid order. Later versions
accept that his mother was Aphrodite but cannot agree as to whether his
father was her half-brother Hermes, Ares the god of war or her father Zeus.
This very confusion reflects the way that Eros represents dl that is ungovern-
ablein human sexuality, including jealousy, rage, violence and incest. Though
Erosisatyrant and dl the Olympian deities are afraid of him, in dl hisincar-
nations he is a boy, sometimes a very smal boy. For Praxiteles Cupid is a
refined and beautiful boy of twelve or so; a fourth-century Lysppan type
shows him rather younger, twisting himself abow out of Herculess club, in an

emblem of the unmanning of the male hero in the grip of lust. In about 1533




Right The Eros of Praxiteles,

which has come down to us via
Romen copies, is a graceful boy
rather than a mischievous child,

ad gppears more the object of love
than the ingtigator of love in others.
He looks and gestures downwards,

asif from an atar to a suppliant.




Above The Combat of Love and Chastity painted by
Gherardo di Giovanni del Fora some time in the last
quarter of the fifteenth century is thought to be one

of aseries of pandls illustrating Petrarch's Triumph of
Chastity. Love irrupts into the picture space like a kater,
but Chastity holds her ground, as his arrows break
againgt her shield, and she brandishes the chain with
which she will bind him once disarmed.
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‘for the knight Baiardo, a gentleman of Parma and intimate friend of his,
Parmigianino painted a different view of 'Cupid who is making abow with his
own hand', which shows him whittling it rather than stringing it. Vasari con-
tinues: ... and at his feet he depicted two putti, both seated, one of whom is
catching the other by his arm and laughingly urging him to touch Cupid with
his finger, and the putto who does not want to do this is weeping, expressing
his fear of burning himsdlf at the fire of Love. It is an interesting indication of
the changed assumptions of the twenty-first century that the putto who is
weeping is often assumed to be agirl.

Renaissance notions of the character of the boy Love were greetly influ-
enced by Epoo ApojtETig, 'Runaway Love, by the Greek poet, Moschus, writing
about 150 BCE, in which Venus sets up a hue-and-cry after her delinquent son

and gives a detailed description of him.

He is a notable lad; he shall be known among twenty: complexion not
white but rather like to fire; eyes keen and beamy; of an ill disposition
but fair spoken, for he means not what he says — 'tis voice of honey,

heart of gall; awily brat makes cruel play.

Moschus' rather clumsy poem had no sooner surfaced in Italy than it was
translated into elegant Latin hexameters by Politian, and then into Italian
terzarimafirst by Geronimo Benivieni and then by scores of others. The early
church, under the influence of St Augustine, had adapted the Ciceronian view
that Eros, under his Latin name of Cupid, was 'a wild boy, who showed no
respect for age or station but flew about on golden wings, shooting barbed
arrows at random or wantonly setting hearts on fire with his dreadful torches.
The success of Moschus poem stemmed as much from the support it gave to
the prevaent notion of lawless love as from its intrinsic merit. The iconogra-
phy of Erog/Cupid/Amor, as moralized in alegorica paintings like Gherardo
di Giovanni dd Foras Combat of Love and Chastity, painted at the same time
that Moschus poem was being disseminated in Greek, Latin and Itdian,
reflects a pre-existing Christian tradition. Love, a naked winged boy with a
floating mane of red-gold hair, has fired into the shield of Chastity at point-
blank range an arrow which has snapped in two. Chagtity is represented as a
fully-clad femae figure, brandishing the chain with which she will bind the
youth when hislast arrow is broken.

In 1532 the Florentine banker Bartolomeo Bettini asked Michelangelo to
design a fresco of Venus and Cupid. Michelangelo produced the design but




ultimately Bettini had to ask Pontormo to carry out the painting and severa
of his younger contemporaries made their own copies. The nude and rather
massive body of Venus with her right leg bent behind her occupies the whole
of the foreground; she appears to be rolling avay from her son, Cupid, who
has flung his I€ft leg over her right hip in an odd version of the leg-over pose
that dgnifies coitus in the art of classicd antiquity. He has thrust his Ieft arm
under her chin and is pulling her face round, apparently so that he can kiss her
on thelips, aswith her right hand, asif inadvertently, she plucksasingle arrow
from his loaded quiver. 'The little Cupid has already attacked Venus
approaching from behind, he has climbed up her body and embraces her.

To modern sensibility such an image of an apparently lustful child is
intensdy disturbing. Indeed, in 1819 one of the pictures based upon the
catoon was liged among the 'quadri osceni' in the Royd Bourbon
Collection. To Correggio's educated contemporaries the notion of infantile

%X play carried no threat; Eros here stands for non-reproductive sex which

Veus Urania, as a nature goddess and daughter of Heaven and Earth, must

Below Micheangelo's monumental design for a fresco

of Venus and Cupid, featuring one of the most dynamic
femade forms to appear in Western art, staggered al those
who saw it. It was never executed and has come down to
us through copies by other artists, such as this one thought
to have been made by Pontormo. The child's aggressiveness
towards his mother would be disturbing enough even
without the tiny figure lying as if dead in the cupboard-
like pedestal to the left of the picture.
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Below In The Disarming of Cupid Alessandro Allori subdues
the rolling movement of (he femae form and presents Cupid
as a teenaged suppliant rather than an infant seducer. The
Cupid's kiss topos has been transformed into a decorous
representation of Venus Genetrix subduing amorous caprice.

control in the interests of fertility. Nowadays we do not think of uncontrolled
and indiscriminate sexua desire as childish, but Correggio's contemporaries
certainly did. AsCartari explained in Dei Dei degliAntichi,'Loveisdepicted as
achild because while it is directed soldly towards lust, it isno other than amad
desire, and because the thinking of people in love is wesk and imperfect, like
that of children.’

According to Ovid, Venus was infected with passion for Adonis, a mere
mortal, when Cupid kissed her and one of the arrows in his quiver acciden-
tally grazed her bosom. The landscape in the background of the paintings
after Michelangelo's cartoon certainly appears to be the mountains, woods
and rocky places sst with thorns where Venus will hunt with Adonis and he
will be killed. A verson of the subject by Bronzino's nephew Alessandro
Allori, though it dill refers to Michelangelo's design, in that Venus is again
attacked from behind, shows her seizing Cupid's right wrist in her right hand
to restrain him, while in her left hand she holds doft his bow. The alegory has
been conscioudy disinfected. Cupid is older; his mother does not attempt to

ignore him but gazes as deeply into his eyes as he into hers; white doveshill in

the foreground. We are now confronted with an icon of tranquil monogamy,




Venus genetrix triumphans. With this useful moralization Allori was onto a
winner: besides the version in the Musee Fabre, there is another in the Uffiz,
another in the Kress Collection, another at Hampton Court, and another in
the Galleria Colonnain Rome, and the subject was twice engraved.

As the go-between and facilitator of adulterous love, Cupid is seldom
defested. In Correggio's Danae he has cagt asde his bow and arrows, and
sprung on to the bed, his legs spread in a mirror image of Danag's receptive
position, ready to snatch away the sheet so she can be penetrated by Zeus in
the form of a shower of gold. Cupid aone is aware of the imminent arrival of
the god; Danae seems lost in some complacent dream of her own. A pair of

amorini, one winged and the other not, play with one of Cupid's arrows.

Above Nineteenth-century critics esteemed Correggio

as everything that was ddlicate and pure, but he is the only
artist ever to have depicted the anus and scrotum of an
airborne angel, who can be seen among his decorations

for Parma Cathedral aong with another nude angd sitting
astride a cloud in the same pose as the Cupid who assgts the
impregnation of Danae in Correggio's painting of 1531 or so.
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The winged one, who represents sacred love, is inscribing on a tablet held by
wingless earthly love, sgnifying the character that divine love inscribes on
worthless day. The image may be one of adulterous passion, but the interpre-
tation is purely neo-platonic, so that the cognoscenti get to have their cake
and eat it too.

Correggio's Cupid may be an obedient servant of divine will, but the domi-
nant image was ill that of Cupid as a demonic force. In the painting by
Bronzino now known as Venus, Cupid, Folly and Time Cupid is once more
advancing on his mother from behind in unambiguously erotic fashion. His
right hand passes under her right breast to squeeze her Ieft nipple between his
spreed fingers, while his left hand, as in the Michelangelo cartoon, holds her
head so that he can reach her parted lips with his own. Her gaze appears unfo-
cused but he islooking intently at the lips he is about to kiss. Cupid's buttocks
are conspicuoudly presented, to the point where his posture seems anatomi-
cdly impossible. Despite its overt erotic content the picture is another moral
dlegory. The doves of harmonious monogamy appear in imminent danger of
being crushed by Cupid's foot, while a veritable horde of sinister personifica
tions throngs in the background, forces that will be unleashed if the lips of
mother and son should meet. Once more we are in the realm of the pseudo-
Moschus. Though a more refined age might simply rgjoice in this complex
image as a neo-platonic mystery celebrating the power of perfect beauty to
subdue lust or some such, the picture is one of a beardless youth intent on
seducing a woman who is old enough to be his mother and appears to have
given him no encouragement. She does not return his embrace but turns avay
from him, one hand lifting one of his arrows and the other clutching the
golden apple awarded her by Paris.

Bronzino's picture is a highly sophisticated puzzle which will keep scholars
occupied for some years yet, but at a superficia leve it raises the questions of
jus when mae children begin to fed sexua desire and whether they are
moved to trandlate desire into performance of some kind. Bronzino's amorous
boy appearsto be ateenager; in adrawing made at more or lessthe sametime
by Bartholomaus Spranger, the boy who has climbed onto Venus and straddles
her thigh is even younger than Michdangelo's toddler. He appears moreover
to have deliberately wounded his mother with his arrow, and it is contempla-
tion of the wound that brings their mouths within kissing distance.

Lorenzo Lotto's Venus and Cupid is obviously an dlegory of marriage but

wht it plainly showsisasmiling toddler standing legs apart, holding his penis

Above Bartholomaus Spranger's drawing is another that
dedls with the infection of Venus with love through a wound
from one of Cupid's arrows. In 1581 Spranger, a Fleming by
birth, became chief painter to the court of the Holy Roman
Emperor Rudolf |1 in Prague. His extravagantly sexy conceits
were fed by the works he saw in the Emperor's Kunstkammer,
then the largest collection of art works in Europe.

Opposite Scholars will probably never agree about what
isgoing on in Bronzino's Allegory with Venus and Cupid

(c. 1540-50). A teenaged boy appears to be making
unequivocal advances to an older woman who, apparently
in a state of suspended animation, alows him to kiss her
open mouth. The picture could conceivably refer to the
unrequited love of boys for older women and to the ills
that would follow if such untimely love were to be returned.

Love isaBoy 67




Above In his Venus and Cupid of c. 1540, Lorenzo Lotto
shows Cupid as a toddler urinating accurately through a
myrtle wreath onto his mother's petal-strewn pelvis, in an
dlegory of fruitful wedlock. The child's stance and expression
indicate that he knows what he is doing (as a god should)
and is awilling participant in this adult scenario.
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in his right hand and aiming a stream of urine at the belly of a naked woman

reclining in front of him in yet another version of the Michelangelo pose. The
child's body is more accurately observed than the woman's. The myrtle
wreath he wears at a roguish angle and hislazy, even tipsy smile both indicate
a knowingness that would nowadays be considered most undesirable in a
child of his age. We know the toddler is Cupid because he wears grey pigeon
wings and has dung his bow over his Ieft shoulder. Venus, wearing crossed
bracelets on her wrists, is holding up a ribbon upon which a myrtle wreath is
suspended and from that an incense burner, al indicative of the ceremony
of marriage. The child's action recdls the popular superstition that a wife is

more likely to conceive if her husband urinates through his wedding ring.




The magic depends on the parallellism between gaculation within the vagina
and peeing through a ring. Properly spesking the attendant of marriages
should be the torchbearer Hymen rather than Cupid the archer. Lotto's alle-
gory appears to relate less to monogamy and marital chastity than to the
importance of physica desire to marital fertility, so that Cupid, young and al
asheis, isplaying hisusua rolein fomenting lust.

Caravaggio's Love Triumphant is seldom seen as anything but visual indul-
gence of homosexual paedophilia. Cupid's pose has even been interpreted as
climbing off his adult lover after anal penetration, his relaxed smile being
taken as a Sign of Caravaggio's sharing the common delusion of paedophiles
that children invite and enjoy their attentions. Other elements of the picture
are not o eadly read and suggest that the superficia
reading may be thewrong one. It is Caravaggio's method
to subvert the humbug of patrician aestheticism by
choosng for his Baptists and Davids unrefined types
whose bodies appear red rather than ideal. The child's
body is here presented more awkwardly than seduc-
tivdy. The total exposure of his nakedness is dso the
exposure of his unreadiness; he holds two arrows not in
his quiver but in his hand, their barbed tips invisble
somewhere beyond the picture's edge. The only bow
visbleisthe bow of theviadl that lieswith atheorbo and a
sheat of music on the floor, next to an abandoned cuirass
and a crown of laurdl. The instruments are two, the
armour is one; a couple may have been playing and
dnging in consort and retired to make love, hence
Cupid's victory. This pictorial topos may not have been
new in 1601 when Marchese Rodolfo Giustiniani com-
missioned the picture from Caravaggio. A version of it
painted in the 1580sis credited to the Ferrarese Ippoalito
Scardla, called Lo Scarsdllino; four more are credited to
Caravaggio's younger contemporary, Orazio Riminaldi.

Though the cognoscenti would have been aware of the
import of Caravaggio's dlegory, the audacity of the rep-
resentation and its lack of refinement did provoke a
reection, led by the Marchese Giustiniani's brother,
Cadinad Benedetto Giustiniani, who commissioned a

Below Caravaggio's Love Triumphant (c. 1599)

is another illustration of the difference between early
seventeenth-century attitudes towards childhood and
those current now. There is nothing innocent about
this boy, but the assumption that he has been involved
in some kind of paedophilic exchange is purely twenty-
firgt century. He is acting, as Correggio's Cupid does

(see p. 65), as the facilitator of adult intercourse.







corrective from Caravaggio's erstwhile follower and principal antagonist
Giovanni Baglione, showing earthly love in the person of Cupid overcome by
heavenly love personified as the Archangel Michadl. Baglione's plump Cupid,
neked except for a diminutive breech clout, lies helpless on his back in a mess
of broken arrows, as the Archangel Michael, resplendent in full armour and
parti-coloured feathers, bestrides him wielding an arrow of light.

Nether Caravaggio nor Baglione thought of the boy Cupid as worthy;
where Caravaggio represents him as audacious, irrepressible and virtually
invulnerable, the other shows him like Saul on the road to Damascus, about to
be thunderoudly enlightened and blinded at the same time. In a contempo-
ray treatment of a related subject Bartolomeo Manfredi shows Cupid
ubjected to aboy's more usual punishment, a merciless flogging at the hands
of his father Mars. The same plump boy as in Baglione's painting writhes in
the same position in the picture space but he is blindfolded and twisted over
to reved more of his buttocks, as Mars goes at him hammer and tongs with
flaling knotted cords and Venus, newly alighted from her dove-drawn
chariot, tries in vain to appease him.

Gresk and Roman love poetry is written by men about consummated love
with both boys and women. In feudal Europe the boy-lover began to write
for himsdf. The troubadours of eleventh-century Provence were teenagers,
recruited from the ranks of the squires who attended on the war lords in the
fidd and at table. The woman they idedlized was their lord's seldom visible
wife, whom they did not expect to bed, because she was the incarnation of
virtue, but for whom they burned with implacable desire. In an Avignon
church in 1327, twenty-three-year-old Francesco Petrarca caught sight of a
married woman and fdl in hopeless love. Though he had active sexua rela
tionships, he remained true to his unenjoyed Laura, and celebrated her in
sonnets dl his life long, though she died a few years &fter he first saw her.
Petrarch’'s Canzonier e established the literary conventions of courtly love that
ruled European poetry for half a millennium. All European love poetry is
rooted in the overmastering passion of frustrated boys. The twenty-year-old
qquire in Chaucer's Canterbury Tdes is an embodiment of the type, inspired
to deeds of daring in the hope of standing in his lady's grace, singing and
fluting dl day long, a writer of songs, a dancer, and such a hot lover that at
night he dept 'no more than doth the nightingal €.

To understand how traits that we would associate with masculinity are

mixed with others that we would characterize as feminine in the figure of the

Above In Giovanni Baglione's The Triumph of Sacred

Love over Profane Love, c. 1602, the weapon which armoured
Sacred Love aims at the eyes of naked Profane Love &ka
Cupid, who is without his blindfold and has had dl his
arrows broken, is a sword of light. The pointed ears of

the male figure on the Ieft indicate that he is a satyr, an
incarnation of animal lust.

Opposite The violence of Bartolomeo Manfredi's

image of Cupid being flogged by his father is accentuated
by the composition in which the action spirds against
strong transverse elements that push and pull. In Manfredi's
Rome, boys could lose their lives at the hands of masters
who were legdly entitled to flog them. Cupid's nakedness

is an important element in the depiction of his helpless
vulnerability.
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Opposite In a preparatory two-figure study for a
morally improving print caled Love Seduces Innocence,
Pleasure Drawsher On, Repentance Hollows, Prud'hon
renders Love as the same sze and same age as Innocence,
and dlows the boy to caress the girl just as if they were
any young citizens stepping out together.
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boy-lover it is important to grasp that intense amorousness in the early
modern scheme of things is considered an attribute of women rather than
men. Ealy modern sexology held that boys share the femal€'s propensity to
ungovernable desire, amorous obsesson and emotional incontinence.
Polymorphous play sex was considered part of the birthright that boys would
grow out of as life became earnest, when they were saddled with reponsibility
and authority, and their lusts harnessed in the service of the body politic.
Shakespeare's Rosalind, played by aboy actor and playing the boy Ganymede,

describesit asthe job of a'moonish youth' to

grieve, be effeminate, changeable, longing and liking, proud, fantastical,
apish, shdlow, inconstant, full of tears, full of smiles, for every passion

something and for no passion truly anything...

Over the centuries, as boys were expressing their longings in endless songs
and poems, women, being under the control of husbands and deprived of the
advantages of education, remained silent. In our own time, women have had
more power and less shame. Even so Elizabeth Sargent took arisk in her frank
description of 'A Young Lover":

Hve times a day is what he redlly likes

If he misses a day he becomes morose

If he misses two days he turns mean and bites
He is apt to bite, dso, when held close;

He hites the Ieft breast and then the right,

He bites the neck and face God knows
He bites! any place the fancy strikes

him; he has even been known to bite toes.
After he has bitten, he turns up the whites

Of his eyes and grows
A high tower of flesh spike

Of living stedl, into which the semen flows
Like tap water — Nature's loveliest sight

(as least to me) as | take happy hold

Of my young lover, my fifteen-year-old.

The boy's specidity is play and mutual pleasuring rather than domination,
impregnation or, save the mark, relationships. He is incontinent but hisjuve-

nile rate of sperm production is such that it matters not. A boy is made for



love only until his skin hardens and his beard comes. Then, to adapt Eminem,
his dick gets shorter and his balls get bigger. He is no longer fit for dalliance or
inclined to it.

In traditional Hindu communities a husband's unmarried younger
brother, living alongside him in the extended household, is expected to be in
lovewith hisbrother'swife. A common street jibein Indiais'brother-in-law', a
more or less genial insult with about the same force as ‘wanker'. The situation
brought about by the impact of the loveliness of the young bride on over-
active adolescent gonads may be remedied by indulgence in the riper charms
of an aunt. 'Aunties traditionally initiate young men sexualy and reward
them with money and presents. Such relationships are only possible because
the boy's sexual readiness does not rely on the efficacy of the stimulus that he
is being offered, but is pre-existing and almost impersonal. The money and
the presents are an added bonuswhich the auntie is only too ready to provide.
Usudly the boy admitted to the favours of a mature woman gets a bad press
from hisjealous elders who call him'gigolo’ and 'toyboy'. It took considerable
daring for Hugo von Hofmannsthal to suggest to Richard Strauss that they
might make a hero of Count Octavian Rofrano, the Rosenkavalier. Octavian
was seventeen when he became the lover of the Marschallin, Princess von
Werdenberg, and when the opera opens they are actually waking up in bed
together. The boy (sung by a contralto) wants nothing more than to stay with
the Marschallin and continue being her boy-lover. So inexhaustible is his
amorousness that when day comes he draws the curtains against the light,
crying 'What is the day for? ... It should be dark!" It is the Marschallin who
decides that he should extricate himself from her clutches and embark on his
adult life as the husband of a young wife, though to lose him catapults her
headfirst into her own old age.

Colette's novel, Cheri, tels of the love of Frederic Peloux for Lea de Lonvd
who istwenty-four yearsolder than he; asin Der Rosenkavalier, the affair must
end because Cheri isto be married. Six years before it was the boy who initi-
ated the afair by turning his head and kissing Lea on the mouth when she
bent to give him an aunt-like peck on the cheek. There is a good ded that is
maternal in Leds love for her nourisson mediant, and agood ded of the infan-
tile in Cheri, who lets Lea teach him about pleasure and indulge his costliest
whims. When Cheri leaves Paris on his honeymoon, Léa is so unprepared
for her own reaction that at first she thinks she must be ill. Cheri is bored
by his young wife, who correctly interprets his lack of interest in her as a
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Above Egon Schiele's uncompromising exploration of

eroticism resulted in his imprisonment for obscenity in 1912,

when he was twenty-two. In Schieie's Wife with her Little
Nephew, Edith Harms, whom he married in June 1915,
embraces her nephew in maternal fashion, but the boy's
clutching arm and his fingers in her hair suggest his desire
for something more than mere compassion.

Opposite In Benjamin West's Venus Consoling Cupid
Sung by a Bee, exhibited at the Royd Academy in 1802,
divine power is vested entirely in the sumptuous figure
of the goddess with her swags of red-gold hair. Her son
isjust alittle boy in need of mothering. West's subject is
drawn from the Anacreonta and Theocritus.

74 Loveis aBoy

consequence of his perverted attachment to an old woman. When the lovers
meet again, it is only to part forever as, in their very re-enactment of the bliss
they both missed so unbearably, both redlize that Leais now too old. Colette
had had an affar with a younger man before she wrote Cheri, and she was to
have alonger relationship with a much younger man afterwards. In La Fin de
Cheri, we see that Lea has survived menopause and become a bluff and hearty
but entirely sexless being; it is Cheri who cannot adjust to the ravages of time
and kills himsalf.

Schoolboy lovers are by no means rare in literature. By his own account
Gustave Flaubert was sx months shy of his fifteenth birthday when he went on
holiday with his family to Trouville and fdl in love. In amemoir written when

he was sixteen, he recalled the way he stalked awoman he saw on the beach:

| gazed at her from afar underneath the water, | envied the soft,
peaceful waves lapping against her sides and covering with foam that
heaving breast, | could see the outline of her limbs beneath the wet
clothes enwrapping her, | could see her heart beating, her breast
swelling, | mechanically contemplated her foot placing itsdf on the
sand, and my gaze remained fixed to the trace of her steps and | could
almost have wept a the sight of the waves washing them dowly avay.

And then when she came back and passed by me, and | heard the
water dripping from her clothes and the swish of her wak, my heart
beat violently, | lowered my eyes, blood rushed to my head — | was
suffocating — | could fed that woman's half-naked body passing by
me with the odour of the waves. Even deaf and blind, | could have
guessed at her presence, for there was within me something intimate
and tender which was submerged in ecstasy and graceful imaginings,
whenever she passed by like that.

He fdt something mystical, strange 'comme un sens nouveau '.

| was immersed in infinite tender feelings, | was rocked by hazy vague
images, | had grown and at the same time become more proud___ | wes
in love.... Oh! aman'sfirst heartbeats, hisfirst throbbings of love, how
swveet and strange they are! ... It was at first a singular state of surprise
and admiration; — a quite mystical sensation in some degree, dl idea
of pleasure excluded. It was only later that | fdt that frenzied and sombre

ardour of the flesh and soul, an ardour that devours both of them.

.
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It would be difficult to argue that at the age of fourteen years and six months
Gustave Flaubert was not ready for sex with awoman. Indeed, if he had con-
summated his love with an understanding and skilful partner at this stage, his
adult sex life might have been less chaotic. He went on to visit brothels with
his cronies, choose the leagt attractive prostitute and have public intercourse
with her without bothering to remove the cigar from his mouth, and at the
same time involve himself in long and mutually frustrating relationshipswith
women he feared and didiked more than he desired them, most of them older
than he and married. Investigations of Flaubert's personality find nothing
abnormal in his feding a keen sexua passion at the age of fourteen and a hdf,
but commiserate with 'the torment of his unrequited passon’, and even
accuse Elise Schlesinger of'turning her back on him', as if she should have
granted him her favours.

The eponymous hero of Bernhard Schlink's novel Der Vorleser was
fifteen when he met the love of his life, Hanna Schmitz, who was twice his
age. He had vomited on the sdewalk in front of her house; Hanna cleaned
him up and walked him home. Three months later he went back to thank
her, saw her putting on her stockings and ran away. A week later he came
back, had an accident fetching cod for her and had to get out of his soiled
clothing and take a bath.

From behind she wrapped me in the towe from head to foot and
rubbed me dry. Then she let the towe fdl to the floor. | didn't dare
move. She came so close to me that | could fed her breasts against
my back and her stomach against my behind. She was naked too.
She put her arms around me, one hand on my chest and the

other on my erection.

Michadl is araid that he might not be equal to the situation but Hanna reas-
sures him. It would be hard to argue that he was too young for love, when he

describes his fedings like this:

The next night 1 fdl in love with her. | could barely deep, | was
yearning for her, | dreamed of her, thought | could fed her till |
realized that | was clutching the pillow or the blanket. My mouth hurt
from kissing. | kept getting erections, but 1 didn't want to masturbate.

| never wanted to masturbate again. | wanted to be with her.




If there is an element of child abuse in Hanna's seduction of the boy, it is that
no love he ever experienced afterwards could match either the comfort or the
intensity of this relationship, in which the boy was never in control but so
quick to regain his erection that it didn't matter. There was much about
Hanna's behaviour that was maternal, but relationships with older men can
be every bit as maternal. In this case the power balance was adjusted because
the boy was educated and the woman was not. Years fter their ways diverge he
marries a girlfriend who is pregnant by him but the marriage fails.

In Milan Kundera's Ignorance Josef is given his high-school diary and is
amazed to find himself as a 'virgin boy' recounting how he did 'everything
possible to see his girlfriend suffer'. Josef is repelled by the mixture of'senti-
mentality and sadism' that characterizes 'this little snot'... '[T]he diary
finishes with the closing days of the school year (he has one more to go) just
when an older woman (this one he remembers very wdl) introduced him to
physical love and moved hislife on to other tracks..." In this case the love of an
older woman transforms Josef so that he is capable of faithful and happy love
in a union with his Danish wife that ends only with her death.

Conventional wisdom holds that al these rel ationships were dysfunctional,
and would point to Cheri's suicide and the failure of Michadl's marriage as
evidence of the damage the boy-lovers had suffered. It will not do to say
amply that these were the great love affairs of their lives and nothing dse
measured up. What happens to a boy is apparently not life itsalf but only a
curtain-raiser to the main event. This view is the more bizarre when we con-
dder that the proper study of mankind, to judge from the yearly output of
novels, is'mysdf when young'. Whatever sexud rightsthe boy may have had in
the past, he seems now to have lost them altogether. All over the world boys
are seducing their betters, but campaigners against twenty-first-century sex
tourism see the traffic as one-way. Their activities are inspired by horror and
compassion for children who are forced by economic necessity to have sex
that they are not ready for with older people they could not possibly desire.
(This assumption itself should cast some doubt on the campaigners own
motives.) When she was studying the 'bad’, sexuaized mother, the great
Meanie Klein asked hersdlf in a note,'Who is seducing whom?
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The Guatemalan
photographer Luis
Gonzales Padma, born in
1957, trained as an
architect and studied art
history in Europe, before
returning to Guatemala,
where civil war has been
raging for thirty years.
Using props and models he
creates haunting images of
the multiple ironies of
post-colonial culture, such
asCorazon| (Winged Man
with Heart) of 1989.
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The Castration of Cupid

In the fifth century BCE a new emphasis began to be laid on Cupid's youth and
childishness, SO that he dwindled from a devil to an imp, and was alowed to frolic unchecked
on the fringes of adult activity much as smdl boys do in life. Infant clones of Eros cdled Erotes, dl
born of Aphrodite, appeared in attendance at dl kinds of human events, betrothal s, marriages, births
and deaths. Mournful Erotes are often shown in Roman funerary art, leaning on down-turned
torches. A fragment attributed to Sappho in the Orations of Himerius describes the Erotes, their
wings and tresses adorned with gold, waving their torches before the progress of Aphrodite in the
chariot of the Graces. They may be fine-feathered, rose-crowned, soft-haired and gentle or raucous
and cruel, as they are to women who treat their lovers with scorn. These millions, even billions of
Erotes, who like Eros carry bows and arrows to pierce the hearts of their victims with love, are dways
babies or toddlers, ancestors of the Roman cupidines amores, who have come down to us as cupids,
amoretti, cherubs, putti and even kewpee dolls.

In his Metamor phoses, more commonly known as The Golden Ass, writtenin the second century CE,
Apuleius gives the fullest version of the story of the transformation of Cupid by his love for Psyche.
When Venus wishes to punish Psyche, whose mortal beauty is drawing men away from the worship
of the goddess, she can think of no worse torment than unrequited love. 'She quickly sent for her
son, that winged and headstrong boy who, with his bad character and his disdain for law and
order, goes running about at night through other folks houses armed with flames and arrows,
ruining everyone's marriages, and commits the most shameful acts with impunity and accom-
plishes absolutely no good." The plan misfires; Cupid himsdf fdls in love. When the oracle of
Apollo tdls Psyches father to expose her on a mountain-top where her husband-to-be, a winged
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monster who has power over everything and everyone, will find her, Cupid
spirits her away to a sumptuous palace. He comes to her there by night,
warning her that if she should ever see him she will lose him forever. Her
sisters, jealous of the magnificence in which she lives, persuade Psyche that
her invisible husband must be amonster and that he will egt her as soon as she
has borne his child. Psyche decides to kill Cupid while he is deeping beside
her. She lights a lamp so that she can see to stab him but, overwhelmed by his
radiant beauty, she accidentally pricks hersalf with one of his arrows and fdls
in love. The lamp sputters and a drop of hot ail fdls onto Cupid's shoulder.
He wakes and immediately soars upward. Distraught, Psyche beseeches the
goddesses for protection but they leave her to the wrath of Venus who, dfter
having the pregnant girl flogged, sets her a series of superhuman tasks, which
Cupid covertly helps her to perform. Finaly she is sent to the underworld to
bring Venus avid of beauty cream from Proserpina. When Psyche inhales the
lethal contents of the vid and fals unconscious to the ground, she is once
more rescued by Cupid, who pleads with Jupiter to alow her to drink nectar
and so become immortal. Amidst great rgjoicing in the company of dl the
gods, Cupid and Psyche are married and live happily ever after.

Apuleiuss account of the transformation of the god of unbridled sexua
passion into a husband was not his own invention. Funerary art of an earlier
period aso shows figures that can be identified as Psyche or the soul being
borne to heaven by the god of love. Erich Neumann has argued that the fact
that images of Cupid and Psyche can be found in art before they emerge as
characters in literature shows that the story contains elements that are as old
as the matriarchal culture that existed in the Mediterranean before the
Graeco-Roman ascendancy. For the Early Christians the story immediately
suggested paralels with biblica stories and with the Redemption itsdf.
Apuleiuss text survived in manuscript but it was known only to a handful
of scholars before a Latin translation was published in Rome in 1469. By
the 1490s editions were appearing every year. In 1517, when a vernacular
translation by Boiardo was printed in Venice, Raphael accepted acommission
from the Sienese banker Agostino Chigi to design a series of decorations for
the entrance loggia of his villain Trastevere (now the Farnesina), illustrating
the story astold by Apuleius and other sources. Raphagdl died before he could
finish the cyde but his designs were redized by Giulio Romano and Giovanni
da Udine. Giulio later went to work for the Gonzaga family in Mantua where
in 1528 he created a 'Sda di Psiche' in the Pdazzo del Te. From then on




the story of Cupid and Psyche has furnished innumerable subjects for artists
in dl kinds of media

In Apuleiuss version, when Cupid tells Psyche that she is pregnant, he says,
Your womb, il a child's, bears another child for us..." and Venus, taking
Cupid to task for disobeying her instructions, says angrily, ‘At your age, a mere
boy, you couple with her in your unrestrained immature love-making' and
threatens to punish him by shaving off his hair, so both Cupid and Psyche are
young, even adolescent. Artists as different as Gerard, Picot, Canova, Hugh
Douglas Hamilton, Romney, Bouguereau, Burne-Jones and Rodin have been
happy to show them as such. Raphael, however, chose to depict his Cupid
throughout the cycle as a half-grown boy and Psyche as a full-grown woman.
One of Raphadl's most influential designs for the cycle, surviving in a copy
from his workshop, shows Jupiter kissing Cupid as he consents to his mar-
riage with Psyche. The naked child is so small that, though Jupiter is seated, he
has to stoop to kiss him. Rubens was so impressed by this conceit that he
reproduced it in his tribute picture Mercury Bearing Psyche to Olympus.

Cupid's relationship with Psyche in some ways mirrors his relationship with

All the gesturing arms in Pompco Batoni's Marriage of
Cupid and Psyche (1756) converge on the diminutive figure
of Cupid who restrains his enormously tal Psyche with an
imperious left hand, while concentrating on dlipping the
ring on her finger with his right, under the watchful eye of

a muscular Hymen. The maternal posture of Venus, who has
taken temporary charge of Cupid's bow, adds to the feding
that somewhere a small god is in trouble.




Below The new piety and the new prurience are dike
palpablein Psyche Crowning love, a subject invented late

in his career by lean-Baptiste Greuze. A marriage isto be
inferred because votive altars and mated doves can be seen,
but it can be neither Psyches firs marriage, in which Cupid
comes to her unseen by night, nor her second, which takes
place amid the assembled company oi the gods. The picture
seems rather to celebrate a typically Greuzian theme of
tarnished innocence reclaimed.
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his mother and scholars have confused them often enough. In Schiavone's
Marriage of Cupid and Psyche the naked Cupid is half a head shorter than his
fully clothed bride. In Pompeo Batoni's Marriage of Cupid and Psyche (1756)
Psyche is more than common tall, as tall asVenuswho is witnessing the mar-
riage and holding the bridegroom's bow. Hymen, who supports the bride's
hand, and Zephyr who puffs away in the upper right hand corner are both
shorter than Psyche but much taller than her child-bridegroom. The ostensi-
ble intent of representing Cupid as a child may be to delete the sexua element
in his marriage with Psyche, and to celebrate it as a figure of the union of the
soul with divine love.

In the eighteenth century artists who chose to depict both Cupid and
Psyche as teenage lovers manage to desexudlize the subject by feminizing
Cupid. His genitals are represented out of scale, his penis shrinking until it is
smaller than some clitorises. All signs of musculature disappear from his
nakedness and his face becomes more and more girlish. Towards the end of
his life Jean-Baptiste Greuze was working on an ambitious composition called
Psyche Crowning Love, which was never finished. Cupid kneels, naked except
for a scarf, before a seated and fully clothed Psyche who holds a ‘'white crown
of purity' over him. Cupid's boneless body is areplica of what can be inferred
of Psyche's, in dl except her exposed breast. Behind Psyche stands a figure of
Modesty who reveds her own naked body by lifting what there is of her
diaphanous drapery to vel Psyche, dl the while resting her cheek on her hand
and gazing blankly out of the canvas. None of the figures makes eye contact
with any other. The whole flat composition
breathes tired melancholy, despite the two
Erotes, one of whom lays rose garlands on the
nuptial bed while the other adds incense to a
brazier. On the atar behind the not very
joyous couple can be seen a pair of white
turtle doves, emblem of life-long monogamy
and marital chastity. An empty basin and
ewer, with a damp napkin tegtifying to ritual
purification already carried out, stand on the
left of the picture foreground, balancing
Cupid's abandoned quiver on the right.

Greuze was right on the money. Sexless

Cupid proved very popular. In 1795 Angdlika




Kauffmann felt able to paint the Plymouth children, who were brother and
dger, as Cupid and Psyche. To a modern sensihility the enactment of inno-
cence seems something of a posture. Once again we are confronted with the
familiar combination of clothed female figure and naked boy, whose genitalia
are coquettishly scarfed in floating drapery. Cupid's maleness having been
eided, he is neverthdess required to display masculine protectiveness
towards his sgter, as Cupid did towards Psyche when he rescued her from the
underworld. Kauffmann's image is conscientiously one of gender without sex.
In Gerard's Psyche Receiving Cupid'sFirst Kissexhibited at the Salon of 1798,
Psyches lower limbs are decently veiled and Cupid is, as usual, quite naked,
yet perfect propriety is maintained because he does not touch her with hand

L eft In Psyche Receiving Cupid's First Kiss exhibited at the
Sdon of 1798 Gerard continues the tradition of draped
woman with nude male. In accordance with the canons of
public art sex gives way to gender, as Cupid conceals his
manhood but behaves in a manly and protective fashion.

Roth figures, posed by professiona models, seem frozen.

Above Angdika Kauffmann painted severa pictures of
Cupid and Psyche; her portrait of two children of the Earl

of Plymouth, five-year-old Lord John Windsor and his elder
sigter Mary as Cupid and Psyche, was probably commissioned
by one of their relatives. The children's hands are 'fasted' as

if for abetrothal. As we have come to expect, the girl is
draped, the boy nude except for a wisp of cloak.
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Below In keeping with neo-classical republicanism, Jacques-
Louis David presents the Cupid who dips out of Psyche's bed
as a cheeky sunburnt son of the people. In other respects
Cupid and Psyche (1817) represents a departure from the
austerity and high mora purpose that distinguish David's
best work, being frankly decorative and erotic. The
interlacing of arms and legs is particularly daring.
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or lip and even their limbs are in no way entwined. In defiance of perspective
and probability Cupid has managed to raise his leg and insert hisknee in a
non-existent space behind Psyche, so that his foot is standing on nothing, and
dl to conceal his genitals. He does not even make eye contact with Psyche
because he is supposed to be invisible. When David painted his Cupid and
Psyche in 1817 and placed in the foreground a sun-tanned, hard-bodied
Cupid who grinsknowingly at the viewer asif he were a street boy dipping out
of the bed of a sated princess, he was reacting against years of representation
of love as effete and sexless. The limit had been reached by Prud'hon in his
treatment of such improving subjects as Innocence Preferring Love to Wealth
(1804), in which Love, winged and naked except for a diaphanous scarf
knotted rather suggestively over his genitds, is a kind of hermaphrodite,

dender, boneless and broader in the hip than the shoulder. When Francois-

Edouard Picot came to exhibit a Cupid and Psychein 1819, he not only made




aure that Cupid's body was not in contact with Psyche's, as he reaches for his
bow and quiver as if grabbing a briefcase before going to work, and reduced
his genitals to infantile dimensions, but aso backlit him, leaving Psyche's ripe
nudity as the focus of the composition.

In the nineteenth century sexua passion was gradually transformed from a
diverson of the dlite of the ancien regime to the foundation of the bourgeois
family. Husband having been transformed into lover, the lover dso had to be
transformed. Physical desire had to wait upon sentimental commitment and
the modest shrinking of a virtually sexless partner. It has been suggested that
the feminization of the boy-figure in the revolutionary period is a conse-
quence of the growing importance of homosociality in building the modern

dae a least as important is that, with the rise and rise in every magjor

Above For his Cupid and Psyche painted in Rome in 1817,
Francois-Edouard Picot chooses a moment early in Apuleiuss
story, before Psyche has glimpsed her husband's celestia
beauty and fdlen in love with him. By leaving Cupid unlit,
while Psychée's nude torso is bathed in light, he makes the
femde nude the focus of interest.
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Above left The French neo-classical sculptor Antoine-
Denis Chaudet created Cupid Trapping a Butterfly (1802)

in which awinged child tenderly offers a butterfly a rose,

as a figure of Love seducing the soul with pleasure. Reliefs
carved by the artist on the plinth show Love subjugating the
soul and trying to destroy it, until it findly breaks free with
the help of bees, in dl a complete inversion of Apuleiuss
fable of the soul redeemed by love.

Above right It is but a short step from innocent
androgynous child to coy little girl. Before Bouguereau began
to paint little girls nude, as in Child at Bath and Temptation,
the subject was never depicted. It is possible that the model
for his Cupidon of 1875 was male, but a boy would hardly
have been expected to take such a coy nipple-concealing pose.

Opposite In foregrounding the femae figure, which is
seduloudly cleansed of pubic features, and upstaging an
awkwardly boyish Cupid, whose genitals are screened by
a prong of purple feather, Annie Swynnerton's Cupid and
Psyche of 1891 reflects nineteenth-century aesthetics,
which saw the beautiful as both feminine in gender

and devoid of sexud associations.
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European city, of public academies
with their yearly expositions and
awards, not to mention the prolifer-
ation of reproductions in various
media, the imagery of painting and
sculpture had to be suitable for
femae members of the public to
see. It was no longer sufficient that
male genitalia should be reduced in
size; they now had to disappear
from view altogether. Love was offi-
cidly de-sexualized.

Given a new boys own culture of
manly pursuits that prized knock-
about boisterousness and derided
sengitivity, no boy could model the
god of sentimental love. No boy
could be seen like Antoine-Denis
Chaudet's Cupid, offering a rose to
abutterfly. A daring painter like Annie Swynnerton might show a boyish boy
Cupid trying rather ineptly to kiss a girl his own age, but the mainstream took
a different path. The boy-god turned into a girl, as more in keeping with an
innocent, faery incarnation. Though a hint of male anatomy may be meant to
lurk behind awing-tip artfully positioned over his groin, the Cupidon painted
by Adolphe-William Bouguereau in 1875 must have been modelled by a girl.
Sheis apparently but not quite leaning againgt atree, her left foot propped on
her right, and her arms wreathed so that each hand rests on top of the oppo-
Ste shoulder while her very feminine cheek has come to rest coquettishly on
her left hand. Thisis possibly the most disturbing image of dl for she projects,

rather than the audacity proper to Cupid, consciousness of exposure and vul-

nerability. For Venus Chiding Cupid and Removing hisWings, Cupid Considering

and Cupid Reposing, Julia Margaret Cameron used as the model for Cupid
arather miserable smdl girl, tentatively identified as one Daisy Taylor.

