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Abstract 
 
 
 

Working primarily with photography throughout a two-year self-initiated residency 

and work placement in a local Melbourne abattoir, my research explores the 

potential for beauty to lend greater visibility and value to events and processes that 

are regularly concealed or segregated from social life. Beauty is deployed in 

photographic works of abattoir workers and meat as a means to unveil and question 

the relationship between visual aesthetics, social visibility and moral acceptability. By 

subverting dominant ideals relating to beauty, I attempt to visualise a more complex 

appreciation for the physicality of labour, human relationships and animal lives within 

the dehumanising space of an industrial slaughterhouse. 

 

This written dissertation will contextualise these creative works alongside the work 

of other artists such as Richard Mosse, Diane Arbus, Mierle Laderman Ukeles and 

Santiago Sierra. Through analysing a number of art works that give representation to 

the undercurrent of dirt, death, suffering and violence within human life, I reveal how 

my own work contributes to and deepens the link between beauty, value and moral 

understanding in contemporary art. The writing of Susan Sontag further informs a 

discussion of the ethics surrounding aesthetic representations of suffering, from the 

concurrence of torture and salvation in iconic religious imagery, to more recent 

photographic documentations of war. Drawing upon compositional techniques and 

aesthetics from the history of painting, I analyse the use of beauty as a strategy that 

encourages looking throughout historical and contemporary contexts.  
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Introduction 
 

 

A segregated and concealed space designated for the slaughtering and dismembering 

of animals, the abattoir can be seen to epitomise a societal avoidance of 

confrontation with dirt, death and violence in daily life. Socially, we privilege a 

visibility of that which is clean, orderly and essentially ‘beautiful,’ while difficult, dirty 

and visceral processes such as industrial slaughter are distanced and hidden from 

public view. Growing up in the suburbs of Melbourne, I remained sheltered from an 

awareness of animal slaughter until I was about eight years old, and able to bridge a 

connection between plastic-packaged meat and the pleasant images of animals 

grazing in grassy meadows on display in a butcher’s shop. Struck by the concealment 

of slaughter, and my impression of society’s (and my own) detachment from the 

process, I decided to become a vegetarian.  

 

This research project transcends my personal decision to become vegetarian. Placing 

myself within an abattoir as a labourer and an artist was an exercise not only to 

confront the unseen on a personal level, but to also test the viability of beauty to 

invite a deeper contemplation of a complex and socially hidden issue. What would 

happen when I lent visibility to the people and processes involved in what I perceived 

to be one of the most vile and hellish spaces in society? What values lay in looking, 

observing and acknowledging this confronting aspect of life, rather than repressing, 

distancing or concealing it? These questions led me to devise my primary research 

question, which became: How might it be possible, using photography as a medium and 

the abattoir as a site, to reframe the aesthetics and values typically associated with a 

complex social issue, and in turn question the importance of looking?  

 

This project was a natural progression from my previous works, which also lent an 

aesthetic value to aspects of life usually distanced or concealed from public view. 

Past projects have involved swallowing dyes to produce excrement in every colour 

of the rainbow, documenting the effects of anaesthesia in various animals during 

surgery, and arranging oversized mounds of colour-coded rubbish in public spaces. I 

have also spent an extended time living and working in India, where I became 

inspired by the extent that spiritual and aesthetic decoration is integrated into 
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neighbourhoods in which poverty and pollution are rife. These experiences and 

projects led me to reflect on the value of imaging ‘everything at once’ – including 

dirt, mess and death alongside the rituals and highlights of daily life. Returning to the 

more sterile model of civilisation in the West in which many ‘dirty’ aspects of life are 

more strictly excluded from public view, I became interested in the abattoir as a site 

for exploring and excavating the relationship between social and aesthetic values. 

 

Arising from my personal experience working in an abattoir over the period of 

research, my multiple series of photographic works are charted in this written 

dissertation. I analyse the production of the works outlining their theoretical and 

historical context alongside the work of other writers and artists. Part One 

contextualises my project by looking at the practice of artists and researchers who 

have similarly entered or travelled into distant, segregated or privatised settings to 

bring the hidden into public view. In this section, I introduce the notion of beauty as 

a tool to subvert the regular allocations of social value and visibility. 

