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The author considers the visualisation of the body under conditions of war through a discussion of two artists,
the sculptor Armo Breker (1900-1991) and the surrealist Hans Bellmer (1902-1975), who imagined the fate of
corporeality in Nazi Germany and beyond. He sets up the idea of National Socialism as an ocularcentric
regime obsessed with spectacle and the experience of power where the powerful are seen and the weak,
vulnerable, miserable, and centrally degenerate are not seen. It is possible to read Arno Breker’s sculptures that
imagine the idealised Aryan body as superhuman as a form of material dissimulation designed to hide or
repress the criminal violence of National Socialism. While Breker imagines the ideal Aryan leading humanity
into a future characterised by purity (e.g. his 1935 sculpture Prometheus), the other side of this dark utopian
fantasy comprises the repression of the crime that the Nazi does not see or want to see. This criminal other side,
it is argued, is revealed by the work of the surrealist Hans Bellmer, who famously opposed the Nazi’s corporeal
fantasy world through his Dolls project where the body is seen in its tortured, mutilated, violated, and
destroyed real form. After exploring the politics of the Breker—Bellmer couple, and particularly the
psychoanalytic dimensions of their opposition that may inform our understanding of body politics today, the
author then goes on to compare both artists’ works with Francis Bacon’s rendition of ‘humanity-as-meat’ that
both underpins and results from the workings of power, authority and neo-liberal capitalism alike.
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The Anx1ous God

Picking over tthe corpse: of the dead God, modern man soon became! his own God. But what kind of a God is this
new Human God? Unlike the remote, untouchable God: of the Old Testament, the modern God is a fragile,
insecure being racked by anxiety. Ultimately, he knows what his predecessor could never know. He knows that he
lacks transcendence or that his powers of transcendence (for 1nstance hlS ablhty to imagine the cosmos and

hard to be a i God

We can, of course, trace this trag:c story back before the 1dea of the one iGod: universe to the multi- God World of

per haps the founder of 1nodern smentlsm sought to escape from the deceptive nature of the senses that connect
the body to the world by engaging in the practice of radical critique (doubt). The objective of the method of doubt
was to suspcnd the natural taken for granted knowledge of the body in favour of cognitive reason. Under these
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was ultnnately Insecure because he could not be certain that evelything he knew his very reason 1tse1f, was not
the infernal scheme of some Demonic other set upon his deception. At this point, the early modern philosopher

anxiety and become the titanic overman capable of making his own way through life in a cold, dark meaningless
universe.

Of course, Nietzsche knew that it is hard to be a God and constantly rise to the challenge of becoming. He was
sensitive to the problems of his own God~mak1ng strategy and realised that not every man could become a titan.
The majority would, unfortunately, seek out the security of the herd and lose themselves in what he would call,
slave morahty Although the master would overcome slave mor allty and transvaluate the values of the crowd,

this struggle—it’s what keeps him ahve'—meanmg that he tends to play down the problem of anxiety and its
effects, which I think it is possible to employ as a kind of lens for ef looking back upon the horrors of what we
mi {.:]‘l[ call the Nletzschean twentleth century That is to say that we might take up the notion of the anxious

Ilt}’ formation led to the emergence of a universe of
extremes characterised by on the one hand the search for invulnerable form and on the other hand the production
presence of the new God’s tota] form. In the chapter that follows, I propose to explore this complex comprising
the modern God’s dnve to create invulnerable form and the consequent emergence of abject formlessness through

secm__:ty of the new :God who desperately wants to escape from his own human, all too human failings.