As the redeemer of Psyche, Cupid was purged of his diabolic character and
became to dl intents and purposes afigure of Chaste Love. In other contexts
Eros is identified with sexua passion only, and is to be seen opposed by or

co-operating with other kinds of love. His counterpart is Anteros, which may







Above The topos of Venus scolding Cupid is an old
one, but before Julia Margaret Cameron posed her femae
models for Venus Chiding Cupid and Removing his Wings
the goddess had never been shown actually removing her
son's wings. Whereas the classic Cupid is knowing and
mischievous, the little girl as posed by Cameron with

her legs crossed appears defensve and unaware.
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mean love of virtue, or love of learning and hence ambition, or loya but un-
requited love. As Amor Virtutis the winged youth is shown crowned with
laurel and carrying laurel wreaths. Sometimes Eros and Anteros are shown as
little boys fighting. In early Greek vase-painting Eros is often shown with two
of his brothers, Pothos, the god of obsession, and Himeros, the god of sexud
desre. To these may be added Hermaphrodites, a figure of intercourse itsdf,
Hedylogos, the god of wooing, and Hymen, the god of marriage. Asthe god of
sexud passion Cupid is sometimes opposed to Hymen and sometimes alied
with him as a necessary partner in the nuptial enterprise, in which case he
may assume Hymen's attributes, abandoning his bow and arrows for a chaplet
of flowers and atorch. Where love is represented as rational and virtuous, he

is shown as old enough to have reached the age of reason, while most often

irrational love is till personified as a naughty toddler, and often blindfol ded.

Bel ow Guido Reni's Triumph of Sacred Love over Profane
Love, 1622-3, is yet another commentary on the topos of

the Triumph of Cupid. Behind Sacred Love, represented

as a beautiful youth who is tranquilly burning Cupid's
arrows, can be seen the music and instruments that prefigure
the harmonious consort of Cupid's triumph. The image

of the struggling toddler, blindfolded and bound to a tree,

is disguieting, to say the least.
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The sexless and boneless figure of
Guido Reni's L'Anima Beata, dso
cdled Amor Divino, was grestly
admired in the eighteenth century
when Guido's fame was &t its peak.

In 1797, &s part of the spoils of war,
Napoleon took the picture with him
to Paris, where it remained until the
Congress of Vienna ordered its return
in 1815. It is thought to be one of the
last works carried out by the master,
but as it has been severd times
restored its exact place in Guido's
canon cannot be established.



The only preparatory oil sketch Ieft by Guido Reni shows a winged youth
standing on a globe, his naked body entirely reveded despite a fluttering
drape, with his arms raised in the pose of Amor Divino from Ripas iconogra-
phy (which otherwise shows the blessed soul as a veiled and fully clothed
femae). The figure is virtually hermaphroditic, with minute genitals and a
pronounced curve of fleshy hip. In the finished picture, Guido has pulled a
fold of the drapery over the genitals and elongated the figure more than
somewhat, though it is gill relatively boneless and clothed in pearly opales-
cence shed on it from an overhead burst of effulgence. This Love is entirely
angelic and bodiless. Not for nothing was Guido the favourite Italian artist of
asentimental and prudish generation.

Eros is sometimes opposed not by Anteros but by Thanatos, the god of
death. Thanatos is either brother or father of another winged boy, Hypnos,
who brings deep by merely placing his hand on the heads of the weary or by
administering a deeping draught from a horn he carries. He lives either in a
cavern on the Ide of Lemnos or in the far-off land of the Cimmerians.
An Etruscan head in the British Museum shows him as a calm-faced, beauti-
fu boy, with large wings growing from his temples. In art Hypnos is often
shown with Thanatos carrying the bodies of falen soldiers from the battle-
fidld. Morpheus, the god of dreams, who is aso often depicted as a boy
with huge wings that beat without noise, is variousy described as the son or
the brother of Hypnos.

Thanatos, Hypnos and Morpheus are less closdy related to Eros than they
are to the numberless tribe of genii. The term 'genius’ in classicd antiquity is
understood to mean 'the tutelary god or attendant spirit allotted to every
person at birth, to govern his fortunes and determine his character and finally
to conduct him out of the world'. In alater devel opment this bodiless abstrac-
tion bred out of identity is endowed with proclivities for good or evil, leading
to the notion that we dl have two genii, one good and one evil, who prompt us
toact wel orill. Placestoo have each ageniusloci, anin-dwelling spirit. All the
combinations of abstractions called genius are properly represented as
winged boys. The spiritual realm being even more crowded with winged boys
than the streets were with flightless boys, it was inevitable that their spheres of
activity should overlap so that genii tended to morph into one another and
into abstract qualities. One of the best-known examples of a genius is the
impressively virile boy soaring diagonally across one face of the base that is

dl that remains of the column erected in 161 CE in honour of Emperor
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Opposite As the patron of travellers the Archangel Raphael,
known to us only from the apocryphal book of Tobias, isa
popular subject in votive painting. Pollaiuolo shows the angel
incognito, as he escorts Tohias to the house of Sarah, whom
he hopes to marry, though seven preceding bridegrooms have
been killed by the demon Asmodeus on their wedding night.
The little dog festures in the scriptural account. Gradually
Raphad the escorting archangel morphs into the (sometimes
femae) Guardian Angd of later iconography.
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Antoninus Pius by his successors Marcus Aurelius and Lucius Verus, now in
the Vatican Museum. The wings of this boy, who is carrying the emperor and
his wife to heaven on his back, occupy the full width of the space, dwarfing the
imperia eaglesthat attend him. In keeping with the tendency to treat genii as
personifications he is sometimes identified as Aion, or Eternity. Genii are
agents and not abstract qualities, which are dways (barring deliberate depar-
tures from the canon) personified grammatically and pictorialy as feminine.

After the Sack of Rome by the Vidsgoths in 410 CE the iconography of
paganism was eclipsed. The austere early Church not only cut down the
number of gods to one but depeopled heaven of its hordes of winged boys,
replacing them by the angels of biblica tradition who are spirits like human
souls but without bodies. According to some the angels are what became of
the other gods when Judaism adopted monotheism. It is now recognized that
Hebrew iconography is an outgrowth of both Ancient Egyptian and Ancient
Assyrian art, which peopled heaven with winged creatures that were usualy
chimaeras or femde and often both. The descriptions of cherubim and
seraphim in the Scriptures reved them to be creatures that are not so much
superhuman as inhuman. According to Isaiah vi: 2, the six-winged seraphim
formed a double choir around the throne of God, unceasingly and deafen-
ingly singing the Trisagion, 'Holy, haly, holy. Lord God of Hosts. Heaven and
earth arefilled with thy glory. Hosanna in the highest." The name 'cherubim'
for the angds of the Old Testament was a borrowing from an Assyrian word
that simply meant 'those nearby'; the cherubim who guarded the gates of
Eden with a flaming sword were smply recruited from the throng that stood
about the throne of God. In some accounts they are covered with eyes and
each has four sets of wings and four faces. The fourth-century doctor of the
church, Augustine of Hippo, envisioned a constant traffic between angels and
men, as dgnified in the name 'angel’ itsdlf, from the Greek 'angelos, meaning
messenger, but he gives us no indication of what shape these bodiless crea
tures might take if they needed to assume physica form.

In thefifth century angels began to appear in church decorations and manu-
script illuminations, as the court of heaven was gradually peopled with
plenipotentiaries in paralel with the court of the Byzantine emperors. The
result is three hierarchies, the first comprising the seraphim, cherubim and
thrones, the second the dominations, virtues and powers, and the third the
principalities, archangels and angels. Only the last two ranks, the archangels

and their subordinate angels, are often seen in art as supernaturally beautiful






Above left In the groundbreaking design of his & Michael,
Raphad creates a powerful impression of downward
movement by the driving vertica elements of the wing,
through the axis of the twisting body and the down-dropping
spear. St Michael, dressed not in contemporary armour but
the warrior dress of classca antiquity, is a figure of power
and authority rather than prettiness.

Above right In painting S Michael on sk, sometime
before 1636, probably for a processional banner, Guido

Reni attempted to portray ided beauty, rather than divinely
sanctioned power and authority. Reni's design was engraved,
and at leest a dozen copies were made of what wes an
enormoudly influential image.
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boys. Of the saven archangels, we are familiar with only three, Michadl,

Gabriel and Raphael. As the leader of the army of good angels and enactor of

divine justice, Michagl becomes an important patron of the church militant;
Gabrid is the angd chosen to announce the Incarnation; and Raphadl is
known to us from the book of Tobit. The Byzantine tradition required them
to be dressed dike in sumptuous ecclesiastical robes which obliterated any
sign of feet or legs which, being airborne, the angels did not need, though in
this period they were seldom shown as actualy flying. The half-lengths in the
Cambridge Polyptych attributed to Simone Martini and painted c. 1320 are
linedl descendants of this orthodox tradition. The Archangel Raphagl who
accompanies the young Tohit in the representations of the favourite story
from the Apocrypha by Verrocchio, Pollaiuolo and Botticini, though he does

not wear the cope and dalmatic familiar from mediaeval representations, is




dill elaborately gowned, cloaked and shod. If the disturbing connotations
of the presence of a handsome young man in a virgin's bedroom are to be
suppressed, the Archangd Gabriel needs to remain decently covered by
priestly vestments. Michael is too grand a functionary of heaven to be
divested of his shining armour, but it gradually dwindles from the full shiny
metal suit seen in Botticini's picture to a verson of classcd Roman armour
that fits his angelic torso like a coat of paint, while the brevity of his flying kilt
of dit leather leaves his thighs and legs exposed. In this guise Michadl's
iconography can be seen to be identical with that of Sacred Love as it was
expressed by Baglione (seep. 71).

In the European art of the late Middle Ages angels of the rank and file

fdlow the example of their superiors, appearing to men in over-long

Below Francesco Botticini, The Three Archangelsand Tobias.
According to Catholic tradition only three archangels are
mentioned in the Bible: Michael, depicted by Batticini in
1467-71 in full armour, Raphael identified by the presence
of Tobias, and Gabriel, the angel of the Annunciation, who
seems to have carried off thellily that is usudly to be seen in
the Virgin's boudoir. As bodiless beings angels can have no
x; their sexlessness is usudly rendered as bovhood.
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garments that swirl and billow around their bodilessness. Whether they are
clutching the instruments of the passion, or awarding palms and crowns to
saints and martyrs, or serenading the newborn Christ on lutes, viols, portative
organs and trumpets, their deeves are apparently glued to their wrists.
Nakedness was reserved for humans like Adam and Eve and the throngs of the
blessed and damned souls. When Giotto filled the sky of the Entombment in
the Scrovegni Chapel in Padua with mourning angels, he alowed their fully
clad nether limbs to disappear in the mist and their wide deeves completely to
conced their outflung arms. The stern-faced angels of Piero della Francesca
are covered from neck to kneeto ankle. Thefirst sign of achange on theway is
the dit in the tunic of one of the five wingless ange musicians in Piero's
Nativity. The dit extends almost to the hip but it is held closed, as if for the
time being, by a single button. In about 1460 when Giovanni Bellini painted a
dead Christ supported by two angels, the angels were small boys wearing
deevedess classicd tunics dit to the thigh. When he treated the subject again
some years later the number of angels was increased to four and the tunics
were not only shortened but dit, to reved teasing segments of hip and
buttock. One boy'stunic is even dipping off his shoulders. These angels are s0
boyish, so engagingly human that we are amost surprised to notice their
wings, which are anything but conspicuous. Their bare-bottomed brothers
play lute and flute for the Enthroned Madonna in the Church of the Frari in
Venice. Belini was aware of the classical tradition; Erotes frolic across the
floors of his secular alegories. Indeed, it is doubtful if the Erotes had ever
quite gone away. The mosaic floor of the basilica built by Bishop Theodore at
Aquileia in the fourth century is peopled with Erotes gaily fishing. In the
1430s when Donatello and Luca della Robbia competed to decorate the
Cantoria of the Duomo in Florence with singing boys, they modelled their
friezes on classcdl reliefs.

For dl we know Bellini's innovation was not well received. Asthe nature of
angels was a matter of Catholic doctrine, confusing them with Erotes was
likely to lead to trouble. Belini's other dead Christs are supported by less
controversia figures of decently clad older angels. Vasari records Luca della
Robbia as having made two nude angels for the cornice over the sacristy door
of the Duomo in Florence. The precedent did not become a fashion. Though
naked cherubs had begun to proliferate in religious painting of the High
Renaissance, the bodies of the grown angels remained shrouded, so that only
head, hands and feet could be be seen.




It was probably Michelangelo who first decided to represent the bodiless- In a fresco of 1727 in Palazzo Dolfin, Udine, Giambattista

. - - Tiepolo illustrat S Xviii
ness of angels as idedl body. I the ceiling of the Sistine Chapel (1508—12) the | cPo© ilusirates Genesisxviil, when Sareh overhears the
angels telling her husband that she will bear a son and and

beings who transport God the Father towards Adam's beautiful inert body are laughs ‘within hersdf, saying, "After | am waxed old shdll 1

of various ages, dl masculine and stark naked. They are dso, oddly, wingless,  have pleasure, my Lord being old also?" Tiepolo crestes an
ironic parallel with the Annunciation by having her visited
in person by a single gorgeous angel who displays a shapely
passion in the Last Judgment. Where Michelangelo went other artists Were g and thigh through the it in his skirt.

as are the hordes of partialy draped angels who carry the instruments of the

usudly bound to follow but wingless angels did not catch on. In Giovanni
Girolamo Savoldo's Tobias and the Angel (c. 1534), for example, Raphael
sports a vast pair of seagull's wings and is moreover festooned from head to
foot in such voluminous drapery that we might suspect an implicit criticism
of Michelangelo's practice. If he had lived longer Raphael would probably
have been the one to remove the clothing of winged angels while letting them
keep their wings. His study for the Lapidation of Saint Stephen shows grown
angdswho areto dl intents naked but do have wings. When Giulio Romano
executed Raphadl's design for the Church of Saint Stephen in Genoa, he

altered the angels but left them as scantily clad as they were in the
bozzetto — and retained their wings. The fresco of Pope Urban |
between Justice and Charity in the Sdadi Costantino in the Vatican
shows him attended by two stalwart angelswho sport robust wings and
little in the way of clothing. The elaborately clad angels of the older
tradition were usualy equipped with brilliant wings in jewel colours
encrusted with lapidary detail; these new-style angdls had actual birds
wings painted from life. Thus equipped they took to the air. Titian's
Gabriels, though certainly more human and animated than any before
them, keep their suffocating draperies.

It took minor painters to release the pent-up eroticism in the figure
of the angdl that swoops into the Virgin's boudoir. In the mid-1550s
Titian's follower Lo Schiavone was commissioned to paint an
Annunciation for the wooden doors of a church organ. He took the
opportunity to show an airborne Gabriel who has yet to touch down
and whose diaphanous draperies foam about his shapely loins rather
then his calves. From then on sexy angdls began to show up not only in
Annunciations but in treatments of dl kinds of subjects. Lot and his
daughters provided an excuse to portray a full-length boy nude leading
the way; St Cecilia could be accompanied on the viol da gamba by a
naked winged boy; the Holy Family could be serenaded by a ravishing
youth; Hagar could be solaced in the wilderness by a boy wearing
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Below Because angels are messengers between the divine
and the human, with souls like ours, Caravaggio can show
the pigeon-winged angel in Rest on the Flight into Egypt
(1596-7) performing human music as written in the hook
that St Joseph holds. The music has been identified as the
cantus of a motet by Nod Baulduin, first published in 1519,
a setting of'Quam pulchra es et quam decord, from the
Lain version of the Song of Songs.
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nothing but a floating scarf; St Jerome could berapt in avision of semi-naked
male loveiness. A reaction st in amost immediately; angels not only
resumed their clothes but fundamentally atered their character, as a new
emphasiswas placed on angels as guardians of human souls. At firgt, asin the
image designed for Cardinal Odoardo Farnese by Annibale Carracci (1603),

sexless guardian angels were shown towering over generic figures of the

human soul, but the souls gradualy turned into children and the angds




Above For The Deliverance of S Peter, 1624, Hendrick ter
Brugghen adapted the techniques he had learned in Rome

from the Caravaggisti to produce a homely image of a

confused old man being infused with new life by a much
younger one (who just happens to be an angel). The image,
which brings the two figures into amost mouth-to-mouth
contact, is stunning in its tenderness and immediacy.
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Above In Lanfranco's Hagar in the Wilderness, which

illustrates an episode from Genesis xxi, the angel, being lit
by the same light source as the woman, seems less heavenly
than human. Though according to scripture Hagar had left
her baby beneath a shrub a bow-shot avay, |shmael's ghostly
child-face can be seen squeezed between her and the angd,
an afterthought perhaps, intended to mitigate the
suggestiveness of the image.

Opposite The Vision of & Jerome, painted in 1602

for Cardinal Aldobrandini by Domenico Zampieri, called
Domenichino, is remarkable for the nakedness of the angel
who has flown in to inspire a naked St Jerome in his biblical
studies. In later works dl Domenichino's personages,
including angels, tend to be decently clad.
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Opposite Naked hoys sporting wings are to be found on al
kinds of public monuments. This bronze Genius of Liberty
by A.-A. Dumont hovers over Paris on the summit of the
column in the Place de |la Bastille, as Gilbert's Eros does

over Piccadilly Circus in London.
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became so maternal that they began to grow breasts. The images of angeson
cards, trinkets and figurines that are now big business are dl revoltingly kitsch
and mogtly ultra-feminine.

As the Age of Revolution approached, the reign of the angels came to an
end. Rdigion having been driven out of art by a combination of anti-clerical
republicanism and enthusiasm for classicd antiquity, in the place of angds
came genii of dl kinds, of liberty, of fame, of individuals, of countries, of
parties, of movements. The pioneer was Anton Raphael Mengs, whose fetch
ing genii floated across ceilings dl over Europe, often crowned with laurel and
carrying wreaths of laurel, but otherwise indistinguishable from his genid
angels. For his morceau de reception to the Academie, the French sculptor
Jean-Antoine Houdon chose to offer a life-dze representation of Morpheus as
awinged youth adeep; he began the project in 1770 and was finally successul
in 1777. When Franz Anton Zauner was asked to design a memorial to Ignaz
von Born he returned to the Fros of Praxiteles as the mode for his Genio
Bornii of 1785. In 1783 Canova chose to show, rather than an angel, a mourn-
ing Genius on the tomb of Pope Clement XIlII. In the years that followed it
looked as if a throng of airborne femades cdled Victory, Wisdom, Truth,
Public Instruction, Rights of Man and so forth might jostle the winged boys
out of the sy but they hung on, if only as naked winged secretaries, d0
known as Genii of Fame, recording the achievements of the age. In 1795 Jear+
Baptiste Regnault exhibited Liberty or Death, in which the seated figures of
femae Liberty and skeletal Degth are indicated by the outstretched arms of
the winged Genius of France, in a deliberate recollection of the Genius on the
base of the Column of Antoninus Pius. By the mid-nineteenth century the
winged boys had clawed their way back to the forefront of public art. When
the Parisian authorities sought a design for a figure to place atop the huge
column that was erected in the Place de la Badlille in 1845, they looked no
further than A.-A. Dumont's Genius of Liberty.









Bartholomaus Spranger has
angled his Hermaphroditus
and the Nymph Salmacisof
¢. 1585 so that we look
dong the eydine of the
nymph as she spies on the
boy who is bathing as
innocently as any
Susannah. The serpentine
lines of the desiring female
body that lurks behind an
upheld mantle dramatize
the predatoriness of an
intent female voyeur.
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The Passive Love Object

The poet Rochester's 'Platonick lady' could be speaking for al boy-lovers:

| love ayouth who'll give me leave
His body in my arms to wreathe,
To press him gently and to kiss...

A love object is the wooed, not the wooer. Whether mae or femde it is by definition passve, its func-
tion not to do love but to alow love. The easest way to reduce the boy to passivity isto immobilize him
utterly in deep. As he degps amorous eyes may feast upon his beauty; when those eyes belong to a
woman she is for once powerful and dominant, free to feed her own desire as dowly and deeply as she
wishes, building her own excitement and delicioudy delaying any consummation, as mother-like she
takes pains not to wake the deeping beauty. Byron, who knew more of peremptory femae passion than
most of his contemporaries, develops a wonderful account of women's love of the passive boy in his
comic epic Don Juan which he began in 1818 and did not live to finish. Juan's adventures begin when
he is seduced &t the age of sixteen by his mother's friend Donna Julia When the affair is discovered by
Julias hushand, Julia is sent to a nunnery and Juan to sea. He is eventually shipwrecked and cast up
naked on a Greek idand, where'like a young flower snapped from the stalk, Drooping and dewy on the
beach he lay', ‘As fair athing as €er was formed of day'. As consciousness comes and goes he becomes
aware of'a lovey femde face of seventeen' 'bending close o'er his. It belongs to Haidee, who raises
Juan up, pillowing 'his death-like forehead' on her ‘transparent cheek, al pure and warm'. She and her

maid carry him into a cave, where they tend him and make him a bed of Haidee's furs and their spare
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Below In The Finding of Don Juan by Haidee of 1878 Ford

Madox Brown is careful to follow the detail of Byron's poem,

showing how fuan's 'stretched hand drooped dripping on

the oar' as he lay 'like a young flower snapped from the stalk’

but he is dso careful to keep Haidee a a seemly distance
from the unconscious naked boy, as Byron does not.

petticoats. They leave him fast adeep and he is ill deeping when Haidee
returns next morning and once more drinks 'his scarce-drawn breath'.
Altogether Juan deeps for thirty-seven stanzas during which Haidee, without
the least encouragement, managesto fdl in love with him. It is only amatter of
time before they make love, whereafter Juan sinks once moreto deep.
Haidee's deep pleasure in watching her boy-lover adeep has somethingin it
of mother-love. Thereisan old Polish expression of the mother to her child, 'l
love you when you're adegp), that is, when the child is not being restless or
demanding and the mother can gt in quiet contemplation of how lovey it is.
In the days when adolescent boys were woken a dawn and packed off to
labour beside their fathers in the fidds or the mines, their mothers would St
by their beds for a fev minutes gazing at their childish deeping faces, savour-

ing their sweetness and agonizing over the privation that was making them

old before their time, delaying as long as possible the unpleasant moment
when they had to be shaken awake and pushed out of the house.




The female deeping beauty of the fairy tale is dways shown lying fully

clothed upon her bed like a funerary sculpture on a bier. In Western painting
reclining femae nudes abound but their limbs are dways demurely arranged,
their thighs decoroudly together, with a hand sometimes draped over a hair-
less, lipless pubic mound. Even reclining Venuses are conscientioudly unsexed,
which is why Manet's Olympia caused such a fuss when it was firgt exhibited.
Reclining male nudes are often to be seen fagt adeep, legs akimbo, arms flung
up in total abandonment. One explanation for the recurrence of the deeping
boy matif is that posing a model lying down permitted the artist unlimited
contemplation, without the necessity of allowing the model regularly to relax
and change position. If he actually went to deep, so much the better.

The story of the deeping male nude begins with the larger than life-gze
Hellenistic marble sculpture known as the Barberini Faun, now in the
Staatliche Antikensammlung in Munich. Hard facts about the sculpture are
hard to come by. Its subject has been identified as both a satyr and an athlete,
its heavy slumber interpreted as the result of drunkenness, or relaxation after
physca effort or sex. When the statue was unearthed close by Castd
Sant'Angelo in 1627, it was thought that it had lain there since being thrown

Left In common with most treatments of the subject before
1800, Psyche Surprising the Seeping Eros by Louis Lagrenee
(1769) is actualy a depiction of the beauty of the deeping
boy. Psyche acts merely as a light source. The boy's relaxed
torso is far more faithfully observed than are Psyche's
improbable breasts. The deepness of his deep and touslement
of the bed both imply the energetic love-making that is a
nightly feature of Psyches life with her boy-husband.
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Left The Seeping Faun, aHellenistic
marble sculpture of the early second
century BCE was excavated from the
mausoleum of Hadrian and taken to
the Pdazzo Barberini in 1627. It has
been severa times restored though
not apparently by Bernini, who may
however have made the designs for
the restoration.

Opposite Michelangelo originaly
designed The Dying Saveto serve as
one of the load-bearing elements for
the tomb of Pope Julius II. He was not
able to finish the figure until close to
the end of his life, and he left no due
as to what it represents. Its ecatic-
languor could be interpreted as the
bliss of escape from this mortal cail,
sgnified by the bands that wrap the
figure's arms and torso, but an analogy
with the physical release of orgasm
seems inescapable.



down by the Goths in the sixth century, but later versons hold that it
had been hidden in the mausoleum of Hadrian, which gives support to
the notion that it is a masterpiece of homoeroticism. It is thought to date
from c. 200 BCE and to have been carved somewhere in the Eastern
Mediterranean, perhaps in Antioch, or to be a good copy of some such
work; a decision on this point is rendered more difficult because the statue
has been several times restored, some say by Bernini, others not (Bernini
was the sculptor patronized by Cardinal Barberini, first owner of the recov-
ered statue, which was eventually bought from the Barberini family by
Ludwig Il of Bavaria).

The figure has few of the attributes of a satyr or faun, no pointy ears,
no goat feet, no bony animal penis, only the panther-skin of a Dionysiac
devotee to suggest the identification. Michelangelo adapted the Faun's
raised elbow and forearm cradling his curly head for the figure of his own
that is usually given the title of 'The Dying Save. Both are stunning ikons
of young male passvity, with bodies Ieft open and unguarded to the
view. Both are replete with erotic suggestion but whether the appea
is homoerotic or not depends on the prgudices of the beholder. In
1844 Eugene-Louis Lequesne's copy of the Faun was positioned in the
foyer of the Comedie Francaise for the world and his wife to seg the
subject was not then considered to be erotic let alone homoerotic. Despite
this rather egregious blindness it seems sife to say that the figure of the
deeping boy dways carries some sort of charge, even when the boy is the
young Christ as painted by Guido Cagnacci in 1630-40. Cagnacci has
emblematized the fragile beauty of the unconscious boy by the parallel of
the bowl of roses on the table beside him (see p. 110). Like the Faun's and
the Save's, Christ's arm is lifted above his head and his fingers are sunk in
his curly hair. The pose seems unavoidable; Ludovico Carracci's degping
boy has his knees bent and his legs parted and an arm cradling his head in a
similar way to the Faun's (see p. 111), but no one has interpreted his aban-
donment to deep as the consequence of drunkenness or sex or as the
indulgence of the artist's lust.

Eros himsdlf is often to be seen adeep. One of the most popular classica
depictions shows him as a seeping toddler. The type has him, legs apart,
lying on his back with his upper body twisted so that his right arm hangs by
hisleft Side, asif he has falen adeep in the midst of playing, asasmadl child
will. Later versions show Cupid in the same pose pillowed on the skin of the
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Above Compared to the plethora of images of Christ as

an infant and as a man dive, dying, dead or resurrected, there
are very few depictions of Christ as a boy. Seeping Christ with
John the Baptist by Guido Cagnacci can only be identified as
such because the boy by the bedside carries the Baptist's
banner and wears a camel skin. All Christ has to identify

Him is a dazzlingly white boy's torso.

Opposite Though amost certainly drawn from life,
the foreshortened body of Ludovico Carracci's Nude Boy
Seeping once again makes use of the upflung pillowing
arm, and the parted knees of the Barberini Faun. There
being no wisp of drapery trailed across the boy's genitas,
his nakedness retains its innocence, even though he is
smiling in his deep.
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Nemean lion, reminding us that this deeping infant is a god of such power

that, as love unmans the strongest of men, he overcame Hercules himsdf. In
other versions, used as conventional ornaments for the tombs of children, the
deeping infant clagps a bunch of poppies. A deeping Cupid carved on the
Hellenistic model by the young Michelangelo was sold to Cardinal Raffadlo
Riario di San Giorgio as awork of genuine antiquity; it was later acquired by
Isabella dEste. A version of the subject used on lids of boxes and the like in
the fourth century shows Eros in the same pose as the Barberini Faun. When
Alessandro Algardi carved the subject in touchstone, he too altered the poseto
something resembling that of the Barberini Faun. Caravaggio's nuggetty little
Seeping Cupid of 1608 lies in a more covered and defensive fashion with his
legs together, as if Caravaggio were denying his possible complicity in
embraces of any kind, a suggestion borne out by the broken bow and scattered
arrows. The Seeping Cupid on the Island of Cyprus at Kedleston Hall isa
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Below For centuries the deeping boy provided an
irresistible subject for painters, who had the classic
archetype of the deeping Cupid for their justification.
Though Seeping Cupid by Giovanni Battista Caracciolo
features a boy rather older than the type, he retains
the classc pose with one arm across the body.
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frankly delicious image of the tumbled limbs of a flushed and cuddliesome
child. At much the same time Caravaggio's Roman colleague Giovanni
Battista Caracciolo arranged the naked limbs of an auburn-haired ephebe on
artistically rumpled red velvet in a verson of the Roman pose, with his left
arm crossed to his right side and his bow lying by his fingers, demonstrating
nothing more than the radiant beauty of his youth. Though Caracciolo shows
the boy's genitals, they are unredlistically tiny, yet someone in the mid-seven-
teenth century ill fdt it necessary to obscure them with a painted drape,
which was not removed until the end of the twentieth century. It should not
be forgotten that Psyche fdls in love with Cupid when she sees him adeep.
The archetype of dl deeping boys beloved of women is Endymion. Ovid,
Lucian and Apollodorus of Rhodes agree that he was a shepherd boy and fest
adeep on Mount Latmos when Sdlene, the moon goddess, fdl in love with
him. Some (Cicero) say that she lay down beside him and gently kissed his
closed eyes, others that she caressed him in his degp so that he awoke amazed
and appalled to find himsalf in the radiant embrace of a goddess. So that
Sdene could gaze a him and caress him to her heart's content the young

earthling was given the gift of immortality plus eternal youth - on condition

that he remained eternally adeep. Some versions of the story hold that Sdene




bore Endymion fifty daughters before
cagting him into eterna degp which
she did, perhaps, according to Graves,
'because she preferred kissng him
to being the object of his too fertile
passion. The astonishing ubiquity of
Endymion in European culture is proba-
bly to be explained by the fact that artists
in dl media found the beautiful boy
sunk in eternal deep a useful emblem of
ided beauty which may be caressed
and admired but never owned or
enjoyed and therefore can never cloy.
The subject of Sdene feasting her eyes
on the deeping boy is to be found
on many Roman sarcophagi. The first
vernacular poem on the subject is proba-
bly Benedetto Cariteo's 'Endimione a
la Lund, published in 1506, & the
same time as Pinturicchio and his work-
shop were carrying out frescoes of Diana
and Endymion in the Piccolomini
Library, and Cima da Conegliano was
painting his Endymion Adleep, now inthe
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Galleria Nazionale in Parma. Badassare 7 U s
Peruzzi, Titian, Carpaccio, Parmigianino, Giulio Romano, il
Garofdo, Jacopo Zucchi and Tintoretto dl painted their own
versions of the subject.

The story of the sexless passion of a virgin goddess was epecidly
suitable for the entertainment of a virgin queen. When the boys of
the Chapel Roya played John Lyly's Endimion, the Manin the Moone
before Elizabeth | at Greenwich 'on New year's day at night' in 1591
some suspected that Endymion represented the queen's beloved but
unenjoyed Eal of Leicester. Michagl Drayton, a tradesman's son
who was brought up as a page in the household of Sr Henry
Goodere, wrote his Endimion and Phoebe in 1595 in celebration of
the marriage of Lucy Harington to the Earl of Bedford.

Above Henry Fusdi saw himself as conducting a
one-man campaign againgt effete art; in Selene and
Endymion, he endowed the sleeping Endymion with
the symbolic anatomy of a superhuman hero, who
begins to respond to the imperious advances of the
arriving woman-moon even in his seep.

The Passive Love Object 113




Below Canova's Seeping Endymion (1819-22) For this boy's love the water-nymphs have wept,

[ eti id to be inspired by the painti . . — .
1S som 'massa,' 0, P by, e painting by Stedling oft times to kiss him whilst he dept:
the younger artist, Girodet. The ultimate source for

both must be the Barberini Faun. Canova may aso And tasting once the nectar of his breath,

have known the figure of Ilissus from the Elgin Marbles. Surfeit with sweet, and languish unto death...
Endymion's smile is to be explained as a response

to the moon caressing his face, but the sculpture has
never been placed where moonlight could reach it. The myth wes particularly useful for prefiguring the love of a lady of the

highest degree for a commoner. Certainly, when Gombauld wrote his
Endimion in 1624, it was understood to be a response to the love that he
believed that the Queen, Marie de Medicis, bore for him. Sonnets and dl
kinds of dlusions proliferated; Caspar de Aguilar and Marcelo Diez
Calcerrada narrated the story at length in Spanish verse; Monteverdi and

Lully and dozens of lesser composers wrote operas, ballets and other musica
entertainments on the theme. The singers in Johann Sebastian Bach's cantata
'Was mir behagt, is nur die muntre Jagd' are Endimion and Phoebe. Both
Gaetano and Auguste Vestris created ballets about Endymion. Annibale
Carracci, Domenichino, lo Scarsdlino, Van Dyck, Poussin, Rubens,
Guercino, Francesco Albani, Pietro da Cortona, Luca Giordano,
Boucher, Van Loo and Mengs are among the hundreds who painted the
combination of sleeping boy, usually naked, and gazing goddess. In
1776 Gavin Hamilton restored a Hdlenistic marble Endymion,
adeep in a rather more decorous version of the Barberini pose,

and wearing a shepherd's straw bonnet. When the Pdazzo
Milzetti in Faenza was restored in splendid style after the
earthquake of 1781, Pier Francesco Cavalli decorated the
'gabinetto d'amore, that is, the duchess's boudoir, with a
saries of murals featuring a large Eros, holding doft a
flaming torch, a deeping Endymion, and a Diana swoop-
ing down from the sky to kiss him. Keets is thought by
some to have been influenced in his typology of
Endymion by the jasperware plaques copied for
Wedgwood in about 1789 from a Roman rdief of a
very boyish Endymion with his curly head sunk on
hisbreast in deep, while his dog bays at the moon
and tries to wake him with his paw. After the
acclaim which greeted the twenty-four-year-old
Girodet's Seep of Endymion a the Sdon of
1793, there was hardly an artist who did not
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attempt the subject. In 1819 the sixth Duke of Devonshire commissioned a

sculpture from Canova, paid him some money on account and left the choice
of subject up to him. The subject Canova chose for this, his last work, was
Endymion. Though the figure, with the right arm supporting the head and
the right knee drawn up, has clear afinities with the Barberini Faun aswell as
the figure of llissus from the west pediment of the Parthenon, its grace and
pliability are those of youth suspended in the fleeting moment of boyhood, its
loveliness abandoned to the gaze of the invisible moon goddess and a wakeful
little dog. When George Frederick Waittsss life was drawing to a close, he too
bethought himself of Endymion, a subject he had painted thirty years before.
Aphrodite was not above imitating Selene in making love to a deeping boy.
AsAnchises dept in his herdsman's hut on Mount Ida, shevisited him clad as
a Phrygian princess and eventually bore his son Aeneas. Phineas Fletcher's

description, first printed in 1628, presents Anchises as a niggard in love.

A dainty boy there woned whose harmless years
Now in their freshest budding gently swelled,

His nymph-like face ne'er fdt the nimble shears;

Above Anne-Louis Girodet was twenty-four in 1791
when he painted The Seep of Endymion. When it wes
exhibited in Paris two years later no one objected that
Sdene had been reduced to an off-stage moon or that in
her place a bouncing boy Zephyr was contemplating
Endymion's loveliness. Girodet exhibited the picture
repeatedly and was known to sign his letters 'Endymion'.
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Y outh's downy blossom through his cheek appears:
His lovey limbs (but love he quite discarded)
Were made for play (but he no play regarded)

And fit love to reward and with love be rewarded.

Like Ovid's Narcissus, 'This dainty play fdlow for naked love 'thousand boys
(&h fodl!) and thousand maidens denied'.

A deeping boy is necessarily passive; the woman gazing at him, whether
she be Venus, Selene, Psyche or the average gallery visitor, who is middle-aged
and femde, probing his efigy with a penetrating eye, is the aggressor.
Generdly spesking, women who make advances to reluctant boys are not
looked upon favourably. The biblical story of Joseph and Potiphar's wife has
dozens of analogues, and seems to well up from a deep-seated fear of the
sexua power of the mother. In Genesis xxxix we read how in Egypt young
Joseph prospered as a dave in the house of Potiphar until his master's wife cast

desirous eyes upon him.

And it came to pass, as she spake to Joseph day by day, that he
hearkened not unto her, to lie by her, or to be with her.

And it came to pass about this time, that Joseph went into

the house to do his business; and there was none of the men of

the house there within.

And she caught him by his garment, saying, Lie with me: and he left his
garment in her hand, and fled, and got him out.

And it came to pass, when she saw that he had left his garment in her
hand, and wes fled forth,

That she cadled unto the men of her house, and spake unto them,
saying, See, he hath brought in an Hebrew unto us to mock us; he came
in unto me to lie with me, and | cried with a loud voice:

And it came to pass, when he heard that | lifted up my voice and cried,
that he left his garment with me, and fled, and got him out.

And she laid up his garment by her, until hislord came home.

She repeated her story to her husband who believed it and Joseph was thrown
into prison. The biblical story, which is thought to have originated in Canaan,
has many analogues in pagan literature. In the mythology of ancient Boectia,

Phrixus was a handsome young man who had the misfortune to attract




the lustful eyes of his aunt Biadicee When he repelled her advances she
publicly accused him of attempted rape. The men of Boeotia believed
both her and the fdse oracle that had aready decreed that he should be
sacrificed to Zeus on Mount Laphystium. The sacred flint was poised to
dit Phrixus' throat when he was rescued by Hercules. An old Corinthian
legend tells how an older woman's scorned passion placed young Bellerophon
in mortal danger. Bellerophon, fleeing punishment for killing two men, one
of whom was his brother, had taken shelter in the house of King Proetus
of Tiryns, when the queen fdl in love with him on sight. When he rejected
her advances she accused him to her husband of having attempted to ravish
her. Proetus believed her but, though he wanted to kill Bellerophonin hisrage,
he dared not anger the Furies, so sent him to his father-in-law, lobates, King of
Lyda carrying a sedled letter in which were instructions to put him to death.
Insteed lobates asked Bellerophon to destroy the Chimaera which, with the
hdp of the flying horse Pegasus, he eventually did. When the Aeginian hero,
Pdeus, was very young he was married to Polymela; he was obliged to flee
lolcos after accidentally killing a man while hunting the Calydonian boar.
Crethels, wife of Acastus, his host, tried to seduce him. When he refused her
e told Polymela that Pdeus meant to desert her and marry her daughter
ingead. Polymela believed her and hanged hersdf, but Cretheis did not
condder hersdf fully avenged until, in floods of tears, she told her husband
that Pdeus had attempted her virtue. Tenes was set adrift on the sea in a
cheg, dter his stepmother Phylonome, who was in love with him, had called
fdse witnesses to support her claim that he attempted to rape her. The
mog harrowing tale of the catastrophic falout from an older woman's lust
for a boy must be that of Hippolytus, object of the criminal passion of his
sepmother, Phaedra. Hippolytus, son of Antiope, was like his mother a
devotee of Artemis to whom he built a new temple, incurring the wrath of
Venuswho saw to it that, when he attended the Eleusinian Mysteries, Phaedra
would s him and fdl desperately in love with him. When he returned to
Troezen Phaedra followed and built a temple of Peeping Aphrodite there so
thet she could watch him unobserved as he worked out, stark naked. When he
wat to Athens for the games she followed him. Phaedra's old nurse, shocked
at how undaked passion had worn her darling to skin and bone, besought her
to write a letter to Hippolytus, confessing her love and begging for his. Ovid
induded his own version of the letter in the Heroides, in which Phaedra
explanshow shefdl inlove.
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Above Francesco Albani's erotic treatments of

the Sdmacis and Hermaphroditus episode from the
Metamorphoses had such success in the 1620s that his
patrons vied to commission versions in different formats
for their private enjoyment. Curtains were hung before
the pictures for fear that children, servants and women
might be corrupted by the sight of them.

118 The Passive Love Object

It was then most of dl (though you had pleased me before)

that piercing love lodged in my deepest bones. Shining white
was your raiment, bound round with flowers your locks, the
blush of modesty had tinged your sun-browned cheeks and
what others cal a countenance hard and stern, in Phaedra's

eyes, was strong instead of hard.

Hippolytus's reaction was immediate and furious. He burned the letter and
came to Phaedra's chamber to rebuke her. Phaedra's response was to rip her
clothes, throw open the doors and scream ‘Rape!" Then she hanged hersdlf
from the door-beam, leaving a note accusing Hippolytus of terrible crimes.
His father, Theseus, banished him from Athens and prayed to his own father
Poseidon to send a sea monster to kill the boy on his way back to Troezen.
The monster appeared and pursued Hippolytuss chariot, terrifying the
horses. A loop of the rein caught on a crooked olive tree, the chariot veered

and was smashed on wayside rocks. Hippolytus's beautiful body was flung




first against the tree, then against the rocks and then dragged along behindthe ~ Below Tithonus wes the first of the mortal boys ravished
by the goddess Aurora. She succeeded in having him granted

eternal life, but forgot to ask for eternal youth to go aong
hersdf for Aphrodite's cruelty to her devotee by causing the death of  \ith it When he became unable to function as a lover she
Aphrodite's beloved Adonis. went about other conquests, making sure that he was looked
dter a home, until she grew so tired of his senile babble that
she changed him into a grasshopper. Rodin's sculpture group

bolting horses. One version of the story has it that Artemis then revenged

A different fate befell the nameless boy who caught the eye of the nymph

Sdmadis, who there and then begged him to become her husband. of Aurora and Tithonus presents an aggressive female figure
and an inert male, but whether he is a boy being ravished
... the boy blushed rosy red; for he knew not what love was. or an old man being abandoned is not clear.

But il the blush became him well. Such colour have apples
hanging in sunny orchard or painted ivory ... when the nymph
begged and prayed for at least a Sister's kiss and was in act to throw
her arms round his snowy neck, he cried: 'Have done, or | must flee

and leave this spot — and you.'
Sdmadis pretends to go, but hides and watches him.

Then quickly, charmed with the coolness of the soothing stream,

he threw aside the thin garments from his dender form. Then did he
truly attract her, and the nymph's love kindled as she gazed at the naked
form... Scarce can she endure deay, scarce bear her joy postponed,

S0 eager to hold him in her arms, so madly incontinent.
Stripping off, she dives in beside him.

... she holds him fagt though he gtrives againgt her, stedls reluctant
kisses, fondles him, touches his unwilling breast, clings to him on this
dde and on that. At length, as he tries his best to escape, she wraps him
around with her embrace, as a serpent ... or as the ivy oft-times
embraces great trunks of trees, or as the sea-polyp holds its enemy

beneath the seg, its tentacles embracing him on every side.

e prays that they may never be separated and the gods, hearing her prayer,
wdd the two of them into asingle being, Hermaphroditus.