 

The following four sections focus on a different series of works developed 

throughout the research, each imbuing beauty upon an aspect of industrial slaughter 

to interrogate a value of looking. A series of colourful and aestheticised portraits of 

abattoir employees seeks to visualise and elevate the status of the ‘worker,’ in order 

to test moral readings associated with images that visually transform and re-image 

the values of the subject. This body of work is analysed in relation to the writing of 

Susan Sontag, iconic religious paintings and the photographic works of Diane Arbus. 

Following this, a series of photographs that portray the abattoir worker’s hands 

underscore the potential for hands to denote personal expression, creativity and 

moral responsibility, things not usually associated with an abattoir. I compare this to 

the work of Mierle Landerman Ukeles and Santiago Sierra, who have similarly 

questioned the social value placed on difficult and dirty work that is required to be 

performed by human hands. Inspired by the tradition of 17th century still life 

paintings, a series of ‘still life’ compositions are developed to question whether it 

might be possible to reinsert a ritualistic and spiritual connection to the dead animal 

otherwise lost in industrialised slaughter. Lastly, a series of photographs depicting 

personal bonds between abattoir workers seek to locate the potential for cosy and 
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kitsch representations of personal intimacy, to invite a contemplation of humanity 

within a sterile, violent or industrial space.  

 

In short, each body of work tests whether it is possible to locate or insert positive 

values usually excluded from representations of dirt, killing or labourers. I do this to 

question and add complexity to the social and ethical divides that exist in our society 

and forms of representation. Embedding myself within the processes and labour 

industrial slaughter as an artist, I attempt to build new pathways of visual, aesthetic 

and moral understanding between the visible and the unseen.  
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Part One: Enter the Abattoir 

 
 
“The slaughterhouse is cursed and quarantined like a plague ridden ship.”1 

- Georges Bataille 

 

Central to this research was my experience undertaking work in a local abattoir.2 

Entering into the abattoir as a worker and a visual artist was a means to immerse 

myself within a reoccurring process of production from which I would have 

otherwise remained separate to and sheltered from. By physically, emotionally and 

visually connecting myself with an aspect of our society that remains predominantly 

invisible within public and social life, I wanted to confront the very processes and 

spaces that most people may choose to avoid.  

 

The writers Karl Ove Knausgaard and Julia Kristeva reflect similarly on this social 

and psychological aversion towards a presence of death and flesh in a Western 

context. In his personal memoir A Death in the Family,3 Knausgaard questions “the 

efforts we make to keep corpses out of sight.”4 He asks, “Why all this haste to 

remove them from the public eye? Decency?”5 With death, corpses, flesh and the 

body being a part of natural processes of life, Knausgaard argues for them to remain 

“visible to the whole world, no secrets.”6 However, he also acknowledges “a town 

that does not keep its dead out of sight … is not a town but a hell.”7 While on one 

hand death is an inevitable process of life, confrontations with its physicality will 

predominantly provoke fear, uncertainty and discomfort. “We know this is how it is, 

but we do not want to face it. Hence the collective act of repression symbolised by 

the concealment of our dead.”8  

 

                                                
1 Georges Bataille, The Bataille Reader (Oxford: Blackwell Publishers Ltd, 1997), 10. 
2 The abattoir has requested to remain unnamed in this thesis. While my employers have supported the research 

by helping to facilitate a number of photo shoots in the work place, the company prefers to remain anonymous 
in case I refer to any breach of workers’ rights or Australian Occupational Health and Safety Laws. 

3 Karl Ove Knausgaard, A Death in the Family, trans., Don Bartlett (London: Vintage, 2013). 
4 Ibid., 4. 
5 Ibid. 
6 Ibid., 5. 
7 Ibid. 
8 Ibid. 
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Julia Kristeva analyses this psychological aversion to death and flesh through her 

theory of the abject – a definition for that which “confronts us,”9 disturbs or repels 

us - abjection being a point of repulsion at which “desire turns aside [and] sickened, 

it rejects.”10 In her anthology Powers of Horror,11 Kristeva states that “the corps [is] 

the most sickening of wastes,”12 as it is “a body without a soul, non-body, disquieting 

matter.”13 She posits that it is through its permanent reminder of one’s own physical 

death that the corpse remains abject and therefore an object to be avoided:  

