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Brian Bixby, Archäologie, Ausgrabung, Und 
was übrig bleibt / Archeology, Excavation, 
And What Remains / Installation view, 
Marianstraße 2, Weimar, Germany, 
Dimensions 70mm x 120mm, Materials: 
wooden floor, red neon light, dirt, rocks.



A final indication of the metropolitan location 
of Lustmord is the mise-en-scènes. The setting 
is an interior urban space of an apartment 
or hotel room. While not only representing 
the urban surroundings, the room can be 
understood as representing traditionally 
gendered spaces. The typical Lustmord 
villain’s entry into the private space of the 
room where he murders a female victim is a 
violent parable of sexual penetration. It could 
be further suggested that the violation of the 
private, traditionally female space of the home 
by a male criminal is an inverson of the female 
ubanite’s increasing encroachment on the 
public spaces of the city. The danger of the 
metropolis is thus insinuated: if the modern 
woman enters into the public life of the city, 
she is putting herself in danger. Bixby plays 
on the Lustmord genre by inverting gender 
roles and putting the female into the role of 
the criminal perpetrating a crime upon a male 
victim.

Lustmord is a sustained reflection on the 
relationships between gender, crime, violence 
and representation, and is part of a series of 
works titled Death and Resurrection.

Lustmord / Sexual Murder 

Bixby actively builds upon source material 
and research for the construction of his 
works. For this project Bixby analyzed 
murders in pre-Hitler Germany and their 
artistic representations, investigating the 
chilling motives behind representations 
that aestheticize violence, and that turn 
the mutilated female body into an object of 
fascination. The German term Lustmord 
implies desire or pleasure along with sexual 
gain from the murderous act or representation.

In his installation Lustmord (2012), Bixby uses 
tilted perspective, angular lines, and clutter 
to accentuate the organized chaos of a scene. 
A woman sits in the corner of a room, leaning 
forward with her feet hanging above a glowing 
red rectangular hole in the floor and a bloodied 
knife in her right hand.  A man’s jacket and 
hat on the floor next to the woman indicate the 
recent disrobing of the victim.  

Bixby leads the viewer to the perpetrator 
through his canny arrangement of objects on 
the floor, directing the eye up the middle of the 
image through the shovel leaning against the 
wall, to the pile of dirt, and onto a tall mirror 
with a baby doll at its base mimicking the 
woman’s glossy-eyed expression. One is left to 
puzzle out the location of the missing body. On 
the floor in the foreground, a scattered bouquet 
of flowers along with a dark-colored bottle, 
suggest a nonviolent prelude to the murder 
that we assume followed. 

The most important witness to this crime is the 
viewer, whose voyeuristic relationship to the 
scene is accessed thru a peephole. The image 
does not give us a view of the world outside, 
but we can assume this crime is occuring in the 
city. The image does not feature a window, and 
instead offers a large mirror which functions in 
a similar manner, suggesting a space beyond 
the picture plane–a space that we the viewers, 
inhabit. The mirror is placed squarely in the 
middle of the room, emphasizing the viewer’s 
perspective, and underscoring the viewer’s 
complicity in the Lustmord as bearing witness 
to the crime.
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Brian Bixby, Lustmord / Sexual Murder, 
Installation view, Weimar, Germany, 
Dimensions 70mm x 120mm, Materials: Peep 
hole, wooden floor, mannequin, chair, mirror, 
knife, doll, red neon light, dirt, rocks, womans 
clothing, wine bottle, shovel, mans clothing, 
stool.





Letter of Intention 
October 22, 2012

My practice mainly consists of installation, 
film, photography, and collage. In my teenage 
years I would often seek abandoned spaces as 
a place to find refuge and to work in relative 
isolation. Unlike normal interactions with 
architecture these spaces allowed me to dream 
and experiment with form and color without 
rules or defined limits. 