Eos, or Aurora as she is known in Latin, was less unfortunate. Aphrodite,
having found her once in bed with Ares, cursed her with an unquenchable
lug for young mortals. Eos was driving her chariot over the Western
Ocen when she caught sight of Orion, described as the handsomest
men dive and fdl in love with him. Orion had gone there seeking a cure

for his blindness, which Eos persuaded her brother Helios to perform.

Sethen fdl in love with the young shepherd Cephalus and carried him off in
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Above Made fantases of submission to masterful femaes
result in a proliferation of images of wounded boys being
tended by amorous nurses, images which women might
well find equally interesting. Pietro Ricchi's Tancredi
Succoured by Erminia is one of many in which the

young crusader's languid body fills the foreground.

Opposite The sexiness of Rubenss drawing of Venus
Lamenting over the Dead Adonis has not escaped feminist
art historians. The impact of the image is as much a matter
of the fluid rhythm of the drawing as of the event depicted.
Much as we may appreciate the unusual energy in Venuss
twisting figure, it is less clearly visudized than the yielding

body of the boy, which remains the focus of the composition.
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her chariot, then Cleitus, a grandson of Melampus, then Ganymede who

was taken away from her by Zeus in the form of an eagle, and lastly Tithonus.
The most painter-friendly of these episodes is the one involving Cephalus,
which provides yet another opportunity for the woman-watching-boy-asleep
motif, and was treated by Rubens, Boucher and Francesco Furini, to name
but three. Annibale Carracci used the theme for the decorations of the
gdlery of the Paazzo Farnese. In 1790 or so Thomas Hope commissioned
a Cephalus and Aurora group from John Flaxman to serve as the centrepiece
of the Star Room in his house in London, where it was endlesdy reflected
by mirrors on either side.

The best known example of areluctant male love object in English literature
is Shakespeare's Adonis. His extreme reluctance is Shakespeare'sinvention; it is
not to be found in the dassca sources. In the many paintings of Venus and
Adonis together, Adonis is portrayed as Venuss sexud partner, and awy
included emblems, usudly poured out ewers, snoring cupids and such, ae

those of daked passion. The usual Adonis smply wantsto hunt aswell as make







The only part of Venus Mourning Adonis, a preparatory

oil sketch for a picture of c. 1614 (now in a private collection
in New York) that Rubens drew from life, is the figure of

the dead man, which he reproduced from a study of two
recumbent figures made in Rome some years earlier.
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loveto Venus, Shakespeare'sboy hasnointerest in Venuswhatsoever. The poem
begins with a frustrated goddess pursuing the boy and pleading with him:

"Thrice fairer than mysdf,' thus she began,
"The field's chief flower, sweet above compare;
Stain to dl nymphs, more lovely than a man.
More white and red than doves and roses are...
Here come and St where never serpent hisses,
And being s, I'll smother thee with kisses!

Before he can reply she seizes his hand and manages 'courageously to pluck

him from his horse.

Over one arm the lusty courser's rein,
Under her other was the tender boy,
Who blushed and pouted in a dull disdain,




With leaden appetite, unapt to toy:
She red and hot as cods of glowing fire,
He red for shame, but frosty in desire.

The description of Venuss struggle is both comic and erotic; Adonis lies in
her arms like 'a bird tangled in a net', looking up 'like a die-dapper peering
through a wave. She does not accept that his coldness is merely the effect of
his youth.

The tender spring upon thy tempting lip
Shows thee unripe; yat mayst thou wel be tasted.

The young huntsman himself becomes the prey in this upside down rape story.
Overcome with fedling, she faints and he, to revive her, kisses her. She presses
her advantage and kisses back.

He now obeys and now no more resisteth,
While she takes dl she can, not al she listeth.

She pulls him on top of her, but 'he will not manage her, although he
mount her'.

Venus and Adonis was a best-seller, going through at least eeven editions
before 1620, and it was regularly reprinted thereafter. Later, Augustan taste
wes revolted by what seemed a strange mixture of genres within the poem, the
tragic with the comic , the 'wanton' with the ‘witty'. As Shakespeare's plays
grew in importance, Venus and Adonis languished as the very notion of a
woman eager for sex with a boy who pleaded his age as an excuse for avoiding
it became increasingly repugnant. By the nineteenth century the British bour-
geoise had become obsessed by the threat posed by sexualy aggressive
women, whether intrigantes or prostitutes, to their sons future prospects,
which could so eadly be blighted by venereal disease or by a forced marriage
with a femae of essy virtue who had contrived to 'get herself pregnant.

Frederic Lord Leighton was taking a cal culated risk when in 1858 he exhib-
ited at the Royd Academy in London The Fisherman and the Syren: from
a ballad by Goethe showing a boy being dragged off a rock into the sea by
ablond syren whose erect nipple is amost piercing his diaphragm. Her long
fish tail iswound around hisright leg much as Salmaciswound hersdlf around
Hermaphroditus long ago in a stream in Ida. Leighton wes rather stretching

a point to justify his picture of an apparent seduction as an illustration
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of Goethe's ballad, 'Der Fischer', of which the last two lines were quoted
inthe exhibit:

Haf drew she him, half sunk hein,

And never more was seen...

Goethe's short ballad certainly relates how the waters of a turbulent stream
parted and a dripping woman set about tempting a fisherman on the bank
to descend with her under the water, but she does this not by displaying her
charms but by arguing that, like the sun and moon that refresh themselves
underwater, he will be much better off in mind and body at the bottom of
the stream. No mention is made of her snow-white skin or golden hair or of
the youth and beauty of the fisherman, or of her pressing her body against
his, but, by passing the buck to Goethe, Leighton escaped censure.

Edward Burne-Jones was not so lucky. When his Phyllis and Demophoon
was shown & the Old Watercolour Society in 1870 the passvity of the male
figure, together with the physical similarity between it and the female figure
and the smallness of its exposed genitals, provoked the ire of the critics. In
Burne-Joness fantasy, based on an episode from Ovid, Phyllis, transformed
into an almond tree after her suicide because Demophoon does not return to
her as promised, arises from the flowering tree in her own persona and locks
her arms about her flesing lover, into whose eyes sheis staring from adistance
of two or three inches. Though Shakespeare could exploit the erotic and
ironic possibilities of a courtship in which the sex roles were reversed, Burne-
Jones found that he could not. When the President of the OWS approached
him to suggest alterations to render the picture less objectionable, Burne-
(ones ‘withdrew not only the picture from the walls but himsalf from the
sdey'. It was by then officid: women who initiated sexua contact, who
pursued boys who were unwilling, who attempted to persuade, cgole and
seduce their juniorswere unnatural, even unbelievable. Men werein chargein
X, as in everything dse. Any woman who actively desired s, instead of
smply submitting to it, was a bad lot and unfit to be seen about her unnatural
business in public. The age-old collaboration between mature women and
boys in search of sexud enlightenment was a an end, officidly at least.

Above When Burne-Jones exhibited Phyllis and Demophoon

in 1870, the picture was reviled. Demophoon's limbs were
considered too gracile, and his unnecessarily visible genitals
undersized. Moreover, in attempting to escape from a
predatory Phyllis he was behaving in an unmanly fashion.
Public art could not be seen to encourage either male
submissiveness or female sexud desire.

Opposite The drooping neck and arms of Lord
Leighton's fisherman suggest that he is aready drowned.
Though the source, Goethe's poem 'Der Fischer', is German,
the fisherman's exotic features, bright red cap and matching
knickers suggest that he is a native of hotter, more languid
climes. The Nordic blonde mermaid shooting up from

the depths impaes him on her breast as if it were the
nose-cone of a torpedo.
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A bronze head of the first
century CE, now in the
Getty Museum, can be

identified as a Dionysos or

Bacchus by the garland of

ivy that encircles it. The
impression of rapture
conveyed by the parted lips
isintensified by the
slvering of the eye-whites;
within the hemispherical
incisions are to be seen
screws for mounting
corness carved out of
semi-precious stone.

g iaydeyn

Play Boys

Playing is a boy's prerogative. The world over, if you see a child with a toy,
whipping atop, flying akite, bowling a hoop, floating a piece of wood with a paper sal, or
whacking at a makeshift ball with astick, it will be aboy. In portraiture any child holding atoy, regard-
less of whether it is dressed in petticoats or breeches, will be a boy. Though women are now insisting
on theright to play sports and to become athletes, girls participation in sport is gtill tiny compared to
the number of boy-hours devoted to it. There are good historic reasons for this. When and where
men'swork is mostly physical 1abour, boys cannot be expected to do it before they get their strength,
and so they are alowed to pass their days in play, which builds up that strength. Boys can roam free
while girls are kept at home, to look &fter their little brothers and sisters or fetch water or wash dishes
and clothes in the sink or in the river. Boys who have to help the family will do it by fishing as | have
seen hundreds of boys doing along the rivers of the Nordeste of Brazil (and not a single girl) and by
herding, and even then aboy will play, with other boys, with animals or by himsdlf.

The divine prototype of the playing boy is Dionysos, the dancing god. At first he was represented
as a bearded man. The earliest surviving image of the god of ritual dance, song and play-acting as a
youth is a bronze in the Louvre, which is dated about 455 BCE. From then on Dionysos is usualy
depicted as a youthful long-haired figure clad in nothing but a leopard-skin mantle. Dionysos is a
paradoxical figure, both divine and human, savage and gentle, aggressive and submissive, feminine
and masculine. As the god of the priapic Phallophoria festivd, he is the beardless male for whom
sx isinexhaustible play. Since the teasing figure of the sexualy active boy was elided in our culture,
scholars have had much ado to account for the apparent contradictions in the character of

Dionysos, wondering if he might be hermaphrodite or the god of pederasty, which would hardly

Pay Boys 127




Above The earliest known representation of
a beardless Dionysos is a bronze statuette of the
fifth century BZE now in the Louvre.
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explain the shrieking hordes of davering Maenads who followed him
everywhere, or his being represented by a bull in Thrace and Crete, or his
association with snakes 'with darting heads' and panthers 'breathing fire'. In
the usua version of his life, his mother, Semele, fearing that the wrath of
Hera would strike him as the fruit of another of Zeuss infidelities, had him
brought up as a girl, a mythological reflection perhaps of the period of time
that dl mde children spent among the women, when children were not
distinguished by sex. As a boy-god Dionysos may be considered gill under
the influence of his mother, and his connection with orgiastic women to
represent his connection to her and to the immanent state of pregnancy
when the femade body houses the male child. This uterine attachment is
expressed in the myth by the way that, when Dionysos was findly raised to
be one of the twelve Olympian gods, he used his power to descend to
Tartarus where he bribed Persephone to release his dead mortal mother and
he brought her to live on Olympus. At the annual Lenaea, the Athenian
Fegtivd of Wild Women, Dionysos was represented by a yearling bull which
was cut into nine pieces, of which one was burnt as a sacrifice to his mother
and the rest eaten raw by his devotees. In earlier versions of the same rite, the
creature that was torn in pieces and eaten raw, under one of the god's many
names, was a human child, needless to sy, a boy.

In Euripidess play, The Bacchae, Dionysos comes to Thebes in the
person of a young priest of his own cult. Pentheus describes him as

an 'effeminate stranger',

from Lydia one of those charlatan magicians,

with long yelow curls smelling of perfumes,

with flushed cheeks and the spells of Aphrodite

in his eyes. His days and nights he spends

with women and girls, dangling before them the joys

of initiation in his mysteries.

Insultingly Pentheus announces his intention to cut off the stranger's ‘girlish
curls and is quietly told that the stranger's hair is holy. Pentheus grabs the
thyrsus out of the stranger's hands, chains him up and throws him into a
stable. The smiling boy-god offers no resistance, but wordliesdy causes an
earthquake that reduces the palace of Thebesto rubble. Unabashed, Pentheus
sets out disguised as a woman to spy upon the Maenads among whom is his

mother who, possessed by the god, tears him limb from limb in her frenzy.




Scholars bewildered by Dionysoss combination of effeminate langour and
implacable violence might look about them and see how mae adolescents
incarnate both principles. Soccer isagame, but young men have been killed in
the frenzy that it can generate. The same recklessness that prompts them to
experiment with states of euphoriaand trance asthe Magnads did, impelsthem
a9 to acts of mindless aggression and violence, to commit offences againgt life
and property in a spirit of mere gamesomeness, for the hell of it. In the 1980s
Bill Buford travelled about England with soccer supporters, to learn the truth
about hooliganism. The following scene took place not in Ancient Greece or

in the Ngongoro but in Bury St Edmund's, a small market town in England.

__the music was now brutally loud. The room was hot and filled
with smoke and smelled of dope. The air had grown heavy and damp.
Sxty or seventy lads were in the middle of the room, clasped together,
bouncing up and down, rubbing their hands over each other's heads

and chanting in unison:

Wogsout! White power!
Wogsout! White power!
Wogsout! White power!

They had taken off their shirts and were stripped to the waigt, their
braces dangling over their sides, knocking against their legs, sixty or
seventy pale, narrow chests, covered in perspiration, pressed tightly
together. They were bouncing so vigoroudly that they dl fdl over,
tumbling on top of each other ... they dl clambered up over each
other and, with difficulty, resumed their dancing. They fdl over
again, wet and hot. 1 don't know if it was the drink or the drugs or
the delirium of the dancing or that chorus, over and over again, but
there was a menacing feding in the air - sexuad and dangerous....

Some of the lads appeared to be in a trance.

| looked at the women, sitting in the dark, smoking cigarette after

cigarette, none of them dancing.

The occason was a disco run by the National Front, a white supremacist
organization that found a fertile recruiting ground among soccer supporters,
but what Buford witnessed had less to do with politics than with the
condition of boyhood itsdf. As it turned out, the youngsters were being

Above Dionysos with Kantharos, an dabaster figure from
Eleuss, accentuates the effeminacy of Dionysos whose legs are
draped as if the figure were female, as would dso be suggested
by the plump curve of the exposed hip, while at the same time
its male genitalia are rather coquettishly revealed. The identity
suggested by the wine jug is established by the suggestion of
the thyrsus in the pine-cone under the figure's Ieft hand.
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Above If it were not for his riotous crown of grapes

and vine-leaves, the grave Bacchus painted by Caravaggio

¢. 1597 would be more readily identified as an apathetic
Ganymede than as the god of intoxication. He shows no
trace of the Dionysiac smile and his dark eyes are mournfully
abstracted rather than entranced. What he does share with
the dassc Bacchus is the hint of hermaphroditism in the
contrast of his muscular shoulder and chest with the
girlishness of his face and fingers.
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effortlesdy manipulated by older men
who were following their own political
agenda. The boys Buford travelled with
did not only dance and play; they dso
inflicted terrible injuries on other
people and on themselves, re-enacting
the Dionysian sparagmos.

A dsmilar phenomenon had been
recorded eighty years earlier by none
other than Lord Baden-Powell, founder
of the Boy Scout movement, who sounds
rather like Pentheus when he writes,
"Thousands of boys and young men,
pale, narrow-chested, hunched-up,
miserable specimens, smoking endless
cigarettes, numbers of them betting, all
of them learning to be hysterical as they
groan or cheer in panic unison with their
neighbours - the worst sound being the
hysterical scream of laughter that greets
any littletrip or fdl of aplayer__ Get the
lads away from this. Teach them to be
manly." Lord Baden-Powell may not have
been aware of the etymology of his own
word 'panic'. It takes us back in an un-
broken line to Lord Dionysos and his goat-footed hordes.

Graphic artists have been less puzzled than stimulated by the combination
of languor and sudden frenzied violence in the figure of Dionysos and his
Roman counterpart Bacchus. The Hellenistic Greeks saw him as finer-limbed
than Apollo, his neck drooping under its weight of grapes and vine-leaves,
and his lips parted with some unnameable excitement. Michelangelo took the
cue for his Bacchus of 1497 from Roman copies of Hellenistic figures and
produced an androgyne who smiles in true Bacchante fashion, his limbs
sagging so that the whole figure appears almost to reel. Caravaggio's Bacchus
plays the same game of combining boyish characteristics, such as the muscu-
larity of the foreshortened left arm, with the extreme femininity of the

disproportionately tiny rosy-fingered right hand that holds the cup, but he




adds an extra layer of meaning. The pose is languid, the expression less
languorous than bored, as the dark eyes of the model rest on the viewer with
conspicuous absence of desire. This impassivity is mocked by the ebullience
of the vine-leaves of his headdress, as if the god had less vitality than a veg-
etable or than the fruit in front of him, evidence as it is of fertility and
reproduction. The model bears a strong resemblance to the Spanish castrato
Pedro Montoya, who sat for Caravaggio as The Lute-player. A workshop copy
of The Lute-player was bought in Rome by the third Duke of Beaufort in 1726
as'Girl with a Guitar', the guitar being no more aguitar than the subject was a
girl. The same type and possibly the same individual, with the same deft chin
and round face, dominated by large brown eyes set under heavy brows, can be
seen tuning his lute in Caravaggio's picture of four musicians. As a castrato
Montoya was condemned to eternal boyhood: his beard would never comein,

he would never father a child, and he would aways be the equivalent of an

upper servant in another man's household.

Below Caravaggio's The Musicians (1595-6) casts an
ironic reflection on the depictions of carolling putti that
featured on the cantorie of Renaissance churches. These
church musicians are dl professionals; at least one of them
has been castrated so that puberty will not rob the church
of his services. The claustrophobia of the composition
reflects the cloistered circumstances in which such church
servants were obliged to live.
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Wegtern art and literature abound with musicians, dl of them
boys. Though flute girls were an indispensable part of the enter-
tainment at the symposia of ancient Athens, few images of them
have survived. Athene was quite capable of contriving adouble-
flute from the bones of a stag but when she made music with it
the gods laughed at her. Perplexed by their reaction, she looked
at her reflection in a stream as she played and redlized that the
effort of blowing into the flute reddened her face and distended
her cheeks, so she threw her flute avay. The Muses of Helicon
certainly made music but they did not start an iconographic
fashion, whereas boyhood and music-making are so closdy
connected that one of the ages of man can be signified by the
figure of a musician (see p. 18). Hermes was 4ill a child when
he fashioned a lyre out of atortoise-shell and cow-gut and gave
it to Apollo, who was thereafter never without it. Hermes then
fashioned reeds into a shepherd's pipe, so inventing the musical
sde Reed pipes were later re-invented by the goat-footed god
Pen &ter his beloved Syrinx turned hersdf into a reed; Pan's
attendant satyrs and fauns are al musicians. Pan aso taught
Hermess Daphnis to play the pipes, and every Arcadian shep-
herd boy followed his example. In equipping shepherd boys
with instruments Pan seems to have done no more than shep-
herd boys will do for themselves. All over the world boys
falowing herds will play and sing to themselves or with their
work-mates, playing bag-pipes, flutes, ocarinas or makeshift instruments
meade of anything they can find.

Orpheus was presented with a lyre by Apollo and taught to play it by the
Musss He played so beautifully that he could charm wild animals and make
trees and rocks dance. When he accompanied the Argonauts to Colchis he
saved them more than once by the power of hismusic. The story of Orpheus's
marriage with Eurydice, hisloss of her and his unsuccessful trip to the under-
world to find her, which represents a later tradition, lent itsdf to al kinds of
dlegoricd interpretations and became a central theme in moralizing litera-
ture. After wandering around Thrace singing of hislost love, Orpheus met his
deeth in true Dionysian fashion by being torn to pieces by wild women. The
Muses collected the fragments of his body and buried them, but his till-
dnging head and his lyre floated down the Hebrus and out to seato be washed

Above The pan pipe appears to be a globa instrument

and its player is usudly a boy. This Erigbaagtsa lad, whose
face is beautified with judicious application of the juice of the
seeds of the annatto tree, and vaanced by strings of toucan
feathers threaded through dits in his ears, was photographed
in Mato Grosso, Brazil, in 1964.

Opposite The notion that heaven is peopled with choirs of
angels derives from the theologians' description of the seraphs
continualy intoning the praises of the Almighty. Since the
earliest times the angel singers have been accompanied by
anges playing manmade instruments. Two of the ravishing
angel musicians included by Melozzo da Forli in his fresco of
the Ascengion with Christ in Glory, commissioned for the choir
of the church of the Apostles in Rome in 1478 or so, can now
be seen as detached fragments in the Vatican Art Gallery.
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Opposite Agnolo Bronzino devised his flattering
portrait of Cosimo de' Medici as Orpheus, to be a wedding
present for Eleanor of Toledo, whom Cosimo married in
1539. Eleanor so appreciated the implied compliment -
and the implied casting of herself as Eurydice - that she
chose Bronzino to decorate her private chapd and to

paint portraits of dl her children.

134 Pay Boys

up on the idand of Leshos, where they were dedicated to Apollo. Because
Orpheusis afigure of the cregtive artist, the story has inspired artists in every
medium that human ingenuity has ever invented. Politian's poem, La Fabula
di Orfeo, served as a libretto for two musical dramas that were performed
during the poet's brief lifetime. Mantegna, Signorelli, Badassare Peruzzi and
Primaticcio frescoed noble residences with the subject, while in easdl painting
any depiction of a boy with an instrument is likely to be identified as an
Orpheus. In 1538, during negotiations to secure the hand of Eleanor of
Toledo for Cosimo de' Medici, Bronzino painted a nude portrait of his bril-
liant young patron as Orpheus confronting Cerberus at the entrance to
Hades. The first opera ever written is usually taken to be Monteverdi's Orfeo
of 1607. Hundreds of composers followed the precedent, producing cantatas
and oratorios without number, down to Franz Liszt's symphonic poem of
1854 and Kurt Welll's Der Neue Orpheus in 1925. Jean Cocteau, for whom
Orpheus was afigure of the homosexual as much as of the artist, depicted the
subject in graphics, sculpture, jewelry and ceramics, in atragedy of 1925, and
in two screenplays and aballet. Perhaps the most successful Brazilian film ever
was Marcel Camus's Orfeu Negro (1958) based on a music-dramaby Vinicius
de Moraes. Ted Hugheswrote aradio play caled Orpheus. The theme, which
gathered momentum through the nineteenth and twentieth centuries, is ill
irresigtible in the twenty-first. In a recent production by the New Y ork-based
Adobe Theater Company, Orpheus is a baby-faced rock star who writes and
performs songs with aband caled In Your Thrace.

InVirgil's eighth eclogue Orpheus is linked with Arion, who hardly rates a
mention unless he is in Orpheus's company. Originaly from Lesbos and the
most renowned minstrel living in Corinth during the reign of King Periander
(625—535 BCE), Arion was returning to Corinth loaded with money and gifts
from a successful tour of Magna Grecia, when the ship's crew decided to kill
him and keep his treasure. They offered him the choice of committing suicide
or jumping overboard. Arion accepted the second option but asked if he might
perform on deck one last time. As he sang, accompanying himself on the lyre,
dol phins were drawn to the ship, and when he leapt overboard a dol phin took
him and his lyre on its back and bore him safely to shore. There is nothing to
suggest that Arion was particularly young, but a persistent iconographic
tradition linking the dolphin with the boy can be traced as far back as the
fourth century BCE Arion's arrival on the dol phin being the founding myth of

Tarentum, two-drachma coins minted there in the archaic period feature a
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naked youth astride adol phin. The motif of aputto holding adolphin, asin the
bronzein the Palazzo Vecchio in Florence usually attributed to Verrocchio, isa
commonplace of Renaissance decorative art. Like many such motifsthe boy on
a dolphin may have had its origins in observations of red life, for attachments
between boys and dolphins happen just often enough to remain remarkable
and memorable.

At other times Orpheus may be in consort with Amphion who was given a
golden lyre by Hermes. Like Orpheus, Amphion was half-divine, he and his
twin brother Zethus being sons of Zeus by Antiope, amortal woman who was
so afraid of what her husband's vengeance might do to the boys that she aban-
doned them to be found and brought up by a shepherd. When Antiope did
not return to her husband, his brother Lycus abducted her and gave her asa
dave to his wife Dirce who treated her cruely. Antiope managed to get a
message to her sons who came with their fdlow herdsmen to Thebes and
overran the city, restoring their mother to her dignity just as Dionysos did.
Queen Dirce they punished with true Dionysian crudlty, tying her hair to the
horns of a wild bull so that she was dashed in pieces. Amphion helped his
brother build the walls of Thebes by playing such enchanting music on his
golden lyre that the stones danced to their places.

Dionysos himsdlf neither sings nor plays; he dances. In the evolution of the
human race dance has been an essentia aspect of male display in every society.
It was not until the nineteenth century that European men stopped dancing
for the appreciative eyes of women and confined themselves to leading the
ladies out on to the floor. Elsewhere men were still dancing, hoping to attract
the female in the same way that the bower bird attracts his hen. In some Masa
groups young men seeking to attract a wife still perform a ceremonia dance
in which they leap diff-legged into the air. Before the massacres of the late
twentieth century the noble Tuts warriors were famous for their dancing (see
p. 139). The spectacular whirling dance of the Qufi dervishes is performed
only by men. In flamenco dancing the zapateado, in which the male dancer
drums complicated patterns with the stacked heels of his boots, while clutch-
ing his abbreviated jacket under his breast bone, well clear of trousers cut so
narrowly as to leave nothing to the imagination, is mae display at its most
gratuitous. Before his descent into reclusive strangeness, Michad Jackson
performed startlingly original dances that needed every ounce of sinew that
his lean young body had to offer, raw, syncopated and angular, bred out of the
improvised break dancing that boys (not girls) were doing on the street.




At the entertainments mounted at the courts of Renaissance Italy al the
dancers were male and masked. Femae parts were danced by dender boys.
When Catherine de Medicis imported the Italian fashion to the French court
dhe ds0 st up daly dasses so that her courtiers could learn the moves.
In 1653 Louis XIV, who had been taught since the age of seven by Pierre
Beauchamp, danced the Sun God in Le Ballet de la Nuit. In 1658 the exiled
George Villiers, second duke of Buckingham, danced the part of Fire in
Benserade's Masque Royale de la Nuit. At the same time professional dancers
like Louis Pecourt were rising within the roya establishment. In 1661 Louis
XIV st up an Academie de Danse at the Louvre. In 1681 Beauchamp danced
the femde role in Lully's Triomphe de I'Amour. At the fete of the duchesse de
Maine, Jean Baon (1676-1739) danced in Cornellle's Horace, the forerunner
of the new vigorous 'ballets d'action’. Though women stars were beginning to
appear, men like Jean Blondy and Louis Dupre, who was solo dancer at the
Paris Opera for thirty-six years, dominate. Dupre taught Gaetano and
Angiolo Vedtris and Jean Georges Noverre. When Gaetano Vestris and his son
Augugte came to London in 1781, parliament went into temporary recess to
dlow members to attend their performances at Covent Garden. Femde roles
were gill being danced by boys in many places in Europe right up until the
end of the eighteenth century.

All the contradictory Dionysian aspects of the dancing boy meet in the
fragile, brilliant figure of Vadav Nijinsky. He was born into a Polish dancing
family and began training with the Imperial Bdlet in St Petersburg at the age
of seven. By the time he had completed histraining and joined the ballet as a
danseur noble in 1907, he was already being called 'the Vedtris of the North'.
Srong as ged and light as a feather, he could lift himself so high that he
seamed to hang in the air before landing noisdlesdy. His lean, flat torso and
greceful arms contrasted teasingly with his muscled thighs and very evident
measculinity. Nijinsky knew how to exploit his boyish alure by stressing his
own energy and masculine endowment and at the same time indulging in
narcissgtic prettinesses of costume and attitude. St Petersburg society feted
him and he basked in their adulation. He was enjoying the attentions of a
Rusian princeling when the impresario Diaghilev decided to take him in
hand, to educate him and develop his creativity, and appointed him principal
dancer of the new company he had formed to dance in Paris in the off-season,
the Bdlets Russes. In 1909 Diaghilev took the new 'god of the dance' to Paristo
dance with Anna Pavlova. In 1911, again in Paris, Nijinsky caused a sensation
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when for the first time he danced Le Spectre dela Rose. With his narrow torso
emerging naked as if from the petals of the rose, hislips reddened and his eyes

darkened under his cap of rose petals, he seemed polymorphous sexuality
incarnate. Back in St Petersburg he rebelled against the traditional costume he
was expected to wear to dance Albrecht in Giselle, and came on stage in the
reveding costume he had worn in Pearis, knowing that he would be dismissed
and could concentrate full-time on the Ballets Russes. Diaghilev had had the
idea of a ballet based on Mallarme's poem, L'Apres-midi d'un Faune, which
Nijinsky would choreograph for himsdlf. As a satyr aroused by seeing nymphs
bathing to the point where he appears to masturbate with a discarded scarf,
Nijinsky had the perfect opportunity for boyish exhibitionism and he used it
to thefull. Rodin was so impressed that he sculpted him as the Faun.

In 1913 Nijinsky travelled to South America with the Balets Russes and,
avey from Diaghilev for once, succumbed to the advances of a young

Above When they ruled over the subject Hutu in Rwanda,
the culture of the aristocratic Tuts people involved a good
dedl of ceremonial dancing. In this picture, taken in Uganda
in 1971, young Tuts refugees relive past glory by performing
their traditional victory dance. In the 1990s the Tuts people
were virtualy wiped out.

Opposite In 1912 Diaghilev devised a ballet based on
Mallarme's poem L'Apres-Midi d'un Faune for his protege
Vadav Nijinsky. Leon Bakst, artistic director of the Balets
Russes, designed for the Faun an unconventional costume
that was no more than a deeveless body-stocking, so that
both the strength and the delicacy of Nijinsky's boyish
body could be displayed to the full in movements that
were, inevitably, denounced as obscene.
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Hungarian noblewoman who had been
folowing him for eighteen months.
They were married in Buenos Aires.
Bdlet historians tend to be waspish
about Countess Romola de Pulszky,
who did what male lovers could not do
and very soon became pregnant by
her boy-husband, who suffered along
with her and missed a performance
in Rio. Diaghilev sacked him. In 1914
Nijinsky had what is usually described as
a nervous breakdown. He was then
interned in Hungary. Diaghilev got him
out of detention for an American tour in
1916, but he was aready showing signs
of the mental illness that would eventu-
dly become so severe that hewould be in
and out of Swiss clinics for the rest of his
life He danced for the last time in 1919.
In 1920 he became a father for the
second time. Nijinsky would not have
been the dancer he was if he had been
cgpable of acquiring manly discretion.
He was, as it were, a faun trapped in the
corporate world, a the mercy of wiser
heads than his own, who treated him asa
property and effectively prevented his
transition to autonomy. He was certainly
committed to his wife and his two
daughters, and they cared for him. They
managed to keep him dive until 1950,
not an eassy matter in the case of someone who is described variously as
suffering from dementia praecox or schizophrenia, or both.

Nijinsky's mantle is commonly supposed to have fdlen on the strong
shoulders of Rudolf Nureyev. Certainly Nureyev worked tirelessly to achieve
the same combination of power and passion, but he was much less androgy-
nous in his stage presence. Though Nureyev was exclusvely homosexua

Above Grace Lay, founder of Exposures, the National

Association of Women Photographers, is one femae artist
who subjects young men to an assessing femae gaze and
poses them in ways that are replete with sexua suggestion.
Opposite Though Rudolf Nureyev made no secret of his
excdlusvely homosexual sex orientation, he was best known
to adoring women of dl ages as the devoted boy-partner of
Margot Fonteyn, who was old enough to be his mother.
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Above In his enthusiasm to return to nature, the
American painter and art teacher Thomas Eakins took
his male students swimming, which they did naked,

as did most men of the period. The composition for
Swvimming, of ¢. 1889, is based on figures in photographs
Eakins took at the time. In the painting he takes care to
keep their backs to the viewer and avoid any suggestion
of contact between one another.
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in his sexua preferences, he did not have the option of dancing as a boy.

He could not appear self-pleasuring on stage but had to act his various
princes, corsairs and what have you as adorers of the succession of femaes
who got to ride on his shoulders. In art as in life sexudly active boyhood
had disappeared. Young males had to commit themselves to sexua ortho-
doxy rather than spontaneity, and devote themselves either to sex with
men or sex with women, and no mucking about, which is what boys do.
In 1984 Nureyev was found to be HIV positive; before his untimely death
he made the transition to seniority, becoming at last his own master as a
director of performances.

Like dancers, male athletes are boys as long as they continue to perform.
Whether they compete for a club or a country they are under the control of

others, of trainers, managers, owners and the various boards of control.




Soccer players are bought and sold like daves in the marketplace, and shifted
about like merchandise. Only a very few athletes ever manage the transition
from performer to controller. More athletes will bresk down than will grow
up within their sport and come out on top. To be identified with bodily
prowess is to be feminized, regardless of the obvious activities of testosterone,
because the athlete is regarded as body rather than mind, strength rather than
power, junior rather than senior. Sport has been called with justification 'a
gysem of failur€. In every competitive sport there are dways more losers than
winners, and every winner knows that his defeat at the hands of a younger
mean is aready on itsway. Y ou're only as good as your last game." The figure of
the athlete is therefore suffused with pathos. Even as the diadoumenos ties the
victor's garland round his brows his moment is passing.

No such reflections disturb the ebullience of the boy at play. His sponta-
neous activity may seem to have little in common with the concerted effort of

the athlete in training or the tirdless self-discipline of the dancer, but both

Below The nakedness of the boys pictured by Henry
Scott Tuke in August Blue (1893-4) is largely to be intuited.
The brilliance of the light bleaches out the contours of
flesh. None of the boys makes eye contact with any other
or with the viewer, who might as well be looking at the
scene through a spy-glass on the pier, as if the boys were
some kind of wildlife.
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Above A cameo, carved on onyx in Rome in the first
century BCE, shows a male follower of Dionysos, or more
correctly Bacchus, dancing over stones and thorns in

his drug-fuelled ecstasy. Other versions of such mae
Maenads or Bacchantes sometimes show them with
erections, symbolized by the thyrsus held adoft.
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have their origin in play and continue to bear the stamp of not-quite-serious-
ness. The exuberance of the boy that rode his dolphin on the coinage of
ancient Tarentum has no equivalent in modern times. Michelangel 0's Bathers
are not bathers at dl, and the painters of |later'bathers'are offering homage to
Michelangelo rather than revisiting the self-pleasuring world of boyhood.
Femaes, when bathing, are never in the water; in Antonio Carracci's
Landscape with Bathers the sole femae is bone-dry and fully dressed. The
grandes baigneuses of Renoir, Gauguin, Monet and Cezanne lie about the
landscape like beached whales. The bathers exhibited by Frederick Waker in
1867 are dmost as dry, being dl on the bank except for two or threein the dis-
tance and Seurat's Bathers at Asnieres demonstrate a similar ratio of wet to
dry. Thomas Eakins wanted to paint not '‘Bathers but 'Swimming'. As a
preparative he had invited the male students from his art class to go skinny-
dipping with him at the locd swimming hole so that he could photograph
them. The painting is itsdf photographic, but cool, degiac and a good ded
more decorous than the original photographs, in which genitals are not only
visible but to scale. Henry Scott Tuke prepared for August Blue, exhibited
a the Royd Academy in 1894, by painting nude boys on the beach at
Pietra Santa and Newlyn. Open-air nudity was in fact a male prerogative;
al over Europe maes could swim naked, while femades sat on different
beaches covered from top to toe. The ostensible subject of images of naked
boys on beaches was hedlthy, innocent, open-air exercise, but most of the
male artists who were il painting it in the mid-twentieth century had their
own homoerotic agenda.

In art works over the centuries we have become so used to the convention
of clothed females and naked males that we hardly notice it. Nobody com-
ments on the fact that Jesus, whether as ababy or on the Cross, is either nude
or dl but, or that naked males in the guise of putti frolic around heavily dad
princesses and female saints, or even that Psyche is usualy dressed and
Cupid usualy naked. When the unwritten convention surfaces in nine-
teenth-century depictions of sport, its oddity becomes apparent. In The
Bowlers exhibited at the Royd Academy in 1870, the youths playing bowls
have removed their clothes, but what the narrative pretext for their nudity
could possibly be, as distinct from the pictoria necessity of reproducing the
types of classica antiquity, is unimaginable. The boys' genitals are carefully
hidden from the viewing public but entirely exposed to the clothed women,
who appear as uninterested in them asthey are in the match.




Today's rock star is every bit as close a parallel to Dionysos as Orpheus,
Arion and Amphion were. Like the Maenads who danced over the hills of

Cithaeron until their feet were torn to pieces by the sharp rocks and thorns,
rock fans, high on drink and drugs and their own sense of occasion, think
nothing of dancing away a sodden weekend on a windy hillsde ankle deep
in mud laced with urine. Rock culture is purely Dionysian: just as the
Maenads tore apart the cattle that they found in the mountains, and just
as Dionysos himself was torn apart by the Titans, rock fans will dismember
their god if they can. He cannot move among his screaming Bacchantes unless
he is protected against their clutching, grabbing hands. Women have had
uccess as rock stars — Dionysos is the god of women, after dl - but in every-
thing, his undying attachment to his mother, his resentment of his father,
his dreamy passivity and gratuitous hooliganism, Dionysos is a boy. The
vad magjority of his would-be avatars, crouched over their twin decks
or crooning to their guitars, are boys. If they succeed in the business,
like Dionysos they will be boys forever.

Above In The Bowlers (1870; detail shown here),
William Blake Richmond reduced the pictorial
tradition of combining naked men with draped

women to unintelligibility; the picture was ridiculed in
the public prints at the time. In the twenty-first century
what Richmond attempted to present as fraterna

love innocently expressed in hedlthy pastime is
interpreted as blatant homoeroticism.
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AsVenusisusualy
depicted in the company
of pretty amorini,
seventeenth-century grest
ladies were not only
painted with attendant
putti, like the cornucopia-
bearing child in
Huysmans's portrait of
Lady Elizabeth Somerset
(1665-70), but actually
atended by small pages.
Having costumed page-
boys carry the train of
abride as she walks

down the aide is the only
contemporary survival of a
practice that was a daily
redity in noble households.

L aaydeyo

Servant Boys

The streets of pre-industrial towns were and are full of boys. Some are
employed, some are looking for work, some are begging, some are thieving, some are prostitut-
ing themselves and some are smply playing. All over Africa, Ada and Central and South America,
errand boys, delivery boys, beggar boys, rent boys, hordes of boys will gather when any novelty
appears. Girls were never free to roam the streets in this fashion; they were at home helping mother,
caring for smaller children, fetching water, sweeping and cleaning. Girls might not look for a master
but boys could, though the relationship was hardly less risky for them than it was for the girls. A bad
master could ill-treat aboy or use him for criminal purposes; a good master could transform his boy's
fortunes, setting him on a career that could take him to great eminence. In medieval Europe, the sight
of a gentleman unattended brought forth crowds of boys to offer their services as squire or page or
footboy, dl pleading their case and displaying their usefulness. In the streets of India or Africatoday's
tourist will find herself similarly besieged by avociferous horde. The best way to manage the situation
is to hire a single boy clever enough to speak English, whose job is to keep dl the other boys from
underfoot, to guide one through the nameless streets, to share one's meals and to tell his story - a
footboy, in short. Thisis aversion of the employment of young urban boys over millennia.

Country boys were set to mind the animals, with only their dingshots and their pan-pipes to while
away theinterminable hours as they followed their flocks and herds. Even the gods of antiquity had to
serve their time in boys employment. Apollo tamed the horses of the sun, becoming the prototype of
centuries of stable-boys and jockeys. He aso herded cows (which Hermes stole from him and herded
for himself) and the sheep of King Admetus. Hermes made the first shepherd's pipe before leaving his

flocks to serve as errand boy to the gods, leaving one son Daphnis to achieve literary immortality as
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the archetypal shepherd reincarnated over and over in bucolic poetry, while
another, Pan, never grew up but remained a boy in Arcady forever. Anchises
and Paris herded sheep on Mount Ida, Endymion on Mount Latmos. These
same country boys are the originals of our pages, for the word 'page’ itsdlf is
thought, though without any great certainty, to be derived from a generic
word for 'peasant boys in Latin and its medieval derivatives. The Oxford
English Dictionary gives as the third meaning of the word 'page’, 'aboy or lad
employed as a servant or attendant; hence a male servant in the lowest grade
in hisline of service; one whose part it isto assist and learn from an upper or
more experienced servant or officer'.

Not much is recorded about the relations between masters and boys. Grown
men do not want to remind themselves of the indignities they endured as boys

while masters tend to reduce their boys to anonymity, seldom bothering even

to name them, let alone give their ages or any kind of description. In this
respect the diarist Samuel Pepys is pretty typical. When he found himself
going up in the world in 1660, he decided that he needed a footboy to attend

Opposite In the pre-industrial world socid status

was made visible by the number of a man's retinue and the
splendour of their trappings. In his fresco of the Procession
of the Magi of 1459, Benozzo Gozzoli invented hordes

of pages and squires, dl beardless, mostly blond and
dressed with flamboyant exquisiteness.

Below The Bird Catcher, a scene from the Middle Ages
as imagined by Dutch history painter Hendrik Leys (1866),
contrasts the adult gravity of the working child with the
babyishness of other children of the same age. The child's
trade, which is the same as Papageno's in The Magic Flute,
might wel have made him the envy of many a small boy
shut up in school.
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Opposite The Abduction of Ganymede is a painting

by an unknown Nordic artist from another lost design

by Michelangelo. The iconography of Ganymede's rape

by Zeus in the form of an eagle can go even further than
Michelangelo's suggestive image of the eagle clutching the
boy's thighs in his talons, even to portraying the eegle as
actudly treading him. Ganymede may be shown as anything
from a bawling infant to a handsome well-grown boy.

Below Theicon of boy with horse is dmost as old as
human image-making. Despite the passion of little girls for

horses, there is no equivaent iconographic tradition, unless
we count Lady Godiva. Pegasusand Bellerophon, designed in
about 1480 by Bertoldo di Giovanni, keeper of antiquities
to Lorenzo de' Medici, is actually an alusion to the classic
type of man-with-horse known as the Horsetamer.
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him whenever he went out of the house, to run his errands and to light the
way with atorch or 'link’ a night-time. Asafootboy cameinto the family asan
extrachild, his master and mistress being responsible for his keep, his clothing
and his education, it was important that he be of an honest family. The first
father Pepys found with a boy for hire was one Jenkins whose son Eliezer he
took on as his cabin-boy on atrip to Holland. Back on dry land Pepyswent in
search of a permanent boy whom he hired from his father as an indentured
servant. This boy is known to history simply as 'Will'. Pepys never mentions
his age, but he was probably arather smal boy and fairly cheap. Unfortunately
within a few weeks Will was discovered to be an incorrigible thief. “Though
'he denied dl with the greatest subtility and confidence in the world' and the
next day was 'in a sad plight over seeming sorrow' Pepys was unimpressed.
Will was sent home to his father and his indentures torn up. Pepys then hired
Waynman Birch, a countryboy, younger brother of one of Pepyss maids.