In this respect, | propose to explain atrocity in terms of the modern God’s drive towards the creation of a kind of
psycho-political imaginary that splits off in two directions defined by, on the one hand, utopian perfection, and on
the other hand, dystopian despair, impurity, and degeneration. My use of the term imaginary in this context is
deliberate, signalling a kind of imagined, fantastical construct, but also more pre01sely the Lacanian (2007) idea
of ego construction where the pre-oedipal child first finds themselves in their own mirror image. Thus, the point
of my reference to Lacanian psychoanalysm is first, to point to the importance of iidentity: in my analysis, and
more centrally the ways in which :identity formation entails moving from a state of formlessness to a state of
formal security premised upon estrangement and loss, and second, to connect this process of identity formation to
the visualisation and visibility of the self which I propose to project into an exploration of representations of self
and other in the arts. The related shift I make here is, of course, from the visualisation of the individual self,

in the plastic and visual arts, whlch I suggest prOJect a vision of a kind of ideal type of cultural iidentity (‘what we
should be like”) that then filters back towards the level of the individual who seeks to make or paint themselves in
a cultural context defined by, in the case of Nietzschean modermnity, anxiety and the deep-seated need to become
an invulnerable iGod: In the case of modern European history, and particularly the German context, I think that it
is possible to make the link between the individual level of the overman seeking to transform himself into a God
land the socio-cultural level of what we might call pohtical aesthetics through Wagner’s idea of the
oesamtkuntswerk, universal artwork, or total work of art which we might say sought to respond to the demise of
tGod: through the invention of a new mythology, religious iimage, or utopian ideal of society and man’s role in its

cneatlon

cultural .ideal which brings together utopian self and utopian socrety in a kind of synthetlc totaI form that recalls
:truvm‘; architectural vision of man in his environment and Leonardo’s later image: of Vitruvian man who
perfectly occupies space. Building upon this idea of the body in space, and particularly the notion of the visual
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representation of the ideal self in the ideal society, in the work that follows I explore the case of what we might
simultaneously consider the kigh and the /ow point of the modemn problem of God-making, Nazi Germany. We
might see the case of Na21sm in terms of the high point of the movement towards modem God-making simply
because the Nazi drive to steel the self against excremental others might be the most devel{)ped example of this
stark political division between sacred and profane in the secular world. By contrast, '\I

virtue of their flawed humanity founded in their carnal participation in what we might call referring back to Lacan
(2007, see Chapter 12, ‘The Function and Field of Speech and Language in Psychoanalysis’), the real of
e.ustence In or der to try__to capture this tens10n in the Naz1 context, I refer to the cases of on the one hand {Armo

T ite] who sought 0
carve and hammer eich S New Man out of stone, and on the other hand, the surrealist r', whose
deeply disturbing image s§ of fragmented, abused, and destroyed dolls might be seen to represent the fate of the
other body in Nazi Germany

Although these two artists have been compared and contrasted before, most notably by Hal 1(1991, 1995),
what I want to emphasise in my reading is the necessary relationship between their works or more precisely their
representations of the human body. In emphasising this dialectical tension, or identity of opposites, I want to
move beyond the idea of Na21 fear outlined by Mark Neocleous (2005) in his w01k on Gothic Fascmn In this

monstrous other that torments him and constantly reminds him of hlS trauma and ruined sense of self. It is this
uncouscious tension that I want to capture in my reading of the relation between Breker’s utopian sculptures of

pomtless violence and atrocity that is necessary to becomlng a God: from the f’illen position of the miserable
human being who must live and die as a body regardless of their desire to somehow become divine. Following
this section of the chapter, which forms the centrepiece of my argument, in my conclusion I seek to move beyond
the Nazi case to show how it is possible to understand the same body politics operative today through a

manaﬂerial capitalism.