I continue to find inspiration in abandoned 
spaces and in context to this course would 
like to merge individual works through loose 
associations and visual connections to create 
environments that address space, context, and 
site. These spaces are not simply the cube of 
a gallery or an abandoned house – these are 
sites of complete sensory experiences. I will 
incorporate fragments of stories and abstract 
forms that stand in direct dialogue and open up 
a vague narrative, mapping a partly scientific, 
partly emotional cartography. I invite the viewer 
to explore, consider, and assess individual 
experiences. 
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First Proposal
October 29, 2012

A videotape or DVD is left out in a public space 
that has images of an event that appear to 
be illegal – something like a documentation 
of vandalism against a building or historical 
documents. This DVD could also take the form 
of a recruiting video. Another idea would be to 
have an audio CD that has questionable source 
audio and is also distributed or left in public 
places for random consumption. The CD could 
contain an email address which asks people 
to submit (email) their own content for future 
publications. A type of anonymous directory of 
crimes (real or fictionalized).

Taking the results of this work and publishing 
a pamphlet which is then distributed in a 
public place. This place could be similar to a 
booth by a group like Amnesty International or 
Scientology which is trying to spread the word 
about their organization and to get people to 
sign up and become members.

Creating a directory of crime scenes in Weimar. 
The book is asking questions about why we let 
these crimes go unsolved and eliciting people 
to get involved in submitting information if 
they have any about these unsolved crimes. 
This book could also contain GPS coordinates 
to these places, and encourages readers 
to find these places and contribute their 
own contents. Something similar to the 
Geocaching phenomenon – but instead of 
finding a small box and adding your name you 
are now encouraged to add an object of more 
significance. A Geocaching website is setup, 
objects involving crimes are encouraged to 
be contributed, at the end of the period these 
objects are collected and photographed and 
published in this pamphlet.

Collecting objects from a forgotten abandoned 
place. Something like the objects found under 
a bridge where homeless people live. Re-
collecting and arranging these objects into a 
more public place. Putting these objects into 
public view although they are usually hidden 
from the public and making people deal with 
this. Maybe this place could include structures 
that are livable, such as a tent, and so it may 
encourage people to actually live inside of the 
installation for the time that it is installed. 

In the past I have worked with the re-location of 
spaces – bringing something that is abandoned 
or hidden into a gallery space. The idea was to 
bring a focus on this object from the scenery 
once it is out of it’s normal surrounding. 
Another aspect is that the audience is 
confronted directly with uncomfortable truths 
or objects that are typically hidden.

I’ve been thinking about using a space as a 
factory to create works. Or a laboratory for 
research that doubles as an installation space 
of its own. A space that is inhabited by images 
of itself. And also functioning like a studio 
space where the work created there is inspired 
by the environment itself. In what ways do the 
environment have an impact on the work that 
is being created by the artist? And how far can 
you push this concept? What if you were to limit 
yourself to found objects that come from this 
environment.

You might also extend this concept to include 
photographs that are taken in this space. 
Perhaps these are photographs printed on 
fabric which is then draped over found objects 
in the room. These photographs are only details 
of textures in the room. How can the perception 
of this space be modified and or mirrored by 
forms and prints in the room? Perhaps the 
“installation” is then photographed as a new 
space and the final work is actually the images 
that remain. The installation process could be 
done multiple times – objects and prints in the 
room re-arranged and photographed to show a 
range of results. 

An illegal intervention in a space that simulates 
a fictional scenerio. The installation work is 
something like a meth lab or place to create 
illegal substances. It could also be a place 
where underground pornography is being 
produced.. something that makes people 
feel uncomfortable and dirty. The resulting 
images or documentation is then published or 
displayed in a public space. 
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Journal / Notes and 
Observations
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Starting place; Lustmord and Weimar

My original starting point for research was 
Maria Tatar’s book Lustmord: Sexual Murder in 
Weimar Germany.