‘Thismorning | caled up the boy to me and find him a pretty well-looked
boy, and one that | think will please me." Looks were important; later Pepys
and his wife would have an odd falling-out over Waynman's looks. 'So home,
and there my wife and | had an angry word or two upon discourse of our boy
compared with Sr W. Penn's boy that he hath now, which | say is much pret-
tier than ours and she the contrary' The prettiness of a page was part of the
genera elegance of a gentleman's equipage; a dovenly awkward boy reflected
badly upon his master's taste and means. Entriesin the accounts of the house-
hold of the Duke of Bedford a& Woburn show that 'my lady's page’ was
supplied with two periwigs, while 'Lady Margaret's page' was given 'three pair
of stockings, a hat and case, shoebuttons, buttons for his cuffs and a comb'.
Another page was taught the flageolet. Pepys dressed Waynman in afine grey
livery trimmed with black and gold lace, taught him to write, took him on
pleasure trips and trusted him to carry money.

The archetypal page was Ganymede, the most beautiful boy dive. When
Zeus caught sight of him tending his sheep on the Trojan plains he trans-
formed himsalf into an eagle so that he could carry the boy dff to Olympus to
be his cup-bearer. Ganymede is usually taken to have been Zeus's catamite as
well as his cup-bearer, but a sexud relationship is not dways to be assumed.
Xenophon tells us that the young Cyrus was anxious to supplant his grand-
father's cup-bearer, Sacas, because he resented the way he controlled accessto
the king's presence. Sacas has been given the job because of his grace ad

beauty. 'And indeed, these royd cup-bearers are neat-handed at their task,







Opposite In the Ieft panel of Quentin Massyss polyptych
of St John of about 1507, the figure of a page struggling to
control a naughty dog, while adding nothing to the narrative
content of the painting, enlivens an otherwise predictable
scene. In life as in art the vitality and beauty of boys in their
extravagant liveries added enormously to courtly spectacle.

152 Servant Boys

mixing the bowl with infinite elegance, and pouring the wine into the beakers
without spilling a drop, and when they hand the goblet they poise it deftly
between thumb and finger for the banqueter to take.'

An exceptionally beautiful and gifted page, who could play and sing to
entertain his betters aswdl as carrying out his menial tasks, could have abril-
liant career. He could be passed on from alesser magnate to agreater one, and
so on, until he found himself a member of the most spectacular household of
al, the court of the ruler, where every member of the roya family had his or
her own complement of pages. As the only way that a grandee could display
his wealth and importance before the public was by the number and splen-
dour of his retinue, he might a any one time have scores, even hundreds of
young men wearing hislivery.

Jack Wilton, eponymoushero of Thomas Nashe's The Unfortunate Traveller,
written in 1593 and set in the time of Henry VIII, is purportedly the page of
Thomas Howard, Earl of Surrey. Heis described by a man trying to sdl him to
an anatomist as'of stature tall, straight limbed, of as clear a complexion as any
painter's fancy can imagine'. Jeck describes himsalf principally in terms of his
fetching outfit, from the huge feather in his cap to his wasp-waisted doublet,
his ballooning trunk hose and the short cape-cloak that swung from his shoul-
ders. Jack was impressed by the retinue who attended the pope's concubine in
the St Peter's day procession: '... before her two and two in order, [went] a
hundred pages in suit of white cypress and long horsemen's coats of cloth of
dlver, who, being dl in white, advanced every one of them his picture, enclosed
in a white round screen of feathers, such as is carried over great princesses
heads when they ride in summer to keep them from the heat of the sun...'

When the fifteen-year-old Prince of Orange married Princess Mary Stuart in
1641, he was attended by ten pages, dl carefully groomed and schooled for the
occasion. Sometimes noblemen sent their own sons to court. The first Baron
Fitzpatrick of Ossory sent his son to serve as the whipping-boy of Edward VI, so
pledging his own loydty. Robert Carr, who was to have a brilliant career asthe
favourite of James |, cameto court in 1603 as a page in the retinue of the Earl of
Peterborough. Endymion Porter was born in Spain in 1587, son of adiplomatic
interpreter, and early placed in service to the Count-Duke of Olivares, chief
minister of Philip IV. When his family returned to England he was placed
in the service of Edward Villiers and soon promoted to the train of his Syle-
setting brother, the roya favourite, George Villiers, eventually the Duke of

Buckingham, who in turn secured for Endymion the position of groom of




the bedchamber to the Prince of Waes. For years he
was the pin-up of the court, appearing frequently in
masgues and ballets as himsdf. He grew up to become
a patron and connoisseur of poetry and painting, as
wdl as a shrewd investor who died extremely wedthy.
He was painted a least four times by Van Dyck and
twice by Dobson - after his looks were gone, das. Sr
William Davenant began his court career as a page to
the Duchess of Richmond in whose service he
remained until hewas in his mid-teens.

If Waynman Birch had profited by the training
Pepys was trying to give him he could have done well
for himsdlf, but it was not to be. In 1662 the boy had
accompanied Elizabeth Pepys to Pepyss father's house
a Brampton while Samud sayed in London.
According to Elizabeth, once in the country Waynman
had turned 'a very rogue’. Pepys was strangely reticent
about just how bad he had been, saying bemusedly,
‘strange things he hath been found guilty df, not fit to
name. Before Elizabeth left London for the summer of
1663 the elder Pepys had written to Samuel, instruct-
ing him under no circumstances to dlow Waynman
to return to Brampton. Unfortunately Pepys nowhere
tels us how old the boy was, so we cannot judge
whether the roguery he displayed at Brampton might
have been sexual, but Pepyss reticence suggests some-
thing of the sort. Eventualy, fed up with his 'staying
and playing abroad when he is sent on errands, Pepys
decided 'to keep the boy no longer'. He lasted a few
more months and then incurred another beating for

stopping out to see abonfire. Pepyswas resolved.

... he is not for my family, he is grown so out
of order and not to be ruled, and doth himsdif,
againg his brother's counsel, desire to be gone;
which | am sorry for, because | love the boy

and would be glad to bring him to good.

o -
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Opposite In painting Charles| at the Hunt (c. 1635)
Ven Dyck sandwiched two of the king's attendants
between the king and his horse, an abstracted boy-page
who has dismounted from his own horse to take charge
of the king's cloak, and an older equerry who takes charge
of the royd mount. Though they are clearly individual
portraits, they have never been identified.
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Faced with a flogging rather than the routine canings for failing to comply
with Pepyss wishes, Waynman ran away. Pepys caught sight of him ‘upon
Tower-hill, playing with the rest of the boys.

| sent W. Griffen to take him and he did bring him to me; and so
| said nothing to him, but caused him to be stripped (for he was
run away with his best suit); and so putting on his other, | sent

him going, without saying one word more to him - though | am

troubled for the rogue, though he doth not deserve it.
On 14 November, Pepyswrote in his diary about Waynman for the lagt time:

| hear today that my boy Waynman hath behaved himself so
with Mr. Davis, that they have got him put into a Barbados ship
to be sent away; and though he sends me to get a release for him,
I will not, out of love to the boy; for | doubt to keep him here

were to bring him to the gallows.

The boys Waynman hung out with on Tower Hill picked up work wherever
they could. Shakespeare is thought by some to have spent some time as a
street boy outside the playhouses, picking up a few pence for holding horses
heads for the play-goers. The stage managers recruited boys to dress in black
tights and play imps from among those playing in the streets, among
whom was Thomas Killigrew, before he became a page and a functionary in
the court of Charles |. Boys in service might well have been jealous of the
freedom enjoyed by the street boys who were only too reedy to lead them
adray, even to plunder them and strip them of their fine livery. In the
play Roister Doister by Nicholas Uddl, headmaster of Eton College from
1534 to 1541, there are two boys, Dobinet Doughtie, who works for Doigter,
and Tom Truepenie, who works for a wealthy widow. Daobinet finds

hiswork hard:

Where is the house | go to? before or behind?

I know not where, nor when, nor how | shal it find.

If 1 had ten men's bodies and legs and strength,

This trotting that | have must needs lame me at length.

Heiscarrying aring and atoken from his master to the widow, but her servant
refuses to take it, leaving him in a quandary. As he hesitates, unsure how

to proceed, he is met by Tom, who is accused by passing maidservants of
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flinging and frisking, swinging and whisking and roiling abroad, 'in the
street, everywhere.

When Viola takes employment in the train of the Duke of Orsino
in Shakespeare's Twelfth Night, she is used by him as the go-between in
his wooing of Olivia. Like Dobinet she has to accomplish her mission any
way she can; she cannot return to Orsino and tell him that the lady would
none of his suit. She is chosen for the job because she is pretty, which
will recommend her to the lady, so pretty in fact that the lady fdls for her,
supposed an adolescent boy.

Methinks | fed this youth's perfections
With an invisible and subtle stedlth
To creep in @ mine eyes.

In The Two Gentleman of Verona Proteus sacks his 'dave, Lance, to take on
Sebagtian who is none other than his rejected lover, Julia, in disguise. In the
Induction to The Taming of the Shrew, the lord's page, Bartholomew, dresses
up asalady to play the part of Sy'swife. In AMidsummer Night's Dream Puck
plays the part of Oberon's footboy, while Titania has a page so ravishing that

Oberon is determined to have him, hence the entire plot of the play.

... she as her attendant hath
A lovely boy, stol'n from an Indian king.
She never had so sweet a changeling;;
And jealous Oberon would have the child
Knight of his train, to trace the forests wild,
But she perforce withholds the loved boy,

Crowns him with flowers and makes him dl her joy.

Ladies would tumble their little pages on their beds, pinching, tickling and
teasing them, while covering them with kisses, much asthey did their lapdogs.
Titanids behaviour is typical of women's treatment of their small pages, and
paralels mothers' treatment of their young sons, while Oberon's attitude
reflects the concern both of a father who thinks it time that his son was
removed from the boudoir to be introduced to manly and dangerous pursuits
and ahusband, who thinks his wife's page is getting too old to be dlowed such
familiarities. We are not here faced with a homosexual desire on Oberon's
part, but with a desire to make a man of the lad; it is Titaniawho would kegp

him childlike and effeminate. In Love's Labour's Lost the Princess of France



plays word games with a more or less explicit erotic content with Moth, page
to Don Adriano de Armado, awitty child who deserves a better master.

On the stage pages were usualy lay figures, nameless and ageless. Their job
was, as in life, to answer to the summons '‘Boy!', fetching and carrying, bring-
ing messages and information as well as tapers and torches to light the stage,
to draw curtains and to play, sing and/or dance on demand. John Marston's
Antonio and Mellida (1602) written for the Children of St Paul's, features, as
well as three nameless pages who play and sing and a heroine who disguises
hersdf as a dancing page, two more pages with obscene names, a smal one
cdled Catzo (‘cazzo, 'prick' in Italian) and a bigger one caled Dildo. Both the
boy players and the boys they played were expected to understand the joke of
the pages names; the playswritten for them were more rather than less sophis-
ticated than those written for the public theatre. The play the boys fetched and
carried in were seldom about them, unless they were not pages at dl but ladies
indisguise. In Beaumont and Fletcher's play Philaster the page Bellario is such
a maiden in disguise. The intrigue turns, as usual, on her relationship both
with her master and her master's beloved, but we learn much more than usua
about the vicissitudes of pages. When Béllario is to be sent away he protests,
and his master, Philaster, tells him that thisis not adismissal but a promotion.
Bdlario argues that his father never promoted a page until he was 'grown too
saucy for himself and promises to reform but, despite his tears, Philaster

sends him off to wait on his beloved the Princess Arethusa, musing,

The love of boys unto their lords is strange;

| have read wonders of it...

Arethusa is quite taken with the 'pretty sad-talking boy' who is given gold to
buy himself clothing that befits a royd servant. Gossip about the princesss
'Hylas, her 'Adonis, whose 'form is angdl-like, spreads through the court.
Though the boy is described as small, Philaster believes the gossip and comes
within an ace of killing Bellario. The impending tragedy is eventually averted.

In Aphra Behn's story The Fair Jilt, written in the 1680s and based on
actual events, the page'stragedy runsits course.' [ The princess Miranda] had a
page, caled Van Brune, ayouth of great address and wit, and one she had long
managed for her purpose. This youth was about seventeen years of age, and
extremely beautiful, and in the time when [her sister] Alcidiana lived with the
princess, she was alittle in love with this handsome boy; but 'twas checked in
its infancy, and never grew up to aflame. Nevertheless, Alcidiana retained ill
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Opposite All the movement in the three versions

of Guido Reni's Salome Receiving the Head of the Baptist
(1638—9) is supplied by the figure of the page who offers
the salver with the Baptist's head on it to a statuesque
and immobile Salome. In The Circumcision (1635-40)
Reni depicts an angdl in asimilar pose, holding a vessd to
receive Jesuss foreskin. His Rape of Helen (1631) features
in the Ieft foreground a lively blackamoor page with a
marmoset on a lead.

158 Servant Boys

a sort of tenderness for him, while he burned in good earnest with love for
the princess." Having succumbed to one occupational hazard, Van Brune is
essy prey to another. 'The princess one day ordering this page to wait on her
in her closet, she shut the door and, after a thousand questions of what
he would undertake to serve her, the amorous boy, finding himself aone
and caressed by the fair person he adored, with joyful blushes that beautified
his face, told her there was nothing on earth he would not do, to obey
her least commands. She ... treated him more like a lover than a servant,
till at last the ravished youth, wholly transported out of himsdf, fdl at
her feet and impatiently implored to receive her commands quickly, that
he might fly to execute them, for he was not able to endure her charming
words, looks and touches, and retain his duty." Miranda commands him to
kill her sster, Alcidiana. He administers poison, is suspected, arrested,
imprisoned, tried and condemned. The princess, condemned in her turn
to stand under the gibbet as he is hanged, arrives, attended by other pages,
'to see her sad Van Brune approach; far as an angel, but languishing
and pale... Hewas dressed dl in mourning and very finelinen, bare-headed,
with his own hair, the fairest that could be seen, hanging in curls on his
back and shoulders, very long.'

We will never know how often pages were seduced or sexualy harassed by
their mistresses. A poem of c¢. 1700 refers to 'smooth young pages who would
not serve their mistresses' lust being ‘whipped, cashier'd and of their liveries
stripped' and forced to earn their living aslink boys (seep. 164), asif it werea
common phenomenon. Harder evidence is lacking.

Among the contentiousaspects of Le Mariagede Figaro that Beaumarchais
fdt obliged to defend in his preface to the printed play, were the character
and behaviour of Cherubin, whose very name designates him as one of

the Erotes:

A child of thirteen, with his firgt flutterings of the heart, searching for
everything without excluding anything, worshipping, as one does at
that happy age, a for him celestial being whom chance has made his
god-mother; can he be the cause of scandal? Loved by everybody in
the chateau, lively, playful, and on fire like dl witty children, with his
extreme agitation, he upsets ten times, without wanting to, the guilty
plans of the Count ... perhaps he is no longer a child, but he is not

yet aman, and it is that moment | have chosen so that he should be










interesting without putting anyone to the blush___ But he is a child,
nothing more. Haven't | seen the ladies in the boxes al mad about my
page? What do they want from him? Alasl Nothing.

Beaumarchaiss certainty that no male actor could ever play the part of
Cherubin is an interesting illustration of the unbridgeable gulf between the

pubescent boy and the man he will become.

Thisrole can only be played, as it has been, by ayoung and very
pretty woman. We have in our theatres no young man so consti-
tuted that he could fed the fine details. Excessvey timid before
the Countess, otherwise acharming fop, a restlessvague desire is
at the bottom of his character. He is careering towards puberty
but with no plan and no understanding, headfirst into everything;
altogether he iswhat every mother, in her heart of hearts, would

want her son to be, however much it made her suffer.

The features of hundreds of servant boys are known to us from the portrai-
ture of their masters but we shal never know their names. The only person to
meke eye contact with the viewer in Caravaggio's portrait of Alof de
Wignacourt is the page who holds his master's plumed helmet. The face of
the handsome boy who is ddlivering a letter to Constantijn Huygens in the
portrait painted by Thomas de Keyser in 1627 is unforgettable but commen-
tators do not bother even to guess who he might be. In the portrait
of Christina of Sweden on horseback painted by Sebastian Bourdon in
1653, we do not know or apparently care to know the identity of the richly
dressed lad walking behind her, holding her falcon on his upraised fist. The
servant boys painted by Gerard ter Borch are astonishingly individual: one
treads carefully with his tray, his eyes fixed on the glass he is carrying;
another looks straight at the painter asif more interested in what heis doing
than in serving his mistress.

Of even less concern to us, if possible, are the identities of the hundreds
of black pages who begin to make their appearance after Titian placed
one beside the beautiful woman known as Laura dei Dianti in the portrait
of c. 1524. Black pages are so frequently encountered in the portraiture
of the seventeenth century as to appear an indispensable accessory for
ladies of fashion; so individua are they, despite their obligatory dave collars

and obsequious posture, that one has a nightmare vison of hundreds

Opposite As Grand Master of the Knights of St John,
Alof de Wignacourt, whose portrait Caravaggio painted
in Mdta c. 1608, was attended by numerous pages. It has
been suggested that the page in Caravaggio's picture is
Nicolas de Paris Boissy, who later became Grand Prior
of France. More likdly it was Ottavio Costa, young son
of one of Caravaggio's Roman patrons. The boy had
been summoned to Malta by the Grand Master to

serve as a page a fav months before the painter's arrival.
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Opposite Benedetto Gennari, who came to London at
about the same time as Hortense Mancini, records that

he painted her as Diana the huntress, surrounded not by
nymphs but by four'mori', one sounding a horn, a smaller
one astride a big dog, another holding the lead of another
dog, and the biggest filling a vessd with water to give to
one of the dogs. If such boys were actual members of
Mancini's entourage, they have Ieft no trace in history.

Below Gerard ter Borch's images of domestic life

have such an air of modest verisimilitude that the crazy
elaborateness of the page's outfit in Lady at her Toilet
(c. 1660) seems almost shocking. The lapdog reaching
up to the empty chair is an emblem of puppy love
which can dso be read in the boy's dazzled face.

162 Servant Boys

of small black boys sold into davery half aworld avay from home, who never
made it to adulthood. When Hortense Mancini arrived in London in 1675
she was attended by a bevy of small black pages. What became of them
nobody knows.

Velasguez inherited the dave Juan de Pargja from his aunt. He broke the law
by teaching the dave a profession, but de Pargja was so talented that he
became the artist's assistant and lifdong companion. Though Veasguez
painted his portrait he did not use him asamodel so that Pareja escaped being
subordinated and feminized by his master's controlling eye. When Joshua
Reynolds returned from Ity in 1753 he brought with him an Itdian
boy cdled Giuseppe Marchi and painted him as a Rembrandtesque exatic
in a brocaded toque (see p. 164). Marchi
was to work for Reynolds, setting
the colours on his palette each morning,
painting drapery and making copies
of Reynoldss work, dl his life. In 1770
he tried to bresk avay and st up as
a portrait painter on his own, but within
a year or two he was back working in
Reynoldss studio and remained there
until Reynolds died. Strangely, perhaps,
Reynolds did not mention Marchi in
his will. It was left to Mary Pamer,
his heiress, to make arrangements
for Marchi to continue to receve his
sdlary of £100 per year as he kept
on working as a restorer of Reynoldss
paintings until his own death in 1808.
The portrait of Marchi by Reynolds
that is now in the Royd Academy
Collection was 4ill in Marchi's posses-
son when he died. At least three more
portraits of Marchi have survived, but
Reynolds preferred to paint, besdes
his famous patrons, unnamed urchins
whom he was not afraid to portray in

suggestiveways.
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Opposite To the It of Cupid as a Link Boy, painted by
Sr Joshua Reynolds in 1774, can be seen a group of cats on

a rooftop; the batwing Cupid's gesture and the angle at which
he holds his torch are meant to be interpreted as obscene.
The child's averted face and blank expression, suggesting

that he is not awilling participant in the exchange of
innuendoes, make the picture more rather than less offensve.

Below Reynolds met sixteen-year-old Giuseppe Marchi
in about 1751 shortly after he arrived in Rome. When he
returned to England in 1752 the boy came with him to
work as his full-time studio assistant, setting the colours
on his palette each morning, painting drapery and

occasionally modelling for him.
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The model for Reynoldss Cupid asa Link Boy isavery young boy who may
not have understood that he holds hislink asif it were his own giant penis and
daps his hand on hisforearm in afamiliar obscene gesture. Link boys escorted
their clients down dark streets with torches, often towards brothels or the
market stalls where the bulkers plied their trade. Some of their clients wanted
the boysthemselves. In Reynolds's companion piece, Mercury asa Cut-purse,
a modd of the same age, perhaps the same model, holds a wallet-purse
that resembles nothing so much as a drained scrotum. Despite their ugly
emblematization the two paintings were engraved. The Duke of Dorset,
who bought the original of Cupid as a Link Boy kept, as well as a dancer as
his mistress, a Chinese page cdled Wang-1-Tong.

Studio assistants have served as
models since the beginning of paint-
ing. A sketch by Raphae for The
Madonna of the Fish clearly shows a
boy with a piece of cloth thrown over
his head posing as the Virgin with a
bundle in his arms for the Child. A
sketch for Guido Reni's Judith makes
of her along-legged boy. Twentieth-
century painters tended to employ
their models in the house rather than
in the studio. When Glyn Philpot was
travelling in Tunisia he picked up 'a
tall muscular man with a powerful
neck and shoulders and light-
coloured skin' who was working on
the roads, and took him off to Paristo
make a servant and model of him.
Dressed in his Arab clothes Ali ben
Amor ben M'rad waited at Philpot's
table; divested of them he served asa
model, until he got into trouble with
the police and was returned to
Tunisia. Philpot then employed ex-
army batman Dick Earle as sarvant

and driver, aswdl as using him asa
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model. George Bridgeman, who served as Philpot's model for more than
twenty years, occasionally worked for him as a servant and gardener. Another
model, Henry Thomas, who aswel asbeing'simpl e, guileless, unsophisticated'
was black, 'did household tasks like cooking and gardening', 'lived under Glyn's
roof and was drawn in the nude repestedly’.

It isno easy matter now to recreate the lives of the hundreds of thousands of
boys who lived and died in service over the millennia. They had not even the
right to a bed of their own, et alone a room. As Pepyss account shows, their
measters had the right to chastise them, and even to flog them. In the event that
aboy did not survive his punishment, his master was unlikely to be arraigned.
Boys who grew to adulthood in service became footmen, or 'Mercuries' as
they were sometimes called, or butlers, coachmen and stable-hands. Others
became valets and then barbers. Those who eventually achieved autonomy,
and even wedlth and power, have been by and large unwilling to recount their
experiences as dependents in other men's households. Concern for the
working boy did not arise until the nineteenth century, along with the deter-
mination that his childhood should be spent not at work but at school, where
he would be taught to be manly and whipped until he learned. No one would
have dreamed of curling his hair and dolling him up in white satin encrusted
with slver lace so that he could march through the streets with a hundred
others beside the gilded chariot of any courtesan who had a mind to play

Venus amid her throng of Erotes.

Opposite John Singer Sargent, Thomas E. McKellar,
1917-20. In Sargent's work the tradition of depicting women
clothed and men naked is oddly perpetuated. His public
career centred on society portraits of upper-class females,
his numerous studies of unclothed lower-class men were
made for pleasure rather than profit. Despite the evidence,
Sargent's sexud orientation has remained unclear, though

a generation of homosexual artists followed his example
and employed lower-class men as both servants and models.
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Studio of
Adriaen Hanneman,

Portrait of Henry Stuart,
Duke of Gloucester,

When a Boy, after 1653.
Here painted in military
garb, Henry, Duke of
Gloucester, was appointed
acolone of the'Old'
English regiment of foot
in the Spanish army et the
age of sixteen, and fought
adongside his brother
lames, Duke of York,

in the Low Countries.

He escaped the Fdl of
Dunkirk by leading a
desperate cavdry charge
through enemy lines.

Soldier Boys

From time immemorial boys who were fitter for love have marched to war,
and from the beginnings of literature poets have sung ther praises. In the seventh

century BZE Tyrtaeuswrote:

But youth's fair form, though fdlen, is ever fair,
And beautiful in death the boy appears,

The hero boy, that dies in blooming years.

In man's regret he lives, and woman's tears,
More sacred than in life and lovelier far

For having perished in the front of war.

In the twentieth century Rupert Brooke sang of those who poured 'the red sweet wine of youth'
away, and Wilfred Owen of the youth who died like cattle. Untold numbers of the ‘'men’ who died
in the Great War were ill in their teens. The soldier who figures on thousands of monuments to
thefdlenisaboy.

The most famous soldier of dl time, Alexander the Great, though he was thirty-two when he died,
was depicted on coins by his own order as a beardless avatar of Apollo. The iconography of both
victory and apotheosis traditionally exaggerates the youth of military heroes as a way of signifying
their transcendence of the ills of the flesh and their putting on of immortality. The most portly and
bewhiskered general will figure on commemorative medals and plagues as a dender youth. A medal
struck for Ferdinand 11 of Aragon shows the young man's likeness on one side and on the other acom-

posite profile that has been misidentified as 'a bearded and aged male to the left and ayounger femae
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Left We do not know which of

his young sons C. A. Jensen chose

to paint in 1836 wearing his school
smock and drawing from its scabbard
an officer's sabre that is amost as
long as heistall. The child's face is
expressionless, logt perhaps in vague
dreams of death or glory.

Right Art historians have long been
fascinated by Pontormo's Halberdier.
Vasari records that during the Siege
of Florence in 1528 Pontormo painted
a portrait of a young nobleman cdled
Francesco Guardi as a soldier. Guardi
may have donned the uniform of

a footsoldier during the emergency
and he might have signalled his
civilian rank by the added accessory
of the gold chain. If such is the case,
our tal dender halberdier is only
fourteen years old.






Opposite Roman married couples were often depicted as
Venus and Mars. In less respectable versions of the subject
Venus is seen as seducing Mars away from his manly duty.
In a militaristic society, as imperial Rome certainly was, the

female figure was more likely to be seen arming her husband.

In the example illustrated we cannot be sure whether she
is sending him off to battle or attempting to restrain him.
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to theright'. The profile on the right is actually that of a boy, and the whole an
emblematic depiction of prudence, or, as we would say, an old head on young
shoulders. Such a mistaken inference could only be made within a culture thet
has become blind to boyhood as a contrast to manhood. Because no one
wants to acknowledge the youth, inexperience and vulnerability of soldiers,
the commander will aways refer proudly to his soldiers as his'men' but most
of the'men’ will refer to themselves asboys.

From the first artists were fascinated by the numinous figure of the combat-
ant, whether preparing for war or sport, beaten or victorious. Greek art
provided the types of the Apoxyomenos, the Diadoumenos, the Doryphoros
and from there to the Tyrannicides, al represented as naked youths. Greek art
provided the precedent for the naked soldier: alongside stockier hdmeted
figures in the friezes on the Parthenon or the Mausoleum at Halicarnassus
bareheaded beardless nudes wrestle with centaurs, sink to their knees under
the blows of fully-clad Amazons, and goad their horses with their bare heds
It would be idle, however, to argue that the nakedness of heroic soldiery iséll
derived from Greek friezes and metopes, which artists could hardly hae
studied except as they were translated through Roman copies in different
media. It ssemsrather that the naked boy-soldier isapre-existing type, rdated
perhapsto the naked gymnasts and athletes who competed in the public festi-
vas, and perhaps aso to the immortals. The soldier of the Middle Agesisa
knightly figure clad from top to toe in shining armour, even when he is an
angel and in need of no such protection (see p. 95). The immediate modds
for the naked soldiers of the Renaissance were found on Etruscan and Romen
sarcophagi and coins where the nakedness of the boy-soldier can be s
to serve two functions, on the one hand to confer upon him heroic qudities
and on the other to stress his vulnerability. The subliminal message aoud
be, as it is in Tyrtaeuss poem, that the soldier's duty is not to do or die but
todoand die.

When Mars the god of war is represented as boyish, dender and neked, it is
usudly in the company of Venus, on whose body according to some authori-
ties he begot Cupid. A much replicated Roman statuary group shows Vels
semi-draped apparently restraining the young warrior. Laer vedons
showing Mars older and with his weight transferred to the other leg, portray
Venus not as a lover trying to detain him but as a wife preparing to am him
This figure gradually assumes more weight, less height and a good ded moe
drapery, until she is a fully dressed Hausfrau. The earliest versons of the
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group clearly represent the adulterous couple as a typology of duty ressting

the blandishments of pleasure. A wall-painting in the House of Venus and
Mars at Pompeii shows a young and rather tentative Mars shyly removing
Venuss drapery while in a series of suggestive visua puns one amorino plays
with his sword and another settles his helmet on his head. Thiswould ssam to
supply the precedent for Botticdlli's unsettling Venus and Mars. Botticdli's
young Mars is apparently exhausted by his amorous exertions, his body
entirely relaxed in ayoung man's deep deep, naked except for a cloth flung

athwart hisloins. Venus, impassive and fully clothed, is as far avay from him




as she can get. Astheyoung Mars deeps, baby fauns play with his helmet and

hislance. Only a few years after Botticdlli's treatment of the Venus and Mars
topos, Piero di Cosimo made his own version of the same subject. Once more
Mars lies adeep to the right, under a myrtle tree this time, and Venus once
more lies awake on the left, but this time she too is naked. Naughty amorini
have carried Marss armour off into the middle distance, where they play with
it againg a glimmering gill riverine landscape, while turtle doves bill in the
foreground. Piero di Cosimo's alegory is of the peace and tranquillity that

can exig only while the god of war deeps, unmanned by womanly love. The

Above The shape of the Venus and Mars painted by
Botticelli in about 1485 on poplar wood suggests that it
was once part of a cassone, a necessary item of furniture
in a Renaissance spousal bedchamber. The depiction of
conflict overcome by love would in such a case be perfectly
appropriate and the coolness of Venus no more than
would be expected of a modest wife.

Soldier Boys 175




Above Twenty years or so after Botticelli, c. 1505,

Piero di Cosimo revisited the topic of Venus and Mars.
Though his Venus like Botticelli's is awake while her sated
lover deeps, there is less tension in this relaxed and airy
composition with its luminous deep perspective. In the
curve of her mother's arm sts Harmonia, Venuss last
child by Mars, playing with her pet rabbit.
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relief is only temporary, for Marss warhorse is stamping on a hillside in the

distance. The same message is appended to Giulio Romano's fresco of Mars
and Venus in the bath together in the Sda di Psiche (1528), which is labelled
'Virt[utis] Quieti'. The point was made again much later by Alexis-Simon
Bdle, whose Allegoric dela Paix (1801) gives us Venus sitting on the lap of an
al but nude boy-Mars and crowning him with laurel for victory and myrtle
for nuptial bliss.

Besides being an exaltation of harmony and peace, the Mars/Venus motif
can beinterpreted as a cautionary tale, in which Mars stands for dl the young
men who might be beguiled by women's blandishments into neglecting their
martial duty and even deserting their posts. In the Italian poema cavalleresco,
the Mars-Venus tropos is reworked whenever a young paladin is seduced by
an enchantress. In Ariosto's Orlando Furioso, it is Ruggiero who falsinto the
clutches of Alcina, even though he has been warned to keep well away from
her. Alcinafdlsin love with 'this so valiant and so comely knight' and they are
soon established lovers:

And s0 while sensud life doth bear the sway,
All discipline is trodden in the dust.

Thus while Ruggiero here his time misspends,
He quite forgets his duty and his friends.

When he is found by the good enchantress Melissa, Ruggiero displays 'such

wanton womanish behaviour' that he is'himsdlf in nothing but in name. No




sooner hasthe good enchantress shown him Alcina as sheredly is, 'an old mis-
shapen beadt', than he rejects his doth and sensuality to be masculinized anew.
Inthe Gerusalemme Liberate!, published in 1575, Torquato Tasso worked the
motif again as the paladin Rinal do succumbsto the charms of the enchantress
Armida. In 1593 Ludovico Carracci painted Rinaldo lolling at Armida's feet
holding up a mirror so that she can dress her hair, supposedly for the private
apartment of Princess Maddalena Maria Farnese in the Duca Pdace in
Parma. Where the Carracci brothers went others followed. In this updated
verson of the Mars-Venus topos, a moment much favoured by the painters or
their patrons or both is when Armida, struck by the beauty of the deeping
paladin whom she had intended to kill, fdls in love with him instead. When
Poussin limned this moment in 1629, he showed Armida's hand holding the

dagger stayed by Cupid, as she leans over the deeping paladin who lies with

Below There is little to distinguish the iconography

of conflict overcome from that of soldiery seduced by
pleasure. For his Rinaldo and Armida of 1629 Nicolas
Poussin chooses the moment when Armida, contemplatin;:
the beauty of the deeping paladin, instead of sinking her
dagger in his heart, fdls in love with him.
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one arm over his head and his knees apart, in the pose familiar to us from the
Barberini Faun (see p. 108), his modesty protected by a pair of ydlow satin
shorts. At the same time Endymion Porter commissioned the young Van
Dyck to portray the same instant in a huge canvas for Charles |. Cardinal
Francesco Barberini, who had earlier commissioned Guido Reni to paint the
subject for Queen Henrietta Maria, commissioned it again in 1660 from G. F.
Romanelli as arestoration present for Charlesl 1.
Other representations follow the lead of Ludovico Carracci and
choose the moment when the two paladins who have tracked the
‘garzon' to the enchantress's fabulous garden are about to bresk in
and rescue him from the toils of effeminate lust. Rinaldo would
be off back to war in a single line but that Armida stays him
with her tears and reproaches. Taso's view is more than
dightly ironic and the enchantresss dissuasions from war
make up some of the most hypnotic and unforgettable writing in hisepic. The
famous ‘Age of Gold' chorus that opens Act 11 of his pastoral tragedy Aminta
singsthejoys of the world before warfare had been invented. The many imita-
tions of this chorus are evidence enough that there were many supporters for
the view that the proper pastime of youth was love rather than daughter.
] The biblical version of the naked boy soldier is David. The whole world
’ knows Michelangelo's scul pture, in which the boy stands with loaded ding-
: shot frowningly contemplating his giant enemy. The excuse for the nakedness
of David in art is the biblical account of how Saul equipped David with his
armour, and how David took it off and went with his g&ff and his shepherd's
scrip to confront the Philistine champion, who looked upon him and 'dis-
dained him, for he was but ayouth, and ruddy, and of afar countenance'. All
things being equal, we might expect David to be wearing what shepherd
boys of Mediterranean Africa wear till, a ragged burnous and a hooded
cape. In deference to his classica models Michelangelo chose sark
marble nudity and Ieft his David uncircumcised, in flagrant contradic-
tion of the Bible. The immediate precedent had been set in ¢. 1440
by Donatello who chose a pose modelled closdly on the figures of
dead heroes on Roman steles. Thelife-size bronze David he made
for Cosimo de' Medici shows David as victor, wearing headgear
and boots and holding Goliath's sword. His body is, in Vasai's
words, 'so natural in its vivacity and softness that artists find it
almost impossible to believe that it was not moulded on the




living form'. This David is small-boned and the contours of his breast and
bely are sill rounded with puppy fat. Thirty years later, when Verrocchio
made another David in bronze for the de' Medici, he chose the same moment
as Donatello, with the boy victor standing over the severed head of Goliath
with Goliath's sword in his hand, but he deliberately reduced the scale of both
head and sword. His David, in contrast to the Praxitelean ddicacy of
Donatello's, isayoung tough, with ahard sinewy body clad inaclassicd tunic;
the face that looks along his jutting arm is sharp and cheeky. Michelangelo
returned to the dassicheggiante practice of Donatello, intending that his
Chrigtian David should invite comparison with pagan precedent. At his death
he left unfinished a mannerist nude sculpture in sinuous contrapposto that is

varioudy identified as a David or an Apoallo.

Opposite Probably the most
famous statue in the world,
Michelangelo's David, 1501-4,

does not follow the biblical precedent,
in that the figure is stark naked,
without headgear or footwear, and
has not been circumcised. Rather
than follow the convention of posing
the figure with the head of Goliath,
Michelangelo chooses the moment
before he has flung his stone.

Far left Verrocchio's David, which
dates from thirty years or so before
Michelangelo's, makes no attempt to
represent ideal masculine beauty. This
hero's proportions are gill those of a
rather nuggetty child, whose lean torso
and chunky legs might well be those of
a shepherd boy from the Tuscan hills.

Left Donatello's David (c. 1440),
like those of Verrocchio and
Michelangelo, stands with left knee
bent and right hip shot out in the
classic contrapposto. The ddlicacy

of the contours of his rounded limbs
and his gracious downward look are
those of the Praxitelean ephebe.
The contrast of his hakedness with
a most unPraxitelean hat garlanded
with flowers adds to the fleeting
impression of coquetry that clings
to his half-smile.
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In the centuries that followed, an iconographic battle seems to have waged
over whether or not it was correct to show David naked. Interestingly
Caravaggio, master of the boy nude, chose to show his Davids dressed, as he
would have seen shepherd boys in the Campagna, in shirt and breeches.
Guido Reni's Davids come in two varieties, both disconcerting. One, naked
except for aswag of drapery about hisloins, stands with outflung leg and wrist
on hip, looking rather smugly upon Goliath's head, which he holds at the end
of his outstretched arm like a rather camp executioner. The other David dso
gazes languorously at Goliath's head which is now so huge that it has to be
propped on a plinth; heis fetchingly draped
in aspotted animal skin, presumably that of
the'lion' that hedew in | Samudl, xvii: 33—,
and wears a rakish red toque ornamented
with two ostrich feathers. Despite its mani-
fes oddity this picture was so successful
that at least a dozen contemporary copies of
it are known. David holds his position as
the most portrayable of biblical heroes well
into our own time. In the development of
his iconography we can follow changes and
conflicts in the ideology of boyhood itsdf.
In Merci€s remarkable sculpture we see a
rangy hard-bodied David, standing with
one skinny hip shot out in an angular
verson of the classica contrapposto, con-
centrating on diding Goliath's huge sabre
back into its scabbard. When the life-size
plaster model was exhibited in 1872, in the
immediate aftermath of the Prusso-French
wa, it caused a sensation. The government
acquired the bronze and haf-sze castings
of it sold like hot cakes.

The biblical boy-soldier co-habited with
hordes of classical equivalents, dl equipped
as he was with headgear, footwear, sword
and little else. Artists constantly revisited
the art of Rome and found in the classica

Opposite Johan Zoffany, Self-Portrait as David with the
Head of Goliath, 1756. An outrageously pretty version of
Zoffany's juvenile sdf wearing a rakish lambskin hat emerges
mostly naked from a mantle of matching lambskin, to triumph
over his greatest enemy in the German art establishment.

Below Guido Reni, David with the Head of Goliath (detail),
¢. 1605. What seems to us a high-camp image of a languid
boy, wearing nothing but a fur stole and a red togue with two
huge ostrich feathers, was seen by Reni's contemporaries as

an entirely successful depiction of power without force.







nude the correlative of their notion of the rational body politic, regardless of
whether it was imperial, revolutionary, republican or fascigt. In their smooth
impenetrability these monumental nudities are the emblemata of the phal-
locracy; the whole figure sgnifies male power. The dision of the vulnerable
penis signifies the substitution of masculinity for maleness. The naked soldier
of neo-classicism whether he be Canova's Perseus or Thorvaldsen's Jason is
the epitome of calm, solidity and balance. When it comes to the elongated
bodies of Achilles Receiving the Ambassadors of Agamemnon by Ingres, we are
witnessing an attempt to achieve greater refinement and subtlety than can be
found in the ancient originals, an attempt that signally fails. In trying to invest
his history painting with more expressivity Ingres forces his bewhiskered
nude soldiers into absurd theatricalities of gesture. The frowning foreheads
and outflungarms of Nazi nudes convey a similar sense of overdoneness. The
mogt successful nineteenth-century sculpture of a nude boy-soldier is proba-
bly Sr Alfred Gilbert's Perseus Arming of 1882. Its combination of sinew and
senshility proved so popular that it was cast in three different szes for the

commercia market. It is no surprise that when Gilbert made the original

model in the winter of 1880-81, he was in Itdy, redling under the impact of
seeing Donatello's David.

Every single nude soldier, whether depicted before or after
battle, is a hero. His erectness of form projects reassurance,
regardless of outcome. Depictions of two soldiers in single
combat are comparatively rare. The earliest known image of
boys fighting, dating back to pre-classical times, was reconstructed from the
fragments of a fresco destroyed in a volcanic explosion on the Minoan island
of Thera (see p. 184). The boys have long, probably oiled hair and one of them
at least is wearing padded mitts. Both wear what appears to be a support but
may simply be the Sdeways view of abreech clout. It has dways been assumed
that boxing is an ancient sport, and there is some evidence in the survival
of classicd figures with cauliflower ears, some of them wearing the accou-
trements of boxing, principally the protective basket-like coverings called
cedi on their hands and forearms. When the sport became popular in
England in the late eighteenth century, Roman copies of Greek sculptures of
neked athletes were interpreted as effigies of boxers and restored to show
them wearing cesti. One of the most famous of these, the Dresden 'Boxer', was
transformed into a 'boxer' in the early 1740s. The naked grey marble figure

stands, ready accoutred for the encounter, with his eyes cast down, seeming

Opposite The neo-classical sculptors of the late

eighteenth century vied with each other to produce new
heroic archetypes. While Canova was working on his giant
Pericles, the Danish sculptor Bertel Thorvaldsen (1770-1844)
adapted the Belvedere Apollo to give us a Jason who strides
forward on his right leg while looking past his Ieft shoulder,
and has his Ieft arm draped, in this case by the Golden Fleece.

Below Sr Alfred Gilbert's Perseus Arming was cast in
bronze in 1882 for Henry Doulton. The figure was to be
cast many times more, in the origina size, 74 cm (29 in.)
high, and in reduced versions, 37 cm and 18 cm (14-1/2 and
7 in.). Gilbert's intention for his Perseus was to show him
as Michelangelo did David, an adolescent human boy in
the anxious moment before he becomes a hero.
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Left This late Bronze Age wall-
painting from Akrotiri on the idand
of Thera, now known as Santorini, is
the oldest known image of sporting
combat. The proportion of head to
body suggests that the combatants are
quite young and almost certainly mae.
Each boy appears to be wearing some
kind of mitt on the right hand only.
Their brows and temples appear to
have been shaved, and the rest of
their hair alowed to grow in
serpentine fashion.