“refuse and corpses show me what I permanently thrust aside in order to 
live. These body fluids, this defilement, this shit are what life withstands, 
hardly and with difficulty, on the part of death. There, I am at the border 
of my condition as a living being.”14   

Kristeva’s definition of the abject places psychological repugnance and repulsion as a 

natural and universal human response to the sight of death and flesh, which gives 

reason to its exclusion from public view and restrictive placement into segregated or 

privatised settings such as the morgue, the hospital and the abattoir. Bringing death 

and production together, the abattoir embodies a “social production of distance”15 

within which “the effects of human action reach far beyond the ‘vanishing point’ of 

moral visibility.”16 Condensing and concealing not only the physically abject, but also 

the potentially morally repulsive act of killing and dismembering high quantities of 

animals in a single day - the abattoir could be classified as the most abject of all these 

segregated and privatised spaces of death. 

 

In a written history of the slaughterhouse,17 Amy Fitzgerald notes the acutely abject 

nature of slaughter in abattoirs: 

“The abattoir, invisible but not secret, may have been built in response to 
concerns about civility, or feelings of deep repulsion, but it in turn created 
the conditions under which true disgust can be felt.”18   

                                                
9 Julia Kristeva, Powers of Horror: An Essay on Abjection, trans., Leon S. Roudiez (New York: Columbia University 
Press, 1982), 12. 
10 Ibid., 1. 
11 Ibid. 
12 Ibid., 3. 
13 Ibid., 109. 
14 Ibid., 3. 
15 Zygmunt Bauman (1991, p. 193) in Nick Smith, "The 'Ethical' Space of the Abattoir: On the (in)Human(E) 
Slaughter of Other Animals," Human Ecology Review vol. 9, no. 2 (2002): 55. 
16 Zygmunt Bauman (1991, p. 193) in ibid. 
17 Amy J. Fitzgerald, “A Social History of the Slaughterhouse: From Inception to Contemporary Implications” 
(University of Windsor, 2010). 
18 Chris Otter (2008, p 105) in ibid., 59. 
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She cites the USA, Canada, Australia, and New Zealand as the largest meat 

production countries in the world and that “the massive scale of animal slaughter in 

these countries can be particularly disturbing:”19 

“…whereas the slaughter of a few animals may be a festive occasion, 
slaughter on a large scale is different. It is disturbing; therefore means 
must be found of putting it out of mind.”20 

Without necessarily reducing the repulsiveness of slaughter, the abattoir simply 

misplaces it - visually removing its internal workings from daily life. With its 

operations taking place ‘behind closed doors’, a physical, social and psychological 

distance between sites of meat production and sites of consumption are secured, 

helping to alleviate any sense of “collective cultural guilt”21 that may be aroused in its 

presence. 

 

In The Civilizing Process,22 sociologist Norbert Elias aligns the hiddenness of slaughter 

with customs of Western civilisation whereby “the distasteful is removed behind the 

scenes of social life.”23 Responding to the socially and culturally accepted “threshold 

of repugnance”24 and a gradual reduction in size of the average home:  

“…activities like weaving, spinning, and slaughtering [are moved] from the 
household … to specialists, craftsmen, merchants, and manufacturers, 
who practice them professionally, while the household becomes 
essentially a consumption unit.”25 

No longer the artful and domestic task it once was, slaughter is now predominantly 

restricted to take place in the abattoir, while in the household any “reminders that 

the meat dish has something to do with the killing of an animal are avoided at the 

utmost.” 26  This is a separation that is made most explicit by comparing the 

contrasting social attitudes towards animal slaughter when encountered inside the 

abattoir and out. 

 

                                                
19 Ibid. 
20 Noelie Vialles (1994, p. 72) quoted by ibid. 
21 Ibid., 60. ((Young Lee 2008b, 47; see also Serpell 1986,Smith 2002,Thomas 1983, and Young Lee 2008a).6)) 
22 Norbert Elias, The Civilizing Process, trans., Edmund Jephcott (Oxford: Blackwell, 1978). 
23 Ibid., 121. 
24 Ibid. 
25 “The serving of large parts of the animal to be carved at table slowly goes out of use is connected with many 

factors. One of the most important may be the gradual reduction in the size of the household as part of the 
movement from larger to smaller family units.” Quoted in ibid., 119. 