Leslie Kitchen called the book “...a profound 
and provocative contribution to our 
understanding of sexual combat and the 
aestheticization of violence in modern culture.”

I’m personally interested in commenting 
on and questioning our societies interest 
in violence and how the media potentially 
increases the crime rates thru the over-
publication, dramatization and publicity that it 
gives these cases. The most horriffic crimes 
receive the most attention in comparison to the 
many other crimes that occur daily. 

Tatar also illuminates the press’s role not 
only in creating the mass murderer (as in 
the case of Peter Kuerten, who stated that 
press coverage actually motivated him to 
commit even more heinous sexual crimes) 
but in constructing him as the pitiable victim 
of a pathological femininity. That same press 
created a frightened, femininized populace 
obsessed with notions of social contagion that 
linked femininity, Jewishness, disease, and 
criminality in a “discursive Gleichschaltung” 
the Nazis would later tap to justify their own 
social cleansing. Tatar offers a powerful 
reminder that rampant anxiety over a perceived 
loss of social and moral (not to mention 
economic) control was fertile soil for Nazi 
promises to restore neat gender boundaries.

It is my research about the aetheticization of 
violence that led me to discovering Weimars 
connection to this subject in the first place. 
This particular moment was so influential that 
the term Lustmord was officially coined during 
this time as an art style. If you have any doubts 
I’ve pulled some brief information from several 
scholars during my research. 

Beth Irwin Lewis, another researcher, also 
calls attention to a proliferation of Lustmord 
representation during Weimar. Since Maria 
Tatar and Beth Irwin Lewis, the proposition 
that Weimar was a time of Lustmord has been 

fairly well established. Richard Evans, for 
instance cites Tatar and Lewis in support of 
his contention that “Lustmord had been know 
in Imperial times, but it undoubtedly occurred 
more frequently, and on a larger scale, under 
Weimar.”

Lewis and Tatar have shown, representations 
of Lustmord occurred in avant-garde visual 
arts and in modernist literature with shocking 
regularity. These high-cultural representations 
were accompanied-and preceded-by a mass 
of popular “low” representations: film, 
newspapers, and so-called “Trivialliterature.” 
Tatar speaks of a “discursive fullness” of 
Lustmord representation which provides the 
context in which the high literary and avant-
garde cases she considers emerge.

I plan to make at least six interventions in 
Lustmord research: I use George Grosz as my 
focus.

Original inspiration for “Archeology..”

I started with the portrait of George Grosz 
posing as Jack the Ripper. 

Prof. Tatar suggests that these misogynist 
male artists felt so weakened that they needed 
to kill women, figuratively, in order to re-ignite 
their creative powers. But it’s as much a jump 
to suggest the artists of Weimar identified with 
sexual killers as to suggest, as she does, that 
Grosz was somehow a pervert who preferred 
‘shapeless, obese’ women, simply because his 
‘Self-Portrait As Jack the Ripper’, whose title 
seems at bottom ironic, features his fiancee 
Eva, whose ‘zaftig’ quality was one he admired. 
If one is going to make the representation, 
rather than the reality, the core of one’s 
argument, one needs to avoid attributing the 
latter to the former.

Perhaps it is telling that none of these 
societies and their killers has generated the 
kind of lasting artistic reponse that Weimar 
produced, although you could argue present-
day America has tried. Partly it’s because CSI 
isn’t quite Fritz Lang. But by mis-identifying 
the forces that drove Weimar’s sexual killers, 
and then attributing those same motives 
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a woman looks like! These two halves!... She 
moved around quite naturally, for how could 
she know that anyone, let alone I, was watching 
her?... I was shaking with excitement, couldn’t 
tear myself away… Something had peeled 
off with her clothes. This was the fruit itself, 
the pure female gender complete with all it 
attributes… This was my first experience with 
a naked woman, and it affected me to the 
marrow.”