Opposite The laced leather gloves
studded with metal that can be seen
on the hands and forearms of this
Roman pugilist and that judtify its
identification as such were added

in an eighteenth-century restoration.
The pose and proportions of the
grave marble figure strongly recdl
the Hellenistic type of the Idolino
(see p. 9) and have nothing to

do with belligerence of any

kind, sporting or otherwise.



more of avictim than a combatant. The Lansdowne Boxer, whose raised arms
have been interpreted as some kind of aggressive posture, when actualy he
would have been holding astrigil to scrape himsalf clean, isa Roman copy of a
Greek type of the fourth century or so BCE. In 1808 twenty artists and collec-
tors arranged to have the pugilist Bob Gregson pose naked so that they could
admire his musculature; aweek later they repaired to the house of Lord Elgin
so that they could compare the heroic proportions of their champion with
the Phidian figures on the fragments of the marble frieze stolen from the
Parthenon. In a natural progression the pugilist who posed for Benjamin
Robert Haydon's heroic nudes left him to fight under Wellington.

In classical iconography single combat is usually represented by the inter-
locked figures of Hercules and Antaeus, or Hercules and Cacus, none of
whom isaboy. The biblical version of dassc single combat is Gain's murder-
ous assault on Abdl. Ghiberti represented it as the vicious clubbing of an
unarmed man, but occasiona versions of it as a struggle between two armed
men do appear. As the younger brother Abd is usually represented as a boy
and Cain as abigger, usually bearded man.

Soldiers can hardly fight without clothes but in the celebration of battles
from the Greeks to the Nazis the moral superiority of the victors, their heroic
exposure of what is mortal to al that death and danger dare, is symbolized by
their nakedness. Nevertheless we are shocked to find an engraving as gratu-
itoudy violent as Antonio Pollaiuolo's Battle of the Nudes and the more
shocked to find that this multimedia artist's one venture into engraving was a
roaring success. The ten male figures, whether wielding bows and arrows or
scimitars or daggers or battleaxes, are dl beardless. None has any form of pro-
tection, though two shields lie abandoned on the ground. One at least appears
to be dying. There is no indication of a reason for their murderous onslaught
on each other, no standard or insignig; it is as if they had dl gone mad.

Pollaiuolo modelled his figures on the friezes he had seen on Roman sar-
cophagi but he did not assemble them in anything like the same harmonious
Hellenistic fashion. The lines of the bodies zigzag, criss-crossing from the
intersecting ankles of the figures at the centre of the composition, past their
reversed mirror images and the asymmetrical interlocked bodies that flank
them, to the contorted wood with its writhing branches, against which the
furthest four figures dash pointlessly up and down, brandishing their
weapons at vacancy. The detail of the bodies musculature is exaggerated so
that their surfaces appear to be rippling non-anatomically, as if in some kind
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of fit or unearthly special effect. Pollaiuolo is not so much portraying conflict
as the chaos of conflict. There is nothing heroic about the nudity of his

figures, convulsed as they are by passion and exertion. The mannerist body
too was anything but balanced and solid: the naked bodies in Michelangelo's
Battle of Cascina, for example, are writhing and swivelling, their attention
jerked this way and that.

Images of the falen boy-soldier are much easier to find than images of the
boy fighting. There may be crass reasons for this: it is easier to pose a single
youth lying down than for models to hold the difficult poses required for

Above Antonio del Pollaiuolo, Battle of the Ten Nudes, images of grappling. Classica precedents for depictions of the dain were
after 14837 Pollaiuolo, said to have been the first artist to

dissect bodies to study musculature, was inspired by his study

esser to imitate than the interlaced fighting figures to be seen in dasscd

the nude body in violent action from all angles. Though role models for virgin soldiers through the ages. Sarpedon, son of Zeus, is

his intention was didactic the work remains within an killed Patrodlus: Z inamhi Ivi disti ished th
iconographic tradition that always showed the warrior, : by rocius, 2eus, seang s son fying undistingut among the

doomed or victorious, as young, beardless and nude. common dead, cdls Apollo:
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Descend, my Phoebus! on the Phrygian plain,
And from the fight convey Sarpedon dain:

Then bathe his body in the crystal flood,

With dust dishonoured and deformed with blood:
O'er dl his limbs ambrosial odours shed,

And with celegtia robes adorn the dead.

Homer is quite clear about the sequence of events: Apollo bathes and dresses
the fdlen hero before Seep and Death convey his body back to Lyda
Notwithstanding, red-figure pottery of the sixth century BCE invariably shows
Sarpedon carried naked by Seep and Death; a particularly beautiful fourth-
century bronze cista handle consists of the two helmeted figures reverently
carrying the virile young body, its head lolling, its arm hanging, its long tresses
swinging. Fusdi follows the same precedent. Patroclus is in turn killed by
Hector, who strips his body, taking as histrophy the golden armour of Achilles

which Patroclus had been wearing. Homer envisioned Patroclus as older than

Left We can only wonder how deliberately Henry

Fusdi eroticized the spread-eagled figure of Sarpedon

in Seep and Death Bear the Corpse of Sarpedon Away to
Lycia (1780). Though the Homeric source says that Sarpedon
was washed and clothed before he was transported, from the
earliest representations in Greek vase painting he is aways
shown naked.
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Above Though the figure of Barra in Jacques-Louis
David's The Death of Joseph Barra (1794) is supposed
to have been modelled by a boy working in his atelier,
its idedlized proportions, long legs and short arms,
together with the fdse modesty of the pose, suggest a
fdse consciousness at work. The extreme prettiness of
the boy's face is often commented upon, though it is
if anything less contrived than the rest of the figure.
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Achilles; the pictorial tradition made of him a Jonathan to Achilless David.
The scene beloved of neo-classical painters is naked Achilless grief for neked
Patroclus lying uncovered on a bier. The next hero to die is Hector, and his
body too is stripped, dragged behind Achilless chariot and then hdd in
Achilless tent until it is ransomed and taken back to Troy where Andromache
mourns it. As dead soldiers dl of these figures are shown as young, as is |

Alcibiades though he wasin his forties when he was murdered by hirdlings of
the Thirty Tyrants. Germanicus, nephew and adopted son of Tiberius Ceesar,
was in his thirties when he was mysterioudy done away with in Antioch, but
hetoo is usually shown as ayouth.

The image of the naked dead boy-soldier is one of the most numinous in
the catalogue. Not only is it charged with pathos, gravitas and beauty, thereis
often a curious erotic overtone. Elizabeth Barrett Browning began her poetic
career writing an epic cdled 'The Battle of Marathon'. Not long before her
death she wrote'The Forced Recruit: Solferino. 1859.

Venetian, fair-featured and sender,
He lies shot to death in his youth,

With a amile on his lips over-tender
For any mere soldier's dead mouth.

|



The strangeness of this mixture of epithetsis only partly explained by the fact
that the boy sacrificed himself because he had been forced to fight againgt his
own people. Such sdf-sacrifice cannot have been a common phenomenon
and much capital was made when the accidental death of a boy could be par-
layed into dazzling exploit and patriotic martyrdom. On 7 December 1793
Francois-Joseph Barra was killed by brigands who were apparently trying to
take from him the horses he was leading. Robespierre seized the opportunity
to make a heroic example of him, telling the Assembly that he had been mur-

dered by roydist troops for refusing to cry'Viveleroi'.

... seized with indignation, he trembles; he does not answer except
with the shout 'Vive la Republique'. At that instant, pierced by shots,
he falls, pressing against his heart the tricolour cockade.... Only the

French have heroes thirteen years old!

Jacques-Louis David, charged with staging the solemnities for the boy's inter-
ment in the Pantheon in July 1794, took it upon himsdlf to produce a picture
for the occasion, using as model one of the boysin his atelier. A good ded has
been made of the nakedness of this figure. Some wish to argue that what we
have is smply a preparatory oil sketch from the nude and that the finished
picture would have dressed the dying boy in the uniform of the Hussars. The
figure's degree of finish does not support this hypothesis. The dying Barra,
aong with David's other heroes, was probably dways intended to be a naked
boy-soldier. The effeminacy of the face and figure and the fact that the boy's
genitds are elided have adso been intensvely and inconclusively discussed.
The re-interment in the Pantheon never happened; within months

Robespierre had fdlen and David was in prison.

David's initiative in depicting the child a the
moment of death was followed by the sculptor
David dAngers. At dmost the same
time as Barra in Jly 1793

Below Alexandre Falguiere's Tarcisuts of 1868 finaly dlows
the boy hero to die decently clothed. Otherwise the tradition
of depicting soldiery as young, mae and nude remained
fundamentally unchanged. Memorids to the dead of two
world wars, not to mention Nazi art, often show the generic
unknown soldier as a naked boy.







another thirteen-year-old, Joseph-Agricol Vida, crept out under fire to cut
the cables joining the pontoons over which royalist troops would have been
able to cross the Durance. As he lay dying, he is said to have cried out, 'They
didn't miss... | don't care... | die for freedom.' Busts of both boy heroes were
modelled in terracotta by Brachard. In 1881 a statue of Barra was erected in
his home town of Palaiseau. In 1867 Alexandre Falguiere exhibited a life-size
plaster model of Tarcisius, acharacter from Cardinal Wiseman's Fabiola, who
is supposed to have died protecting the host, which he clutches to his chest in
the same way that David's Barra clutches his tricolour cockade. In Tarcisuss
case, nakedness was not an issue.

If soldiers actually did fight naked, no boy would ever have joined up.
Recruiters from time immemorial devised blandishments that were aimed at
the game-cock susceptibilities of boys, offering them a legitimate excuse for
spectacular display. In the seventeenth century soldiers had licence to wear
huge hats loaded with feathers and could apply as much gold lace to their
coats as they could afford. So bedizened they cut a tremendous dash. In her
ballad,'Alcidor’, published in 1713, Anne Finch, Countess of Winchilsea, tells
how 'a ruffling soldier', a'man of festher and of lace' came'in dl the pomp of
war' and stole the heart of Alcidor's beloved. So spectacular were officers
uniforms in the seventeenth and el ghteenth centuries that we might conclude
that hostilities were less a matter of actua violence than of bellicose display.
If not, there is really no way of explaining the vivid coats, frothing feathers,
gold lace, frogging, fringes and tassdllings that al ranks but the lowest got to
wear. There is not a great ded of evidence about motives for enlisting, but
vanity does seem to have been one. On 29 May 1779, when the American War
of Independence was at its height, Fanny Burney was chatting with the
captain of a company of light infantry who told her that he had been 'cutting
df the hair' of dl his'men'.

‘And why?

'Why, the Duke of Richmond ordered that it should be done, and the
fdlows swore that they would not submit to it — so | was forced to
be the operator mysdf. | told them they would look as smart again
when they had got on their caps; but it went much againgt them;
they vowed, at first, they would not bear such usage; some said

they would sooner be run through the body, and others, that the

duke would as soon have their heads.'

Opposite When Napoleon commissioned a picture of
himself commanding the military action at Arcole Bridge
from Antoine-Jean Gros in 1796, he was able to give him
only one short sitting. The painter completed his preparatory
study not so much from memory as by adapting the classc
physiognomy of Alexander the Great as represented on
Greek coins. Though the finished painting of Napoleon

at the Arcole Bridge bears no resemblance whatsoever to

the actual Bonaparte, it served its purpose. Gros made

three versions of it and it was many times engraved.
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Opposite The year is 1968. Jomo Kenyatta, founder-
president of the Republic of Kenya, is opening a hospital
built by sdlf-help in his birthplace, Gatundu. His guard

of honour is a squad of young mock-soldiers with weapons

carved from discarded lumber and caps of painted cardboard.

In the ensuing thirty years thousands of child soldiers would
be taught to kill with real weapons in Africa and elsewhere.
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As a Lieutenant of Artillery, Byron's Don Juan wins the heart of Catherine
the Great when she sees him 'sword by side and hat in hand', in his scarlet
cloak and form-fitting cashmere breeches, as fetching a figure as an army
tailor could make him.

For the mgjor conflicts of the twentieth century boys were usudly con-
scripted from the age of eighteen, which now seems quite young enough.
Nobody knows how many boys on both sides lied about their age so that they
would be alowed to fight in the Great War of 1914-18; according to the
National Service League as many as 15% of recruits may have been underage.
Though birth certificates existed the recruiting authorities did not ask to see
them. Reports regularly came back from the front of boys as young as four-
teen losing their lives. Casualty figures are hard to come by, but the killed and
wounded on the alied side number about fiveand a haf million, and of them
a disproportionate number would have been boys. Not only are boy-soldiers
the least experienced, they are often inadequately trained and equipped,
before being exposed to the greatest danger. No matter how young the boy-
soldiers in the Great War actually proved to be, if they mutinied or deserted
they were executed like men. The War Office and the Ministry of Defence held
that if they behaved in such away as to be found guilty at a court martial they
had only themselves to blame, no matter how small, ill, exhausted or terrified
they might have been.

After the experience of Vietnam in which the 16% of American soldiers
who were draftees provided two-thirds of the casualties, the armies of therich
world have been increasingly professionalized. In atechnocratic army bewil-
dered teenagers clutching guns are not seen as an asset. Even o, there are
probably a third of a million children under arms in the world, in
Afghanistan, Angola, Burma, Cambodia, Chechnya, Colombia, El Savador,
Ethiopia, Guatemala, Honduras, Liberia, Mozambique, Namibia, Nicaragua,
Peru, Republic of Congo, Rwanda, Sierra Leone, Si Lanka, Sudan, Uganda,
and God knows where dse. Even the UN Convention on the Rights of the
Child can only succeed in raising the minimum age of army recruitsto fifteen.
Nobody knows what the life expectancy of child soldiers in irregular armies
might be but, of the 17,000 boys abducted for service in the Sudanese People's
Liberation Army, three-quarters are now untraceable and probably lost their
lives in 'human wave attacks. There are ancient reasons for the perennial
holocaust of boys, reasons that are and have dways been incompatible with

civilization. Among them, not so far beneath the surface, is the father's fear




that his sons will replace him or have aready replaced him as the focus of

femde attention. Old men still send young men to war, and will continue to
do 0 aslong astherest of uslet them.
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Pontormo depicts
Quintinus, or Quentin as
he is more often known,
dter he has been stretched
on the rack, flogged, forced
to swalow a mixture of
vinegar, quicklime and
mugtard, and then pierced
with nails and wires. His
recollected stance, despite
being transfixed by a huge
nail, in an elegantly
contrived version of the
pillory, isa sign of the
direct operation of grace.

6 I=ydeyn
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Western painters and poets, themselves no longer boys, vie with each other in
depicting the untimely desths of boys. Ther public, mde and femde, apparently takes great
delight in beholding such images and hearing such tales, whether of Daphnis, the young Sicilian
shepherd who invented the Eclogue and was blinded by the Muses and died for love. Chrysippus, a
beautiful Pisan boy, wastrained as a charioteer by Laius, who then carried him off to Thebes to be his
catamite. (Some historians say that Chrysippus killed himself for shame, othersthat he was murdered
by Laiuss wife Hippodameia, who took down her husband's sword as he dept and plunged it into the
belly of the boy beside him.) The young shepherd Acis, beloved of Galates, is killed by the jealous
Cyclops, Polyphemus, again and again in poetry, painting and music. The naked body of Icarus, who
flew too near the sun so that his home-made wings melted, is shown falling headfirst into the Aegean
in dl kinds of media great and small. Sometimes the fragility of boys seems extreme: young Elpenor
could not fdl off the roof of Circe's paace in his degp without breaking his neck. Artists will even
attempt the depiction of Hippolytus being flung from his chariot by his terrified horses (see p. 196)
and Orpheus being torn to pieces by women. The list of murdered boys is endless and the manner
of their deaths horrifyingly varied. Pelops was killed by his father, dismembered and cooked as a
meal for the gods. Athis, an Indian boy, had his face smashed to pulp by Perseus, who alone wes
unmoved by his youth and beauty. Athis is not to be confused with Attis, the youth beloved of
Cybele, who castrated himsdf. No boy of classcd antiquity was more crudly punished for his
impetuosity than Apallo's son, Phaeton, who was killed by Zeus with a thunderbolt when he joy-
rode too close to the earth in the chariot of the sun. His divinely perfect young body plummets

earthwards on ceilings and walls dl over Europe.
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When Carle Vernet exhibited a chak drawing, The Death
of Hippolytus, a the Sdon of 1800, it was much admired
and eventually engraved. His usua subjects were horses in
action, whether racing, hunting or in battle. The plunging
horses and the idedlly beautiful young man who is on the
point of being dashed to pieces are equaly unredlistic.
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The more beautiful the boy the less likdly he is to survive. According to
Homer, Lucian, Apollodorus and Pausanias, the Spartan prince Hyacinthus
was so lovely that men departed from a lifetime of heterosexuality to make
love to him. He was first pursued by the poet Thamyris, who is said to have
invented same sex copulation just for him, and then by Apollo himsdf.
Unfortunately Hyacinthus's beauty aso attracted the West Wind whose frus-
trated love turned to hate. One day, when Apollo was teaching Hyacinthus to
throw the discus, the West Wind caught it and flung it full in the boy's face.

fugt as when, in a watered garden, if someone breaks off violets or
poppies or lilies, bristling with their yellow stamens, fainting they
suddenly drop their withered heads and can no longer stand erect,
but gaze, with tops bowed low, upon the earth, so the dying face
lies prone, the neck, its strength al gone, cannot sustain its own

weight, and fdls back on the shoulders.

From Hyacinthus'sblood sprang up aflower, not the hyacinth asweknow it, but

thebluelarkspur, which hasinscribed onitspetals Apollo'scry of grief, ‘Ai, a'.




Hyacinthus and Narcissus are both versions of the spring-flower heroes of
pre-classica Crete and, as such, avatars of the Spring Dionysos surnamed
‘antheus’ or ‘flowering'. The same nameis given to the son of Poseidon untimely
killed and flayed by Cleomenes, and to Antheus of Halicarnassus who was
drowned in awell by Cleobis. The association of untimely death with maleness
rather than femaleness, the election of a spring-flower king rather than a
queen, can be explained sociobiologicaly by reference to the obvious fact that,
becauise a single man can pass on his genes through hundreds of women, most
of the male population is redundant. Factudly, as distinct from theoretically,
boys are more fragile than girls. More boys than girls are born but boys are more
likdy than girls to die of any and al causes between the ages of nought and
twenty, by which time the genders have achieved parity. Three times as many
boys as girlswill commit suicide and twice as many will be accidentally killed.

History tells a terrible story of centuries of ritual slaughter of thousands
of young males, beginning in pre-history with the consort of the queen,
who could mate with her for a year before being sacrificed to ensure the
renewing of the seasons. When his reign began to seem unpractically short,
it wes lengthened to a term of one hundred lunar months, and instead of
the king's being killed at the end of each lunar year, a boy-king was killed in
his place to supply the blood that would be sprinkled to ensure the return
of fertility in spring. 'His ritual death varied greatly in circumstance; he
might be torn in pieces by wild women, transfixed with a sting-ray spear,
fdled with an axe, pricked in the heel with a poisoned arrow, flung over a diff,
burned to death on a pyre, drowneci in a pool, or killed in a pre-arranged
chariot-crash. But die he must.'

In Ancient Crete the boy chosen to stand in for Minos the Bull-king reigned
for asingle day, during which he performed an elaborate dance emblematic of
the seasons of the year, only to be killed and eaten raw as the Titans devoured
Zagreus, the young son of Zeus and Persephone. In Thrace, the interrex wes
married to the queen, reigned for anight and a day, and was then torn apart by
women disguised as horses. In Corinth and those cities that followed the same
tradition, he was dragged behind a chariot and the horses goaded until he had
been battered to pieces. The myth of Acteon rent asunder by hounds appears
to be amemory of the stag-kings of the pre-Hellenic era, who reigned for fifty
months and were then ripped to shreds. Of the children dedicated to the gods
the boys were much more likely than the girls to be daughtered, as were
the boys sacrificed annually to the Cnossian king, and the seven Athenian
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Opposite The eighth labour of Hercules (seen as a
shadowy figure seated on the wal in the background)

was to capture the four mares kept chained up by the
Thracian king Diomedes who fed them on human flesh.
Hercules knocked Diomedes unconscious with his club
and fed him ill dive to the mares. In his earliest treatment
of a subject to which he returned severa times Gustave
Moreau renders the event even more horrible by changing
the king into a pre-adolescent boy.
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boys who were sacrificed to the Minotaur. Girls had the option of becoming
priestesses and temple prostitutes.

While Adonis, the ultimate flower-hero, was Hill a child he became the
object of the desires of two powerful women, Persephone and Aphrodite. The
Muse Calliope, appointed by Zeus to decide between them, declared that
Adonis should spend athird of the year with each of them and a third in rest
and recuperation, but Aphrodite persuaded the boy to stay with her dl the
year round. Persephone went to Ares and warned him that Aphrodite was
besotted with a mortal boy. The god assumed the form of a boar and, when
Adonis and Aphrodite were out together hunting on the dopes of Mount
Lebanon, gored the boy to death before the goddess's eyes. Poets of the six-
teenth century were irresistibly drawn to the story. In Spain Don Hurtado de
Mendozawas writing his Fabula de Adonis and Juan delaCuevade Garoza his
Llanto de Venusenlamuertede Adonis, in Italy Girolamo Parabosco hisFavola
diAdone, followed close behind by Ronsard with L'Adonisin France and Louis
de Masure's tragedy Adonis in Switzerland. When plague closed the London
theatres in 1592, Shakespeare used the time to write a highly visualized erotic
burlesque of the subject, which became the favourite bedtime reading of

‘wanton housewives. Shakespeare's Adonis dies when a sex game goes wrong.

And nuzzling in his flank, the loving swine,

Sheath'd unaware the tusk in his soft groin.

The clue for this comes from Idyll 30 of (almost certainly not) Theocritus
in which Aphrodite commands the Erotes gathered around her to seek out
the boar and bring it to her. When she upbraids it for killing her lovely boy,

the boar answers:

Thy lord, thy lovely lover,

| never willed to wound him;

| saw him like a statue

And could not bide the burning,
Nay, for his thigh was naked,
And mad was 1 to kiss it,

And thus my tusk it harmed him.

Adonisisthought to be a Greek version of the Syrian demi-god Tammuz, who
represents the plant-life that completes its life-cycle within the year. Tammuz,
like Adonis, was killed by a boar. The rites offered to Adonis by women
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Opposite In Hero and Leander (c. 1626) Nicolas Regnier,
a French artist who came under the influence first of
Caravaggio and the Neapolitan school, and then of the
more refined Carracci, splits his composition diagonally,
balancing the outflung arms of the grieving Hero with those
of the drowned Leander, whose dramatically foreshortened
nakedness is the red subject of the composition. The
drapery of his loins may wel be a later intervention.
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include mourning for his death followed by regoicing at his rebirth. In

Theocritus's Idyll 15, Praxinoe sings the praises of Adonis:

A bridegroom of eighteen or nineteen years is he, his kisses are not
rough, the golden down being yet on hislips! And now goodnight
to Cypris, in the arms of her lover! But lo, in the morning we will dl
of us gather with the dew, and carry him forth among the waves that
break along the beach, and with locks unloosed and ungirt raiment
fdling to the ankles, and bosoms bare will we begin our shrill sveet
song.... dear to us has thy advent been, Adonis, and dear shall it be

when thou comest again.

For the midsummer fedivd of the Adonia, women made little ‘gardens of
Adonis out of containers planted with short-lived annual's, which appear in
wall-paintings from the firs century BCE Literary celebration of Adonis
is dominated by Bion's famous Lament for Adonis; countless painters have

since illustrated the scene he describes:

The lovely one lies wounded in the mountains,

His white thigh struck with the white tooth; he scarce
Ye breathes; and Venus hangs in agony there.

The dark blood wanders o'er his snowy limbs,

His eyes beneath their lids are lustreless,

The rose has fled from his wan lips and there

That kiss is dead that Venus gathers there.

Bion, here trand ated by Shelley, draws out al the equivoca possibilities of the
moment when the living goddess tries to draw a last kiss from her mortal

lover. In Shdlley's version it runs:

the purple blood
From his struck thigh stains her white navel now,

Her bosom and her neck like snow.

She claspt him and cried 'Stay, Adonis!
Say, dearest one...
and mix my lips with thine—
Wake yet a while—oh, but once,
That 1 may kiss thee now for the last time—

But for as long as one short kiss may live—




Oh, let thy breath flow from thy dying soul
Even to thy mouth and heart, that | may suck
That...

Shdley trandlated no farther. When Keats died of consumption in 1821 at the
age of twenty-four, Shdlley's thoughts turned once more to Bion as the model
for 'Adonais, his lament for the poet so untimely dead. Within a year of
penning the last of its fifty-four stanzas Shelley himself was dead, drowned in
the Gulf of Lerici with avolume of Kegtsin his pocket.

In his death by drowning Shelley recdls Leander whose story is told by
Virgil, Statius, Ovid and, most importantly, by Musaeusin Greek in the fourth
or fifth century. In the 1540s poets al over Europe began writing vernacular
versgons, in Spain Garcilaso dela Vega and Juan Boscan de Almogaver, in Itay
Bernardo Tasso, in France Clement Marot, and in Germany Hans Sachs. Fifty

years later Christopher Marlowe set about an English version, which opens

with a description of Hero elaborately kitted out in green deeves, blue kirtle
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Above Francesco Burin is best known for his paintings

from life of fetching boy nudes identified as Issac, Sebastian,

Laurence and the like. In Hulasand the Naiads he departs
from his usud practice in depicting Hulas fully dressed even
to the feathered hat he seems to have borrowed from Rani's
famous David (see p. 181), the better to contrast with

the rather unconvincing nudity of the nymphs.
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and musical buskins, and goes on to tdl of 'Amorous Leander, beautiful

and young' - and naked.

His body was as straight as Circe's wand;

Jove might have sipped out nectar from his hand.
Even as delicious mest is to the taste,

So was his neck in touching, and surpassed

The white of Pelops shoulder. | could tell ye

How smooth his breast was, and how white his bely,
And whose immortal fingers did imprint

That heavenly path with many a curious dint

That runs along his back...

Leander becomes the lover of Hero, swimming nightly across the Hellespont
to her tower on Abydos, and is eventualy drowned. Marlowe did not live
to complete his poem; it was left to Chapman to describe Leander's body cast
up on the beach and Hero grieving over it. Interest in the story seems never
to have flagged: it furnished themes for ballets, musical entertainments,
cantatas, oratorios, song cycles, operas, tragedies - and burlesques.




Hylas, Herculess beloved squire, dso perished by water. The thirteenth
Idyll of Theocritustells how, asthe two were encamped with the Argonautson

the shores of the Hellespont, Hylas was sent to draw water:

In the midst of the water the nymphs were arraying their dances,

the deepless nymphs, dread goddesses of the country people,

Eunice and Malis and Nichea with her April eyes. And now the boy
was holding out the wide-mouthed pitcher to the water, intent on
dipping it, but the nymphs dl clung to his hand, for love of the Argive
lad had fluttered the hearts of dl of them. Then down he sank in

the black water, headlong al, as when a star shoots flaming out

of the sky, plumb in the deep it fals...

Hercules refused to sal on with the rest of the Argonauts until he had found
the remains of his beloved boy. As he continued to roam ceasdesdy searching,
they left without him. The iconography of Hylas shows him less often as a
drowned boy than as areluctant sex object being dragged into thewater by the
lustful nymphs.

The desperate grief of Hercules was later mirrored in the grief of the
Emperor Hadrian for his Antinous who drowned in the Nile in 132 CE
Antinous was a Bithynian who entered Hadrian's service when he was deven
or twelve, and travelled with him to Greece in 128 CE as his acknowledged
eroumenos or favourite. He was gifted not only with beauty but with superior
intelligence and sporting prowess. The emperor remained in mourning for
Antinouss untimely death for the rest of his life, declaring him a god and
ordering the building of a city in Egypt in his memory. Temples dedicated to
Antinous sprang up in every community that sought the favour of the
emperor and Hellenistic Roman statues of beautiful athletic boys were re-
named Antinouses. As the last god to arise in the Roman world Antinous was
varioudy seen as an avatar of Osiris, Apollo, Hermes or Dionysos. What
should be clear is that as the emperor's catamite Antinous could never have
survived to manhood.

Drowning was a common enough event in real life and there were biblical
and other precedents for scenes in which the bodies of drowned youths could
be lovingly presented in al their detail. Depictions of the Deluge often appear
to present dl those drowned as young and male. The most famous depiction
of drowned boys is Gericault's masterpiece The Raft of the Medusa, which
caused a good dedl of controversy when it was exhibited at the Sdon of 1819

Below The Farnese Antinous, c¢. 130-138 CE We shall
never know what Antinous, the brilliant young athlete
beloved of the Emperor Hadrian, actually looked like,
because after the emperor had declared the drowned
youth a god, dl kinds of male effigies were re-christened
in his honour. His features have become, like the features
of the apotheosed Alexander, stereotypic of ided beauty
as it was perceived in differing cultural contexts.
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Opposite Van Dyck, The Martyrdom of & Sebastian,
dter 1621. Van Dyck chooses the moment when Sebastian
is being bound to a tree, before he is shot full of arrows.
The fairness of his unmarked body is accentuated by

the extreme chiaroscuro. In this verson of a subject

Ven Dyck painted often in his early years, the model

bears a marked resemblance to the painter himsdlf.
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because of the foregrounding of the two young corpses. The painting illus-
trates the moment on 17 July 1817 when the fifteen survivors of the wreck of
the Medusa believed that their frantic signalling to a passing ship had been in
vain. The preparatory sketch for the picture shows only one of the bodies, in
rather less detail and without the strange refulgence that in the finished paint-
ing spotlights the delicate beauty of both corpses.

The early church might not have been able to turn mortalsinto gods, but it
did have the option of making them immortal and placing them in heaven by
the process of canonization. The shortest road to canonization was martyr-
dom. Much more mysterious in its way than Antinous's trandlation to
godship is the transformation of a middle-aged martyr to an ephebe, as hap-
pened in the case of Sebastian, by far the most frequently depicted saint in the
Catholic Calendar. The Golden Legend relates that, at the time of his martyr-
dominc. 304 CE, Sebastian had been inthe army for nearly twenty years, so he
was no stripling. The Emperor Diocletian, not knowing him to be a Christian,
had appointed him to a captaincy in the dite Praetorian Guard. When the
succeeding emperor, Maximian, set about the suppression of Chrigtianity, he
ordered Sebastian's execution. Sebastian was tied to a stake, shot full of arrows
and left for dead, but the ministrations of Irene, the saintly widow of another
Christian martyr, saved his life. Sebastian actually met his martyrdom many
years later by being beaten to death.

In the earliest representations Sebastian stands alone in his niche or on his
panel, a full-length upright figure, sometimes armoured, sometimes clad in a
mixture of Roman and later armour and civilian dress, holding the arrows
that were used in his torture. He is often paired with St Roch, who displays
(like Adonis) awound in his groin. Half-lengths and busts based on the full-
length figures were later commissioned for the devotions of private clients.
These imaginary portraits show Sebastian as a youth of transcendent beauty,
as can be seen in the best known examples by Lorenzo Costa, Baltraffio and
Raphagl. Benozzo Gozzoli, Andrea Mantegna and Carlo Criveli show
Sebadtian stripped to hisbreech clout and so full of arrows 'asto appear like a
hedgehog. So far the saint's demeanour is one of godly containment; he
cannot actually move, being bound hand and foot to his stake or tree or
column, but in any case he remains tranquil, simply turning his eyes to
heaven. Botticdli's Sebastian and the early examples by Giovanni Belini are
of this kind. Cima da Conegliano dispenses with the stake and with dl the

arrows but one, presenting us with an apparently uncomplicated image of a







Left Mantegna, S Sebastian, 1457-8. Although
Mantegna's posing of the figure againgt an antiqgue Roman
background exaggerates the sinuosity of the contrapposto,
the hardness of its modelling, combined with the literalness
of the depiction of the arrows driven deep into the flesh,
drives out any suggestion of sensuality.




beautiful boy with a single arrow piercing his thigh. His colleague Giovanni
Bdlini adapts the same image for his Sacred Allegory, though this time the
sngle arrow is stuck in the saint's breast-bone and his bestified body under its
tumbling golden curls is dazzlingly fair.

When Titian pairs S Sebagtian with S Roch for the right-hand side of his
dtarpiece of S Mark Enthroned for the Church of the Sdute in Venice in 1510
(s=e p. 208), he positions Sebagtian right on the edge of the picture space
looking out and downwards. A single arrow has pierced his ribs while his breech
clout has foamed into a sheet, hugely knotted over his genitals and draped
behind him like a train. The young man is not only disturbingly human but
apparently distracted from the main business of the picture which is the vener-
ation of St Mark, so that he seems to inhabit the same redlm as the viewer.
Titian must have known that many a woman would come to knedl and pray
before this beguilingly sensual picture of a saint and so must the painters of
the many other atarpiece groups in which ayoung, nude Sebastian upstages
the line-up of celedtial worthies.

Inlater depictions, Sebastian is no longer collected or composed, but a-thrill
with emotion, whether weeping like Sodoma's Sebastian, on whom an angd
prepares to bestow the martyr's crown, or convulsed and gasping like
Garofdo's Sebastian, or breathing forth his soul like the succession of ectatic
Sebasgtians by Guido Reni. Reni's Sebastian is alover whose body is racked less
with agony from the arrows of his persecutors than with his soul's longing for
the betific vision that will be his a the moment of death. As exactly the same
metaphors of breathing forth the soul are used for orgasm, the erotic content
of theimage is obvious, but Reni challenged himself to purge such crass asso-
ciations by sheer painterly control. None of the commentators on the pictures
of the transfixed Sebastian sees fit to point out that historically Sebastian was
not on the point of death when the arrows entered his body and the whole
conceit is gratuitous. Until the seventeenth century Sebastian invariably
retained his breech clout, which is as much an identifying attribute as his
arrows, but he had long been an excuse for any study of a full-length male
nude or nude male torso, especialy if the arms were thrown up and the body
convulsed in agony or ecdasy.

In another version, rather truer to written history, Sebastian has been taken
down from his tree and his wounds are being tended by St Irene. Giordano,
Manfredi, Stanzioni, Schedoni, Preti, Cerrini and many other artists of the
Barogue period painted versions of this subject. Because the femde figure

Above This remarkably expressive Sebastian, carved by
the Spanish mannerist Alonso Berruguete in about 1530,
not long after his return from Italy where he had studied
and worked with Michelangelo, enacts the writhing agony
rather than the ecstasy of a martyr's death. The saint's body
is contorted on its tree in a deliberate reminiscence of the
passion of Christ on the cross.

The Icon of Male Vulnerability 207







could not be seen in too close contact with the boy's naked body, St Irene is
often no more than a head and an arm, gingerly approaching the languishing
saint, with none of the two-handed aggression needed actually to extract an
embedded arrow from flesh, bone and snew. Sometimes the problem is
solved by presenting Irene as an old woman, with the added benefit that the
contrast with her grizzled features makes Sebastian appear yet more beautiful.
Ancther way of solving the problem was to transform Irene into a couple of
ministering angels. When these dwindle into cherubs, Sebastian's perforation
seams closer to erotic play than ever.

The covert erotic content of the Sebastian-Irene situation becomes explicit
in Canto XIX of Ariosto's Orlando Furioso when the beauteous princess
Angdica tends the Saracen soldier Medoro who, like Sebastian, is so severdy
injured that:

Opposite In S Mark Enthroned with Ss Cosmos, Damian,
Roch and Sebastian, ¢. 1510, Titian mocks the tradition

of Sebadtian's undress by draping him in a breech clout

the gze of a sheet. The pointing hands, amid other strong
diagonals, dl lead the eye to its extravagantly phallic knot.

Above left Wereit not for the arrows positioned so as not to
be seen piercing his smooth skin, Nicolas Regnier's Sebastian
(c. 1615) might aswel be tied to a bedstead. The emphasis fdls
not on the physicality of suffering, nor on the bliss of union
with God, but on the pathos of the young man's vulnerability.

Above right Gustave Moreau was fascinated by boy victims
and returned again and again to the subject of Sebastian,
whom he portrayed as a beautiful youth doomed to ecstatic
suffering, as if his martyrdom were smply a re-enactment

of the Dionysian sparagmos, without doctrinal significance.
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Opposite Many pictures of Sebasgtian, like this one painted
by Hendrick ter Brugghen in 1625, are based on studies of
the mde nude posed in the studio, any additional figures
neded to complete the narrative being added afterwards.

Above In thisversion of S Sebastian Tended by Irene,
painted in ¢. 1716-18 by Antonio Belucci, veiled eroticism
becomes explicit in the positioning of the women's hands,
not to mention the expression on the martyr's face.
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Above For this elegant atarpiece (c. 1610-12), originally
commissioned for the Milanese church of Santa Maria in
Cedso, Giulio Cesare Procaccini eschews the violence and
gore of Sebastian's corporeal death, and depicts the saint
a the moment when his tortures melt into the ecstasy

of union with God, Irene and her servant having been

replaced by a playful company of angels.
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the might
Of the faint youth was ebbing with his blood
Which had the ground about so deeply dyed,
Life was nigh wasted with the gushing tide.

Angdlica prepares a sdve from a potent herb and applies it liberaly 'even to
his hips, hiswaist and breast'.

Erotic as Ariosto's account of Angelicas criminal passion certainly is,
it paes by comparison with the innocent passion of Erminia for Tancredi
in Tasso's Gerusalemme Liberata. Erminia finds Tancredi weltering in his

blood and apparently lifdess.

And when she saw his face, pale, bloodless, dead,
She lighted, nay, she tumbled from her steed.

She laments the destruction of his beauty in terms that seem fitter for Venus

passioning over Adonis:

Though gone, though dead, | love thee 4till;
Grant me from his pale mouth some kisses cold,
Since death doth love of just reward deprive;
And of thy spoils, sad death, afford me this,

Let me his mouth, pale, cold and bloodless, kiss.

When Tancredi breathes asigh, Erminia breaks off her lamentation and busies
hersalf about tending him. All she hasto staunch hiswoundsis her vell and the
only thing she can bind them with is her golden hair. Giulio Cesare Procaccini
(? and Pietro Rica both chose to depict Tancredi lying spread-eagled and
inert as Erminiamops at his woundswith her hair. Francesco Furini shows her
dicing at her hair with a sword, as Tancredi lolls semi-conscious in her lap.
Poussin painted the same moment in two very different compositions.
Sebadtian is the most popular but by no means the only wounded boy in the
religious pictorial tradition, which begins with the very first martyr, Abd, son
of Adam and Eve, murdered by hiselder brother Cain. Images of Abd's beauti-
ful dead body can be found throughout Christian sculpture, stained glass
and manuscript illumination. In Jacopo della Quercia's bas relief of c. 1430, a
battered Abd raises a helpless hand against his brother's cudgel. Vasari waxed
lyrica about Ghiberti's depiction of the clubbing to death of Abd on the third
door of the Baptistery in Florence, noticing how 'the very bronze used for
the dead limbs of Abd's beautiful body itsdlf fals limp.' Later Renaissance




iconography of the dead Abd is clearly influenced by the Roman copy of a
Héllenigtic sculpture group of the Niobids that is recorded in the Mafe collec-
tion at the end of the fifteenth century, in which one of the boys lies dead, one
arm flung up over his head, the other lying at hiswaist. Drawings of the Roman
sculpture by Aspertini, Heemskerck and possibly Perin dd Vaga have survived,
Aspertini used the figure for the body of a decapitated saint in The Burial of SS
Valerian and Titus; Raphadl aso used it for the figure hanging down from the
wadl in The Fire in the Borgo. Giovanni Dupre's neo-classical plaster of 1842
replicates the arch of the young man's body on the uneven ground.

The next Old Testament martyr would have been Isaac, if an angd had
not stayed his father Abraham's hand. Rembrandt's 1635 rendition of the
aubject is one of many, but it is perhaps the most dramatic. The father's
large hand pushes down on the face of the boy who has been stripped and
his hands bound behind his back, as if to stretch his neck for the cut, arching

his smooth white torso upwards to become the fulcrum of the composition.

Below Francois-Xavier Fabre painted this Death of Abel
in 1791, when he was studying in Rome. The biblical
dlusion is clearly merely a pretext for the depiction

of a luscious male nude in a posture of abandonment.
Fabre later became the companion of Louise de Stolberg,
Countess of Albany, widow of the Young Pretender,
hersaf an amateur painter of beautiful young men.




In foregrounding the victim of a father's
brutal assault, Rembrandt's treatment is
fairly typical of the hundreds of versions
of what was a popular subject.

In the Renaissance John the Baptist was
gradually transformed from an emaciated
ascetic dlad in hair and skinsto aravishing
boy wearing next to nothing. In 1445 in
the predella of an atarpiece Domenico
Veneziano portrayed him nude in the
desert, but it was probably Raphael's
design showing the saint as a beautiful
naked boy lounging on a rock, hdf-
draped in a leopard-skin and holding
one finger up in the air that started the
trend. This figure is a dightly older
verson of the hdf-grown S John in
Raphadl's Madonna in the Gadleria
Palatina. The fashion spread like wild-
fire, until virtualy any male nude could
be presented as a'St John the Baptist in
the Desart', the younger the better. In 1673
or s0, Jacob Huysmans painted a portrait
of Charles II's bastard son James, Duke
of Monmouth as St John the Baptist. Sr
Joshua Reynoldss Child Baptist in the
Wilderness, his most successful fancy
picture ever, was modelled by a puny and
perhaps rather frightened street boy.

The Bible furnishes us very few boy martyrs compared to the hordes

recorded in the apocryphal history of the early church. St Laurence is sup-
posed to have met his martyrdom in 258 CE by being roasted on a gridiron.
In fact he was hardly aboy at the time, having risen so high in the church hier-

Above This shockingly dramatic version of Abraham's
Sacrifice, in which the boy's trussed body occupies the whole archy that after Sixtus Il met his death, he was effectivdly in charge. In the

foreground, was painted by Rembrandt in 1635, before he decorous Middle Ages and High Renaissance, though Laurence might be seen
had himself become a father. It is unusual in Rembrandt's

work, but by no means out of keeping with the iconographic
tradition which focuses on the vulnerable bodv of the boy. the opportunity to show an adolescent male body luridly lit from beneath

with his gridiron, it was seldom shown in use. Baroque artists could not resist

214 Thelcon of Mde Vulnerability




by flames. St Quintin, a Roman patrician, travelled into Gaul to preach the
Chrigtian faith. In 287 the Roman prefect of the area caused his body to be
pierced with two wires from the neck to the thighs, iron nailsto be run into his
body, under his nails and through his head. St George defied the orders of the
Emperor Diocletian and was beheaded in 303 ce. In 304 CE Diocletian sen-
tenced Florian, an officer in the Roman army, to death by burning for not
persecuting the Christians with sufficient vigour. St Florian is said to have
threatened to climb to heaven on the flames, so they tied a millstone around
his neck and drowned him instead. The legend of St Maurice and the Theban
Legion arose in the fifth century. It was beieved that 6,600 men, an entire
legion of soldiers recruited in Egypt hence'Theban', was hunted down in the
Swiss Alps and killed for failing to carry out orders to persecute their fdlow
Chrigtians. All these martyrs tend to grow younger and younger in art, until
they are dl beardless youths; as spiritual beauty can only be expressed in
painting as bodily beauty, they are dl necessarily ravishing. When Benjamin

Wes was asked to provide an altarpiece for St Stephen Walbrook in London in

Below In The Martyrdom of & Laurence (1621-2)
Vaentin de Boulogne portrays the martyr stripped and
about to extend his length on the gridiron where he will
be roasted, amid a crowd of realigtically observed street
people. The saint's figure is the only one illuminated,

a reference perhaps to Prudentius's hymn to St Laurence
(405 CE) which tels that the faithful only could perceive
that light and that the odour of his burnt flesh would
smel sweet in their nostrils.
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1776, he chose to depict the saint as a half-clad youth of peerless loveiness,
totally unmarked by his stoning to death, being carried by two burly bearded
men. Another victim who grows younger and younger, at the same time shed-
ding dl his clothes, is the battered man found by the wayside by the Good
Samaritan. The parable tells us that 'a certain man went down from Jerusalem
to Jericho, and fdl among thieves, which stripped him of his raiment, and
wounded him, and departed, leaving him haf dead. The pretext for yet
another glamorous nude male body lying in a posture of total abandonment
was too good to resist; in very few of the many paintings of the subject is the
hero of the parable, the Good Samaritan, the principal figure.