26 Ibid., 120. 
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The anthropologist Mary Douglas delineates the term “dirt”27 to define “events 

which blur, smudge, contradict or otherwise confuse accepted classifications.”28 As 

such, ‘dirtiness,’ and its associated response of discomfort, reflects our fear of 

“matter out of place.”29 Animal slaughter within the abattoir, operating as matter in 

its rightful place, can thus be considered a process that is orderly, controlled and 

safe. However, it is removed from this designated space, and viewed in the open or 

out of context, that the slaughtering of an animal may be encountered as a violent, 

dangerous and offensive act – a response exemplified by Ivan Durrant’s Slaughtered 

Cow Happening (fig. 1) in 1975. This performative work involved Durrant dumping 

the carcass of a freshly slaughtered cow at the entrance of the National Gallery of 

Victoria.  

 

For Durrant, bringing the body of a slaughtered cow to the eyes of the public was a 

means to confront people (or perhaps only meat eaters) with the reality of a process 

in which they remained complicit:30 

“I wanted to take a busload of people to the abattoirs but I knew they 
wouldn’t come. So I had to take it to the public.”31 

Inviting people to face the process of making meat, Durrant slaughtered a cow the 

same way it is done in abattoirs,32 transporting a regularly reoccurring yet hidden 

event into the openness and visibility of the public realm. Although an attempt to 

foster an awareness and public connection with the process of slaughter, the public’s 

response of outcry, shock and criticism only further demonstrated society’s "failure 

to confront the reality of killing … in contemporary society in the West."33 

 

  

                                                
27 Mary Douglas in Timothy Pachirat, Every Twelve Seconds - Industrialized Slaughter and the Politics of Sight (New 
Haven: Yale University Press, 2011), 5. 
28 Mary Douglas, "Pollution " in Reader in Comparative Religion: An Anthropological Approach(New York: Harper 
Collins, 1965), 198. 
29 Ibid. 
30 Durrant stated: “What I wanted to confront people with was: you’re already involved in this business. I’m not 
saying become a vegetarian, I’m saying learn about the background and make up your own mind.” in Ivan 
Durrant, "Bourne Identity: Ivan Durrant," ed. Myke Bartlett (Melbourne: Time Out Magazine 2013). 
31 Ibid. 
32 Ivan Durrant, Australia: Cow Killing an Angry Wave of Protest (Melbourne: Channel 9). 
33 "Ivan Durrant", ABC Radio National http://www.abc.net.au/rn/legacy/programs/nclub/stories/s472748.htm 
(accessed 19/9/14). 
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Figure 1  
Ivan Durrant, Slaughtered Cow Happening (1975) 
Live performance 
News coverage of live performance 
ABC News 
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Identifying parallels between the artistic intensions of Ivan Durrant and my own, I 

made contact with him in the early stages my research and he agreed to act as a 

mentor. Throughout this mentorship, Ivan frequently discussed with me the 

importance he perceived for art to not merely comfort and inspire, but also to 

illustrate the aspects of life from which people generally prefer to turn away. 

Furthering Durrant’s attempt to bring slaughter into public view all those years ago, 

my own research places a greater emphasis on how an artwork might seduce (rather 

than shock) a viewer to contemplate our usual aversion to dirt, death and violence. 34 

As a result, I seek to give representation not just to what is explicitly ‘dirty’, difficult 

and confronting, but to employ a more holistic approach to envisage the complex 

and polar impulses within human nature and society, through which sight and 

visibility can be determined as an economy of value. 

 

Similarly addressing slaughter through this politics of looking, the social scientist 

Timothy Pachirat undertook employment in an abattoir as an undercover writer to 

narrate his experiences. In the resulting book, Every Twelve Seconds: Industrialized 

slaughter and the politics of sight,35 Pachirat describes the abattoir as a “zone of 

confinement”36 that is “physically hidden from sight by walls and socially veiled by the 

delegation of dirty, dangerous, and demeaning work to others tasked with carrying 

out the killing, skinning and dismembering of living animals.”37 Against the social 

structures in which “the inacceptable must be rendered acceptable, where the 

morally and physically disgusting must be made digestible,” 38  he calls for an 

alternative social system - one in which:  

“…every zone of privilege would exist in full contact with the zone of 
confinement that was its counterpart … sites of production would not be 
divorced from sites of consumption, and buying a pair of jeans would 
require the purchaser to touch the hands that sewed the seams.”39 