The emphasis given to this anecdote, which 
comprises an entire chapter (Grosz’s years 
in the war did not merit that much attention), 
should be considered. Grosz revels in its 
telling, describing every item in the room in 
detail, and luxuriating over how the woman’s 
body is slowly revealed to him, and the thrill 
he gets in his illicit spying. This chapter, the 
second in his autobiography, also connects 
Grosz’s voyeuristic thrills from the horror peep 
shows he attended as a child and the decisive 
period of his youth when he decided to become 
an artist, suggesting a literal connection 
between this episode and the awakening of 
artistic desires in Grosz. 

to its artists, Prof. Tatar has left us with a 
conundrum, a set of symptoms, not causes.  - 
Michael Carlson (from his Blog)

Tatar also does not explore the implications 
of the fact that Grosz’s fiancee posed as the 
victim in his 1918 Self-Portrait as Jack the 
Ripper, a work Tatar uses to set the stage for 
her study. Central to her general argument are 
Grosz’s depictions of women as “shapeless” 
and “obese,” which she claims were calculated 
to obliterate them as objects of desire. Anyone 
who has read Grosz’s lustful letters to his zaftig 
wife Eva could reply that there may be different 
standards of physical beauty at work here.
Julia E. Sneeringer (History Department, Beloit 
College)

My intention was to build a semi-fictionalized 
studio based on this photograph. I was inspired 
by this comment from George Grosz;
 
“So this is my world, my room. It has not 
become a business office, calculations here are 
different. And nothing is sold–or only rarely. 
A rectangular white canvas, as prescribed by 
Euclid, puts a little order
into the confused darkness around us. I am 
here with all my imagination. By painting upon 
it, I can record something about myself and 
my inner world: lines, shadows, light and the 
eternal, infinite spiral.”

A new connection to George Grosz that 
inspires new ideas

In his Sex Murder in the Ackerstrasse (1916-
17), Grosz used tilted perspective, angular 
lines, and clutter to accentuate the organized 
chaos of the scene.

Grosz devotes an entire chapter of his 
autobiography to an episode during his 
youth when he spied upon his friend’s aunt 
undressing in her room. The chapter, aptly 
titled “Peeking into the Thirteenth Room,” is 
dramaticaly narrated, and emphasizes Grosz’s 
voyeuristic thrill at seeing a nude woman for 
the first time:

“In breathless excitement I absorbed it all. I 
was troubled but enchanted. So this is what 
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Journal / Additional Notes sexual murder are not just eviscerated female 
bodies in lewd positions, but that the subject 
matter is lustful. The German term Lustmord 
implies desire or pleasure along with sexual 
gain from the murderous act or representation. 
Women are represented as mutilated female 
bodies which are objects of both fascination 
and dread. Such representations are both rivet-
ing in their displays of disfiguring violence, and 
also repugnant in the detail of morbid carnality.

It has been suggested that misogynist male 
artists feel so weakened that they needed to 
kill women, figuratively, in order to re-ignite 
their creative powers. Edgar Degas has said 
that, “a painting demands as much cunning, 
malice, and vice as does a crime” and it is true 
that the creator of any work of art must face 
judgement for taking on controversial or un-
comfortable subjects.

Despite the disturbing violence depicted in 
these works, I find in many of Bixby’s paintings 
of women something other than misogyny: the 
humanity of the women is never sugar coated 
into pneumatic attractiveness. To the contrary, 
Bixby adopts the detailed, delicate surface and 
the often elongated, Gothic form and angular, 
spiky drawn lines of the Northern manner, to 
depict the deep drama of the women of all ages 
and stages of beauty, sexuality, despair and 
decay. Each is vulnerable, anxious, and mortal 
rather than only sexually available, and each 
is a character with an inner life. Bixby works 
also peels back the obvious layer of shock and 
despair and often evokes a nostalgic reference 
to romance and the loss of love.