The suspicion that dl these battered boys might redly be a single fetishized
boy is not entirely unfounded. Felice Ficherdlli, surnamed Il Riposo, having
posad a dark-eyed, dender, broad-shouldered boy nude but for a breech
clout, back leg up, front leg down, leaning on one elbow, hands clasped in
prayer, eyes turned heavenward, used the resulting study for paintings of three
different subjects, A Sacrifice of Isaac, now inthe National Gallery of Ireland, a
S Lawrence, now inthe Swedish National museum, and a Sebastian Tended by
S Irene. If each orgasm is a little death, and early modern writers never tired
of the parallel, these gasping, fainting, even writhing nudes are dl to some
extent erotic, yet those who saw them hanging over the atars where they
prayed every day may have blinded themselves as efficiently to that eroticism
as we have in censoring out the beauty of boys altogether. Otherwise it is
hard to imagine how convent after convent could commission painter after
painter to provide them with life-size images of Sebastian. The principal
icon of male vulnerability is of course the perfect corpse of Christ Himsdlf
which, though often enough erotically depicted, could never be erctically
viewed. An adequate discussion of that equivocal phenomenon would require
a different book.

Opposite In The Martyrdom of & Florian (c. 1515)
Albrecht Altdorfer shows us the saint with the instrument
of his death, the millstone. The complex play of night
shadow under the bridge with the cold luminosity of
moonlit sky and water reinforces the contrast between the
saint's nakedness and the warm clothing of his persecutors,
to result in an image of intense vulnerability which is not
in the least indulgent or lurid.
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In this famous picture
of a naked twenty-four-
year-old David Cassidy,

Annie Leibovitz captures
the elation of narcissistic
boyhood at the height of
its beauty. David Cassidy
became the fave rave of a
whole generation of little
girlsin aTV soap opera;
at the age of twenty-one
he was the highest paid
performer in the world.
Issue 108 of Rolling Sone
in which Leibovitz's
picture originally
appeared is Hill the

most demanded back
number of the magazine.
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The Female Gaze

In 1620 or thereabouts Giovanni Lanfranco painted an oddly suggestive
picture of a young man, naked except for a strip of cloth thrown lightly over his loins,
lying propped up on his I&ft elbow on a rumpled bed, smiling at the viewer over his right shoulder as
his right hand stretches back over his body to caress an adoring black and white cat. The boy isbeard-
less, his body dim, lightly muscled and hairless. The concealing of his genitals suggests that they are
unfit to be shown, tumescent perhaps, while the effect of intimacy is heightened by the perspective,
which is that of someone looking down into the bed. The boy's knees are dightly drawn up and his
back tense and twisted, in a version of the pose of St Laurence reacting to the heat of the gridiron
in paintings of his martyrdom, but in this case only cool white sheets lie under the boy's body and
al the heat isinhiseyes.

Edward Lucie-Smith, writing of this picture in 1972, assumed that the painter was painting
someone like himself to be viewed by someone like himsdf. 'Equally narcissigtic in feding is the
painting of a'Young Boy on aBed, by Lanfranco ... the boy himself appears to be a self-portrait of the
artist, not only because the face resembles other known portraits, but because the picture was fairly
obvioudy painted with the help of a mirror, something which gives a rather different complexion to
what might first seem an unusually candid example of a homosexual representation.’ The painting
certainly suggests a sexud context but, just as Lucie-Smith's hypothetical narcissism depended on a
(mistaken) assumption about the painter, the homosexuality hypothesis depends upon an assump-
tion about the viewer. Lucie-Smith may not have known that within thirty years of its being painted
this picture was acquired by Christina of Sweden. In 1656 when Christina took up her abode in the
Pdazzo Farnese in Rome she chose as her private apartment one that opened off the great gdlery,
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which the Carracci brothers had sumptuously decorated with a series of
paintings of the Triumph of Love featuring such classic tales of femae desire
as Diana and Endymion and Aurora and Cephalus. Christina brought with
her as her secretary Gabriel Gilbert, adready the author of a tragedy on
Hippolytus, and she had commissioned from him a new tragedy of thwarted

femde desire, Les Amours de Diane et d'Endimion, which had just been per-

formed in Paris. According to some eye-witnesses, she liked to read after




dinner to her guests from Gilbert's 'pastorale heroique, in particular the
speeches in which the goddess declares her love for the shepherd boy. Barred
by her poor health from fleshly delights, Christinawas an enthusiastic patron
of poetry, music, theatre, dance and painting, and greatly embarrassed her

g&ff by insisting on removing the fig leaves from the nude male statues in the

Farnese. Thirty years after Gilbert wrote Les Amours de Diane et d'Endimion
for her she was ill so fascinated by the theme that she collaborated with

Left Sometimes a cat isjust a cat, but perhaps not in

this case. Art history is so good at eliding the female viewer
that Giovanni Lanfranco's Young Man with Cat (1620)

has usually been discussed as a'homo-erotic masterpiece’.
The youth's flushed cheeks and shining eyes could be
interpreted as a Sgn that sex has dready happened.

The cat certainly seems to be purring.
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Alessandro Guidi on an Italian verse pastoral caled Endimione that was pub-
lished after her death as by 'Erilo Cleoneo'. The exposition of her Lanfranco
was part and parcel of Christina's conscious and deliberate campaign to
reclam femae desire. She dso acquired Rubenss opulent and ambiguous
rendition of the dying Adonis. Nicodemus Tessn the Y ounger, who saw the
Rubens in situ in the Palazzo Riario during Christina's residence there, dso
noticed a Ganymede. Michelangel o's famous cartoon of Venus and Cupid was
for many years displayed in the Farnese, along with the painting from it that is
now in Capodimonte. Garofalo's Saint Sebastian, now in Capodimonte,
which hung in the second Sda of the Quadreria, may dso have been to
Chrigtinastaste. Christina aso owned the Durer panels of Adam and Eve that
show Adam unusualy as an Apollo-type nude. The example of Christina
cannot be said to clinch the argument that women are likely to be at least as
aware of and as responsive to the charms of boys as men are, but it is impor-
tant to remember that Christinawas one of the very few women who were not
obliged to conced their rea fedings under the cloak of modesty. What she
could do openly other women may have done privately.

Margaret Walters says in The Nude Male that 'up to the nineteenth century
men took it for granted that women have a sensuous response to male beauty'.
Ovid certainly did. "Your beauty has captured my heart,’ says the hapless
Phaedrato her husband's son, Hippolytus. 'To say no more, my eyesddight in
whatsoever you do." Medeawas consumed by desire at the very sight of Jason:
| saw you and | was undone.' Sappho too was betrayed by her eyes:

You have beauty, and your years are apt for lifés delights —
O beauty that lay in ambush for my eyed

Helen does not doubt that any woman who saw him would fancy Paris.

Your beauty, too, | confess, is rare, and a woman might

well wish to submit to your embrace.

When Phaedra woos her obdurate stepson, she reminds him of goddesses
who were seduced by the sight of a boy's beauty, of Aurora leaving her old
husband Tithonus to lie with the shepherd-boy Cephalus, of Venus panting
for Adonis. The nymph Echo had only to see Narcissus and her fate was
sedled. It could be argued that these examples represent nothing more than
male fantasies about femae arousal, if both men and women had not found

the circumstances thoroughly believable.

Above Trained as a portraitist by Bernardino Campi,

Sofonisha Anguissola specidized in haunting images of
self-possessed children. In her Portrait of Masshmliano
Sampa, 1557, we see a serious and very dignified mini-
man tightly buttoned into forma clothing. His very
immobility conveys the impression of intense vulnerability.

Opposite The pastellist Rosalba Carriera is one femae
artist who encountered no difficulty in rendering mae
subjects in a convincing manner. Like other young
Englishmen on the Grand Tour, when nineteen-year-old
Charles Seckville, later second Duke of Dorset, was in
Venice in 1730, he sat to Rosalba for two portraits, one
in ridotto costume. Rosalba also undertook to make
addresses on his behaf to alady of the city.
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There are examples too from Holy Writ; Potiphar's wife had but to cast her
eyes upon seventeen-year-old Joseph, who ‘was a goodly person, and wel
favoured, to desire him so ardently that she importuned him daily and ulti-
mately grabbed his garment and tried to drag him into her bed. The hdlfire
preacher Savonarola persuaded his fifteenth-century Florentine followers
that 'in houses where there were young girls it was not right to keep painted
figures of naked men and women'. Among the penitents who followed him
was the painter Fra Bartolommeo, who brought dl his nude studies and
paintings to be publicly burned. When it was said of Fra Bartolommeo later
that he could not paint the naked human figure, he took up the challenge:
... hedid apicture of St Sebastian, naked, very redlistic in the colouring of his
flesh, who has an air of great charm, and whose body was likewise executed
with corresponding beauty. This won him endless praise among the crafts-
men. It is said that when this painting was put on show in the church, after the
friars had found women in confesson who on looking a it had sinned
through the captivating and sensuous resemblance of aliving figure given to it
by Fra Bartolommeo's talent, they removed it from the church...' In 1657 or
so the nuns of the Church of Saint Sebastian in Naples commissioned a
Sebagtian from Mattia Preti only to reject it, ostensibly because the figure wes
'without that nobility and beauty that are appropriate to a noble body, and
that the face was more like that of a street porter than of a captain of soldiers,
as Saint Sebastian was.

Insights into women's patronage of the arts tend to be fitful and mideading.
The fact that I1sabella d'Este, the sixteen-year-old bride of Francesco Gonzaga,
had no sooner taken possession of her private apartment in the Pdazzo
Ducaein Mantuain 1490, than she st about commissioning large-scae dle-
gorical paintings by Perugino, Mantegna, Lorenzo Costa and Correggio, al of
which showed nudes of both sexes, is usualy interpreted as evidence of the
influence of her humanist tutors. Ye Isabellawas the daughter of one femde
connoisseur, Eleanora of Aragon, and sister-in-law of another, the Duchess of
Urbino, both of whom commissioned secular works from the best painters of
their generation for their private apartments. Certainly Issbella was under-
stood to be capable of sophisticated visua pleasure. By the 1620s when
Elizabeth de Bourbon wished to visit her husband Philip IV in his summer
apartments where the famous Titian poesie were hung, she would ask that
these fabuloudy sensud paintings be covered up in advance of her arrival.
Catherine the Great accumulated the greatest art collection of any European




monarch, but most of it was bought in bulk by agents who had no opportu-
nity to determine her preference. Legend has it that the boudoirs in her
palaces were decorated with images of young men that were not so much
erotic as pornographic.

More reliable evidence of femae response to the beauties of boys may be
derived from women's writing. Sylvia, the 'sister' in Aphra Behn's novel Love-
Letter sBetween a Nobleman and hisSister, tellsher brother-in-law,'... you are
beautiful as Heaven itself can render you, a shape exactly formed, not too low
nor too tall, but made to beget soft desire and everlasting wishes in dl that
look on you; but your face! your lovely facel inclining to round, large, piercing
black eyes, delicate proportioned nose, charming dimpled mouth, plump red
lips, inviting and swelling, white teeth, small and even, fine complexion and a
beautiful turn! al which you had an art to order in so engaging a manner that
it charmed al the beholders, both sexes were undone with looking on you...’
When Sylvia decides to consummate her affair with Philander her justifica
tion is that her forces are too wesk to withstand his 'shock of beauties, that he
has ‘charms enough to justify’ her yielding, that sheisa'virgin quite disarmed
by two fair eyes, an angel'svoice and form.. .’

Behn's women are not simply aware of male beauty but actively seek it.
Their gaze will lock on to the charms of young men even when they are
hidden. Miranda, the anti-heroine of Behn's story The Fair Jilt, loses her
heart in church when a young Franciscan friar offers her the collection
box. 'She beheld him steadfastly, and saw in his face dl the charms of youth,
wit and beauty; he wanted no one grace that could form him for love,
he appeared dl that is adorable to the fair sex, nor could the misshapen
habit hide from her the lovely shape it endeavoured to cover, nor those
delicate hands that approached her too near with the box__ She gazed upon
him, while he bowed before her, and waited for her charity, till she
perceived the lovely friar to blush, and cast his eyes on the ground ... she ...
gave him a pistole; but that with so much deliberation and leisure, as
eadly betrayed the satisfaction she took in looking on him..." Segpless in
bed she fantasizes that the young friar puts off religion and exchanges
his habit 'for a thousand dalliances for which his youth was made; for love,
for tender embraces, and dl the happiness of life. Every day her passion
takes 'new fire from his eyes. She tries to seduce him, begging, 'Do that
which thy youth and beauty were ordained to do." All ends, as you might

expect, in tears.
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Above Robert Plant was nineteen years old when Jmmy
Page asked him to join The Yardbirds. As the lead singer
for Page's next band, Led Zeppdlin, with his flying mane

of red-gold curls, bare chest and dirty dancing, Plant figured
as the embodiment of Dionysian energy for a generation.
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As a femde libertine Aphra Behn might be considered unusually frank in
her account of femae response to male beauty. Elizabeth Singer was no liber-
tine but the daughter of a non-conformist parson. She probably wrote 'To a
very young Gentleman at a Dancing-School' when she was a boarding-
school in the 1680s. It is a witty and unusual instance of what is actually
a farly common phenomenon, the reaction of a group of women to the

appearance of a solitary gorgeous boy. At first the women gape at him,

Whilst with a lovely pride the graceful boy
Passed dl the ladies, like a sultan, by,
Only he looked more absolute and coy.

And then they heave a deep communal sigh of envy as he leads one of them on
to the dance-floor.

By the nineteenth century the bonne bourgeoise was both required and
believed to be free of sexua curiosity or desire. Few respectable women both-
ered to dispd an illuson so necessary to the peace and good government of
the household. A daughter who was found to be masturbating would have
been considered in need of medical treatment. If she fantasized about male
bodies, nobody was interested in finding out what those fantasies were.
Women of the lower orders deeping in the same room as father and brothers
could hardly have been unaware of penises or of erections, but they don't
count. Mill girls were suspected of sexua predatoriness and were apparently
as ready to accost a good-looking young man as ever girlswere, but their sexu-
ality is not written into the record.

In 1978 Margaret Walters argued that women were ill estranged from
their own visua pleasure: 'But even today, awoman is expected to take a nar-
cissgic pleasure in fulfilling male fantases rather than in exploring and
acting out her own. There is till arigid distinction between the sex that 1ooks
and the s that is looked at. The dichotomy is bound to breed perversion in
both sxes in the man voyeurism, hogtility and envy, and in the woman
masochism, exhibitionism and hypocrisy. Both men and women are deprived
and impoverished." Elvis Predey had died the year before, after more than
twenty years of driving women into a screaming frenzy mainly by singing,
but dso by pouting and shaking his hips in a manner beyond suggestive.
If women were not alowed to ook, we must wonder why it is that Tom Jones,
who imitated Predey's palvic thrusts in a more than convincing manner, wes

alternately suspected of padding his crotch and credited with an unusualy




bulky form of genital endowment. In 1977 John Travolta had been entirely
convincing in his portrayal of a Brooklyn Italian-American boy who lived for
Saturday nights when he would ease himsdlf into a tight white suit and dance
likea priapic god. Bands like The Doors, Led Zeppelin and Tyrannosaurus Rex
were dl masters of male display, and in every case the result is not manly but
boyish. As trousers were tight and chests were bared, hair could be released
in a flowing cloud, eyes darkened and lips reddened, because maleness was
beyond doubt. | was once on stage with The Doors and saw James Morrison
turn upstage to stimulate himself before turning to show the outline of his

engorged member to his shrieking audience. Such things were not meant to

happen and they are rarely found in the record. Today's fans cannot know

Below Jm Morrison's band, The Doors, came to
fame in 1967. By 1969 his performances had become so
exhibitionigtic, he was sentenced to eight months' hard
labour and a $500 fine for profanity and indecent exposure.
In the aftermath he abandoned his snakeskin trousers, grew
a beard and put on weight. Among his verse published in
1983 can be found the lines:

Between childhood, boyhood, adolescence

& manhood there should be sharp lines drawn.
He died in his bath in 1971. He was twenty-eight.




Opposite lan Steen, The Drawing Lesson, ¢. 1663. Steen's
moralizing genre paintings are full of clues to the covert
ways in which eroticism is expressed. The figure that the
girl student is studying so intently has been identified as
a cadt of a bozzetto of St Sebastian by Alessandro Vittoria.

The girl's fascination is observed by the master's boy student;

only the master appears unmoved, but then it is he who
has st the subject for the young woman to draw.
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how Jmi Hendrix used to rub his guitar against his groin, partly as protest
and partly because women were watching. Since those days we have got used
to girls wetting the seats at boy-band concerts and grown women throwing
their knickers a& Tom Jones or tucking banknotes in the G-strings of male
strippers. Women have now claimed the right to look and to derive pleasure
from looking, but the people who capitulate are not men but boys. A recent
televison commercial featured a group of femae office workers crowding
together to get the best sight of the window-cleaner's virile loins in low-slung
jeans. The women were sdaried employees; the object of their gaze was an
inferior, junior to them in age, below them in the socid hierarchy, and safdy
separated from them by the glass wdl of the office

The boy is the missing term in the discussions of the possibility of a femae
gaze. Women may not frankly evaluate a man's physical attractiveness but a
boy is in no position to object. As a junior the boy must defer to his male
elders and superiors and may not legitimately assert mastery over anyone.
As asubordinate he might be thought to be feminized, if we continueto insist
on passivity as a feminine characteristic. To put it another way, biological
maleness only takes to itsalf phallic activity and mastery when it assumes
patriarchal power. The boy, being debarred from phallic power, is endowed
smply with a responsive penis rather than a dominating phallus and can be
sexudized with impunity.

Discussions of visual pleasure as it relates to the depiction of human beings
almost invariably assume that the viewer is male; histories of the male nude
are dl histories of homosexuality in the visua arts. The gaze itsdf is charac-
terized as male. Laura Mulvey's 'Afterthoughts to her semina essay 'Visud
Pleasure and Narrative Cinema argues that though the spectator may not be
male in every case, the act of viewing is masculine. The male is the looker-at,
and female the to-be-looked-at. The viewer is masterful and empowered;
the viewee mastered. Mulvey even describes the woman who views maes
as objects of erotic interest as a transvestite who has temporarily adopted a
masculine habit, or regressed to pre-Oedipal life.

If it is legitimate to assume that the male painter paints the male nude
because the male isthe object of his desire, we ought surely to be able to inter-
pret the predilection of women painters for female subjects in the same way,
but to do so would be absurd. We must consider then whether the initial
hypothesis may be wrong. The relationship between artist and modd is

assumed to be a one levd erotic: the luscious femae nudes of Picasso and
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Above Prince Henri Lubomirski, who posed as

Cupid in Peris in 1786 for this painting by Angdika
Kauffmann, must have been one of the most beautiful
boys who ever lived. Kauffmann and Vigee Le Brun both
painted him severd times, and Canova too portrayed
him as Cupid. All such pieces function both as portraits
and as mythologica subjects.
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Matisse are presented as positive proof of the artists' het-
erosexuality. Such phallic anxiety did not affect the artists
of an earlier era who in any case had no access to femde
models. Their male nudes are sexier and more red than
their femae figures, not for the most part because they
were drawn with pederastic desire, but because they
were drawn from life. The femde figure was often no
more than an inert idedlized shape, drawn to a pattern,
sometimes even a pattern that reflected the current shape
of corsetry, as in the Goya portrait known as The
Naked Maja. When women begin to paint the figure, they
paint women, usualy dressed, and children naked and
clothed. Even the great Artemisia Gentileschi, who was
properly trained and had access to models of both sexes,
preferred her nudes femde, painting a series of large
canvases labelled varioudy Cleopatra, Danae, Bathsheba,
Susannah and Lucrece. No figure of a nude or semi-
draped male has ever been attributed to her. As far
as we know she never attempted a Sebastian or a St John
or an Apollo.

A few years after Artemisias death, the Venetian painter
Giambattista Piazzetta took as his pupil hiscousin, Giulia
Lama, who did not shrink from portraying nude figures, usualy contorted
and so dramatically lit by her own version of Piazzettas flickering chiaroscuro
that they seem burned after-images rather than solid objects. Christ's body
hanging on the Crucifix in the altarpiece that may still be seen in the Chiesa di
San Vida in Venice quivers like a reflection on water. Draped across the fore-
ground of her Judith and Holofernes in the Venice Accademia lies the man's
body, strangely twisted so that hisleft leg is crossed over hisright while his left
shoulder has not lifted off the bed. Holofernes is usually shown bearded and
bullish but Lamds verson is boyish and passive, with dightly tumescent
nipples. To her is now attributed a Martirio di San Giovanni Evangelista,
which shows the saint stripped to the waist and gazing upwards towards the
heaven of his approaching death.

Elisabeth Vigee Le Brun painted very few nudes and never amale one until
she encountered the young Prince Lubomirsky. At the Salon of 1789 Le Brun
exhibited a painting of the enchantingly pretty boy naked but for a red drape,




bedecked with white wings and holding up alaurel wreath. The pictureisvar-
ioudly called Prince Lubomirsky asthe Genius o] Fame and Prince Lubomir sky
as Cupid, because an arrow-filled quiver lies a the boy's feet, signifying
perhaps that love has been given up for the pursuit of glory on the battlefield.
Another, Allegory of the Genius of Alexander |, seeming to show him dightly
older, once more winged and partially draped, looking back over his shoulder
as heinscribes on a shield balanced on his knees, was eventually presented by
the artist to the imperial collection at the Hermitage. A year or two later Le
Brun again posed Prince Lubomirsky as Amphion jouant de la lyre, under the
adoring gaze of two naiads, one of whom was modelled by her daughter Julie
and the other by the young duchesse de Guiche. Prince Lubomirsky aso sat
more than once to Le Brun's great rival, Angdlika Kauffmann; a half-length
showing him winged and naked testing the
tip of an arrow appeared on the art market in
1923. Better known is the full-length portrait
of 'Prince Lubomirski as Cupid' showing
rather more of his naked body than Le Brun
chose to display, recorded in the possession
of the Lubomirski family until after 1900.
A contemporary copy hangs in the bathroom
of the Zamoyski Paace at KozZlowka The
wholehearted response of two women artists
to the beauty of the young prince can be
placed in context by a comparison with the
full-length sculpture by Canova of Prince
Lubomirsky as Eroswhich shows him entirely
naked, free-standing and full-frontal.

As a history painter Kauffmann often
painted male figures, usually decently draped
and displaying the same proportions of limb
and torso that may be seen in her women. In
atondo at Burghley House in Lincolnshire,
Abelard Presents Hymen to Eloise, the figure
of Hymen, naked except for a filmy stole
draped over the right arm and held decently
covering the genita area by the left hand, is
plump and hippy and white. By contrast the

Below Angdika Kauffmann was extremely vulnerable to
scandd and seldom painted a nude subject of either sex.
Fusdi was not the only one of her male colleagues to sneer
a the effeminacy of her clothed male figures. For once, in
this oil sketch for the Cupid and Psyche of 1792, with its
expressive brushwork and warm colour, we can witness the
response of a great woman artist to the beauty of the
undraped male model.
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Above In Romein the 1820s the Swiss painter Marie
Ellenrieder joined the Nazarenes, whose aim was to combine
Raphadl's expression, Correggio's grace and Titian's colour in
religious-historical painting of the highest order. The result in
S Felicitasand her Seven Sons (dl of whom are supposed to
have been martyred for their Christian faith in the fourth
century or so) shows no trace of the triumphant
sensuousness of any of the three great painters.
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full-length of Prince Lubomirsky presents a recognizably boyish body with flat
square shoulders, dender legs, and serviceable hands and feet. The new type
can aso be seen in the ail study for Cupid and Psyche; in the finished painting
Cupid has assumed the irrepressible blond curls and patrician profile of the
young prince. In Diana and Endymion in the imperia collection at Peterhof,
the flat muscled body of the deeping shepherd probably indicates Kauffmann's
use of another unclothed male model, but for her Ganymede of 1793 she
returnsto her earlier practice and takes her model from a Roman intaglio.

No woman could yet permit herself to paint even a juvenile mae figure
complete with genitals. When Angeiique Mongez undertook large-scale
history pieces in the manner of her master, Jacques-Louis Mongez, she
depicted them high-waisted, long-legged and naked in the heroic manner. In
theforeground of her Oath of the Seven Theban Chiefs of 1806 stand two nude
male figures of whom one presents his behind and the other has his sword and

scabbard carefully positioned to conced his groin. Mongez remains virtually




unique among her female contemporaries in daring to foreground a free-
standing nude figure of either sex. If the eighteenth century had seen a
growing feminization of the boy figure, by way of suggesting delicacy and
virtue, women artists were not about to challenge the trend. The seven sons of
S Fdicitas as portrayed by Marie Ellenrieder in 1847 might as wel be seven
daughters. Asthe pressure of female demand for art training mounted, so did
the indstence that women be permitted to draw from the live undraped
model. State academies resisted this pressure, but the more enterprising
directors of private art schools gave way to it and st up segregated ateliers

where women might commune with the nude away from prying male eyes.

Marie Bashkirtseff depicted perhaps the most important of these, the

Below Although she was no great admirer of the peintres
pompiers who taught there, Marie Bashkirtseff entered the
women's atelier of the Paris painting academy run by the ex-
boxing promoter Rodolphe Julian in 1877. In Life Classin the
Women's Sudio at the Aeademie Julian, c. 1881, shehasleft a
visual record of the crowded conditions under which the
women worked. The live model provided for them by Julian
was a semi-draped child posing as St John.
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Below In The Death of Love, painted in 1888, Dorothy
Tennant foregrounds the grieving femae figure with its
mane of Titian' hair, presenting it as a voluptuous
arrangement of modelled curves, while the corpse of the
boy-god is flattened and dl anatomical detail bleached
out. Drowning is suggested not only by the figure's flaccid
whiteness but aso by the apparent wetness of its hair

and the shimmer of waeter in the near background.

women's atelier at the Academic Julian in c. 1881. The women students,
gowned and hatted, and apparently crowded upon each other, have as their
model awoe-begone child partially draped in the skins of St John and holding
his banner.

The male nude was feminized apparently as a prelude to its disappearing
altogether when the femae nude finally replaced it as the principal subject
matter of visud art. In bourgeois painting male figures began to play the same
role as they do in bourgeois ballet, as the supporters of the exhibitionist
female, their beauty seldom emphasized. In painting a St Sebastian the aspir-
ing lady artist in Charles Aubert's L'Aveugle (1891) is doing something that
amost none of her male contemporaries was interested in doing. In her
article'The Forbidden Gaze, Tamar Garb describes the situation of the model
in Aubert's story in the following terms: '... the play-acting of the model
requires the adoption of the ethereal abstracted expresson of the St
Sebastian, traditionally constructed in representation as a feminised male...’

This twentieth-century femae observer of the tradition does not s in

Sebadtian a boy-figure but simply a ‘feminised maé€. To her none of his




Right Anna Lea Merritt's original
design for Love Locked Out, exhibited
a the Royd Academy in 1890, was
meant to serve for a bronze relief to
be placed at the head of the grave of
her husband Henry Lea Merritt who
died in 1877 only three months after
they were married. Love was modelled
for her by a professional child model.
The painting is the first by a woman
to have been purchased for a British
national collection.
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Opposite The child in Mary Cassatt's Mother and Child

of 1901 is one of very few male figures ever attempted by

the artist. In her many studies of mothers with children,
though the children are often nude, their sex is amost
dways obscured, not only by the pose but aso by the title

of the work, the red subject being not so much the individual
mother with an individual child as the maternal condition.
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contortions, his upturned eyes, his open mouth, suggests the small death of
orgasm. Aubert's story has a plot typical of trivial soft porn: the model pre-
tends to be blind, the artist permits hersdf to shed part of her clothing until
she inadvertently reveds a nipple whereupon her model betrays himself by
his erection. The story does not deny that there is a desirous female gaze; the
artist faints the first time she sees her model's naked body but thereafter she
contemplates it unmoved, until the erection cdls itsdf to her attention.
Congistency is too much to expect from such writing but it is of a piece with
the anxiety of the authorities who feared that the male model might become
aroused by the intent scrutiny of so many young women. It seems to have
occurred to no one that the ladies might have thrown their knickers at him.
Veay few of the women artists who came through the system in the nine-
teenth century painted the nude and that only occasionally. One, Henrietta
Rae, had commercia success as apainter of femae nudes, probably because her
life-sze female figures have no more vitality than shop-window dummies and
their genital areaisleft smilarly blank. To the best of my knowledge Rae painted
but one undraped maefigure, a dender boy crowned with roses and equipped
with nacreous moth-wings to impersonate Zephyrus courting Flora, exhibited
at the Royd Academy in London in 1888. Zephyrus's lean and handsome
young body is clearly drawn from life but when G. F. Watts saw the unfinished
painting in Raeg's studio he 'drew on the canvas, over the malefigure, the com-
plete foreshortened skeleton' so that she could correct the pose. The painting
did not find abuyer and remained hanging in Rag's studio until her death.
Rae's contemporary, Dorothy Tennant, learned to paint boys in the studio of
Jean-Jacques Henner: The Death of Love (1888) is a small-scale adaptation of
Henner's Joseph Bara, Jeune Heros dela Revol ution. In the Cupid and Psyche
painted by Annie Swynnerton in 1891 (see p. 87) the front of stage is held by
the luminous adolescent body of Psyche, as usua bereft of genitals, while
Cupid's are decently hidden by plumes from his purplewing. Anna Lea Merritt
was so aware of the ways in which her famous picture Love Locked Out (1889)
might be interpreted that she refused to alow it to be reproduced as an engrav-
ing. Their femae contemporaries fdt less pressure to leave the world of femae
imagery; men painted women and women painted women too, often them-
sves Mary Cassatt, Gwen John, Suzanne Vaadon al produced series after
series of images of females. VVaadon's three-way portrait of her much younger
husband Andre Utter naked, as Les Lanceurs de Filets, could hardly be

described as a success. We will 1ook in vain for images of the male among the
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Above Sphinx with Boy Victim (reconstruction). The
sphinx was a monster with a woman's head and upper torso
superimposed on a lionesss body, with a serpent's tail and
eagles wings, who asked every passer-by a riddle. It he could
not answer it, she throttled him and ate him on the spot, as
she did Jocastas nephew, Haemon.
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works of the women of Surrealism. Two images by Leonor Fini may be

excepted; in both a deeping boy occupies the foreground with one knee drawn
up in the classically revealing pose of the Barberini Faun (see p. 108). In one he
is being watched over by a sphinx-like creature and in another the hands of the
sphinx figure are caressing his neck in a manner that is both maternal and
threatening. One is reminded of the group of the Sphinx with a Boy Victim,
copied by a Roman artist from a detail on the throne sculpted for the Zeus at
Olympia by Phidias, in which the sphinx rends the boy with her lion claws.
With the consolidation of second-wave feminism in the 1970s, a small
number of women artists, while 4ill preoccupied with questions of femae
identity and their own corporeality, begin to consider maleness and hetero-
sexud desire. In these cases the depiction of the male body is more often
confrontational than celebratory. The penis is often the focus of attention asif




Below Leonor Fini is not unusual among female Surrealists
in that her principal and virtually only subject is herself.
Sphinx Amalbourga of 1942 is unusual in that its main subject
is the deeping figure of a sun-tanned boy. The usual stylized
version of the artist herself with cat-like features and frothing
black hair appears in the head of the high-bosomed sphinx
who caresses the boy with human if elongated fingers.
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Previous pages In the left-hand pand of this diptych by

Deborah Lawv (1972) we find ourselves once more confronted
with the image of the naked man with the clothed femae,
but instead of supporting the mae as in a Madonna and
Child or a pieta, the clothed femade figure sits on him. The
pallor of the figure and its emaciation suggest dependency
rather than support. In the right-hand pand it is the femde
who is nude and the male who is clothed, but the suggestion
of female dominance is even more pronounced despite the
gze of the male hand that clamps her bosom.

Above SylviaSeigh's Philip Golub Reclining of 1971

is one of the most famous examples of female artists*
attempts to treat the male body in the same reifying way as
male painters have done the femae body. The young man's
pose is obvioudly reminiscent of Velasguez's Rokeby Venus,
but as well as seeing the young man's face reflected in the
mirror we aso see the painter, a diminutive distant figure,
dwarfed as it were bv the tradition she invokes.
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it were afailed connection link, asin Eunice Golden's Cronies. In some cases, as
in that of Sylvia Seigh's Philip Golub Reclining (1971), pictorial revenge was
taken for what was perceived as centuries of women's reification as sex objects.
Golub's pose might recal the Rokeby Venus but, as his buttocks are com-
pressed and his genitals concealed, he is markedly less sexuaized than most of
the boys of art history, having turned his back on the tiny figure of the painter
reflected in the mirror in which we see hislong-suffering face. In her diptych of
1972, in a knowing distortion of the Madonna and Child motif, Deborah Lav
appears to confront the last taboo, the highly charged relationship between
boys and their mothers. In the left panel the mother figure sits on the cowering
naked boy's knees and in the right she appears naked on his clothed lap. Both
poses are zigzags of attraction and withdrawal; in neither case are the figuresin
eye-contact. The woman's comforting gesture in the left pand is painfully at
odds with the boy's hand splayed across her naked breast in the right.




The development of photography was of immense importance to women
artists for whom the role of dominating artist over submissive modd was
aready alien. The degree of control exerted by the camera is hardly less,
but it is of a different kind. Nan Goldin photographs her friends behaving
spontaneously, without directorial interference, neither lighting the scene
nor modifying the image once she has framed it. Most of her subjects
are femae or gay; it would appear that straight men are loath to co-operate
with even this modest assumption of power by a femde image-maker.
In Goldin's work we may trace survivals of the classic trends in treating
the subject of boys, French Chris on Carhood, NYC (see pp. 23 is a
classic example of the deeping boy motif. Another trend in women's treat-
ment of the boy is to depersonalize him by portraying him in sections;
Sarah Kent said of her Male Nude: California (1982) that it was a depiction
of awel-loved body, awell-loved body that has gtill undergone the mutilation
of circumcision, as none of the male bodies of the earlier tradition have.
When Sdlly Mann published ravishing nude photographs of her own children
in 1987, there was an immediate outcry; absurdly enough, her appreciation
of her children's physical beauty was seen as both paedophilic and incestuous,
as if any mother could be unaware of the tragic loveliness of the bodies
she has made within her own and must reconcile hersdf to losing to time

and distance.

Below Artwork featuring the genitalia only is usually to be
found only in medical manuals and in pornography. Sarah
Kent cdls this photograph Male Nude: California, 1982, and
has described it as 'loving' but Courbet's famous depiction of
the femae pubis, L'Origine du Monde, has not been accepted
by feminigt critics in the same spirit. What ought also to be
obvious is that this is the only image of a circumcised penis
in this book, and one of very few in Western art altogether.
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Above Sdly Mann, The Last Time Emmett Modeled
Nude, 1987. Mann describes her photographs as gifts to
her from her children; she has been denounced as a child
pornographer because of her frankly sensuous response

to their fleeting beauty. The censoring of a mother's
physica delight in her children marks the lagt stage
in the denia of the sensuality of childhood.

Opposite Like most women artists, fashion model

turned photographer Ellen von Unwerth, born in Frankfurt
in 1954, prefers female subjects. Ashton Nude with Heart-
Shaped Box of Chocolatesis an exception. Whereas Unwerth's
pictures of women are very sexy, because her female subjects
enjoy playing to her camera, this boy models without
enthusiasm, his face studiously expressionless; nor is

there any suggestion of the camera's caressing him.
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When the femde artist contemplates the male body, her attitude is un-
likdy to be smply and joyoudy celebratory. If, as | have argued, art is
fundamentally narcissistic and eegiac, the femae artist could only cd-
ebrate herself when young by painting and photographing younger women.
Indeed, there is plenty of evidence of femde artists doing exactly and exclu-
gvey that. When the body a woman artist is contemplating is so obvioudy
other, so obvioudy not and never hers, because it is male, her approach
is necessarily conflicted, even confrontational. Simple sensudity is able
to function as a medium through which to see and celebrate the child
but not, it seems, the man. The boy is the forgotten middle term.
The boy Eros would bring the sexes to a reconciliation, if we would only

acknowledge him.
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bronze copy of it from Antico. Tourists returning from Rome
brought back commercially produced souvenir copies; Frederic,
Lord Leighton, The Suggard a life-size bronze figure of a boy
stretching, made by Leighton in 1885 in collaboration with the
sculptor Henry Brock, now at Tate Britain; Hamo Thornycroft,
Teucer a life-size bronze figure of an archer nude except tor a
maple ledf, exhibited at the London Roya Academy in 1882,
and issued as a limited edition bronze statuette in 1889. It
became the trademark of the Tate & Lyle sugar company.

p. 10 A nude boy called Eros In fact, the figure on top of
Alfred Gilbert's Shaftesbury Memorial Fountain (1893) was
meant to be Eros's alter ego Anteros, interpreted variously as
the personification of love, of fame or spiritual love.

|. What is a Boy?

p. 13 rites of passage Bruno Bettelheim, Symbolic Wounds:
Puberty Rites and the Envious Male (New York, Collier Books,
1955|; M. Eliade, Rites and Symbols of Initiation (New York,
Harper Torchbooks, 1958); Arnold van Gennep, Rites of
Passage, trans. Monika B. Vizedom and Gabrielle L. Gaffe
(Chicago IL, University of Chicago Press, 1960); F. W. Young,
Initiation Ceremonies: A Cross-Cultural Sudy of Satus
Dramatization (Indianapolis IN, Bobbs-Merrill, 1965);

J. Money and A. Ehrhardt, Man and Woman, Boy and Girl:
Gender Identity from Conception to Maturity (Baltimore

MD, Johns Hopkins University Press, 1972); G. Bleibtreu-
Ehrenberg, Mannbarkeitsriten (Vienna, Ullstein Materiaten,
1980)

p. 16 the Three Ages of Man is the subject of works by
Boccaccino (Venice, Accademia), Baccio Bandinelli,
Parmigianino, Tobias Stimmer, Baron Gerard (Les Trots Ages,
Galerie Lithographique de son Altesse Royale Monseigneur

le Due d'Orleans, 18307, 22), and even Picasso (1942);
Xenophon, Cyropedia I, ii. 4, trans. Walter Miller, Xenophon in
Seven Volumes, v (London and Cambridge MA, Heinemann
and Harvard University Press, 1968)

p. 18 personification of Flora see also Van Dyck, The Ages of
Man, c. 1625 (Vicenza, Museo Storico d' Arte e Storia, Inv. No.
A 228), in which an infant, a soldier and an old man are joined
by a female figure offering roses. In 1665 this painting was
referred to in the inventory of the collection of the Duke of
Mantua as 'le quattro eta.

p. 20 Prince Hal Shakespeare, Henry 1V, Part |, passim
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University Press and Heinemann, 1960), 423; '‘awild boy...'
Robert Graves, Greek Myths (London, Cassell, 1958), 58;
Michelangelo's design for a Venus and Cupid the cartoon in
the Farnese Collection (Naples, Capodimonte) is thought by
some to be Michelangelo's original. Besides the Uffizi painting




of the design attributed to Pontormo there is another in the
Farnese Collection, which was once thought to be by Bronzino,
but has been recently credited to Hendrick van den Broek;
another (Rome, Galleria Colonna) is credited to Michele di
Ridolfo del Ghirlandaio. Further copies by Salviati, Venusti and
Vasari (in the collection of H. M. the Queen) are recorded. See
aso Venus and Love: Michelangelo and the New Ideal of Beauty,
ed. Franco Falletti and Jonathan Katz Nelson (Florence, Giunti
for Florence Museums, 2002)

p. 63 'The little Cupid has already attacked...' Charles De Tolnay,
Michaelangelo I11: The Medici Chapel (Princeton, 1948), 108

p. 64 Cartari Vincenzo Cartari, Le Imagini, con la Spositione
dei Dei degli Antichi (Venice, 1556), 515; Ovid Metamorphoses,
X, 525-8

p. 69 Lo Scarsellino Cupid with the Attributes of the Arts
exhibited at the Walpole Gallery in 1991 {The Cinquecento);
Riminaldi Amor Vincit Omnia (Dublin, National Gallery of
Ireland; Florence, Palazzo Pitti; two at Christie's, 19 March
1965, lot 57, and 9 December 1994, lot 346)

p. 71 Chaucer's squire The Canterbury Tales, ‘Prologue, II. 79-100
p. 72 Shakespeare's Rosalind As You like It, 111, ii, Il. 397-402;
Elizabeth Sargent 'A Young Lover', Love Poems of Elizabeth
Sargent (New York, Signet, 1966), [5]

p. 73'What is the day for?" 'Fur was ist der Tag? from Act | of
Richard Strauss's opera Der Rosenkavalier, libretto by Hugo
von Hofmannsthal, first performed in 1911

p. 74l gazed at her...' Gustave Flaubert, Memoirs of a
Madman, trans. Andrew Brown (London, Hesperus Press,
2002),31

p. 76 'From behind she wrapped me..." Bernhard Schlink,
The Reader, trans. Carol Brown Janeway (London, Phoenix
House, 1997), 23; 'The next night..." ibid., 25

p. 77 '[T]he diary finishes..." Milan Kundera, Ignorance:

A Novel, trans, from the French by Linda Asher (London,
Faber and Faber, 2002), 87

4. The Castration of Cupid

p. 79 Mournful Erotes Schauenhurg and Strocka, Die Antiken
Sarkophagreeliefs, v, 2, Die Erotensakophage; A fragment attributed
to Sappho Fragment 194; raucous and cruel Dionysiaca, 42, 370;
‘She quickly sent..." Apuleius, Metamorphoses, iv, 30, ed. and
trans. J. Arthur Hanson (Cambridge MA and London, Harvard
University Press, 1989), i, 241

p. 80 Erich Neumann Amor and Psyche: The Psychic
Development of the Feminine; a commentary on the tale by
Apuleius trans, from the German by Ralph Manheim (London,
Routledgeand Kegan Paul, 1956), 143, 147-8, 153-61

p. 81 "Your womb, still a child's..." Apuleius, Metamorphoses,
v, 11, ed. and trans. ]. Arthur Hanson (Cambridge MA and
London, Harvard University Press, 1989), i, 273; 'At your
age..." ibid., iv, 30, i, 305; Hugh Douglas Hamilton Cupid

and Psyche in the Nuptial Bower (Dublin, National Gallery

of Ireland, No. 1342); Romney cartoon for cycle (Liverpool,
Walker Art Gallery); Bouguereau, tondo, also The Abduction
of Psyche (private collection); Burne-Jones, illustrations for
William Morris, The Earthly Paradise, c. 1868; Rodin, Cupid
and Psyche plaster model in Paris, Musee Rodin; Raphael,
Jupiter Kissing Cupid drawing, 1517-18 (Paris, Louvre);
Rubens, Mercury Bearing Psyche to Olympus 1625-8
(Mertoun House, Collection of the Duke of Sutherland)

p. 82 Schiavone, Marriage of Cupid and Psyche New York,
Metropolitan Museum of Art, 1973.116; Batoni's Venus and
Cupid (Dublin, National Gallery of Ireland, No. 704) shows

a Cupid as a plump toddler kissing his mother (if it is his
mother and not Psyche) full on the lips

p. 85 growing importance of homosociality see, lor example,
Abigail Solomon-Godeau, Male Trouble: A Crisisin
Representation (London, Thames & Hudson, 1997), Chapter 2,
‘The Body Politics of Homosociality', passim

p. 86 Julia Margaret Cameron see note by Virginia Dodier in
Exposed: The Victorian Nude, ed. Alison Smith (Tate Britain
Exhibition Catalogue, 2001), Cat. No. 86

p. 89 Amor Virtutis Alciati, Emblems 110, 111; Eros and
Anteros fighting Vincenzo Cartari, Le Imagini, con la Spositione
dei Dei degli Antichi (Venice, 1556)

p. 91 Reni oil sketch Rome, Pinacoteca Capitolina, see Richard
E. Spear, The "Divine' Guido: Religion, Sex, Money and Art in the
World of Guido Reni (New Haven and London, Yde University
Press, 1997), 315; Hypnos Ovid, Metamorphoses, ix, 592;
Emperor Antoninus Pius Penelope Davies, Death and the
Emperor: Roman Imperial Funerary Monuments from Augustus to
Marcus Aurelius (Cambridge, Cambridge University Press, 2001)
p. 95 St Michael other well-known examples include Domenico
Beccafumi, c. 1545 (Siena, Pinacoteca Nazionale) and Luca
Giordano, 1666 (Vienna, Kunsthistorisches Museum; aso
Berlin, Gemaldegalerie, inv. KFMV 261)

p. 96 Piero della Francesca's angels see The Baptism of Christ
(London, National Gallery), Madonna del Parto (Monterchi,
Cappella del Cimitero), Madonna di Senigallia (Urbino,
Galleria Nazionale delle Marche); Piero's Nativity London,
National Gallery; Giovanni Bellini, Dead Christ, 1460 Venice,
Civico Museo Correr, 1470 Rimini, Pinacoteca Comunale;
Bishop Theodore Arnold Toynbee, The Crucible of Christianity:
Judaism, Hellenism and the Historical Background to the
Christian Faith (New York and Cleveland, World Pub Co,
1969), 188

p. 97 Giovanni Girolamo Savoldo, Tobias and the Angel

Rome, Galleria Borghese; Raphael's Lapidation of Saint
Sephen the bozzetto has perished; a copy by an unknown
seventeenth-century hand is at the Ecole des Beaux-Arts.

