


gay subjects—or at least male ones. Two
related figures did explore in this realm,
however, the writer Jean Cocteau (1889
1963), with his drawings of sailors, and the
Argentine-born painter Leonor Fini (b.
1908), with enigmatic scenes of women.
The ambitious Russian-born Pavel Tche-
litchew (1898-1957), connected with sév-
eral avant-garde circles in Europe and
America, also belongs in this company.
The gay art of southern Europe in this
period is just beginning to become known,
as seen in the Jtalians Filippo De Pisis
(1869-1956) and Gulgielmo Janni (1892-
1958), as well as the Spaniard Gregorio

Prieto. To this group should be added the”
Dominican Jaime Gonzailez Colson, who

resided in Europe for many years.

The Contemporary Epoch. The

better atmosphere of the period since 1960
has allowed artists of stature to be open

about their homosexuality. The English-

man Francis Bacon (b. 1909) has created
phantasmagoric scenes of two men wres-
tling which convey a powerful sense of
existential angst. David Hockney (b. 1937),
also English-born, but California—Parisian
in his choice of domiciles, pleases by his
agilerecycling of major modernist themes.
Finally, Andy Warhol (1928-1986} was a
kind of presiding spirit over New York's
chic art scene. It is possible that the popu-
lar acceptance of these artists has been
achieved at the cost of pigeonholing them
in steretypical categories that the straight
public can assimilate: Bacon is the un-
happy neurotic, Hockney the stylish, fac-
ile designer, and Warhol the arch-priest of
camp. The restricted role categories per-
mitted by our art world contrast with the
more generous possibilities vouchsafed to
artists in the Renaissance, however diffi-
cult that era may have been in other ways.

Other openly gay and lesbian
artists have been less successful at secur-
ing fame, though a monographic series
published by Gay Men'’s Press serves to
make the work of some of them widely
available. The somber works of the late
Mario Dubsky [1939-1985] are somewhat
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in the Bacon mold. Others, such as the
Chilean Juan Davila, Philip Gore, and the
London couple known as Gilbert and
George, explore the byways of camp. A
gentle and romantic vision is projected by
the Englishman David Hutter. The major
burst of neo-Expressionism that appeared
in Berlin during the 19708 saw the emer-
gence of a number of artists, including
Rainer Fetting and Salome, who treat gay
subject matter in a frank, often ironic way.

Lesbian art parallels the great
upsurge of women’s art in our time, as
exemplified by the collective work “The
Dinner Table” coordinated by Judy Chi-
cago. The Scottish-born June Redfern fuses
ancient myths from the goddess sphere
with modern imagery. The American
Harmony Hammond, who is also active as
acritic, has worked in several late modern
and postmodern styles. The new interest
in women'’s art has also helped to revive
painters of the recent past, such as the
bisexual Mexican Frida Kahlo.

In male photography the “old
master” Bruce Weber’s achievement was
commemorated at a retrospective at the
WhitneyBiennial in 1987. The photographs
of Duane Michals are poetically yet dis-
turbingly enigmatic, while Tress and
Robert Mapplethorpe capture the blunt
starkness of the 1970s scene. Lesbian
photography has concentrated on portrai-
ture, as seen in the work of JEB (Joan E.

‘Birren), or evocative, nonsexual scenes.

In the late 1970s art entered a
phase defined first as “pluralism” and,
increasingly, as “postmodemism.” It may
be doubted that the long-standing prem-
ises of the modernist aesthetic—its sense
of discontinuity, irony, and high serious-
ness—have been definitively overcome,
but thereis no doubt that the boundaries of
the acceptable have been broadened. This
enlargement creates opportunities for gay
and lesbian artists. At the same time,
however, the tyranny of the market and of
critical stereotypes is as great as ever, so
that artists are under great pressure to
settle into niches that have been prepared
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for them. It should be remembered that
many painters, sculptors, and photogra-
phers whose personal orientation is homo-
sexual are as reluctant to be styled “gay
artists” as they are to be called neo-expres-
sionist, neo-mannerist, or some otherlabel.
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ARTEMIDORUS

(LATE SECOND CENTURY

OF OUR ERA)

Greek writer. Although Artemi-
dorus resided in Ephesus he is sometimes
termed “of Daldis” because the latter was
his mother’s native city. He traveled widely
in the Mediterranean world to collect
material for his extant major work The
Interpretation of Dreams. This book,
which incorporates much ancient folk-
lore, influenced Byzantine and Islamic
dream books, not to mention the magnum
opus of Sigmund Freud, Traumdeutung
{On the Interpretation of Dreams, 1900).

Artemidorus takes a favorable
view of homosexuality, which he says is
“natural, legal, and customary.” Conse-
quently, whenever the dream symbol
involves same-sex relations Artemidorus’
interpretation presages good events. The
only exceptions are symbols pertaining to
incestuous relations between father and
son and those in which a slave takes an
aggressive role in relation to his master.
The interest in sexual dreams probably
derives from Egyptian dynastic dream
books, which freely note such incidents.

In his accepting attitude toward homosex-
ual behavior, Artemidorus is fully in ac-
cord with popular Greek ethics. Signifi-
cantly, however, when the body of his
teaching passed to Byzantine authors of
dream books, they subjected the homosex-
ual material to a Christian filtration pro-
cess so that it is either omitted altogether,
or in two rare instances where it survives)
treated negatively.
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AscETICISM

Sexual asceticism may take the
form of total abstinence—lifelong virgin-
ity—or it may imply infrequency of sexual
congress and abstinence during specified
periods. In some individuals sexual asceti-
cism is reinforced by chastisement and
mortification of the body through flagella-
tion, fasting, and denial of sleep.

Comparative studies reveal a
number of motives for these restrictions.
The priestesses in sanctuaries of ancient
Greece were required to avoid sexual
contact with any human being in order
faithfully to serve the god whose consort
they were. Widespread throughout the
Mediterranean world—and elsewhere—
was the idea that sexual contact makes
one unclean and therefore unworthy of
setting foot on holy ground without puri-
fication and a specified period of absti-
nence. Finally, chastity was believed to
bring strength to the one who practiced it,
and sometimes to others aswell. Inancient
Rome the purity of the Vestal Virgins was
thought to safeguard the city from harm,

In later Greek times and under
the Roman empire this cluster of beliefs
underwent asharpening, whose effects left
a permanent impress on Western civiliza-
tion. In some Stoic thinkers the shift was
relatively conservative: a modification of
the traditional Greek commendation of
temperance in eating, drinking, and sex in