My point here is that Nazi idealism, and the more general aesthetic project of God-making, should not be seen in
terms of a relic of the past or the first half of the twentieth century which was swcpt away by postmodernism,

capitalist i S
mvu]nelable superheroes and sports stars who seem similarly perfectly formed and pr: ov1de the divme models f01

terms, a description of life under totally networked neoliberal capitalism in the contemporary global economy.
Given the need to emphasise hidden continuity, this is precisely why I close the chapter through a discussion of
Bacon’s worlc because he can be seen to provide a connection between the Nazi twentieth century and the more
igeneral, transhistorical problem of God-making and the production of abject formlessness. Another way of
capturing this relation is through the ideas of the sacred and the profane and the dialectical tension between the
two terms, which I believe forms the visual unconscious, what we choose to ‘not see’, of the post-Nazi_period and

particularly the universe of contemporary neoliberal capitahsm This is what I think we can see in Bacon’s work.
However, before I turn to Bacon and the problem of atrocity in the neoliberal worker-state, I want to start with a
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comparison of the Nazi idealism embodied by Breker and the horrific surrealism or we might say materialism of
Bellmer.

Prometheus and the Degenerate

called ithe Prosthetic God was based Ina paradox1cal idea of voluntary historicism Wthh meant that there was a
kind of fatality about his emergence, but that the political aesthetic elite still had to make him appear. The figure
of the New Man was, thus, a symbol of the Nietzschean idea of the will to power or the later Freudian concept of
the unconscious that flows through and determines the behaviour of men and that they must learn to channel in
the name of the future. Howeve1 in seeking to capture the political project of the New Man and the 1egimes that

century was the century of the passion for the real, meaning that the maJor utopian expenments of this period
were concerned with ﬁndlng ways to expose the banalltles of human life and somehow realise the essence of what

same applies to the Soviets, thought that they could overcome the anx1ety-' ucmg lack inherent in ex1stence
itself and find a state of completion we might associate with the figure of iGod who knows no boundaries, outside,
or deficit of any kind. However, Badiou’s point is that because complete purification is never possible, simply by
virtue of the existential truth that the human is thrown into the world in a state of incompletion, the Nazis and
other totalitarians found themselves caught in a state of endless struggle with others. In other words, utopia is
never realised because there is always some other suspect, some other enemy, who explains why the self remains
incomplete and the world is still out of kilter with itself.

In this way Badiou explains a century of struggle, a century of war, and a century of : alromry  through the political
pursuit of the real that could never be reached because, as Lacanian (2007) psychoanalysis explains, humans
leave the real behmd the moment they enter the world, whele we should understand the ldea of W01ld’ in

of a unifi ed self and a unified world, (2) the symbolic structures of civilization, where we always lack but lmagme
the possibility of being complete, and (3) the non-space of the real, which peeks through these structures
suggesting that there is something more basic, more primal, more essential than the banality of the everyday. Of
course, the irony of the Nazi and totalitarian efforts to reach the non-space of the real, which Zizek (1991)
explains is itself a kind of fantasy generated by the lack of closure within the symbolic system of civilization, is
that in many ways they managed to uncover this basic space of existence, but not in the ways that they imagined.
In the case of the Nazis who I focus upon in this chapter, the intention was to access the real of a kind of Vitruvian
body perfectly symmetrical with the cosmos and in this way transform men into Gods. However, the problem
with this approach is that it necessarily took place on the level of the imaginary, which is preci
understand the sculptures of the Arno Breker and Josef Thorak: who hammered rock hard iAryan: superheroes out
of stone. The reason these figures closely conform to the Lacanian category of the imaginary is that they
represented a kind of idealised, completed, Nazi self. They were, in a sense, God-making realised in stone. But
the problem with this approach, and ‘what Badlou misses in his book, is that taking this God-making strategy for
an essential project which could somehow be completed or realised is precisely what produced the Lacanian real
in the monstrous (mis)shape of the formless other who then needed to be annihilated in order to secure the
imaginary (which was mistaken for the real) or reach some kind of essential level of reality where man and world

dare onc.