Paris; Lo Schiavone Belluno, Church of San Pietro; Lot and
his daughters e.g. Alessandro Turchi, An Angel Leading Lot and
his Daughters (Dublin, National Gallery of Ireland, No. 1653),
Veronese; St Ceciliaeg. Carlo Saraceni

p. 98 Annibale Carracci, Angela Custode Rome, Galleria
Nazionale d'Arte Antica, d. Filippo Tarchiari (Florence, San
Vito a Bellosguardo), Marcantonio Franceschini (London,
Dulwich Picture Gallery, Inv. 313), Giambattista Tiepolo, 1737
(Udine, Museo Civico)

p. 102 genii of al kinds eg. Annibale Carracci, // Genio di
Fama, Pompeo Batoni, Le Arti eil Genio, c. 1740 (Sotheby's,
Milan, 2 December 2002),Jean-Baptiste Stouf, Projet d'un
Monument a Jean-Jacques Rousseau, 179! (Paris, Musee des
Arts Decoratifs, Inv. 792), Reattu, Le Triomphe de la Republique,
1994 (Aries, Musee Reattu), Pierre Petitot, Le Genie de la
Victoire, 1799 (Langres, Musees, Inv. 864-4-1), Pierre Peyron,
‘Le Genie de I'Histoire' in Le Temps el Minerve qui n'accordent
I'lmmortalite qua ceux qui ont bien merite de leur Patrie, 1799,
genii of Anton Raphael Mengs eg. Madrid, Palacio Reale;
Rome, Villa Albani; Vatican, Camera dei Papiri; Jean-Antoine
Houdon Paul Vitry, 'Le Morphee de Houdon', Revue de I'Art
Ancien et Moderne, 1907, |, 149-56; Marguerite Charageat, 'Le
Sommeil, etude de Houdon en vue de son morceau de reception
al'Academie’ Musee de France, June 1950; Louis Reau, Houdon,
Paris, 1964, 1,42,43,99, 148, 155, 156, 178,220-3,487,488
and ii, Plates ix and xi; Zauner, Genio Bornii Vienna, Belvedere
Museum, cf. his Monument to Joseph Il; Canova, tomb of
Pope Clement X1l Vatican City, St Peter's; the tomb be
sculpted for Maria Christina (1798-1805) is surmounted by

a more woe-begone version of the same naked winged boy;
Regnault, La Liberte ou la Mort Hamburg, Kunsthalle, inv. 51 (I

5. The Passive Love Object

p. 105 Rochester's 'Platonick lady' John Wilmot, 2nd Earl of
Rochester, "1 he Platonick Lady', first printed from manuscript
in John Hayward's edition of 1926 (142), 11 13-15; Juan's
adventures begin George, Lord Byron, Don Juan, Canto i;

cast up naked... ibid., Canto ii,passim

p. 109 type of Sleeping Cupid eg. bronze, possibly by Boethus,
third century BCE (New York, Metropolitan Museum of Art)

p. 110 Cupid with poppies eg. Venice, Museo Archeologico, Inv.
No. 88; Florence, Uffizi; Corsham Court, Collection of Lord
Methuen; Michelangelo's Seeping Cupid Vasari, Lives

of the Artists: A Selection Translated by George Bull
(Harmondsworth, Penguin, 1987), i, 334. A sketch of
Michelangelo's lost sculpture is in the Roya Collection at
Windsor; Cupid in pose of Barberini Faun eg. Sleeping Cupid,
marble, Roman, 50-100 CE (Malibu CA, Getty Museum, Inv. 73.
AA. 95); Box and Cover with the Sleeping Eros, 4th century,
Byzantine (New York, Metropolitan Museum of Art, Inv. 47.

100. 33); Caravaggio, Seeping Cupid Florence, Palazzo Pitti;
Seeping Cupid on the Island of Cyprus variously attributed to
Orazio Riminaldi, Sisto Badalocchio and Guido Reni (!)

p. 112 Endymion Ovid, Heroides, xviii, 61-5, Ars Amatoria,
iii, 83; Lucian, Deorum Dialogi, xix; Apollodorus Rhodius,
Argonautica, iv, 54 ff; Cicero, Tusculan Disputations, |, xxxviii,
92; Natali Conti, Natalis Cotnitis Mythologiae (1551), iv, 222;
Vincenzo Cartari, Le Imagini, con la Spositione de i Dei degli
Antichi (Venice, 1556), 84-6

p. 113 Benedetto Cariteo 'Endimione ala Luna, Libro di Sonetti
e Canzone (Naples, 1506); Pinturicchio fresco, 1503-8 (Siena,
Duomo, Piccolomini Library); Cima da Conegliano Endymion
Asleep, 1505-1(1 (Parma, Galleria Nazionale, inv. 370);
Baldassare Peruzzi fresco, 1511-12 (Rome, Farnesina,
Sda delle Prospettive) and painting (Siena, Chigi-Saracini
Collection), Titian c. 1520 (PA, Barnes Collection), Carpaccio
(formerly London, Sulley Collection), Parmigianino
(Pittsburgh, Frick Art Museum), Giulio Romano (Budapest,
Szepmuveszeti Muzeum, inv. 171), il Garofalo (Dresden,
Gemaldegalerie, inv. 139), Jacopo Zucchi 1572 (Florence,
Uffizi, Sda delle Carte Geografiche), Tintoretto Dublin,
National Gallery of Ireland, inv. 768, and Florence, Palazzo
Pitti, Contini-Bonaccossi Collection, no. 34

p. 114 'For this boy's love..." Poems of Michael Drayton, ed.
John Buxton (London, Routledge and Kegan Paul, 1953),

11 89-92; Gombauld and Marie de Medicis Tallemand des
Reaux, Historieiies, ed. Adam (Paris, 1960), vol. i, pp. 553-6;
Caspar de Aguilar La fabula de Endimeon y la lutuv, Marcelo
Diaz Calcerrada Endimion, 1627; Monteverdi Gli amori di
Diana e di Endimione, 1628; Lully Les amours de Diane et
d'Endimion, 1656; Gaetano Vestris's ballet Endymion was
premiered in Ity in 1773, Auguste Vestris's Diane et Endymion
in France. In 1949 Serge Lifar premiered his Endymion at the
Paris Opera; Annibale Carracci 1597-1600 (Rome, Palazzo
Farnese, Galleria), Domenichino and studio, 1609 (Bassano di
Sulri, Palazzo Giustiniani-Odescalchi), lo Scarsellino (Rome,
Gatleria Borghese, inv. 214), Van Dyck 1622-8 (Madrid, Prado,
inv. 1492), Poussin c. 1630 (Detroit IL, Institute of Arts),
Rubens 1636-8 (Torre de la Parada, El Pardo, lost), Guercino
1644-7 (Rome, Galeria Doria-Pamphili, also Florence, Uffiz,
inv. 1461), Francesco Albani (Oxford, Ashmolean Museum),
Pietro da Cortona (Swansea, Glynn Vivian Art Gallery), Luca
Giordano (Verona, Museo di Castelvecchio, inv. 2679, also New
York, R. Manning Collection and Gatchina Castle), Boucher
three times, 1729 (lost), 1765 (Washington, National Gallery of
Art), 1769 (Malibu CA, Getty Museum), Van Loo 1731 (Paris,
Louvre, inv. 6249 and Brussels, Musee d'Art Ancien, inv. 296),
Mengs 1758-60 (Rome, Villa Albani). To these may be added
Pier Francesco Mola, c. 1660 (Rome, Pinacoteca Capitolina),
Luca Giordano, 1675-80, Johan Michael Rottmayr, 1690-95
(Chicago, Art Institute, Inv. 1961.38), Gianantonio Pellegrini,
1720 (Paris, Louvre), Charles-Antoine Coypel, 1720s, Jean-
Honore Fragonard, 1753-5, Louis Lagrene'e 1768, Angelika
Kauffmann (St Petersburg, Peterhof); Gavin Hamilton
London, British Museum; Roman relief Rome, Museo
Capilolino; Keats D. Robinson, A Question of the Imprint of
Wedgwood in the Longer Poems of Keats, Sixth Wedgwood
International Seminar, San Francisco, 1961, 104; Endymion
after Girodet eg. Jerome Martin Langlois, 1815 (engraved by
C. Muller), Louis Edouard Rioult, 1822, John Wood, 1833
(London, Dulwich Picture Galery, inv. 453), Sir Noel Paton,
A Dream of'Latinos, 1865, Edward J. Pointer, 1901 (twice, both
in Manchester, City Art Gallery), Henri Fantin-Latour, twice,
1903, 1904, Waterhouse, Simeon Solomon, 1887 (Birmingham
Museums and Art Gallery)

p. 115 George Frederick Watts 1873 (Glenconner Collection),
1903 (Compton, Watts Gallery); Anchises Homeric Hymn to
Aphrodite, 45-2000; Theocritus, Idylls, i. 105-7; Hyginus,
Fabula 94; Servius on Virgil's Aeneid, ii. 649; 'A dainty boy...'
Phineas Fletcher, Venus and Anchises: Britain's lda,

published in 1633, Elizabethan Minor Epics, ed. E. Story
Donno (London, Routledge and Kegan Paul, 1963), 309,

text modernized by the present author

p. 116 Phrixus Pausanias, i. 44; ix. 34, 4-5 and 23. 3;
Apollodorus, i. 7. 3 and iii. 4. 3; Hyginus, Fabulae 2 and 4
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and Poetic Astronomy, ii. 20; Sophocles, fragments of Athamas;
Nonnus, Dionysiaca, x. | IT,; Scholiast and Eustathius on
Homer's lliad, vii. 86

p. 117 Bellerophon Homer, lliad, vi. 160, xvi. 328 ft.;
Eustathius on lliad, vi. 160; Apollodorus, ii. 3. 1; Antonius
Liberalis, 9; Peleus Pindar, Nemean Odes, v. 26 ff. and iv. 59;
Scholiast on the above; Zenobius, Proverbs, v. 20; Apollodorus,
iii. 12. 7; Tenes Apollodorus, Epitome, iii. 25; Pausanias x. 14. 2;
Tzetzes, On Lycophron, 232-3

p. 118 It was then..." Ovid, Heroides, iv, 69-74, trans. Grant
Showerman, Ovid: Heroides and Amores (Cambridge MA and
London, Harvard University Press and Heinemann, 1986), 49
p. 119 '... the boy blushed...' Ovid, Metamorphoses, iv, 329-
36, trans. Frank Justus Miller (London and Cambridge MA,
Heinemann and Harvard University Press, 1984), i, 201-3; 'Then
quickly, charmed..." ibid., iv. 344-51, i, 203; Eos Apollodorus,
i. 4. 4,iii. 12. 4, Homer, Odyssey, xv. 250; Hesiod, Theogony, 378-
82, 984; Scholiast on Apollonius Rhodius, iii. 15; Homeric Hymn
to Aphrodite, 218-38; Horace, Odes, iii. 20; Ovid, Fasti, i. 461
p. 120 Rubens projected decoration for the Torre de la Parada,
c. 1637 (London, National Gallery, NG 2598); Boucher 1733
(London, National Gallery); Francesco Furini c. 1628 (Ponce,
Museo de Arte); also Pierre-Narcisse Guerin, 1810 (Paris,
Louvre; also studies in Valenciennes, Musee des Beaux-Arts).
A year later, Guerin painted a related subject, The Goddess

Iris Gazing on the Beauty of Morpheus Asleep (St Petersburg,
Hermitage). Also Pierre Claude Francois Delorme, 1822 (Sens,
Musee Municipal); Flaxman David Irwin, John Flaxman
1755—1826: Sculptor, Illustrator, Designer (London, Studio
Vista, 1979), 54, fig. 65; Adonis as willing lover Hyginus,
Fabulae 58, 164, 251; Fulgentius, Mythology, 11, 8; as depicted
by Raphael, 1516, Lilian, Tintoretto, Veronese, Luca Cambiaso
(Naples, Capodimonte), Rubens (New York, Metropolitan
Museum of Art), Ludovico Carracci, Joseph Heintz (Vienna,
Kunsthistorisches Museum), Abraham Janssens (Vienna,
Kunsthistorisches Museum), Francis |.e Moyne, 1729, Canova
p. 122 'Thrice fairer than myself..." Shakespeare, Venus and
Adonis, Il. 7-10, 17-18; '‘Over one arm..." ibid., Il. 25-30

p. 123 'The tender spring..." ibid., Il. 127-8; 'He now obeys..."
ibid., 11 563-4; Leighton, The Fisherman and the Syren Alison
Smith, Exposed: 'The Victorian Nude, ed. Alison Smith date
Britain Exhibition Catalogue, 2001), 67

p. 125 Burne-Jones, Phyllis and Demophoon Robert Upstone
in Exposed: 'The Victorian Nude, ed. Alison Smith (‘late Britain
Exhibition Catalogue, 2001), 142

6. Play Boys

p. 127 Dionysos myths Robert Craves, The Greek Myths
(Harmondsworth, Penguin, 1955), i, 103-11

p. 128 'from Lydia..." The Bacchae, trans. William Arrowsmith,
Euripides V The Complete Greek Tragedies, ed. David Grene and
Richmond Lattimore (Chicago IL, University of Chicago Press,
1959), 234-9, op. cit.

p. 129 '... the music was now brutally loud..." Bill Buford,
Among the Thugs (London, Seeker and Warburg, 1991), 155

p. 130 'Thousands of boys..." R. Baden-Powell, Scouting for
Boys: A Handbook for Instruction in Good Citizenship ( London,
Horace Cox, 1908); Michelangelo, Bacchus Florence, Bargello
p. 131 Pedro Montoya F. Trinchieri Camiz,'The Castrato
Singer: From Informal to Formal Portraiture’, Artibus et
Historiae, 18, 1988, 171-6; The Lute-player Caravaggio's
autograph original is at present on loan to the Metropolitan
Museum of Art, New York; a variant is in the Hermitage

p. 133 Hermes as inventor of the lyre and pan-pipes Robert
Craves, The Greek Myths (Harmondsworth, Penguin, 1955),

i, 64-5; Pan as re-inventor of pan-pipes Lucian, Dialogues of
the Gods, xxii, 4; Ovid, Metamorphoses, i, 694-712; Daphnis
Diodorus Siculus, iv, 84; Servius on Virgil's Eclogues, v, 20,

viii, 68, X, 26; Aelian, Varia Historia, x, 18; Orpheus Pindar,
Pythian Odes, Iv, 176; Aeschylus, Agamemnon 1629-30;
Euripides, Bacchae, 561-4; Apollonius Rhodius, i, 28-31, Plato,
Symposium, Diodorus Siculus, Biblioteca, 4. 25. 4, 81-2; Virgil,
Georgics, iv, 315-558; Ovid, Metamorphoses, x, 1-85; Hyginus,
Poetica Astronomica, ii. 7; Argonauts saved by Orpheus's music
once from the moving rocks at the entrance to the Bosphorus
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known as the Symplegades and once from the Sirens; Pausanias
ix. 34. 2; Strabo, vi. 1,1; Argonautica Orphica, 1270—97; Hyginus,
Tabula 164; Diodorus Siculus, iv, 25; Pausanius 9, 30-3; Virgil,
Georgics, iv; Ovid, Metamorphoses x-xi; moralizing literature
Boethius, De Consolatione Ill, xii; Fulgentius, The Mythographer,
3, x; Dante, Convivio, Trattato Il, Cap. I, i; Boccaccio, Geneologie
Deorum Gentilium, v, 12. See Orpheus: The Metamorphoses of a
Myth, ed. ). Warden (Toronto, University of Toronto Press, 1982)
and 1. B. Friedman, Orpheus in the Middle Ages (Cambridge MA,
Harvard University Press, 1970); Orpheus's head Odilon Redon,
Head of Orpheus Floating on the Waters, }. W. Waterhouse,
Nymphs Finding the Head of Orpheus, lean Delville

p. 134 Politian La Tabula d'Orfeo, different musical
entertainments performed in Mantua, 1471-2, 1480, text
printed 1494; Orpheus frescoes. Mantegna 1468-74 (Mantua,
Palazzo Ducale, Camera degli Sposi), Signorelli 1499-1503
(Orvieto, Duomo, Capella di Sen Brizio), Baldassare Peruzzi
1510-11 (Rome, Villa Farnesina, Sda di Galatea and Sdla del
Fregio), Primaticcio 1541-7 (Chateau de Fontainebleau, Galerie
d'Ulysse, destroyed); Orpheus paintings eg. Giovanni Bellini,
c. 1510 (Washington DC, National Gallery of Art, Inv. No.
598), Andrea Schiavone, 1350s (Split, Galleria Unijetnina),
Frans Pourbus the Elder, 1570 (Florence, Uffiz, inv. 5409),
after fan Breughel the Elder (Rome, Galleria Borghese; Ipswich,
Museum and Art Galleries; Sarasota FL, Ringling Museum, inv.
SN231), Leandro or Jacopo Bassano (Verona, Palazzo Canova,
much copied, imitated), Gillis Claes de Hondecoeter, 1624
(Utrecht, Centraal Museum, also Otterloo, Rijksmuseum
Kroller-Muller and Warsaw, Muzeum Narodowe), Roelandt
Savery, 1610-28 (many versions), Rubens workshop, 1636-8
(El Pardo, Torre de la Parada), Il Padovanino (Madrid, Prado,
inv. 266), Paulus Potter, 1630 (Amsterdam, Rijksmuseum),
Gerrit van Honthorst (Naples, Palazzo Reale), Franz Wouters
(St Petersburg, Hermitage), Jean-Baptiste Camille Corot
(several times), Eugene Delacroix, 1838—47 (ceiling, Paris, Pdais
Bourbon, Chambre des Deputes), 1843-7 (ceilings, Paris, Paas
du Luxembourg, Senate Library), Pierre Puvis de Chavannes,
Frans Marc, 1907 (Munich, Stadtische Galerie in Lenbachhaus),
Lovis Corinth, 1908 (Dresden, Gemaldegalerie), Raoul Duly
(several times), Marc Chagall (severa times). This list does not
contain the dozens of portraits of now unidentifiable young
musicians in undress with their instruments that carry the title
'‘Orpheus' or ‘Allegory of Music’; Monteverdi, L'Orfeo Claudia
Monteverdi: Orfeo, ed. John Whenham (Cambridge Opera
Handbooks, 1806); hundreds of composers including Thomas
Campion, Johannes Staden, Antonio Draghi, Reinhard Reiser,
Francois-Joseph de Lagrange-Chancel, Nicolas Recot de
Grandval, Thomas Arne, Francois Lupien Grenet, 1 Friedrich
August Werthes, Carl Ditters von Dittersdorf, Vittorio Trento,
Prosper-Didier Deshayes, Dmitri Bortnyansky, and so on; Franz
Liszt Orfeus. Symphonic Poem, first performed in Weimar, 16
February 1854; Kurt Weill Der Neue Orpheus, Cantata for
soprano, violin and orchestra, opus 15, firs performed in Berlin,
2 March 1927; Jean Cocteau Orphee. Tragedy, 1925, La Douleur
d'Orphee (sculpture), Orphee (ballet), 1944, lithographs, 1944,
Orphee (screenplay), 1951, aso paintings: mural, 1957-8
(Menton, Hotel de Ville, Sdle des Mariages), Le ‘Testament
d'Orphee (1959); Arion in Mantegna's decorations lor the
Camera degli Sposi in the ducal palace of Mantua he figures
as a bearded older man. A drawing of Arion clinging to his
dolphin attributed to Durer shows him as a comely youth.

See Elizabeth B. Welles,'Orpheus and Arion as symbols of
music in Mantegna's Camera degli Sposi', Sudies in
Iconography; boy on a dolphin denarii, 1. Lucretius Trio (9
300-225 BCE; the badge of Augustan Rome?

p. 136 Verrocchio (?) bronze c. 1470; boys and dolphins at

the Human Dolphin Therapy Center in Miami, ailing humans
are greatly helped, we are told, by swimming with dolphins;
Amphion Homer, Odyssey, ii, 260-64; Pausanias, Description of
Greece, 6. 20. 18, 9. 5. 7-8; Hesiod, fr. 182; Palaiphatos, fr. 41;
Propertius, 1. 9.10; Horace, Odes, iii, 11.2; Ars Poetica, 394-6;
Ovid, Ars Amatoria, iii, 323-4; Philostratus, Imagines, i. 10;
Lucian, Imagines, 14; Apollodorus, Biblioteca, iii, 5. 5-6;
Scholium in Apollonium Rhodium vetera, i, 740-41; Hyginus,
Fabulae 7, 8, 9, 69. Amphion is the subject of musical works by

Carlo Grossi, Jean-Claude Gillier, Paolo Magni, Francois
Lupien Grenet, lean-Benjamin de la Borde, Johann Gottlieb
Naumann, Baldassare Galuppi, Friedrich Weis, Etienne Mehul,
Claude Debussy, Arthur Somervell, Charles Ives, Pascual de
Rogatis, Athur Honegger and Jan Hamilton

p. 137 dance see, lor example, Peter Brinson, Background to
European Ballet: A Notebook from its Archives (I.eyden, A. W.
Sijthoff, 1966)

p. 142 athletes Michael Messner, 'The Meaning of Success:

The Athletic Experience and the Development of Male
Identity’, The Making of Masculinities: The New Men's Sudies,
ed. Harry Brod (Boston, Allen and Unwin, 1987), 199-202

p. 144 Michelangelo, Bathers depicts nude Florentine soldiers
struggling into their armour after a swim: central section of a
cartoon, c. 1504, now destroyed, for a fresco depicting the Battle
of Cascina commissioned by the Signoria of Florence for the
Sda del Gran Consiglio, Palazzo Vecchio; Antonio Carracci,
Landscape with Bathers c. 1616 (ail version, Boston, Museum
of Fine Arts; tempera, Florence, Galleria Palatina, Palazzo Pitti);
Frederick Walker, The Bathers Port Sunlight, Lady Lever Art
Gallery; Seurat, Bathers at Asnieres 1834 (London, National
Gallery, NG3908); Henry Scott Tuke Sudio, 1895; Artists of the
Newlyn School 1880-1900 (Exhibition Catalogue, Newlyn Art
Gallery, 1979), 132. Many of Tuke's studies are preserved in the
Tuke Collection of the Roya Cornwall Polytechnic Society

7. Servant Boys

p. 147 Apollo and the horses of the sun Giulio Romano, stucco
relief (Mantua, Palazzo Te, Camera delle Cariatidi) and drawing
(Collection of the Duke of Devonshire, Chatsworth, 122)

p. 150 Pepys's first footboy, Will Diary, 28 and 30 August, 1 and
5 September, 1660; 'This morning..." ibid., 22 September, 1660;
'So home and there..." ibid., 7 June 1663; pages of the Duke of
Bedford Gladys Scott Thomson, Life in a Noble Household
1641-1700 (London, Jonathan Cape, 1950), 119; Ganymede
Homer, Iliad, XX, 231-3; Apollodorus, Ill, 12:2; Virgil, Aeneid,
v. 252 ff. The rape of Ganymede has been depicted by Berlin
Painter, red-figure Attic krater, early 5th century BCE ( Paris,
Louvre), Correggio, ¢. 1530 int. al. (Vienna, Kunsthistorisches
Museum), Michelangelo, design known only from copies,
Giulio Romano, stucco relief (Mantua, Palazzo Te, Camera dei
Cavalli) and drawing (New York, Pierpont Morgan Library) int.
al., Girolamo da Carpi (Dresden, Staatliche Kunstsammlung,
inv. 145), Damiano Mazza, c¢. 1573 (London, National Gallery),
Nicholas van Helt Stockade (Dublin, National Gallery of
Ireland, inv. 1046), Annibale Carracci, fresco, 1597-1600
(Rome, Palazzo Farnese), Rembrandt, 1635 (Dresden,
Gemaldegalerie), Rubens, 1611 (Madrid, Prado, inv. 1679),
Paulus Bril (Antwerp, Koninklijk Museum voor schone
Kunsten), Nicolaes Maes, nine portraits of children as
Ganymede, Antonio Verrio, c. 1699 (ceiling, Ham House,
Queen's Closet), Anton Domenico Gabbiani, c. 1 700 (Florence,
Uffizi), Charles-Joseph Natoire, c. 1731 (Chateau de la
Chapelle-Godefroy), Giovanni Battista Tiepolo, 1753 (ceiling,
Wourzburg, Residenz, Grand Staircase), Bertel Thorvaldsen
(severa times), Gustave Moreau (more than severa times).

A remarkable painting attributed to Guido Reni {c. 1603),
apparently based on a design by Raphael, shows St [ohn the
Evangelist, traditionally depicted as a beautiful young man,
being transported on the back of an eagle (Berlin, Bode
Museum); Xenophon Cyropedia |, iii, 8, trans. Walter Miller,
Xenophon in Seven Volumes, v (London and Cambridge MA,
Heinemann and Harvard University Press, 1968)

p. 152 'of stature tall..." Thomas Nashe, The Unfortunate
Traveller, end Pt IX, text modernized by the present author;
*... before her two and two..." ibid., Pt I, text modernized

by the present author; Prince of Orange and Mary Stuart
married 12 May 1641 in the Chapel Roya at Whitehall;

Baron Fitzpatrick Robert Fuller, Church History (1655) vii, 47;
Robert Carr DNB, White Kennett, Compleat History of England
(1719), ii, 686

p. 153 Endymion Porter as performer presenter of William
Drummond of Hawthornden's'Horoscopal Pageant' in The
Entertainment of the High and Mighty Monarch, Prince Charles
(Edinburgh, 1633); see adso Sir William Davenant,'Song:




Endymion Porter and Olivia, Metaphysical Lyrics and Poems of
the Seventeenth Century, ed. H. [. C. Grierson (Oxford, 1921),
No. 43; portraits of Endymion Porter: Van Dyck 1632,
Endymion and Olivia Porter with their Three Eldest Sons
(private collection, England); 1635, Endymion Porter with the
Artist (Madrid, Prado); William Dobson 1642-3 (London, late
Britain); 'strange things..." Pepys, Diary, 28 September 1662
‘... heiis not for my family..." ibid., 27 April 1663

p. 154l sent W. Griffen..." ibid., 7 [lily 1663; 'l hear today..."
ibid., 14 November 1663; Thomas Killigrew A. Harbage,
Thomas Killigrew Cavalier Dramatist 1612-83 (Philadelphia,
1930); 'Where is the house..." Nicholas Udall, Roister Doister,
Il. i. 1-4, text modernized by the present author

p. 156 'Methinks | feel...' Shakespeare, Twelfth Night, or

what you will 1. v. 300-2;"... she as her attendant hath..."
Shakespeare, A Midsummer Night's Dream, Il. i. 21-7

p. 157 'The love of boys..." Beaumont and Fletcher, Philaster
11, i; '|The princess Miranda] had a page..." Aphra Behn,

The Fair Jilt, 1689, text modernized by the present author

p. 158 A poem of c. 1700 George Stepney (1663-1707),
‘Imitated from the Latin of Horace, Odes, Book |11, 7'; 'A child
of thirteen..." Pierre Augustin Caron de Beaumarchais, Preface
to the second printing of Le Mariage de Figaro, 1775, Theatre
(Paris, Editions Garnier, 1980), 154

p. 161 'This role can only be played..." ibid., 133; Thomas de
Keyser Constantijn Huygens, 1627 (London, National Gallery,
NG212); Sebastian Bourdon Christina of Sveden, 1633
(Madrid, Prado); ter Borch servant boys The Concert, c. 1637
(Paris, Louvre), The Letter (Royal Collection); Titian Portrait of
Laura Dianti, c. 1523-5 (Heinz Kisters Collection); see P. H. D.
Kaplan,'Titian's Laura Dianti and the Origin of the Motif of
the Black Page in Portraiture', Antichita Viva, xxi: 1 (1982),
1118 and xxi: 4, 10-18; The Image of the Black in Western Art,
ed. Ladisas Bugner (Cambridge MA, Harvard University Press,
2002), Val 11, Part ii, passim

p. 162 Velasquez and Juan de Pargja Antonio Palomino, Lives
of the Eminent Spanish Painters and Sculptors, trans. Nina Ayda
Mallory (Cambridge, Cambridge University Press, 1987), 159,
208-9; Giuseppe Marchi W. T. Whitley, Artists and their Friends
in England 1700-1799 (Medici Society, 1928), ii, 159

p. 164 Reynolds, Cupid as a Link Boy Reynolds, ed. Nicholas
Penny (London, Roya Academy and Weidenfeld and Nicolson,
1986), 264-5, entry on Catalogue nos. 92 and 93 by David
Mannings; Raphael, sketch for The Madonna of the Fish
Florence, Uffizi, Gabinetto Disegni, inv. 524E; Guido Reni
Judith (or Salome?) 1640-42 (London, Wallace Collection);
Glyn Philpot J. G. P. Delaney, Glyn Philpot: His Life and Art
(Aldershot, Ashgate Publishing Ltd, 1999), 52-3, 94-6

8. Soldier Boys

p. 169 Tyrtaeus as translated by Thomas Campbell
(1777-1844); medal of Ferdinando Il Washington, National
Gallery of Art; Raymond B. Waddington,'The Bisexua Portrait
of Francis |: Fontainebleau, Castiglione and the Tone of
Courtly Mythology', Playing with Gender: A Renaissance
Pursuit, ed. ). R. Brink, M. C. Horowitz and A. P. Coudert
(Urbana and Chicago, University of Illinois Press, 1991), 102-3
p. 172 Venus and Mars statuary group Rome, Museo
Nazionale delle Terme, cf. Rome, Capitoline Museum, df.
'Sabina and Hadrian', Paris, Louvre

p. 174 Pompeii wall-painting the motif reappears in a wall-
painting from the house of the cithara-player at Pompeii
(Naples, Museo Nazionale)

p. 176 Sda di Psiche Mantua, Palazzo Te Alexis-Simon Belle,
Allegorie de la Paix Rouen, Musee des Beaux-Arts; ‘And so
while sensual life..." Ariosto, Orlando Furioso, Canto vii, stanza
29, trans. Sir John Harington

p. 177 Ludovico Carracci Rinaldo and Armida (Naples, Museo
Nazionale di Capodimonte); other painters of Rinaldo and
Armida Annibale Carracci, c. 1600 (Naples, Museo Nazionale
di Capodimonte), Marcantonio Franceschini, 1708 (Turin,
Galleria dell'Accademia Albertina)

p. 178 Van Dyck Rinaldo and Armida (Baltimore Museum of
Art); another version is in the Louvre; G. F. Romanelli Rinaldo
and Armida (Edinburgh, Holyroodhouse); two paladins

Boucher chose the subject for his morceau de reception to the
Academie Royale in 1734 (Paris, Louvre); Tiepolo painted a
mural of it in the Residenz at Wurzburg in 1752; David | Samuel,
xvii: 38-43; Roman steles eg. Treviso, Museo Civico; Vasari on
Donatello's David Lives of the Artists: A Selection Translated by
George Bull (Harmondsworth, Penguin, 1987), i. 179

p. 179 Michelangelo, Apollo/David 1525-30 (Florence, Bargello)
p. 181 Caravaggio, David 1603-6 (Rome, Galeria Borghese);
Guido Reni, David c. 1605, illustrated (Paris, Louvre, df.
Florence, Uffizi, Dresden, Gemaldegalerie, Munich, Alte
Pinakothek, and Vienna, Kunsthistorisches Museum; d.
variant in Sarasota, Ringling Museum)

p. 183 Canova, Perseus New York, Metropolitan Museum of
Art, d. Anton Raphael Mengs, Perseus and Andromeda, 1777
(St Petersburg, Hermitage); Ingres, Achilles Receiving the
Ambassadors of Agamemnon 1801 (Paris, Ecole Nationale
Superieure des Beaux-Arts); Nazi nudes eg. Arno Breker,
Conradeship, Warrior's Departure, Readiness, Prometheus, The
Party, etc., d. Willy Meller, Torchbearer, restored boxers Seymour
Howard,'Some Eighteenth Century "Restored" Boxers, Journal
of the Warburg and Courtauld Institutes, 36, 1993, 238-55

p. 185 Bob Gregson Joseph Farington, Diary, 20 and 30 June,
1808, and Benjamin Robert Haydon, Diary, 2 March 1816;
Cain's attack on Abel Jacopo della Quercia ( Bologna, San
Petronio), Orazio Riminaldi (LaValletta, Museo and Dublin,
National Gallery of Ireland, inv. 1667), Titian, 1576, Tintoretto
(Venice,Accademia), Pietro Novelli, Il Monrealese (Rome,
Galleria Nazionale de Arte Antica); the dead Abel has been
depicted by artists as different as William Blake and the French
sculptor Giovanni Dupre, 1842 (Paris, Louvre)

p. 186 Michelangelo, Battle ofCascina c. 1504, cartoon, now
destroyed, for an unexecuted fresco in the Sda del Gran
Consiglio, Palazzo Vecchio, Florence

p. 187 'Descend, my Phoebus!..." Homer, Iliad, trans. Alexander
Pope; Sarpedon Borne by Seep and Death see also Joseph-
Marie Vien, 1770 (Langres, Musee Didier, inv. 863-11 ), Gavin
Hamilton (Edinburgh, National Gallery of Scotland), William
Blake Richmond, 1875-6 (Vancouver, Vancouver City Art
Gallery); fourth-century bronze cista handle Etruscan
(Cleveland, Cleveland Museum of Art); Achilles Mourning
Patroclus Benjamin West (Edinburgh, National Gallery of
Scotland); Nicolai Gay, 1855 (Minsk, Art Museum of Belarus)
p. 188 Alcibiades e.g. Roman mosaic portrait found at Sparta;
marble tondo found at Aphrodisias; Germanicus Thomas
Banks, The Death of Germanicus, 1773-4. marble relief
(Holkham Hall, Collection of the Earl of Leicester)

p. 189 Joseph Barra G. Bord,'Deux legendes republicaines:
Barra et Vida, Revue des Questions Historiques, 32, 1882,
233-57; J. C. Sloane,'David, Robespierre and the Death of
Bara, Gazette des Beaux-Arts, September 1969, 143-40. Henner,
Bara, Jeune Heros de la Revolution; David d'Angers Death of
Bara, plaster, Musee d'’Angers

p. 191 Joseph-Agricol Viala La Mort de Mala; Pierre-Paul
Prud'hon (att.), Lyon, Musee des Beaux-Arts, inv. 1966-13;
Brachard, Vida bust Sevres, Musee National de la Ceramique,
Inv. MNC 23456, 23458; Alexandre Falguiere, Death of
Tarcisius the government bought the plaster and commissioned
its execution in marble (Paris, Louvre); Anne Finch,'Alcidort
Miscellany Poems with a Tragedy by a Lady (London, 1713), 184;
‘cutting off the hair' The Diary of Fanny Burney, ed. Lewis
Gibbs (London and New York, Dent and Dutton, 1966), 31

p. 192 Don Juan and Catherine the Great Byron, Don Juan,
Canto ix, stanzas 44-5

9. The Icon of Male Vulnerability

p. 195 Daphnis Diodorus Siculus, iv. 84; Servius on Virgil's
Eclogues, v. 20, viii, 68, x. 26; Philargyrius on Virgil's Eclogues,
v. 20; Aélian, g, x. 18 For an account of the much-copied
Hellenistic sculpture group of Pan teaching Daphnis, see P. P.
Bober and R. Rubinstein, Renaissance Artists and Antique
Sculpture: A Handbook of Sources (London, Harvey Miller,
1986), fig 74, 109; Chrysippus Apollodorus, iii. v. 5; Hyginus,
Tabulae 85 and 271; Athenaeus, XIII. 79; Plutarch, Parallel
Sories, 33; Acis Ovid, Metamorphoses, xiii, 750-968; |carus
Ovid, Metamorphoses, viii, 182-235; Hyginus, Tabula 40;

Elpenor Homer, Odyssey, xi; Hippolytus Euripides, Hippolytus;
Plutarch, Parallel Sories, 34; Seneca, Hippolytus, Ovid, Heroides,
iv, Metamorphoses, xv; Pausanias, ii; The Death of Orpheus see
notes for pp. 133-4; Pelops Hyginus, Tabulae 82, 83; Tzetzes,
On Lycophron, 152; Attis Ovid, Fasti, iv, 221 ff., Servius on
Virgil, Aeneid, ix, 116; Phaeton Scholiast on Pindar's Olympian
Odes, VI, 78; Tzetzes, Chiliads, IV, 137; Hyginus, Tabulae 52,
125 and 154; Euripides, Hippolytus, 137; Apollonius Rhodius,
1V, 598 ff,; Lucian, Dialogues of the Gods, 25; Ovid,
Metamorphoses i, 755 ff,; Virgil, Eclogues VI, 62; Diodorus
Siculus, V, 3; Apollodorus, 1, iv, 5; Homer, Iliad, ii, 595-600;
Lucian, Dialogues of the Gods, 14; Apollodorus, Biblioteca, I. iii.
3; 111, x. 3; Pausanias, Description of Greece, IV. xix. 3-5; Fall of
Phaeton Guido Reni, 1596-8 (Bologna, Palazzo Rossi)

p. 196 Hyacinthus Homer, Iliad, ii, 595-600; Lucian, Dialogues
of the Gods, 14; Apollodorus 1. 3. 3; Pausanias, iii, 1, 3; "Just as
when..." Ovid, Metamorphoses, x, 183-95, trans. Frank Justus
Miller (London and Cambridge MA, Heinemann and Harvard
University Press, 1984), ii, 77-9

p. 197 Spring Dionysos Robert Graves, The Greek Myths

( Harmondsworth, Penguin, 1955), i, 108-10; son of Poseidon
Philostephanus, fragment 8; Antheus of Halicarnassus
Parthenius, Narrations, 14; suicide, accidental death Steve
Jones, Y: the Descent of Men (London, Little, Brown, 2002),
244; 'His ritual death...' Robert Craves, The Greek Myths
(Harmondsworth, Penguin, 1955), i, 18; Zagreus Diodorus
Siculus, v.75.4; Nonnus, Dionysiaca, vi. 269 and xxvii. 228;
Tzetzes, On Lycophron, 355; Eustathius on lliad, ii. 735;
Firmicus Maternus, Concerning the Errors of Profane Religions,
vi; Euripides, The Cretans, fragment 475; Orphic Fragments

( Kern, 34); Acteon Hyginus, Tabula 181; Pausanias, ix, 2, 3

p. 198 Adonis Apollodorus, iii.14.3-4; Hyginus, Poetic
Astronomy 1 17; Hyginus, Tabulae 58, 64, 251; Fulgentius,
Mythology, iii.8; death of Adonis Servius on Virgil's Eclogues,
X. 18; Orphic Hymn, Iv. 10; Ptolemy Hephaestionos, i. 306;
Hurtado de Mendoza, Tabula de Adonis written c. 1553,
published in Obras in 1610; Juan de la Cueva, Llanto de Venus
published in Obras (Seville, A. Pescioni for F. Rodriguez, 1582);
Girolamo Parabosco, Favola di Adone written before 1557
(the year of his death); Ronsard, L'Adonis published in Les
trois livres du receuil des nouvelles poesies (Paris, Buon, 1563);
Louis de Masure, Adonis published in 1586, twelve years after
his death; The Appearance of the Boar before Venus Niccolo
dell'Abbate, c. 1570; 'And nuzzling in his flank...' Shakespeare,
Venus and Adonis

p. 200 ‘gardens of Adonis' depicted on Greek pottery, eg.
Lekythos, 425-375 BCE (Karlsruhe, Badisches L andesmuseum,
Inv. B39); The Death of Adonis painted by int. al. Giorgione
(formerly Venice, Palazzo Widman), Baldassare Peruzzi,
1511-12 (for the Sda delle Prospettive in the farnesina),
Sebastiano del Piombo? (Florence, Uffizi, inv. 916), Primaticcio
or Niccolo dell'Abbate, 1533-5 (for the Chambre du Roi,
Fontainebleau, destroyed), Ross) Fiorentino, 1535-40 (for the
Galerie Francois | at Fontainebleau), Tintoretto, more than
once (1543-4, Padua, Museo Civico, inv. 2812, and Paris,
Louvre, inv. 1759), Domenico Tintoretto (Tucson, University
of Arizona, Inv. K2135), Perin del Vaga? (Florence, Uffizi, Inv.
SmeC 1 19), Luca Cambiaso (many times), Veronese, 1580-82
(Stockholm, Nationalmuseum, inv. 4414), Hendrik Goltzius,
1603 (Amsterdam, Rijksmuseum, inv. A1284 and Blois, Musee
de I'Art Ancien, no. 183), Domenichino, 1603-4 (Rome,
Palazzo Farnese), |.0 Scarsellino (Rome, Galleria Borghese),
Poussin, c. 1625 (Caen, Musee des Beaux-Arts), Ribera, 1637
(Rome, Galleria Corsini), Alessandro Turchi (Dresden,
Gemaldegalerie, no. 521), Luca Giordano, 1682 (fresco,
Florence, Paazzo Medici), Constantijn Netscher (Paris,
Louvre, inv. 1608), Francis Le Moyne, 1729 (Stockholm,
Nationalmuseum, inv. 854), Benjamin West (several times,
Pittsburgh, Carnegie Institute Museum of Art, aso New
Brunswick, Rutgers University Art Gallery), Goya, c. 1771
(Zurich, private collection), lames Barry, c. 1775 (Dublin,
National Gallery of Ireland, no. 1393); 'The lovely one...'