Bixby’s work offers a profound and provocative 
contribution to our understanding of sexual 
combat and the aestheticization of violence in 
modern culture. Bixby is personally interested 
in commenting on and questioning our soci-
eties interest in violence and how the media 
potentially increases the crime rates thru the 
over-publication, dramatization and public-
ity that it gives these cases. The most horriffic 

The installation itself can only be viewed thru 
a peephole, which further removes the viewer 
from the original set pieces and objects and 
proliferation of simulacra. This technique si-
multaneously creates a sense of voyeurism as 
well as flattening and miniaturizing the scene. 
All of the objects and props blend together to 
form a uniform image effectively transform-
ing the installations into a still image. Looking 
thru the peephole viewers cannot necessarily 
discern the scale of the installation and the line 
between real and unreal is blurred.

Male fear of female sexual power necessitates 
strong defensive maneuvers.  Today the burqa 
keeps women under wraps and in too many 
places the punishment for adultery is stoning 
to death, and for being raped, ostracism from 
one’s family and community. In his series Death 
and Resurrection Bixby analyzes murders in 
pre-Hitler Germany and their artistic represen-
tations, investigating the chilling motives be-
hind representations that aestheticize violence, 
and that turn the mutilated female body into an 
object of fascination.

As twentieth-century readers and spectators, 
we have been trained to view violence as an 
aesthetic strategy funded by a powerful trans-
gressive energy that is the mark of the avant-
garde. It is seen as nothing more than a pretext 
for practicing the modernist art of fragmenta-
tion and disfigurement. The referential matter 
of modernist art is relentlessly subordinated to 
and effaced by its spiritualizing manner.

The profusion of images of Eve, Circe, Medusa, 
Judith, and Salome in art and literature around 
1900 gives vivid testimony to an unprecedented 
dread of female sexuality and its homicidal 
power. Bixby suggests thru his installations 
and collage work that the representations of 



ternal and corrosively promiscuous. Yet what 
of the war’s fracturing of stable subjectivity, as 
revealed, for example, in Grosz’s pseudonyms 
and provocative role-playing? Could not these 
artists -- all of whom saw themselves in oppo-
sition to the current regime -- also have iden-
tified at some level with the corpses in their 
work, not the murderers?

What Remains is a sustained reflection on the 
relationships between gender, crime, violence 
and representation, part of a series of works 
titled Death and Resurrection. 

In the process of building these scenes I have 
discovered a typse of magical realm. What 
is important for me in these works is to al-
low viewers to have a shift in perception and 
to exceed their expectations. When someone 
approaches a peep hole in a gallery setting 
they may expect to see a shocking or rperverse 
situation behind the door – although my scenes 
are constructed with the intent to ccatch the 
view off guard. By presenting a scene that , at 
firstt, may exceed their expectations seem still 
or frozen ain time. Upon further investigation 
there is something unsettling in each imae. For 
example in What Remains there is a mirror fac-
ing the door at the fron of the room – when you 
look thru the peep hole the viewer cannot see 
themselves in the mirror but they see the door-
way in white. There is the imprssion of see-
ing yourself in the chair placed in front of the 
mirror. The mannequin in the room is looking 
at the invisible figure in the chair which further 
allows the viewer to feel as if htye are a part 
of the scene. The transportive aquality of the 
scene opens the possibililit of the viewer to be 
complicit int eh crime scene rather than simply 
a voyeur. At the moment the viewer feels they 
are inside the scene they become more deply 
involved in the scen. And they are enouraged 
to build their own assumptions about what is 
happening in the scene – or to become involved 
in creating their own narrative. I am intersted 
in arranging the scenes with a narrative lement 
that is unresolved or remains open to interpre-
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crimes receive the most attention in com-
parison to the many other crimes that occur 
daily. That same press created a frightened, 
femininized populace obsessed with notions of 
social contagion that linked femininity, Jewish-
ness, disease, and criminality in a “discursive 
Gleichschaltung” the Nazis would later tap to 
justify their own social cleansing. Bixby’s work 
offers a powerful reminder that rampant anxi-
ety over a perceived loss of social and moral 
(not to mention economic) control was fertile 
soil for Nazi promises to restore neat gender 
boundaries.