Pachirat’s impulse to make contact with and unveil the process of industrial slaughter 

echoes my own. Bringing ourselves into personal contact with the work, we both 

                                                
34 Ivan Durrant has similarly noted a parallel transformation in his own practice since slaughtering the cow in 
1975. He states: "I’m more about exploring the beauty side of things; it’s easier on my mind. I don’t know. I’ve 
shifted to 'don’t do the bad bits, but appreciate the good bits'. Maybe it’s more comfortable, buggered if I know." 
in Durrant, "Bourne Identity: Ivan Durrant." 
35 Pachirat. 
36 Ibid., 241-242. 
37 Ibid., 3-4. 
38 Ibid., 32. 
39 Ibid., 241-242. 
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employ strategies of proximity, visibility and connection as a means to invert the 

regular divisions between leisure and labour. While I sought to exploit photography’s 

potential to visually engage a viewer, Pachirat draws viewers into his world through 

vivid and visceral descriptions of his encounters inside the abattoir: 

“Rivulets of blood running through uncovered drains, screams of distressed 
animals, decomposing kidneys and lungs floating in open cesspools of feces, 
or muscled white-clad butchers drenched in blood, strutting about with 
gargantuan cleavers.”40  

For Pachirat, these graphic descriptions invite “readers to seek a more thoughtful 

relationship with the nonhuman creatures with whom we share the planet.”41 As 

such, his visceral and violent imagery is used to instigate greater compassion and 

empathy for the animals, however, in some instances it may, simply reinforce a 

reader’s impulse to turn away, from the text and the problem. In contrast to 

Pachirat and many of the artists I go on to discuss later, I consider beauty as a means 

to present empathy and connection, and invite contemplation of the complex 

relationships and values at play. 

 

In The Invisible Dragon,42 Dave Hickey links the notion of beauty with “the language of 

visual affect – the rhetoric of how things look – to the iconography of desire.”43 He 

reiterates the political potential of beauty to ‘argue’ for things, “for doctrines, rights, 

privileges, ideologies, territories and reputations.”44 In this way, the aesthetic is a 

visual tool which can “designate a territory of shared values between the image and 

its beholder and, then, in this territory, to argue the argument by valorizing the 

picture’s problematic content.” 45  This argument for beauty’s ability to negate 

emotional response (especially when valorising the ‘problematic’ subject of slaughter) 

highlights “the subversive potential of visual pleasure.”46 And for Hickey, “This is the 

sheer, ebullient, slithering, dangerous fun of it.”47 Applying this strategy in my own 

visual works, I attempt to remove industrial slaughter from its association with 

violence, cruelty and exploitation and reframe it within the context of pleasure, 

                                                
40 Ibid., 23. 
41 Ibid., iii. 
42 Dave Hickey, "Enter the Dragon," in The Invisible Dragon (Los Angeles: The Foundation for Advanced Critical 
Studies, 1993). 
43 Ibid., 12. 
44 Ibid., 17. 
45 Ibid., 18. 
46 Ibid., 13.  
47 Ibid., 17. 
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consumption and desire – harnessing beauty’s potential to encourage the act of 

looking, and in turn thinking. 

 

In opposition to this, Arthur Danto discredits the use of beauty in such a way. 

Instead, he takes from Kant that “the beautiful is the symbol of the morally good”48 

and therefore “to find beauty in images of suffering, to seek aesthetic satisfaction 

where injustice prevails is … a moral failing.”49 In his text The Abuse of Beauty,50 he 

argues, “only the most perverse of artists would undertake to represent the 

disgusting, which cannot “in accordance with nature” (Kant, 1790) produce pleasure 

in normal viewers.”51 This would mean that “such cases may reveal a prurient, 

sadistic appetite”52 on behalf of the artist. 

 

Playing upon this aesthetic and moral relationship in his practice, Santiago Sierra 

often hires people to perform useless tasks for measly amounts of money and 

documents the process as a means “to unmask the power relations that keep 

workers invisible under capitalism.”53 Some of these projects have included paying 

prostitutes to have a line tattooed across their backs, paying the unemployed to 

masturbate in front of a camera and paying unlicensed street vendors to dye their 

hair blonde. While the images of these performances may not appear to be direct 

and intentional manifestations of beauty, an expanded look at Sierra’s ongoing 

oeuvre reveals a specifically refined and highly unified minimalist aesthetic. By 

excluding colour entirely, Sierra’s work results in a series of grainy black and white 

photographs and low-fi video documentation that appear as a stark and cynical 

glimpse into a society in which people continue to be exploited.  

