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			No one has ever written, painted, sculpted, modeled, 
built, or invented except literally to get out of hell.

			Antonin Artaud
Van Gogh, the Man Suicided by Society

		

		
			

		

	
		
			Introduction

			“A society free of crime is quite impossible” according to the 19th-century French sociologist Emile Durkheim.1 Crime is an omnipresent and “normal” condition in every civilization, at any time, anywhere.

			And as with most activities within any group, crime has been represented in art over time. But not all crime is worth depicting. Artists have always been inspired, not by petty crimes, but by the most sensational ones, those that trigger intense feelings in their spectators and readers. Murder is a great example of this.

			In descriptive arts, nine out of ten dramas, comedies or novels contain one or more crimes. On the contrary, in the visual arts, only one out of ten paintings – and even less sculptures – represent crime as a main or secondary subject.2

			There is no better place to see these representations than at the Louvre, the most frequented museum in the world, housing the work of civilizations from Antiquity up to the mid-19th century. Throughout its long aisles and halls, murder is present by canvas, marble, wood and clay.

			Visitors can bear witness to all kinds of killings: historical, factual or fictitious, premeditated, in cold blood or in high passion. These murders might be the outcome of revenge or justice, committed in times of trouble, war or peace; they might be massacres or duels. Among the scenery and the eras, victims and perpetrators vary too; they can be men, women, gods or monsters.

			In a museum, De Quincey’s theory on murder as one of the fine arts can be more palpably acknowledged: We do not need to grasp murder by its moral or punitive handle; this would make no sense at all. What is done is done, we are not here to prevent or judge the deed; we stand before a work of art – before a crime scene – in order to enjoy it.

			Thus the act of killing presented in art is nothing but an aesthetic experience, a sublime one at that.3 As a visitor to the Louvre, you stand as an eyewitness to the murder scene, present yet detached from the perpetrator and the victim, vulnerable yet immune to them. You, contrary to the victim, experience terror at a distance, without the lurid torment of suspense, and unlike the assailant, you face no potential punishment.4 Unlike the victim you are safe from a physical point of view. Unlike the killer, you face no moral agony.5 Thus you encounter murder as a sublimated and purely aesthetic trigger.

			This aesthetic perspective of murder is the inspiration and the epicentre of Criminart, a movement connecting these two elements (crime and art) in theory and practice. From this perspective – the Criminartistic one – we’ll explore some of the key works of art of this genre in the Louvre. We’ll discover the crime scenes, the motives of the represented personages or the artists, the truths and the lies behind each murder. We’ll learn the stories of victims and assailants and uncover the symbolism and the artistic keys of expression, which lie under the surface.

			The art interpreted in this book is not restricted to the legal – sensu stricto – definition of murder,6 or even by the term homicide.7 Here we will see works depicting the taking of one’s life by someone else. The victim or the perpetrator might be human or not; the killing might be the fruit of revenge, punishment or cold-blooded murder.

			Furthermore, the examples that follow are not exhaustive. The choice of the works is based on a personal selection of favourites, from various eras and cultures, many types of crime, and of course different forms of art (from painting to sculpture, from decorative to functional objects).

			This Criminartistic tour within the Louvre is presented in chronological order, starting from 2nd-millennium BC Mesopotamia up to 19th-century France.

			Before we embark upon this Criminartistic adventure, keep in mind that every museum, as a vessel of life-representations is alive too. Like every living organism it moves, changes, evolves. So don’t be surprised if some of the artworks in this book may not be exhibited where you expect them. They may be in restoration or loaned out to other exhibitions, or quite simply have been moved to another part of the Louvre.

			But no matter where they are, their truth remains the same. And this truth we will uncover.