These scenes are composed of deconstructions 
of paintings of Lustmord. By examining the 
Lustmord phenomenon and the aestheticiza-
tion of violence Bixby creates scenes taught 
with emotional impact. By further aestheticiza-
tion and deconstruction he removes the obvi-
ous references to blood or other methods of 
realism while building each scene. 

While he actively builds upon source material 
and research for the construction of his works 
Bixby chooses not to reveal his specific re-
search materials in context to the installation. 
The attribution of the specific subtext is left to 
the title of the work and the audience. Rather, 
he is interested in allowing the viewer to read 
the image on their own – only colored by the 
tone and visual hints presented in the composi-
tion. When a person views an isolated painting, 
photograph or cartoon, they are viewing a static 
image. 

Tatar measures artists’ complicity in this mi-
sogynist project by how “sympathetically” 
they portray sex murderers. Yet her reading of 
these figures often runs the risk of sacrificing 
the specificity of Weimar to broader theories 
about “Western notions of what drives men 
to murder women”. For example, Tatar reads 
Dix’s and Grosz’s self-portraits as sex murder-
ers as transparent statements of untroubled 
identification with some universal male drive to 
destroy a femininity at once suffocatingly ma-
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tation. Im seeking to continue exploring theyse 
mehtods to involve the viewer in tranformative 
mythology of my compositions. The method of 
working with the peep hole has the effect of 
minaturizing the scene behind the glass. This 
miniturizing effect allos me to work at a larger 
scale and to add detials that can be imperciev-
able to the eye – similar to zooming or macro 
details. Looking inot a mirror and not seeing 
your reflection is a surreal and unique experi-
ence – we feel as if we are transformed inot 
a ghost or a vampire – transported out of our 
body thru the experience of this work.





What Remains - Journal The room will be closed off to the public 
and only viewable thru a broken window in 
the doorway. Inside is a 3D scene which is 
obviously aestheticized but also referencing 
several aspects from my research and mashing 
them into each other - pieces of George Grosz’ 
studio are mixing into my own Lustmord 
“painting” which I am bringing to life in the 
form of a still life. Furthermore I am adding 
elements of light and electricity referencing 
futurism and science fiction as predicted in 
films such as Metropolis.

12 - 17.12.2012

As you can see from my notes one week ago 
my project continues to evolve and change. 
It’s been a very inspired, synchronicity filled 
week for me which included several insightful 
conversations with my classmates (Amel, 
Eleana and Kata) as well as some of the other 
artists in the exhibition at Marienstraße 2. 

One of my biggest break through moments 
was when I decided to use a peep-hole after 
a conversation with Eleana in her studio - and 
later that same evening I was reading from 
George Grosz’s autobiography and he wrote 
about looking thru peep-holes at carnivals as a 
child and writes that perhaps this inspired him 
to become an artist. Here was a clear example 
of synchronicity, and I had the feeling that I 
had discovered something important! There 
are more steps and coincidences involved in 
this particular discovery - but to keep it short; 
In the process or pursuing discussions and 
continuing to read each evening I had pieced 
together an interesting connection between 
my research subject, George Grosz, the theme 
of Lustmord and the medium of the peep-
hole as a way to explore these themes in an 
architectural 3D format. 

Another moment of discovery occurred when I 
was moving the full body mirror around inside 
the room with the help of Amel. At some point 
it was rather close to the door and when I 
looked thru the peep-hole I saw the mirror 
with no reflection of myself even though I was 
facing the mirror! Again, I experienced this type 
of eureka!/wow moment because the feeling 
was very surreal to see the doorway in the 
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21.11 - 04.12.2012 

I have the opportunity to work in an abandoned 
apartment complex located on Marienstraße 
2. After viewing this space I decided it was 
the perfect space to experiment on a larger 
scale incorporating the theme of Lustmord 
and the life of George Grosz in the 1920’s. I 
photographed the room and started to spend 
time there.