 

Regardless of how the images look, however, Sierra states that “art is conceptual 

entertainment,”54 which inevitably frames each dismal transaction and subsequent 

performance of labour within the context of viewing and aesthetic contemplation. In  

                                                
48 Arthur Danto, The Abuse of Beauty: Aesthetics and the Concept of Art (Illinois: Carus Publishing Company, 2003), 
40. 
49 Kathleen Marie Higgins, "Whatever Happened to Beauty – a Response to Danto (1996)," in Beauty: Documents 
of Contempory Art, ed. Dave Beech(Cambridge: Whitechapel Gallery and The MIT Press, 2009), 31. 
50 Danto. 
51 Ibid., 50. 
52 Higgins,  34. 
53 Editor's note in Santiago Sierra, "Santiago Sierra by Teresa Margolles," in BOMB ed. Teresa Margolles (New 
York: BOMB 2004). 
54 Ibid. 
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Figure 2 
Santiago Sierra, 160cm Line Tattooed on 4 People (2000) 
Single-channel video 
Duration 63min 
Tate Modern 
 

 
Figure 3 
Santiago Sierra, 133 Persons Paid to Have their Hair Dyed Blonde (2001) 
Documentation of performance 
49th Venice Biennale 
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this way, Sierra’s visual documentations bridge a connection between lower class 

labour and the privileged art world that are otherwise made separate:   

“There are determined forces that, in order to create order, generate 
borders, and this has to do with visuality. Society administers images, and it 
marks the path of what is visible and what is not. Therefore, the 
obstructions that I create delimit things that can be done and things that 
cannot be done.”55 

Without visually transforming the work, Sierra simply arranges it and brings it into 

the gallery, which “sets up oppositional forces, between work and worth, between 

poverty and the exclusivity of the international art world, between the people who 

are invisible in society: the junkies; the homeless; the recent immigrants, and the art 

gallery as a venue where viewing and viewer are centre stage.”56 While there are 

similarities between Sierra’s practice and mine – as this project also sought to bring 

greater visibility and representation to the ‘underside’ of life, I was also deeply 

interested to see what would happen if I personally inhabited the segregated or 

devalued space. Rather than merely capturing and thus potentially exploiting the 

experience of people in the abattoir, I put myself in their shoes literally, to see what 

the work environment and process of doing the work was like. This embodied 

experience of the work and site informed my desire to find beauty there. I 

questioned whether through depicting beauty in such a place, I might be able to 

instigate a deeper understanding of the ways we look, or look away and the social 

values inherent in this decision. 

 

Expressing a gloomy contemplation of social realities similar to Sierra, Kathleen 

Marie Higgins argues that we cannot “pronounce the world entirely good.” 57 So long 

as wars, atrocities and suffering exist “we cannot in good conscience close our eyes 

and our ears to the troubles of our world, but beauty threatens to conceal them.” 58 

She argues that “beauty shamefully screens off whatever is morally offensive in our 

lives,” 59 and therefore must be put back to good use by drawing our attention to 

harsh realities, rather than building upon a false sense of hope or utopian illusion. 

Alternatively, representations of beauty in its purest form may fall into an equally 

                                                
55 Ibid. 
56 Tate Modern, Tateshots Issue 13 - Santiago Sierra (London: Tate ). 
57 Higgins,  32. 
58 Ibid., 31. 
59 Ibid., 32. 
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undesirable category of ‘kitsch’.  

 

In Milan Kundera’s novel The Unbearable Lightness of Being,60 he writes that kitsch is 

the “absolute denial of shit,”61 which excludes from its purview all that is unsanitary 

or inappropriate about existence. 62  He terms the “kingdom of kitsch” 63  as a 

“categorical agreement with being,”64 which is the belief that human existence is 

entirely good, and therefore “entitled to multiply.”65 Sickly sweet and ultimately 

distasteful in its dishonesty, the aesthetic of kitsch may only redeem itself by 

illustrating a dark truth: “A certain sugar-coating encourages people to look at sights 

from which they would otherwise turn.”66 

 

Employing this idea directly in his practice, Richard Mosse deploys beauty as a 

primary tool to give visibility to hidden conflicts and suffering. In his six-channel 

video work, The Enclave (fig. 4), a kitsch and colourful visual aesthetic is used to 

document the outbreak of civil war in the Congo, using a special infrared film that is 

sensitive to algae in the plants. Originally designed for the US military to “reveal the 

enemy hidden in the landscape,”67 the film renders flora and fauna into “ludicrously 

palatable”68 tones of fluorescent pinks and reds, transforming horrific depictions of 

human suffering and war into eerily surreal and picturesque visions.  