			
				
					1.	Emile Durkheim, Les Règles de la méthode sociologique (1894), Paris: P.U.F., 1960, pp. 65–72.

				

				
					2.	Enrico Ferri, Les Criminels dans l’art et la littérature (1908).

				

				
					3.	Thomas De Quincey, “On Murder Considered as One of the Fine Arts,” Blackwood’s Magazine, (1827).

				

				
					4.	Joel Black, The aesthetics of Murder, The John Hopkins University Press, 1991.

				

				
					5.	As in 4.

				

				
					6.	The unlawful killing of a human being with malice aforethought.

				

				
					7.	The killing of one human being by another human being.

				

			

		

		
			

		

	
		
			chapter 1
Crimes and Punishments

			Penal Code · Divine Justice · Lex talionis

			The Code of Hammurabi, Babylonian King
1792–1750 BC
Basalt. H: 225 cm

			Ground Floor, Richelieu, 
Mesopotamia–2nd millennium BC, Room 3
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			Before we dive into our murderous adventures among perpetrators and victims, this first exhibit offers a glimpse of the consequences that follow crime. As we shall see in many of the art works, crime and punishment go together, no matter if the latter is an act of human revenge, divine wrath or State power.

			A Law Code is a systematized collection of regulations, rules, or statutes of a particular jurisdiction.1 More specifically a Criminal or Penal code is the aggregate of statutory enactments pertaining to criminal offenses, a systematic and integrated statement of the rules and principles pertaining to criminal offenses.2

			The stele before us is one of the world’s oldest known regulations codes. The laws were inscribed on basalt stone by the 18th-century BC Babylonian3 King Hammurabi. It was discovered in 1901 by a team of French archaeologists in the ancient city of Susa, in what is now known as Iran. It consists of 282 laws regulating, amongst others things, family relations and civil conduct, trade, slavery, contracts, duties of workers and criminal offences.

			Hammurabi by his own description is the “wisest, bravest and most fierce, sublime and most mighty, most gifted, most righteous and just of men”. Thus he is the chosen one, selected by the gods who appointed him to establish the laws for his empire in ancient Mesopotamia. On the highest point of the stele we see the king facing Shamash, the Mesopotamian Sun god. Shamash was also considered the god of justice, bringing light to criminal matters, in the same way the sun dissolves darkness. We see him seated on a throne (note how he would dwarf the mortal king if he were to stand) beams of light rising from his shoulders. He hands over the symbols of authority, a rod and a ring, to Hammurabi. The sceptre looks like a chisel with which the god-favoured king – humbled by the god’s presence and hiding his face with his hand – will enshrine the laws in stone.

			Thus, the text under the depiction is dictated by divine justice. The applied penalties for crimes against property, physical integrity and life vary according to the social class and gender of the victim and/or the perpetrator.

			Its main characteristic can be found in this aphorism: “an eye for an eye, a tooth for a tooth”. This is the foundation of the lex talionis, a form of retaliatory justice, and serves as the basis for Hammurabi’s code. “If a man destroys the eye of another man, they shall destroy his own eye. If one breaks a man’s bone, they shall break his own bone.”

			In the same spirit, sentences are severe even for matters that nowadays would appear of minor importance, with many transgressions punished by death. Thus capital punishment is applied to “whoever falsely accuses someone of a capital crime”, “steals the property or receives stolen goods of a temple or the city”, “steals gold or silver”, “or steals the underage son of another”. The death sentence was also applied to robbers or to the “builder of a house that collapses and kills the owner”. Furthermore, if by the collapse it is the family’s son who is killed, “the capital sentence is applied to the builder’s son”. If someone broke into a house by digging a hole in the wall, he was killed and buried in front of this hole. Death by drowning was applied to the “wife that neglected her husband, left him and ruined their household”. The same sentence was applied to the “father who had intercourse with the woman he betrothed to his son”. Death by burning was the punishment for “incest between mother and son”.

			While legislation normally evolves with social changes, Hammurabi wanted his laws to remain intact, for eternity. The lowest part of the stele serves as a clear warning to whomever tries to change his “valuable, wise and righteous words”.

			The Prince who disrespects gods and defies the laws written by the wisest of men shall face his curse and contempt. The misfortunes that will fall upon the ruler who defaces Hammurabi’s laws, falsifies his words, changes his memorial, or extinguishes his name and writes down his own name are unforgiving. Amongst others, his sceptre will be broken, his life shortened, insurrection will be uncontrollable, his country and people will be destroyed, his troops exterminated rendering him powerless to surrender to his enemy. Water will disappear, day will turn into night, sickness and wounds will prevail that no physician will understand or be able to cure.