<, which we should understand through the idea of the i 1mag1nary, but rather the terrible others
who the Nazis wanted to destroy (the Jew, the homosexual, the disabled person, and other degenerates) and
actually went on to produce through the camps which stripped away the humanity of victims and survivors alike,
leaving nothing left but what Giorgio Agamben: (1998) calls bare life or we might say, pure existence crossing
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over into death. This is where l think it is possible to find the real in the Nazi context, which is signiﬁcant beeause

the Nazi imaginary, the fantasy world that generated the violence of the real and legitimated the extermination of
those formless others who could not conform to the Party’s idea of rock hard form. Indeed, in many respects
exploration of sculpture is essential to understanding Nazi politics since there was very little difference between
the methods of Breker and Thorak smashing ideal men out of stone with hammers and chisels and what the Nazi
leadership sought to achieve through the creation of a utopian Germany free of degenerates and the waste of
humanity. This is pre01se1y how George Mosse (1 996) understands Na21 gender pohtlcs explalmng that from the

psychology emerges from deep trauma caused by the apocalyptic defeat of World War I and a SadIStIC drive to
repair this wound by destroying others over and over again until finally, the damage of the past would disappear
and there would be no imore pain: (Theweleit 1987, 1989).

Following this psychoanalytic thesis the historian Johann Chapoutot (2016) argues that the Nazis constructed a
mythical world founded upon a vision of the Greeks and Romans to support their idea of the need to make
modern Gods who would somehow heal the festering wounds of modern Germany. In this way, the : '
became a historical fantasy figure who embodied what it would be like to live without damage and feel at home in
the world (heimliche). The key mythological character in this fantasy became the titan iPrometheus who stole fire
from the Gods and essentially created human culture and civilization by virtue of the way he could provide an
image of building a utopian future. Indeed, Ptomelheus the maker who crossed the boundary between the worlds
of men and Gods became a favourite subject of Breker who created several sculptures of the titan through the
1930s in the name of providing a model for the Nazi’s New Man and the wider body politic or volkskorper.
Building upon this explanation, we can refer i i Michaud (2004) who explores the centrality of the figure of
‘Prometheus: to Nazi culture, and expands upon the idea of aesthetic creation, suggesting that the core principles
behind Nazi politics were idea and form. In Michaud’s view these concepts cond1t10ned understandings of race
and the health of the people which were subordinate to the philosophical objective of founding a self-identical
society, a kind of utopia beyond lack. For Michaud: Hitler, the failed artist who had suffered hysterical blindness
upon returning from the front, thought that he could sculpt the masses on the basrs of utopian ideas drawn from
Platoi and the S s g the Germans’ place in the

long history of the west In this view, the Germans were the true heirs of the Greeks: who were the founders of

'western civilization and the chosen people tasked with defending cultural history against the formlessness of the
dark races.

influence the Nazi sculptors Breker and Thorak but also potentially the Party’s leadership which understood
politics in terms of aesthetics and needed some sense of historical scale to measure the decay decadence, and
degeneration of the present. Of course, Winckelmann’s vision of Greece was very particular, which becomes clear
when we compale his 1deahsm to Nletzsche S later vers1on of the 1elatlonsh|p between aesthetic form and

N1etzsche s overman is th he thought that the modern G d must foster the D1011y51an sp1r1t of
formlessness in the name of becoming, while this is precisely what Winckelmann was concerned to escape for
what Nietzsche might have called Apollonian clarity and lidentity. While there is a sense in which Nretzsche S
overman is about life, becoming, and movement into the future, ‘Alex Potts (2000) explains that Winckelmann’s
stony 1deahsm and focus upon simplicity and calm, conjures visions of returning to the past and the nothingness
of death.
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of an outside. Winckelmann’s utopian body is, therefore a body on its own. It knows no other. By contrast, it is
fprecisely Nietzsche love for | D1onysua and the formless that suggests sympathy for the other and saves him from
identification with Nazism, beyond his sister’s schemes to transform her brother into a Nazi philosopher (Diethe
2007). However, Potts (2000) notes that where the other does appear in Winckelmann’s history, for example, the
famous sculpture Laocoon and His Sons which can be dated back to some point in the early first century BC,
everything becomes about violence, struggle, and the battle to survive. In the case of Laocoon, the Trojan Priest
fights to survive the attack of a monstrous serpent, leadir s to suggest that his greatness resides in struggle.
As the serpent sinks its fangs into Laocoon’s thigh, he cries out. Agony is written across his face in a way that
reflects the battle of modern man to rise above h1s anxiety in the bleak, Godless universe. Now this is perhaps