 

The videos convey vast and rolling landscapes are densely packed with refugee 

camps and poverty-ridden slums. Soldiers tread their way through a translucent pink 

jungle, posing for the camera with their guns. Dead and deformed bodies lie 

unattended to on the ground as the violence continues to unfold around them. 

Weaving together these startling and overall disturbing visuals with a soft and poetic 

visual harmony, Mosse offers an aesthetic value to events that remain unrepresented 

in mainstream media and the world news, making it “this hidden, unseen problem, 

this unseen conflict.”69 Documenting it is a way to share its existence with a wider  

                                                
60 Milan Kundera, The Unbearable Lightness of Being, trans., Michael Henry Heim (London: Faber, 1984). 
61 Ibid., 241-242. 
62 Ibid. 
63 Ibid., 242. 
64 Ibid. 
65 Ibid. 
66 Higgins,  34. 
67 Richard Mosse, "The Impossible Image," ed. Frieze in association with Pundersons Gardens (2013). 
68 Ibid. 
69 Ibid. 
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Figure 4 
Richard Mosse, The Enclave (2013) 
16mm infrared film transferred to HD video 
Duration 39m 25s 
Jack Shainman Gallery  
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public and in particular those who remain separate from it, using beauty as a means 

to attract and hold the gaze of the viewer: 

“The primal importance to me is Beauty. Beauty is one of the main lines 
to make people feel something. It’s the sharpest tool in the box. If you’re 
trying to make people feel something, if you’re able to make it beautiful, 
then they’ll sit up and listen.”70 

By elevating imagery of such violence, terror and suffering into a state of pleasant 

visual harmony, the work evokes a moral confusion and conflicting disparity between 

the images’ aesthetic and the nature of the events being depicted. This is precisely 

Mosse’s intention: 

“If you take something that’s derived from human suffering [and] 
represent that with beauty … it creates an ethical problem in the 
viewer’s mind. So then they’re like confused, angry and disoriented, which 
is great, because you got them to actually think about the act of 
perception, and how this imagery is produced and consumed.”71 

With similar intentions, I also seek to deploy beauty as a means of generating 

reflection. Without solely celebrating or morally condoning the events and people I 

represent, aesthetics are simply used as a means to rearrange and confuse the way 

people are accustomed to seeing it. While on one hand both Mosse and I draw 

attention to atrocities or violence that continue to occur, this is equally played 

alongside an appreciation of the world and people. Ultimately, this moral, aesthetic 

and social re-adjustment is tested as a means of questioning what we look at, the 

ways we see it and the value judgments inherent in those decisions. 

 

Informed by the work of Pachirat, Sierra and Mosse, my project seeks to transgress 

delimiting social borders that separate dirty or demeaning work from social life by 

lending a visibility and beauty to regularly hidden occurrences of death and violence. 

Employing various strategies of documentation, immersion, aestheticisation of the 

subjects, and a concern with ethics, I personally entered into a usually unrepresented 

space. Within that space, I invited my co-workers into my own creative world to 

transform its visual appearance. Without invoking a predetermined or didactic 

emotional response in the viewer, I focus my role as an artist to visualise this place 

and people, and to invite, through beauty, a reflection upon the value of looking.  

  

                                                
70 Ibid. 
71 Ibid. 
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Part Two: Portraits  
 
 
“‘Beauty is truth, truth beauty,’ - that is all ye know on earth, and all ye need to 
know.”72 - John Keats 
 
 
The first body of work I developed was a series of larger-than-life, glossy and highly 

aestheticised portraits of abattoir workers. Incorporating traditional aesthetic 

approaches from iconic religious narratives and painted portraiture, I sought to 

create intimate and venerable depictions of abattoir workers that have otherwise 

been excluded from representations of beauty and value. To capture the portraits, I 

set up a customised photographic studio inside the workplace and invited my 

colleagues to pose for me during lunch breaks. Reminiscent of annual school photo 

portraits and glamour headshots, these photos sought to test whether the aesthetics 

of traditional and generic portraiture might humanise the personal identities of 

abattoir workers within the context of what is largely considered to be dirty and 

demeaning work.   