			Curses, threats, spells and warnings aside, Hammurabi – the “Sun of Babylon” no matter how strong, clever, tireless, valiant, irresistible as the fighter he described himself to be – faced the same fate as so many rulers before and after him: He was outdated by reality.

			
				
					1.	Webster’s New World Law Dictionary, Jonathan Wallace, Susan Ellis Wild, Wiley Publishing Inc, 2006, p. 76.

				

				
					2.	http://dictionary.reference.com

				

				
					3.	Babylon was an important city in ancient Mesopotamia, situated between the Tigris and Euphrates rivers.

				

			

		

		
			

		

	
		
			chapter 2 
Mommy Dearest

			Giganticide

			Polygnotos, Apollo Killing Tityus in the Presence of Leto
Athens, about 450–440 BC
Pelike with red figures, H: 44.5 cm; D: 34.5 cm

			First Floor, Sully, Campana Gallery IV, Room 43, Display case 12
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			Ancient Greek gods were far from perfect. They had the same qualities and vices as mortals which, when combined with limitless power, proved to be dangerous for their adversaries.

			Apollo was no exception. He was the god of light, arts and prophecy. Yet, despite his artistic and luminous nature, he could prove to be excessively cruel, especially where his mother Leto and her honour were concerned.

			Leto was one of Zeus’ many mistresses. When she became pregnant with his children, his wife Hera1 was enraged and initiated her revenge. Leto would not be permitted to give birth on any land under the sun. Furthermore, no man was to accommodate her for fear of Hera’s wrath. After wandering and being rejected in every place on earth, Leto was finally accepted on a small island in the Aegean Sea, called Delos. There, after nine days and nights of agonizing pain Artemis2 and her twin brother Apollo were born. He was to become the god of the Sun and Arts, and she was the goddess of the Moon and Hunting.

			It’s little wonder Leto’s children were protective of their mother. In addition to the Massacre of the Niobids (see chapter “A Family Vendetta”) the scene playing out on this black and red vase is yet another testimony of that protective love.

			When Leto travelled to Delphi from Phocis, a Giant3 named Tityus, also a son of Zeus, fell in love with her. When she resisted his approaches, he grabbed her with his massive hands and attempted to rape her. At that instant Apollo and his sister came to the rescue of their mother and killed Tityus.

			The scene on the vase depicts the exact moment of the Giganticide, meaning the act of killing a giant. Having already shot Tityus with his arrows, Apollo is about to finish him off with his sword. Behind him his mother hides her face with her cloak, not willing to witness the slaying taking place before her.

			Yet death was not the giant’s final punishment. In the underworld, Tityus would be tied and stretched for eternity to a length of nine plethrons (a plethron is an ancient Greek measurement unit that equals approximately 30 metres) with two vultures feasting on his liver, day and night.

			As we shall see again, one should stay away from the gods in this museum. Being their opponent, or even their favoured one, could mean nothing but trouble.

			
				
					1.	A.k.a. Junon in Roman mythology.

				

				
					2.	A.k.a. Diana in Roman mythology.

				

				
					3.	In Greek mythology, the Giants or Gigantes were a strong and aggressive, usually huge in shape, race.

				

			

		

		
			

		

	
		
			chapter 3 
The Stigmatized Murderesses

			Women who Kill · Stigmatization

			Orpheus’ Death, Athens, about 445–440 BC
Amphora with red figures, H: 32.9 cm; D: 17.4 cm

			First Floor, Sully, Campana Gallery IV, Room 43, Display case 13
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			Orpheus was the most talented and renowned poet and singer in ancient Greece. He was the son of Calliope, the Muse of Poetry, and Oeagrus, a Thracian1 king. Orpheus played the lyre (a harp-like instrument) that was given to him by Apollo, the god of Music. His songs spoke of love and universal truths and even foretold the future. His music was so beautiful that it was said to charm not only humans and animals but also rocks and plants. Myth has it that his notes could even change the flow of rivers. Yet his great talent in music and prophecies could not protect him from the unfortunate events that would come to pass throughout his lifetime. Nor did it prevent his violent death.