fand for all. Although this seems hke a minor d1fference I think that it is essential for recognising the separation
tbetween Nietzsche and Nazism: and understanding why the Nazis remained suspicious of Nietzsche’s writings, a
lsuspicion I would suggest was based upon his refusal to ever really force the identification of becoming and form.
Where there is a very real sense of fear of collapsmg for m, formlessness and castrat1on in Wrnckelmann s

possrb:hty of the kind of eternally sealed being we find modelled in the sculptures of Breker and Thorak. I would
suggest that the same is true when we compare. Nietzsche's philosophy: with the Proto-Fascist Junger who it is
possible to argue developed Nietzsche’s theory! of the will to power through the 1920s into the 1930s.

According to Marcus Bullock: (2012) writing on :Junger’s majori philosophical work The Worker (2017), we can
see the emergence of a new modern form of utopia in the theory of total mobilisation which concerns the ability
of modern man to hamess the technological storms of modernity. In Junger’s theory, the high-tech world of
modernity plunges man into a non-human maelstrom which he must shape through his work. As the subtitle of the
book itself explains, man must exercise dominion and create form through his labour. Unlike Nietzsche, who
looked towards the possibilities of formlessness, and centrally thought that the self was in a constant state of
becoming, Junger’s worker: is only able to survive the violence of modernity because of his sculpted, hardened,
body. His work-character means that he can live with the Cartesian violence, or what Junger: calls abstract
cruelty, of the new work-world where we must constantly exercise dominion and create form. As Junger himself
explains, this new world is simultaneously hotter (because of the constant violence of formation), but also colder
(in its absolute objectivity and indifference) than the old world, which is probably why he never lined up with the
Nazis who wanted to hold onto the principle of racial superiority. However, even though Jungcr never made the
[leap from what Klaus Theweleit: (1987, 1989) calls proto-fascism to Nazism, what his futurist utopia illustrates is
the violence of what we might call aesthetic totalitarianism, which focuses upon the will to make form and
centrally places the responsibility for the creation of the model, figure, or artwork in the hands of sculptor, who is
somehow exempt from the problem of formlessness. In other words, the sculptor takes on the role of modern

iG d;. but never subjects himself to the same kind of challenge he poses to the formless mass.

‘Although Nietzsche! saw that the Godless universe would lead to an obsession with form and formulation, his
overman was arguably on the side of formlessness by virtue of his.concern with endless becoming, leaving the
herd to seek out the sex + of timeless form. Perhaps this is how we should understand Nazi and totalitarian
politics, which exempt the master sculptor from the problem of formlessness and instead project this onto the
other who must be destroyed in the name of ; secunty and the God-making pI‘O_]eCt in order to distinguish them
from Nietzsche’s philosophy:? Where Nietzsche was concerned with ove1com1ng the anxiety of formlessness in
the name of becoming, the Nazi shrinks in the face of the abyss and projects his anxiety into attacks on the
formless other which will appear to confirm his formal superiority. Thus we can see how Nietzschean stru 1ggle
revolves around overcoming the self and the anxiety of the void, which clearly contrasts with Hitler’s ampf that
was directed outwards and revolved around the sadistic attack on others in the name of resolving internal trauma,
damage, and anxiety. This is why the Nazi will to form and will to _utopia could not move beyond the
slauohtcrhouse space of death, dismemberment; and Nietzsche’s ; God Dlonysuq which only led to the

course, the Nazis were aware that their struggle against formlessness would take time, hence Breker s
monumental sculpture Perseverance, but they were also looking forward to the end, which is never the case with
ietzsehe‘% philosc)phy" Regarding endings, wh _we might call Nazi formalism evoked on the one hand, the