Grosz sees the studio as a sort of magical 
environment where the normal influence of 
the world is cut off and his imagination is free 
to explore ideas. I’m using this as a jumping 
off point to begin my own exploration using a 
fusion of a fictional space that incorporates 
aspects of George Grosz studio with a 
Lustmord scene.

The working title of this installation is 
‘ARCHEOLOGY, EXCAVATION, AND WHAT 
REMAINS’. I see this installation as the 
first in a series of 6 pieces titled ‘Death and 
Resurrection’. This series title is the same one 
Otto Dix used for his series of 6 works - one of 
which was a Lustmord painting.

05 - 11.12.2012

I spent the last week at Marienstraße 2 painting 
the room black and preparing the room for the 
installation. The room is not heated and it is 
freezing cold at night. I am working alone for 
hours at a time and I’m able to spend a lot of 
time thinking about the direction of this piece. 
The entire floor of this building is dark and 
creepy at night when I work alone. As I cover 
the various layers of paint and sweep out the 
dirt and trash I get a sense of the past lives and 
activities that must have taken place here. My 
overall idea has changed several times and I’ve 
started to focus on particular subtle changes 
I would like to make to the room aside from 
turning it all black.



mirror but not to see myself. All of a sudden I 
felt transported into some alternate dimension 
thru this hole in the door. I could imagine a 
ghost of myself sitting in this empty chair in 
front of the mirror.

I am feeling confident and inspired by this 
project and the directions it has taken me - and 
I see this as the beginning of a series of works.

Reflections on the Mid-Term Criticism/Review 
of my project ‘Archeology, Excavation, And What 
Remains’.

Tuesday, December 18th, 2012 was the day 
of our mid-term review. I presented my 
installation titled, ‘Archeology, Excavation, and 
What Remains’, to our class and professors. 
After two long weeks of work on the project, 
including Sunday night in which I worked until 
6:30am, I was pretty exhausted. But I was also 
riding on some adrenaline from the opening 
exhibition the night before and the feeling of 
completion. Regardless, my presentation was 
a bit unsteady and I spent most of my time 
quoting research about Lustmord in Germany 
and the aritst George Grosz who was my main 
inspiration for the project. I received several 
pieces of advice and feedback this morning – I 
will do my best to document and process that 
feedback in this document that I have titled 
‘What Remains’.

1)	 Make it more extreme, more vivid, more 
dark. I forget the exact quote but Gunnar said 
that the piece could have been more edgy 
and darker. It’s true that I started with the 
intention of channeling a type of fictionalized 
occult scene. I was also obviously referencing 
themes from Lustmord killings as they were 
represented in the media and artwork. I 
wanted to avoid getting too bloody because I 
was concerned the piece might come off like 
a haunted house – and so I opted for a more 
stylized and minimalized use of neon light 
and black paint. My interpretation of Gunnars 
advice is that I can work harder to create a 
haunting pose or layout with the mannequin – 
but this does not mean that I need to use stage 
blood or other obvious horror show theatrics. 
Personally I’d like to avoid horror show effects 

as much as possible while still addressing 
the disconcerting abundence of aestheticized 
violence in our culture. More specifically I’m 
interested in re-aestheticizing the famous 
Lustmord killings into a more minimalist 
approach. I think the secret is to reach this 
feeling of unrest, or haunted nature, with the 
least amount of effort on the part of the object. 
An example of this is an empty chair in a room, 
a hold with a red light in it, a mirror that you 
can’t see yourself in. Infusing objects and 
spaces with emotion.