			The myth of Orpheus and his wife Eurydice is well known. On the day of their wedding, Eurydice was bitten by a viper and died. When Orpheus discovered her body, his sorrow was expressed through music on his lyre. The songs were so sad that even the gods wept. So on their advice, Orpheus descended to the underworld. There with his music he softened the heart of Hades, the god of Death, who allowed Eurydice to return to Earth on one condition: that her husband walk ahead of her and not look back until they both had reached the upper world. His longing to see his wife again was such that, as soon as Orpheus stepped into the upper world he turned to look at her. But Eurydice was still a few steps behind… in the underworld. And at that instant she vanished again, this time for good.

			The scene on the amphora vase takes place after this sad event. It shows the young poet’s murder: an angry woman, is about to fatally penetrate him with her sword.

			With his wife dead forever, Orpheus started wandering alone in the Thracian forests. He never looked at another woman again and his only companions were his musical notes and Thracian men who, enchanted by his music, followed him. Orpheus withheld his music and prophecies from the Thracian women. He would not allow any of them near him, as they served as a painful reminder of his wife. Because his songs were no longer lavishing praise on female beauty and grace, the Thracian men, hypnotized by the sad tunes, fell into each other’s arms.



OEBPS/image/721353.jpg





OEBPS/image/2_1_fmt.jpeg





OEBPS/toc.xhtml

		
			
						
					Cover
				


						
					Half-title
				


						
					Copyright
				


						
					Title
				


						
					Epigraph
				


						
					Introduction
				


						
					1. Crimes and punishments (penal code · divine Justice · Lex talionis)
				


						
					2. Mommy dearest (Giganticide)
				


						
					3. The stigmatized murderesses (women who kill · stigmatization)
				


						
					4. The son’s return (conspirators · criminal behaviour factors · matricide)
				


						
					5. No other king, under my reign (mass murder · child murder)
				


						
					6. The unwanted reward (abettor · femme fatale)
				


						
					7. In the name of the Father, the Son, and the holy Rooster (blasphemy · regicide)
				


						
					8. One way or another (duel · single combat)
				


						
					9. A recurring nightmare (political massacre · proscriptions)
				


						
					10. Our ancestor, the first murderer (fratricide · physiognomic theories)
				


						
					11. A family vendetta (vendetta · massacre)
				


						
					12. A mother’s revenge (women who kill · revenge killing)
				


						
					13. The slaying of beauty (means · motive · opportunity)
				


						
					14. The seducer with the sword (women who kill · heroic murderess)
				


						
					15. A hundred eyes forever shut (teratocide)
				


						
					16. The state above family (capital sentence)
				


						
					17. The invisible murderess (assassination · women who kill · crime scene)
				


						
					18. The everlasting hunt (justice · physiognomic signs · natural-born killer)
				


						
					19. Son and husband. father and brother. Detective and murderer (detective fiction · regicide · patricide)
				


						
					20. thinking twice (mariticide · women who kill)
				


						
					21. Better dead than surrendered (democide · criminal labelling theory)
				


						
					22. The daughter’s honour (premeditated murder · crime of passion · filicide · honour killing)
				


						
					23. The king is murdered, long live the murderer (regicide · DNA testing)
				


						
					24. Sacred night, bloody night (massacre · genocide)
				


						
					25. Antiquity’s Dexter Morgan (serial killer)
				


						
					26. Youth under persecution (persecution)
				


						
					27. Searching for the truth (infanticide · pedicide · criminological theory of social reaction)
				


						
					Epilogue
				


						
					Acknowledgments
				


						
					Selective bibliography
				


						
					Photographic credits
				


			


		
	

OEBPS/image/ILLUS_fmt.jpeg





OEBPS/image/1_1_fmt.jpeg





OEBPS/image/3_1_fmt.jpeg





OEBPS/image/9782847423594.jpg
CHRISTOS MARKOGIANNAKIS

THE LOUVYRE MURDER CLUB