Featherstone 2005) theory of ruin value which concerned lookmg for pennanence in the destroyed ruins of Reich.
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In this respect, the idea was that even and in fact especially in defeat, Nazi form would endure because there is no
greater sense of closure than death itself.

writings of the | Frerkorps writers Von Salomon iand Junger., not to men
Theweleit’s (1987, 1989) classic Male Fantasies. which describes the Na21s as Walklng termmatlons F oster
traces everything back to trauma and the attempt to overcome this through sadistic violence. But what he is less
clear about is the way that the obsessive attempt to create form and the phobic fear of formlessness created a fatal
situation where stable form became impossible and this fed back into the obsession with defence and persecution.
Under these condltlons the Na21 ‘was no longer the sadistic aggressor attacking the other, but rather the victim of a

ki in flesh and b

However, what reference | T.O Men};l :
monstrous pseudo-science ‘which, | d (2006) argues, itself shaded into a kind pitiless, abstract iz
the drive to humiliate and destroy the body, but also how this strategy for the elimination of fragility and
vulnerability in the name of ideal form constantly threw form itself into doubt by confronting the utopian ideal of
total self-identity with its profane, miserable other—abject formlessness. In the case of Men ge]e the notorious
‘Angel of Death: who worked at | Ausehwu? from 1943 to 1945, horrendous experlments on children focused on
testing the l11n1ts of the bod}r w1th the idea of finding ways to strengthen the Nazi form never produccd anything

overcome finitude, or when one simply wants to anmhllate thé other who confirms that humanity can never
escape its ﬂeshy body, but much more difﬁcult to sacriﬁce everything one has ﬁom a state of human all too

moment ch11d1 en point to their reflection in the mirror and imagine that the mirror | ge_ is who they are,
Bellmer’s bodleq ‘represent degeneration, psychotlc breakdown, and corporeal regression towards the pre-oedipal
state Lacan wrote about in terms of the body in pieces (corps morcele). In explaining the origins of the mutilated
dolls which he produced through the 1930s, Sue Taylor (2002) points to Bellmer’s rebellion against his father
who was a Nazi sympathiser and engineer who worked exclusively with machines. According to Taylor, in
staging psychotic attacks on his dolls Bellmer was looking to dismember the imaginary, patriarchal, fascist body
of the father and return to the real self (though the term ‘self” would not really capture the reality of the real of
existence) beneath this fabricated, ideal state which we might simultaneously connect to the death of the oedipal
individual, but also a kind of maternal ethics that privileges the necessity of interaction, interrelation, and
participation in the other.

uncanny and the horror of life-like machlnes Taylor s view the comc1d‘ence of these events, concerning
nostalgia for childhood and fear of uncanny mechanisation, informed Bellmer’s later symbolic attacks on his
father and the phallic totally formed body and his related desire to return to mother. {‘ ‘ontrasting Hitler’s Christ,
who became a symbol of trauma, betrayal, and need for rev. enge Taylor points out that Bellmer’s obsession with
Matthias Grunewald s gruesome deplctlon of the crucifixion, The Jsem’remr A!{er ‘piece. was focused upon the

garth in the transformed state of the suffermg ﬂesh and b]ood Christ on the cross, Jeremy: Biles (200?) shows

]

..‘*.i ruined hand precisely because our ability to
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use our hands to create tools is what makes us human and separates the human from the animal. Hands clawed in
pain, Bellmer saw that Grunewald’s Christ was not simply a representation of God in the miserable form of a
man, but also man reduced to the status of the flesh, blood:, and bone of the suffering animal that knows nothing
but pleasure pain, and 1nst1nct In this respect, Grunewald s _Cl st became a model for Bellmer’s dolls Wluch

thCll' common 1nterest in, wound1ng in the name of the return to formlessness.