2)	 Don’t let anyone see inside the room. 
This was the semi-horrified comment from 
Dominique who was disappointed when I 
opened the door and allowed Ursula and the 
class to see behind the peep-hole. I understood 
exactly why she was so surprised and against 
this decision, I had worked hard all week to 
keep the door shut while I worked mostly 
alone on this project. Although in the context 
of this class where we are sharing all of our 
intentions, experiments and processes I felt it 
was appropriate to share this view behind the 
door. Another factor that influenced my decision 
was Ursula’s comment that she could not see 
thru the peek-hole very well. I wasn’t sure if 
this was something to do with her eye vision 
but I thought it would be a shame to have spent 
100+ hours on a project that my professor was 
unable to see. So in this moment I made the 
decision to open the door and I don’t regret it. 
But I will say that Dominiques strong response 
has stayed with me and effected my perception 
of my already rocky presentation this day.

3)	 I saw more of you in your video 
presentation that I do in this piece. This was 
another comment from Dominique but it 
seemed to resonate with the others – and I was 
advised to now move away from my research 
basis and find my own “story” or angle to 
portray in this work. Part of the process of 
me writing down these reflections are for me 
to reconsider these points again for myself. 
This particular comment is probably the most 
important aspect and complex for me to work 
out. Something unique about this project has 
been my willingness to jump fully into the 
process of research and then applying that to 
my own work. So far I think it’s been sucessful 
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on a personal level because I’ve been very 
inspired by the research and it’s helped 
steer me into directions I would have never 
considered on my own. So now at this mid-
way point it’s difficult to now pull away from 
the research and find myself in the work, so to 
speak. Again, this document here is an effort to 
do exactly that. Rather than researching more 
books and interviews I need to begin writing my 
own texts and finding my own voice in the form 
of words on paper. Hopefully this will translate 
to “me” appearing in the work, and being 
invested in the work, more clearly.

25





Michael, ISBN-10: 1243582766, ISBN-13: 978-
1243582768

Lustmord” The Writings and Artifacts of Mur-
derers, Edit. Brian King, Burbank: Bloat Publ. 
Co., 1996. ISBN 0-9650324-0-X PB 314 pp.

Bibliography 
Research Books for Provokativ Architektur

The Seven Addictions and Five Professions of 
Anita Berber: Weimar Berlin’s Priestess of 
Depravity, ISBN-10: 1932595120, ISBN-13: 978-
1932595123

Naked Germany: Health, Race and the Nation, 
Publisher: Berg Publishers (February 10, 2005), 
ASIN: B0091IFURK

Empire of Ecstasy: Nudity and Movement 
in German Body Culture, 1910-1935. ASIN: 
B004DUMMTA

Voluptuous Panic: The Erotic World of Weimar 
Berlin, 	 ISBN-10: 092291558X, ISBN-13: 
978-0922915583

Art And Politics In The Weimar Period: The 
New Sobriety 1917-1933, ISBN-10: 0306807246, 
ISBN-13: 978-0306807244

Love Above All and Other Drawings: 120 Works 
(Dover Fine Art, History of Art), ISBN-10: 
0486226751, ISBN-13: 978-0486226750

Lustmord: Sexual Murder in Weimar Ger-
many, ISBN-10: 0691015902, ISBN-13: 978-
0691015903

Mediating worlds. The occult As Projection of 
the New Woman in Weimar Culture, (Essay). An 
Article from German Quarterly. 2010, Summer, 
vol. 83(3). Hales, Barbara

Sexual Murder. Catathymic and Compulsive 
Homicides. Louis B. Schlesinger, CRC Press. 
2004. ISBN-10: 0849311306, ISBN-13: 978-
0849311307

The Hot Girls of Weimar Berlin, Barbara Ul-
rich, ISBN-10: 0922915768, ISBN-13: 978-
0922915767

Uncanny Collapse: Sexual Violence and 
Unsettled Rhetoric in German-Language 
Lustmord Preresentations, 1900-1933, Jay 

27



28