P. B. Shelley,'Fragment of the Elegy on the Death of Adonis
from the Greek of Bion', Shelley: Poetical Works, ed. Thomas
Hutchinson (Oxford, Oxford University Press, 1967), 721-2

Notes 249




p. 201 Leander: Virgil, Georgics, iii, 258-263; Statius, Thebaid,
vi, 542-7; Ovid, Heroides, xviii, 9; Musaeus, Hero and Leander,
Garcilaso de la Vega 'Pasando el mar Leandro el animoso..."
Obras (Madrid, Garcia, 1570); Juan Boscan de Almogaver ‘Hero
y Leandro', Obras de Boscan y algunas de Garcilaso dela Vega
(Barcelona, 1543); Bernardo Tasso 'Favola di Leandro e d'Hero',
Gli Amori di Bernardo Tasso (Venice, Stagnino, 1534-7);
Clement Marot Histoire de Leandre et Hero (Paris, 1541); Hans
Sachs Historia die ungluckhafft lieb Leandri mit Frau Ehron (1541)
p. 202 'His body was as straight..." Christopher Marlowe,
Hero and Leander (London, Felix Kingston for Paul Linley,
1598), Il. 51-69; Hero Grieving over the Drowned Leander
depicted by Annibale Carracci (Rome, Paazzo Farnese),
Rubens, c. 1605 (New Haven, Yde University Art Gallery),
Domenico Feti, 1610-12 (Vienna, Kunsthistorisches Museum),
Jen van den Hoecke, 1635-7 (Vienna, Kunsthistorisches
Museum), Giacinto Gimignani (Florence, Uffizi, inv. 2131),
Gillis Backereel (Vienna, Kunsthistorisches Museum, inv.
1711), Nicolas Regnier, c. 1650 (Melbourne, National Gallery
of Victoria, inv. 3262-4), William Etty, 1829, on loan to New
Yok City Art Gallery; ballets, etc. Harriet (1796), Briant, De
Fabre, Taillasson (1798, Louvre), Debucourt (1801), Monsiau
(1806), Ducis( 1808), Palliere (1817), Delorme (1841)

p. 203 Hylas Dragged into the Water by Nymphs depicted

by Francesco Primaticcio (Fontainebleau, Galerie d'Ulysse,
destroyed), Francesco Furini (Dublin, National Gallery of
Ireland, inv. 1658), Pierre-Jerome Lordon, 1812 (Gray, Musee
Baron Martin), Thorvaldsen, 1833 (Copenhagen, Thorvaldsen
Museum, inv. A482), Francois-Pascal-Simon Gerard, 1826
(Bayeux, Musee Baron Gerard), William Etty, 1833, Joseph
Anton Koch (Frankfurt, Stadelsches Kunstinstitut), Jules-
Etienne Lenepveu, 1865 (Angers, Musee des Beaux-Arts),
Jean-Francois Millet (Otterloo, Rijksmuseum Kroller-Muller,
inv. 508), John William Waterhouse, 1896-7 (Manchester, City
Art Gallery), Arthur B. Davies, 1910 (New York, Stephen C.
Clark Collection); Antinous Athens, National Archaeological
Museum; Paris, Louvre; Cambridge, Fitzwilliam Museum (inv.
GR.100.1937); Rome, Vatican Museum; Port Sunlight, Lady
Lever Art Gallery; Delphi, Archaeological Museum (inv. 1718);
Eleusis, Archaeological Museum; Olympia, Museum (inv.
Lambda 104 and 208); The Deluge Raphael (Vatican, la Loggia),
Michelangelo (Rome, Sistine Chapel), Joachim Antonisz
Wtewael (Nuremberg, Germanisches Nationalmuseum);
Gericault, The Raft of the Medusa Paris, Louvre, Inv. 488

p. 204 Sebastian Lorenzo Costa 1490-91 (Florence, Uffizi),
Boltraffio 1490s (Moscow, Pushkin Museum), Raphael 1503
(Bergamo, Accademia Carrara), Benozzo Gozzoli San
Gimignano, Duomo, Andrea Mantegna 145%6—9 (Paris,
Louvre), 1457-8 (Vienna, Kunsthistorisches Museum), 1490
(Venice, Cad'Oro), Carlo Crivelli 1490-91 (Milan, Museo
Poldi Pezzoli), Botticelli 1473 (Berlin-Dahlem, Staatliche
Museen), Giovanni Bellini 1460-64 (Venice, Accademia), after
1464 (Basilica di SS. Giovanni e Paolo), Cima da Conegliano
1480s (Strasbourg, Musee des Beaux-Arts)

p. 205 Van Dyck John Rupert Martin,'Van Dyck's Early
Paintings of Saint Sebastian', Art, the Ape of Nature: Sudies

in Honor of H. W. Janson (New York, Harry N. Abrams Inc.,
1985), 393-400; aso Del Cairo, Modena, Campori Collection,
Rome, Villa Albani, Tours

p. 207 Giovanni Bellini Sacred Allegory, cf. 1480s (Paris,
Louvre and Pda di San Giobbe), 1487 (Venice, Accademial;
Titian Averoldi Polyptych, 1522 (Brescia, SS. Nazario e Celso),
1570 (S Petersburg, Hermitage), Sodoma 1525 (Florence,
Pitti), Garofalo c. 1526 (Naples, Capodimonte, inv. Q 80),
Guido Reni 1615-16 (Genoa, Palazzo Rosso, aso Voltaggio,
Cappuccini; Madrid, Prado; Paris, Louvre; Auckland, City

Art Gallery; Ponce, Museo de Arte), 1640-42 (Bologna,
Pinacoteca Nazionale); Sebastian and Irene Giordano
(Melbourne, National Gallery of Victoria), Schedoni 1615
(Naples, Capodimonte), Preti 1657 (Naples, Capodimonte),
Cerrini Geneva, Musee d'Art et d'Histoire, d. Marcantonio
Bassetti (Marseille, Musee des Beaux-Arts)

p. 212 'the might of the faint youth..." Ariosto, Orlando
Furioso, Canto xix, trans. Sir John Harington; Angelica caring
for the wounded Medoro Peterzano Simone, 1570 (Bergamo,
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Accademia Carrara), Giovan Francesco Romanelli, Lorenzo
Lippi, 1747 (Dublin, National Gallery of Ireland, no. 1747),
Poussin, 1625-6 (Moscow, Pushkin Museum); 'And when she
saw his face...' Tasso, Gerusalemme Liberata, Canto xix. 104

in Fairfax's translation; 'Though gone, though dead..." ibid.;
Erminia and Tancredi Giulio Cesare Procaccini (?) Sotheby's
New York, 28 May 1999, lot 101, Francesco Furini (Budapest,
Szepmuveszeti Miizeum), Poussin 1630s (S Petersburg,
Hermitage), 1634 (Birmingham, Barber Institute of Fine Arts);
aso l.udovico Lana (Modena, Museo Civico d'Arte, no. 36),
Guercino, 1621-3 ( Rome, Galleria Doria-Pamphili), Pier
Francesco Mola (Houston, Sara Campbell Foundation);

Abel: Jacopo della Quercia Bologna, San Petronio; Vasari

on Ghiberti's Abel Lives of the Artists: A Selection Translated

by George Hull (Harmondsworth, Penguin, 1987), 117

p. 213 Dead Niobid P. P. Bober and R. Rubinstein, Renaissance
Artists and Antique Sculpture: A Handbook of Sources (London,
Harvey Miller, 1986), fig 109, 140; Giovanni Dupre The Dead
Abel, 1842 (Paris, Louvre); Abraham's intended sacrifice of
Isaac is the subject of works by Giotto (Naples?), Ghiberti
(Florence, Baptistery), Donatello, 1418, Mantegna, 1490-95
(Vienna Kunsthistorisches Museum), Andrea del Sarto, 1529, two
examples (Madrid, Prado, No. 336, and Brescia), Caravaggio,
1601-2 (Florence, Uffizi, also att.), Procaccini, c. 1615 (art
market), Domenichino (Madrid, Prado), Pieter |.astman, 1616
(Paris, Louvre), Orazio Riminaldi, c. 1625 (Rome, Galleria d'Arte
Antica; a superior version, aso considered to be autograph, was
recently on the art market in Switzerland), Laurent de La Hyre,
1650 (Reims, Musee Saint-Denis), Vaentin de Boulogne, c. 1630
(Quebec, Montreal Museum of Fine Arts Inv. 1927.446). The
mood of Rembrandt's later engraving of the same subject is
very different; Abraham looks simply distraught and
bewildered, and hides his boy's head in the skirt of his robe.

p. 214 Domenico Veneziano S John the Baptist in the Desert,

c. 1445 (Washington DC, National Gallery of Art); Raphael

S John the Baptist in the Desert, 1518-20. The Uffizi painting of
Raphael's design (inv. 1890, no. 1446) is believed to be autograph.
Zoffany's painting of the Tribuna or Wunderkammer of the
Uffizi in 1772 shows Raphael's picture hung in pride of place;
S John the Baptist in the Desert Leonardo da Vinci, Andrea del
Sarto (Florence, Palazzo Pitti, also Corsham Court, Methuen
Collection and Vaduz, Liechtenstein Collection), Alessandro
Allori, c. 1580s (Dublin, National Gallery of Ireland, Inv.1088),
Bronzino, 1550-55 (Rome, Galleria Borghese), Anton Raphael
Mengs (Collection of the Duke of Wellington), Daniele da
Volterra, Simone Cantarini (Dublin, National Gallery of Ireland,
Inv. 71), Valentin de Boulogne, 1628-30 (Camerino, Santa Maria
in Via), Nicolas Regnier, 1615-20 (St Petersburg, Hermitage),
Guido Reni, in various versions (e.g. Turin, Galleria Sabauda;
London, Dulwich Picture Gallery), Baciccio, ¢. 1676 (Manchester,
Manchester City Art Gallery). Caravaggio produced half-a-dozen
versions, dl posed by different models (1605-10, Rome, Galleria
Nazionale d'Arte Antica; 1609-10, Rome, Galleria Borghese;
Basel, Offentliche Kunstsammlung; Rome, Galleria Doria
Pamphili); Jacob Huysmans Duke of Monmouth as John the
Baptist (Selkirk, Bowhill); Sir Joshua Reynolds, Child Baptist
in the Wilderness the first version to be exhibited was sold to
the Duke of Rutland for £100. It is not clear how many more
Reynolds painted and sold, but there remain one in the
Wallace Collection, catalogued as Master Wynn as the Child S
John, and an unfinished version in the Minneapolis Institute of
Art; there were six in posthumous estate sales and autograph
versions periodically appear on the art market. 1 he subject
was twice engraved (see D. Mannings and M. Postle, Sr Joshua
Reynolds: A Complete Catalogue of his Paintings, No. 2041);
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between a Nobleman and his Sster, text modernized by the
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Giulia Lama, Martirio di San Giovanni Evangelista 1730
(Quimper, Musee Municipal des Beaux-Arts)
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p. 124 Frederic Leighton ( 1830-1896), The Fisherman and the

Sren, 1856-8. Qil on canvas, 66 \ 48.8 (26 x 19 ,). Bristol Cty)

Museum and Art Gallery/Bridgeman Art Library

p. 125 Edward Burne-Jones ( 1833-1898), Phyllis and

Demophoon, 1870. Watercolour and bodycolour, 91.5 x 45.8

(36 x 18). Birmingham City Museums and Art Gallery

p. 126 Head of the Young Bacchus. Roman, 1-50 CE. Bronze with

silver inlays, H. 21.6 (8-1/2). The H. Paul Getty Museum, Los Angeles

p. 128 Dionysos, 460-450 BCE. Bronze 24 (9-1/2). Musee du

Louvre, Paris. Photo @ RMN  Chuzeville

p. 129 Dionysos with kantharos. Hellenistic. Archaeological

Museum, Fleusis. Photo Alinari, Florence

p. 130 Caravaggio ( 1573-1610), Bacchus, 1595 7. Qil on

canvas, 95 x 85 (37 : x 33 ). Galleriadegli Uffizi, Florence.

Photo Scda

p. 131 Caravaggio ( 1573-1610:, The Musicians, 1595-6.

Qil on canvas, 95 x 85 (37-1/8 x 33-3/4). Metropolitan Museum

of Art, NewYork. Rogers Fund, 1952 (52.81).

p. 132 Melozzo da Forli ( 1438-1494), An Angel Playing the Viol.

Fragment of detached fresco, 113x91 (44-1/2x 35-7/8). Vatican,

Rome

p. 133 Erigbaagtsa boy with pan pipe. Photo Harald Schultz

p. 135 Agnolo Bronzino i 1503-1572), Portrait of Cosimo 1 as

Orpheus, ¢. 1539. Oil on wood, 93 x 67 (36 - x 26 ).

Philadelphia Museum of Art

p. 138 Nijinsky, L'Apres-Midi d'un Faune, 1912. Photo Private

Collection

p. 139 Tuts dancing. National Geographic Society Image

Collection. Photo George E. Mobley

p. 140 Rudolf Nureyev, 1962. Photo Zoe Dominic

p. 141 Grace Lau (b. 1939), Untitled, 1993. Black and white

photograph. Courtesy the artist

p. 142 Thomas Eakins (1844-1916), Snvimming, c. 1889.

Qil on canvas, 69.5 x 92.2 (27% x 36%). Purchased by the
Friends of Art, Fort Worth Art Association, 1925; acquired
by the Amon Carter Museum, 1990, from the Modern Art
Museum of Fort Worth through grants and donations from
the Amon G. Carter Foundation, the Sid W. Richardson
Foundation, the Anne Burnett and Charles Tandy Foundation,
Capital Cities’ABC Foundation, Fort Worth Star-Telegram, the
R. D. and Joan Dale Hubbard Foundation and the people of
Fort Worth

p. 143 Henry Scott Tuke (1858-1929), August Blue, 1893-4.
Oil on canvas, 121.9 x 1829 (48 x 72). © Tate, London 2003.
Presented by the Trustees of the Chantrey Bequest 18%4

p. 144 Dancing Maenad. Roman, 1¢ century BCE Carved onyx,
4.3x33(1-3/4x 1-1/4). BritishMuseum, London

p. 145 William Blake Richmond ( 1842-1874), The Bowlers
(detail), 1870. Oil oncanvas, 65x 273 (25-5/8x 107-1/2). The
Master, Fellows and Scholars of Downing College in the
University of Cambridge

p. 146 Jacob Huysmans (c. 1633-1680/96), Lady Elizabeth
Somerset, Countess later Marchioness Powis, 1665-70. Oil on
canvas, 238 x 147.3 (93-3/4 x 58). National Trust Photographic
Library/Powis Estate Trustees/John Hammond

p. 148 Benozzo Gozzoli (1420-1497), Procession of the Magi
(detail), 1459. Fresco. Palazzo Medici Riccardi, Florence

p. 149 Hendrik Leys (1815-1869), The Bird Catcher, 1866.
Qil on canvas, 61 x 92 (21 x 36-1/4). Koninklijk Museum voor
Schone Kunsten, Antwerp

p. 150 Bertoldo di Giovanni (c. 1420-1491), Pegasus and
Bellerophon, before 1486. Bronze, H. 325 (1279
Kunsthistorisches Museum, Vienna

p. 151 Unknown Nordic artist. The Abduction oj Ganymede,
c. 1550-1600. Qil on canvas, stuck onto poplar board,

89 x 75 (35 x 29-1/2). Bildergalerie von Sanssouci, Stiftung
Preussische Schlosser und Garten Berlin-Brandenburg,
Potsdam

p. 153 Quentin Massys (c. 1465-1530), S John Altarpiece

(Ieft panel), 1507 8. Oil on canvas, 260 x 120 ( 102-3/8 x 47-1/4).
Koninklijk Museum voor Schone Kunsten, Antwerp

p. 155 Anthony Van Dyck (1599-1691 ), Charles | at the Hunt,
c. 1635. Qil on canvas, 272 x 212 (107% x 83%). Musee du
Taaki "

p. 159 Guido Reni ( 1575-1642), Salome Receiving the | lead
of the Baptist, 1638-9. Oil on canvas, 248 x 174 (97-3/4 x 68-1/2).
The Art Institute of Chicago

p. 160 Caravaggio ( 1573-1610), Alof de Wignacourt, Grand
Master of the Order of Malta from 1601-22 with his page
(detail), c. 1608. Oil on canvas, 194 x 134 (76-3/8 x 32-3/4).

Musee du Louvre, Paris. Photo @ RMN - R. G. Ojeda

p. 162 Gerard ter Borch (1617 1681 ), Lady at her Toilet,

c. 1660. Oil on canvas, 76.2 x 59.7 (30 x 23! ¢). The Detroit
Institute of Arts, Founders Society Purchase, Eleanor Clay Ford
Fund, General Membership Fund, Endowment Income Fund,
and Special Activities Fund no. 65.10

p. 163 Benedetto Gennari (c. 1633-1715). Portrait of Hortensc
Mancini, Duchess of Mazanu (detail), undated. Oil on canvas,
228.5 x 178 (90 x 70). Photo Sotheby's, London

p. 164 Sr Joshua Reynolds ( 1723-1792), Giuseppe Marchi,

c. 1753. Oil on canvas, 73.5 x 62.3 (28% x 24 ). The Royd
Academy of Arts, London

p. 165 Sr Joshua Reynolds ( 1723-1792), Cupid as a Link Boy,
1774. Qil on canvas, 76 x 63.5 (30 x 25). Albright-Knox Art
Gallery, Buffalo, New York. Seymour H. Knox Fund, through
specia gifts to the fund by Mrs Majorie Knox Campbell, Mrs
Dorothy Knox Rogers and Mr Seymour H. Knox, Jr, 1945

p. 166 |ohn Singer Sargent (1856-1925), Thomas F. McKellar,
1917-20. Qil on canvas, 125.7 x 84.5 (49 « x 33 i). Courtesy of
the Museum of Fine Arts, Boston. Henry H. and Zoe Oliver
Sherman Fund

p. 168 Studio of Adriaen Hanneman, Portrait of Henry Suart,
Duke of Gloucester When a Boy, after 1653. Oil on canvas, 67.5
\53.5(26-1/2 x 21 ). Photo Sotheby's, London

p. 170 C. A. Jensen (1792- 1870), A Son of the Artist, 1836.

Oil on canvas, 31.5 x 23 (12% x 9). Statens Museum for Kunst,
Copenhagen




p. 171 Pontormo ( 1494-1556/57), Portrait of a Halberdier
{possibly Francesco Guardi), c. 1528-30. Oil on panel, 92 x 72
(361-3/4 x 28-3/8). The J. Paul Getty Museum, LosAngeles. © The
1. Paul Getty Museum

p. 173 Venus and Mars. Marble, H. 215 (8458). Uffizi, Florence.
Photo Alinari, Florence

pp. 174-5 Botticelli (1444/45-1510), Venus and Mars, c. 1485.
Egg temperaand oil on poplar, 69.2 x 173.4{27-1/4 x 68-1/4).
National Gallery, London

p. 176 Piero di Cosimo (1462-1521), Venus and Mars, ¢. 1505.
Qil onwood, 72 x 182 (28-1/8 x 71-5/8). Staatliche Museen zu
Berlin - Preussischer Kulturbesitz, Gemaeldegal erie/bpk.
Photo Jorg P. Anders

p. 177 Nicolas Poussin (1594-1665), Rinaldo and Armida,
1629. Oil on canvas, 82.2 x 109.2 -3/8 x 43). By permission
of the Trustees of the Dulwich Picture Gallery, London

p. 178 Michelangelo (1475-1564), David, 1501-4. Marble,

H. 409 (161). Accademia, Florence. Photo Scala

p. 179 left Verrocchio (1435-1488), David, before 1476.
Bronze, H. 125 (49-1/4). Bargello, Florence. Photo Scaa

p. 179 right Donatello (c. 1386-1466), David, c. 1440. Bronze,
H. 158.2 (62-1/4). Bargello, Florence/Bridgeman Art Library

p. 180 Johan Zoffany (1733-1810), Self-Portrait as David with
the Head of Goliath, 1756. Oil on canvas, 92.2 x 74.7 (36 x
29%). Purchased by The Art Foundation of Victoria, in
conjunction with the Isabella Mary Curnick Bequest, 1994.
National Gallery of Victoria, Melbourne

p. 181 Guido Reni (1575-1642), David with the Head of Goliath
(detail), c. 1605. Oil on canvas, 220 x 145 (86 -5/8- x 57-1/8). Musee
du Louvre, Paris. Photo © RMN -Gerard Blot

p. 182 Bertel Thorvaldsen (1768/70-1844), Jason with the
Golden Fleece, 1828. Marble, H. 242 (%-1/4). Thorvaldsens
Museum, Copenhagen

p. 183 Sir Alfred Gilbert (1854-1934), Perseus Arming, 1882.
Bronze, H. 73.7 (29). Private Collection

p. 184 Late Bronze Age boxers, Akrotiri, Thera. National
Archaeological Museum, Naples. Photo Scaa

p. 185 Pugilist, Roman. Marble, H. 174 (631/2. Musee du
Louvre, Department des Antiquites Grecques/Romaines,
Paris. Photo Erich Lessing, AKG, London

p. 186 Antonio del Pollaiuolo (1433/32-1498), Battle of the
Ten Nudes after 1483 Engraving, 404 x 59 (157/8 x 23-1/4).
Private Collection

p. 187 Henry Fusdli (1741-1825), Seep and Death Hear the
Corpse of Sarpedon away to Lycia, 1780. Oil on canvas, 91.4 x
71 (36 x 28). Courtesy of Canton of Zurich

p. 188 Jacques-Louis David (1748-1825), The Death of Joseph
Barra (detail), 1794. Oil on canvas, 118 x 155 (46-1/2 x 61 ).
Musee Calvet, Avignon/Bridgeman Art Library

p. 189 Alexandre Falguiere (1831-1900), Tarcisius, 1868.
Marble, 64 x 59.9 (25-1/4 x 23-5/8). Museedu Louvre, Paris.

Photo © RMN - R. G. Ojeda

p. 190 Antoine-Jean Gros (1771-1835), Napoleon at the Arcole
Bridge, 1796-7. Qil on canvas, 130 x 94 (51 -1/8- x 37). @ State
Hermitage Museum, St Petersburg

p. 193 Mock warrior snaps a salute during patriotic festivities at
the opening of the hospital in Gatundu, Kenya, 1968. National
Geographic Society Image Collection. Photo Bruce Dale

p. 194 Pontormo (1494-1556/57), & Queutiu, 1517-18. Oil on
canvas, 150 x 100 (59 x 39-3/8). Museo Civico, Sansepolero

p. 196 Carle Vernet (1758-1836), The Death of Hippolytus,
1800. Black chalk stumped and heightened with white, framing
line in light brown ink, black chalk and incised, 64.8 x 99.1
(25-1/2x 38-7/8). Thel. Paul Getty Museum, LosAngeles

p. 199 Gustave Moreau (1826-1898), Diomedes Devoured by
Horses, 1851. Watercolour, 21.6 x 19.7 (8-1/2 x 7-3/4). The J. Paul
Getty Museum, Los Angeles

p. 201 Nicolas Regnier [c. 1590-1667), Hero and Leander,

c. 1625-6. Oil on canvas, 155.3 x 209.5 (61-1/8 x 82-1/2). Felton
Bequest, 1955. National Gallery of Victoria, Melbourne

p. 202 Francesco Furini (1604-1646), Hylas and the Naiads,
17th century. Oil on canvas, 230 x 261 (90-1/2 x 102-3/4. Galleria
Palatini, Florence. Photo Scala

p. 203 The Farnese Antinous, c. 130-138 ci. Marble, H. 180
(70-78). Museo Archeologico Nazionae, Naples. Photo Scala

p. 205 Anthony Van Dyck ( 1599-1691), The Martyrdom of &
Sebastian, after 1621. Oil on canvas, 199.9 x 150.6 (78-3/4 x 59-1/4).
Alte Pinakothek, Munich. Photo Artothek

p. 206 Andrea Mantegna (1431 -1506), & Sebastian, 1457-8.
Poplar, 68 x 30 (26-3/4 x 11-3/4. KunsthistorischesM useum, Vienna
p. 207 Alonso Berruguete (c. 1486 - 1561), S Sebastian,
1526-32. Wood, 111 x 33 (4-3/4 x 13). @ Museo National de
Escultura, Valladolid

p. 208 Titian (c. 1483 1576), St Mark Enthroned with Smuts
Cosmas, Damian, Roch and Sebastian, c. 1510. Oil on panel,
230 x 149 (90 x 50 -). S. Maria della Salute, Venice. Photo
Scala

p. 209 left Nicolas Regnier (c. 1590-1667), St Sebastian,

c. 1600-10). Oil on canvas, 130 x 100(51 x 39). @ State
Hermitage Museum, St Petersburg

p. 209 right Gustave Moreau ( 1826-1898), St Sebastian and
the Angel (detail), 1876. Qil on panel, 64.5 x 39.7 (27-3/8 x 15-5/8).
Fogg Art Museum, Harvard University Art Museums. Bequest
of Grenville L. Winthrop/Bridgeman Art Library

p. 210 Hendrick ter Brugghen (1588 1629), St Sebastian, 1625.
QOil on canvas 150.2 x 120 (59-1/8 x 47-1/4). Collection of the Allen
Memorial Art Museum. Oberlin College, R. T. Miller |r. Fund
1953

p. 211 Antonio Bellucci (1654 1726), St Sebastian Tended by
Irene, c. 1716-18. Oil on canvas, 144.7 x 134.3 (57 x 52-7/8). By
permission of the Trustees of Dulwich Picture Gallery, London
p. 212 Giulio Cesare Procaccini (c. 1570-1625), St Sebastian
Tended by Angels, c. 1610 12. Oil on panel, 285 x 139(112-1/4 x
54-3/4). Musees Royaux des Beaux-Arts, Brussels

p. 213 Francois-Xavier Fabre (1766- 1837), The Death of Abel,
1791. Oil on canvas, 146.6 x 198 (57-3/4 x78). Musee Fabre,
Montpellier. Photo Frederic Jaulmes

p. 214 Rembrandt (1606-1669), Abraham's Sacrifice, 1635.

Oil on canvas, 1935 x 132.8 (76-1/8 x 52-1/4). @ The State
Hermitage Museum, St Petersburg

p. 215 Valentin de Boulogne ( 1391-1632), The Martyrdom of &t
Laurence, 1621-2. Oil on canvas, 195 x 261 (76-3/4 x 102-3/4).
Museo del Prado, Madrid

p. 216 Albrecht Altdorfer (c. 1480-1538), The Martyrdom of St
Florian, c. 1515. Oil on panel, 76.4 x 67.2 (30-1/8 x 26-1/2). Galleria
degli Uffizi, Florence/Bridgeman Art Library

p. 218 Annie Leibovitz (b. 1949), David Cassdy, 1972. Gelatin
silver print. @ Annie Leibovitz (Contact Press Images).
Courtesy of the artist

pp. 220-21 Giovanni Lanfranco ( 1582-1647), Young Man with
Cat, 1620. Oil on canvas, 113 x 160 (44-1/2x 63). Christie's
Images, |.ondon/Bridgeman Art Library

p. 222 Rosalba Carriera ( 16753 1757), Portrait of Charles
Sackville, 2nd Duke of Dorset (detail), 1731- 2. Pastel, 55.9 x
445 (22 x 17-1/2). Private Collection. National Trust
Photographic Library/John Hammond

p. 223 Sofonisba Anguissola (c. 1527-1625), Portrait of
Marchese Massimiliano Stampa, 1537. Oil on canvas, 136.8 x
71.5(33-7/8x 28-1/8). WaltersArt Gallery, Baltimore

p. 226 Robert Plant, 1971. Retna @ Michael Putland

p. 227 Jim Morrison, 1968.Joel Yale/Time Life Pictures/Getty
Images

p. 229 fan Steen ( 1626 1679), The Drawing Lesson, c. 1665.

Qil on panel, 49.3 x 41 (19-3/8 x 16-1/4). The J. Paul Getty Museum,
Los Angeles

p. 230 Angelika Kauffmann (1740 1807), Prince Henri
Lubomirski as Cupid, 1786. Oil on canvas, 155 x 115(61 x 45-1/4).
Liviv State Picture Gallery, Ukraine/Bridgeman Art Library

p. 231 Angelika Kauffmann ( 1740 1807), Cupid and Psyche,
1792. Oil sketch, 29.9x 23.8 (11-3/4 x9-1/8). Vorarlberger
Landesmuseum, Bregenz

p. 232 Mane Ellenrieder (1791 1863), S Felicitas and her Seven
Sons, 1847. Oil on Lamas, 107.2 x 159.1 (42-1/4 x 62-5/8). The Royal
Collection « 2003, Her Majesty Queen Elizabeth |1

p. 233 Mane Bashkirtseff ( 1860 1884), Life Class in the
\Vomctfs Studio at the Academic Julian, ¢. 1881. Engraving.
Samuel Courtauld Trust, @ Courtauld Gallery. Courtauld
Institute, London

p. 234 Dorothy Tennant (1835-1926), The Death of Love, 1888.
Qil on canvas, 22.9 x 33.3 (9 x 13 ). Robert Coale, Chicago

p. 235 Anna Lea Merritt (1844-1930), Love Locked Out, 1889.
Oil oncanvas, 115.6 x 64.1 (45-1/2 x 25-1/4). Tate, London

p. 237 Mary Cassatt (1844-1926), Mother and Child, 1901.
Oil oncanvas, 81.6 x 65.7 (32-1/8 x 25-7/8). Metropolitan Museum
of Art, New York

p. 238 Sphinx with Boy Victim (reconstruction). Black painted
plaster, H. 79 (31-1/8). Kunsthistorisches Museum, Vienna

p. 239 Leonor Fini (1908-1996), Sphinx Amalbourga, 1942.
Qil on canvas, 38 x 55 (15 x 21-5/8). © ADAGP, Paris and DACS,
London 2003

pp. 240-41 Deborah Law, Unfitted, 1972. Tempera on board,
1829 x 121.9 (72 x 48). Courtesy of the artist

p.242 Sylvia Sleigh (b. 1925), Philip Golub Reclining, 1971.
Oil on canvas, 106.7 x 152.4 (42 x 60). Courtesy of the artist
p. 243 Sarah Kent, Male Nude: California, 1982. Black and
white photograph, 25.4 x 20.3 (10 x 8). Courtesy Sarah Kent
p. 244 Sdly Mann (b. 1951), The Last Time Emmett Modeled
Nude, 1987. Gelatin silver enlargement print, 50.8 x 61 (20 x
24) .@ SdlyMann. Courtesy Edwynn Houk Gallery, New York
p. 245 Ellen von Unwerth (b. 1954), Ashton Nude with Heart-
Shaped Box of Chocolates. Art & Commerce
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Acteon 197

Adam 96,97,212,223

Admetus, King 147
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Alexander the Great 169, 191,203
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158ff.
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Benserade, Isaac 137

Bernini 108, 109

Berruguete, Alonso 207

Bettini, Bartolomeo 62-3

Biadice 117

Bion 200, 201

Birch, Waynman 150, 153-4

black-figure pottery 7

Boccaccio 29

Boiardo 80

Boilly, Louis-Leopold 20

Boissy, Nicolas de Paris 161

Bolan, Marc 35

Boltraffio, Giovanni Antonio 204

Borch, Gerard ter 161, 162

Born, Ignaz von 102
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Cyrus 150
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Dianti, Laura dei 161
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Diocletian, Emperor 204, 215

Diomedes, King 199

Dionysos 35, 109, 127ff, 128, 129,
144, 197,203, 209,226

Dirce 136
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Dobson, William 153
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Dorset, Charles Sackville, Duke of 222

Doryphoros 172
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149, 152, 158, 167, 191, 192,223
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Durer, Albrecht 24, 25, 41, 223
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Echo 223
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see also Edward, Prince of Wales
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seealso Edward VI
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129, 178, 189, 231
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Elgin, Lord 183
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Eos 119
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107, 109, 110, 114, 231, 244

Erotes 79, 82, 96, 158, 167, 198
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Eurydice 133, 134

Eve 96, 212, 223
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Galatea 195

Ganymede 72, 120, 130, 150ff., 757,223,232
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genii 91-2, 102
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Gilbert, Gabriel 220-21
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Girodet, Anne-Louis 114, 115
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Goethe, Johann Wolfgang von 41, 123, 125
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Goliath 8,8, 178ff., 779-87
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Gonzaga, Francesco 224
Goodere, Sir Henry 113

Goya, Francisco 230

Gozzoli, Benozzo 148, 204
Graves, Robert 113

Gregson, Bob 185

Greuze, Jean-Baptiste 82, 82
Gros, Antoine-Jean 190

Guardi, Francesco 171

Guercino 114

Guido, Alessandro 223

Hadrian, Emperor 203

Haemon 238

Hagar 97, 100

Haidee 105-6, 106

hair, cutting of 14, 15, 30, 37, 128, 191

hair, dressing of 38, 39, 43, 50,

51, 53, 57, 158, 167, 183, 184
hair, shaving of 7, 21, 27, 30,51, 57, 81, 184
Halicarnassus 172, 197
Hamilton, Alexander 30
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Hamilton, Hugh Douglas 81
Hanneman, Adriaen (Studio of) 168
Hare, Francis George 31
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Heathcote, Master John 30
Hector 187-8
Hedylogos 89
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Helen of Troy 223
Helios 119
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Henner, Jean-Jacques 236
Henrietta Maria, Queen 178
Henry IV, King 20
Henry VIII, King 14, 152
Hera 37, 128
Hercules 29, 60, 110, 117, 185, 198, 203
hermaphroditism 84,91, 127, 130
Hermaphroditus (Hermaphroditos)

4-5, 89, 104, 118, 119, 123
Hermes 37, 60, 133, 136, 147, 203
Hero 201, 201
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Hippodameia 195
Hippolytus 117-18, 195, 196, 220, 223
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Homer 187, 19%6
homosexuality 30, 43,69, 134,

141, 156, 167, 196, 219
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Houdon, Jean-Antoine 102
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Huygens, Constantijn 161
Huysmans, Jacob 146, 214
Hyacinthus 35, 196-7
Hylas 157,202,203
Hymen 69, 87, 82,89, 231
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Idolino 8, 9, 184

lIGarofalo 113,207,223
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Ingres, Jean Auguste Dominique 183
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Isaac 202, 213, 214, 217
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James|, King 152
Jason 782, 183, 223
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lesus 144, 158; seealso Christ
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(ones, lorn 226, 228
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Joseph 116, 224
Judith 164, 230
Julian, Rodolphe 233
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Kauffmann, Angelika 83, 83, 230, 231, 231-2
Keats,John 114, 201
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Keyser, Thomas de 161
Killigrew, Thomas 154
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kouroi 38,38,39,41,43
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Lagrenee, Louis 107

Laius 195
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Lanfranco, Giovanni 100, 219,220-21, 223
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Law, Deborah 240-41, 242
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Leander 201, 201-2
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Lo Scarsellino (Ippolito Scarsella) 69, 114

Lo Schiavone 97

Lorris, Guillaume de 29

Lot 97

Lotto, Lorenzo 67ff., 68

Louis XIV 137

Love, see Cupid and Eros

Lubomirski (Lubomirsky), Prince Henri de
230ff., 230

Lucian 112, 196

Lucie-Smith, Edward 219

Lucius Verus 92

Lucrece 230

Ludwig Il of Bavaria 109

Luiseno 13

Lully, Jean-Baptiste 114, 137

Lycus 136

Lyly, John 113

Lysippus 60, 60

Madonna 9, 242; see also Mary and Virgin, the

Maenads 35, 128, 129, 144, 145; seealso
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Mancini, Hortense 162, 163

Manet, Edouard 107

Manfredi, Bartolomeo 70, 71, 207

Mann, Sdly 243,244
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Mantegna, Andrea 134, 204, 206, 224

Marchi, Giuseppe 162, 164

Marcus Aurelius 92

Margaret of Austria 16

Markus 6
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Marot, Clement 201

Mars 71, 172ff, 173-6

Marston, John 157

Marsyas 42, 43, 44, 44-5, 46
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Mary 10; see also Madonna and Virgin, the

Mary, Queen of Scots 15

Masai 14,30, 136

masculinity 10, 21, 33, 41, 71, 127,
177, 179, 183

Massys, Quentin 153

Masure, Louis de 198
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Mattei, Ciriaco 10

Mattei, Giovanni Battista 10

Maximian, Emperor 204
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Medea 223

Medici, Cosimo de' 134, 135, 178

Medici, de, family 179

Medici, Giovanni de' 10

Medici, Lorenzo de' 150
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Melampus 120
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Mengs, Anton Raphael 102, 114

Mercie, Antonin 8,8, 181

Mercury, Freddie 35

Merritt, Anna Lea 235, 236

Merritt, Henry Lea 235

Mesa, Gregorio Silvestre Rodriquez de 29

Michelangelo 8, 21, 41, 62, 63, 64, 67, 68,
97, 109, 109, 110, 130, 144, 150, 178,
178, 179, 183, 186, 202, 207, 223

Minotaur 9, 198
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Mongez, Jacques-Louis 232
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Montagu, Lady Mary Wortley 50

Monteverdi, Claudio 114, 134

Montorsoli, Giovanni Angelo 39, 45
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Moreau, Gustave 199, 209

Morpheus 91, 102
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Moschus 62, 67

mothers 14, 16, 30ff., 32, 33, 37, 59, 67, 74,
77,82, 106, 128, 145, 156,237,242,243
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Musaeus 201

Napoleon Bonaparte 90, 190
narcissism 22, 30, 137, 219, 226, 244
Narcissus 27ff., 29, 116, 197,223
Nashe, Thomas 152

Nazis 183, 185, 189

Nemesis 27

Nero, Emperor 30

Neumann, Erich 80

New Guinea 30, 57

Nijinsky, Vaclav 137ff., 138
Niobids 213

Nirvana 35

Noverre, Jean Georges 137
Nureyev, Rudolf 140, 141-2
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Orion 119

Orpheus 35, 133ff,, 135, 145, 195
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Osiris 203
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Ovid 27,64, 112, 116, 117, 125, 201, 223
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Pan 37, 133, 149
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Paris 149, 223
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Parmigianino 60, 62, 113
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Pentheus 128, 130
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Pepys, Samuel 149-50, 153-4, 167

Pericles 183

Persephone 128, 197, 198

Perseus 183, 183

Perugino 224

Peruzzi, Baldassare 113, 134

Peterborough, Earl of 152

Petrarch (Francesco Petrarca) 62, 71

Phaedra 117-18,223

Phaeton 195

Phidias 238

Philip IV, King 152, 224
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Phoebe 37

Phrixus 116-17

Phyllis 125, 125

Phylonome 117

Piazzetta, Giambattista 230
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Picot, Francois-Edouard 81, 84, 85
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Plant, Robert 226

Politian 62, 134

Pollaiuolo, Antonio del 93,94, 185-6, 186

Polymela 117

Pompeii, House of Marcus Lucretius
Fronto 29; House of Venus and Mars 174

Pontormo 63,63, 171, 194

Poro 13-14

Porter, Endymion 152-3, 178

Poseidon 118

Pothos 89

Potiphar (and wife) 116, 224

Poussin, Nicolas 114, 177, 177, 212

Praxiteles 38, 41, 60, 61, 102, 179

Predey, Elvis 51, 52, 226

Preti, Mattia 207, 224
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Procaccini, Giulio Cesare 212, 212

Proetus of Tiryns, King 117
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116, 144, 231, 232, 236

puberty 14, 19,22, 57, 131
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Pyrrha 50

Python 9, 37, 39, 46
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Sargent, Elizabeth 72

Sargent,John Singer 166

Sarpedon 186-7, 187
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Thomas, Henry 167
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Vernet, Carle 196

Verrocchio, Andrea del 94, 136, 179, 179

Vestris, Angiolo 137

Vestris, Auguste 114, 137

Vestris, Gaetano 114, 137

Viala, Joseph-Agricol 191

Vigee Le Brun, Elisabeth 230-31
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Zethus 136

Zeus 37, 60, 65, 117, 120, 128, 136,
150, 151, 186, 195, 197, 198,238

Zoffany, Johan 180

Zuccari, Taddeo 48
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