Of course, apart from 51grlalIJllgPo:1t;us Pilate’s presentation of Christ! to the baying mob before his crucifixion,
iBiles’ title ‘ecce monstrum’ ialso recal_l_sl Nietzsche’s Ecce Homo: (1992) where the philosopher opposes

EDtonysm to the Crucified who, in his view, was all about guilt-tripping and turning humanity into a neurotic
spcmes However B]les chooses to ‘il(lp over Nletzsche s readmg of ‘Christ as a symbol of neuroses, guilt, and

ED1onysus wh1ch is destruction, declme ‘and the collapse of the form of iGod: into the formlessness of the animal.
Agdmst Nlelzsche who writes of the overman, or the ubennensch who is more than human in his ability to handle

who is less than human in his collapsmg form wh1ch would otherwise separate him from the Lacaman 1eal, but
now ensures his communication and participation in continuous being. Recalling Bataille’s (1985) own critique of]
the psychological structures of fascism from the early 1930s, which drew upon the opposition between the
homogeneous and heterogeneous, what Blles reading of Bellmer and Bataille clearly captures is the__lrl_o_pposmon
fto the will to transcendence and what we have explamed in terms of the Naz1 obsession w1th the S

uncanny nature of Bellmer s dolls in terms of the critique of what he calls the becommg machme or modern
automaton which ‘is me, but not me’. In this respect, Foster opposes Bellmer’s project to Breker’s imaginary
figures who represent ideal objectifications of real men, but also more general h1story of mechan1sat1on
proletarianisation, and the destruction and dismemberment of h ¢
Foster reads Bellmer out of his immediate context, Nazi Germany, where is it possible to oppose lns work to the
monumemal formahsm of Breker and Thoraki to su
1le’s own College of Sociology (see Hollier 1988), focused upon
understanding the mteractlon and interr elatlon between the polar opposites of form and formlessness, sacred and
profane, ideal and material, and imaginary and real. While Bataille’s College explored the tensions between these
polarities in the 193 OS Foster’s reading of Bellmer beyond the critique of Breke1 and Nazi utopianism opens the

into consumer persuasion, a 1 tho s (2006) contention that the post-humamsm of Nazism easily translated
finto high-tech late capitalism where the body is dead weight to be sacrificed to the lightning speeds of a virtual
future, the continuity between European totalitarianism and American globalisation is far more pronounced than
the differences that the victors wanted to stress by pointing to the fundamental goods of political democracy: and

freedom. However, even the most basic reading of Junger’s classic: futurist work, The Worker (2017) reveals the
continuity between Nazi ideal of the worker state (the work-world subsumes the work- character) where
everybody pulls together for the father]and and the contemporary neollberal utop1a Wthl’l has always been in the
machine from its origins in Mandeville through Smith up to Hayek (Featherstone 2017). Indeed, it is perhaps
precnsely Junger’s sci-fi transgression of the really existing technological reach of the Nazi state that makes The
Worker look like a fantastical utopia from the point of the 1930s, but a strange prophetic commentary upon the
depressing reality of high-tech capitalism from the point of view of the contemporary where everybody is sutured
into the totally networked global economic form. Despite Milton Friedman’s (2002) very public focus upon
individual freedom in the 1960s, the neoliberal worker has always been subject to the computat1onal power and
FCartesian violence: of late capitalism and never really free of the kind of obiective violence Foucault Please

make a final change here: change 'objective violence' to 'objective discipline'. The word violence is
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repeated in the sentence. (1977, 2010) wrote about throughout his works and Zizek (2009) focuses upon in his
book, Violence.

the end of the worker utopra in the new totally networked society. In his book The Eclipse of the Utoplas of
Labour Rabinbach’s thesis amounts to saying that because high-tech workers tend to sit behind desks .and rely on

brain power over muscle power, they no longer occupy a utopia of work of the kind outlined b 3
one hand, Rabinbach has a point because it may be far more difficult now than ever before for the hlgh tech prole
to convert their labour into work in the form of Marxist-Sartrean praxis that would set them free, but on the other
hand I think he completely misses the point about the way late capitalism is actually the realisation of the kind of
dark utopia of total work imagined from the very origins of capitalism through the totalitarian twentieth century.

Although Badiou (2007) makes the point that post-war capitalism sought to escape the totalitarian obsession with

stop at nothing to realise th1s objective, late capitalism takes up the cause of the“God of the bottom line (profit)
and the death drive towards unlimited growth in the context of a planet which is, like the miserable creatures that
inhabit its fragile environments, finite.

Of course, in much the same way that the body was everywhere in Nazi Germany, and one could not escape

superhuman by virtue of nothlng more than havmg made 1t onto the screens of the global media for the masses.
On the other side of the contemporary late capitalist fantasy world we find the miserable bodies of the war-torn

(the refugee, the abused, and a host of other ‘losers’ to use the language of the American President) that belong to
nobody and who we tolerate because they are victims of the complete indifference and objectivity of number
under condltlons of economlc totalitarianism. Now it is for thls reason ‘that Virilio (2006) ertes of p1t11ess .111: the

1amma11t-y,
existence. In thls respect it is possible to argue that Bacon s W

work Wthh mi ght be interpr eted in terms of A
son’s hemosexuality and threw him out of the famrly home Cast out of his home by a violent patriarch, an event
that we might understand symbolically through the Freudian complex of the (un)heimliche (home/unhome) (see
Freud 2003), the estranged: Bacon appeared to see through every sociological frame that might normalise
violence and made use of this vision in order to paint ef the real of the formless body. Despite the various frames
and screens we use to defend Vlolence ‘Bacon’s 's.‘_t,m'n)ath}r lay Wlth ﬂesh b!ood and bone noting his

between two halves of a carcass. In this wo;k Bacon opposes the transcendent form of Papal authorlty Wlth
abject, formless, meat and it is precisely t thls nsion, the tension exposed in what Martint Harrison (2006) calls
ﬁ???ﬂ...ﬁ.???ﬁ%!ﬂ?- realism, which {Gilles I Delcuzc (2005) takes up in his book on the artist, The Logic of Sensation.
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prof‘mc and formless on its own terms the extreme consequences of this condition only emerge in relation to the
vto[em pursuit of transcendence and form. It is, thelefore the tension between form and formlessness between

calls the ‘zone of indiscernibility’ between man and animal where the 1nterrelat10n between flesh and bone that
creates form collapses towards the abjection of meat. Writing on the body as formless meat, De]euze points to the
1mp01 tance of the mouth in Bacon’s figures, explammg that thelr screams symbohse their descent into the state of

'unable to beheve in the various f01ms of transcendence put before them Agalnst all fonns of vertlcallt'y from
reli glon (most famously, his 1953 palntmg Srudv Aﬂer Vefa:que. 5 Pom ait of Pope Innocent)ﬂ through to post-

business and the men who coldly manipulate numbe1 s), 1t is clear i ' was opposed to the kind of brutal,
post-human formalism we see in Breker’s monumentalism and the late capltallst idealism of th¢ beauty of number
simply because of the violence and atrocities these forms inflict upon formless ’ood[ee

Akin to Bellmer, whose dolls symbolised violent rebellion agclmst the father in the name of the degenerate and
other monsters, Bacon s wmk evokes sympathy for the | ;
body without organs, in a Godless world where the temptatlon is to try to escape the anxiety of vulnerability into
the impossibility of absolutely secure form. Since this is an impossible fantasy, an imaginary frame, it generates
fan extreme situation conditioned by the absolute opposition of the sacred and the profane, hubris and humiliation,
and Prometheus: and the Degenerate, where we tend to ‘not see’ violence and atrocity. But by focusing on the
other side of this Lacanian social relation, what Robert Buch (2011) calls the pathos of the real, Bellmer and

on expose the terror of form we can see in Breker and other transcendental imaginaries for the sake of the
existential liberation of the formless body, which is always meat—nothing more, nothing less.
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