 

Each portrait depicts an individual worker posing with pride in their abattoir uniform 

before a colourfully painted backdrop. The backdrops feature hand-dyed sheets of 

cotton that are typically used in generic photo studios across India where the public 

often have their portraits taken. My use of these backdrops forms a parody of the 

generic family photo studio across cultures, providing an aesthetic relief and contrast 

against the sterile, industrial nature of the abattoir. Also referring obliquely to a far 

off place, the textile backdrops further underscore my desire, through this series, to 

take viewers somewhere they may have never been. Rather than photographing the 

workers in situ amongst industrial ephemera, the backdrops manifest an autonomous 

and aesthetically romanticised space alight with a pleasing wash of pinks, blues, 

purples and greens for the workers to step into, also ensuring their experience of 

transportation. The backdrop, at once generic, romantic and even kitsch, brought a 

reassuring association with craft and the handmade into a sterile factory space, to 

aesthetically reframe usual connotations of visceral, dirty or demeaning work.  

                                                
72 John Keats in Martha Hale Shackford, "The "Ode on a Grecian Urn"," Keats-Shelley Journal vol. 4 no. Winter 
(1955): 10. 
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Figure 5     Figure 6 
Georgie Mattingley, Slaught (2014)  Georgie Mattingley, Skinner (2014) 
Digital image     Digital image 
Dimensions variable    Dimensions variable    

    
Figure 7     Figure 8 
Georgie Mattingley, Trimmer (2014)  Georgie Mattingley, Eviscerator I (2013) 
Digital image     Digital image 
Dimensions variable    Dimensions variable 
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Figure 9     Figure 10 
Georgie Mattingley, Rubbish Dumper (2013) Georgie Mattingley, Eviscerator II (2014) 
Digital image     Digital image 
Dimensions variable    Dimensions variable 

  
Figure 11     Figure 12 
Georgie Mattingley, Q.A.O. (2013)  Georgie Mattingley, Floor Boy (2014) 
Digital image     Digital image 
Dimensions variable    Dimensions variable 
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Depicted wearing their abattoir uniforms: the coverall whites; disposable plastic 

aprons; hairnets; facemasks and hardhats - the workers’ smiling and sincere 

expressions translate only marginally their personal identity and pride. According to 

sociologists Nathan Joseph and Nicholas Alex, the uniform is a “source of group-

imposed conformity”73 that “serves several functions: it acts as a totem, reveals and 

conceals statuses, certifies legitimacy and supresses individuality.”74 Splattered with 

blood, excrement and bile, the uniforms allude to the violent and visceral nature of 

the work, while also giving reference to the workers’ uniformity, conformity and the 

mundane normality of the tasks they undertake. Challenging this amalgamation and 

anonymity of workers’ identities within the workplace, the portraits impart a 

rhetorical authority upon each subject, as though they are public figures to be 

admired.  

 

In her anthology On Photography,75 Susan Sontag states that it is “the traditional 

function of portrait painting, to embellish or idealize the subject.”76 She reasons that 

the materiality of painting makes the artist’s hand more explicit, highlighting the fact 

that the image is not documentation of a real event, but a creation, an illusion or an 

idealised version of it. On the other hand, “photographs are means of making ‘real’ 

(or ‘more real’) matters that the privileged and the merely safe might prefer to 

ignore.” 77  Encompassing elements from both of these mediums, my portraits 

simultaneously embellish, idealise and beautify, while equally giving representation to 

real people and real work that takes place behind the scenes of social life on a daily 

basis. Through this craft of constructing beauty, I sought to make the truth appear 

more appealing, rather than conceal it - transforming the reality of dirty and visceral 

work into something uplifting, seductive or spectacular.  

 

Sontag argues, “We live in a ‘society of spectacle.’ Each situation has to be turned 

into a spectacle to become real - that is, interesting – to us.”78 As such, transforming 

an image of suffering into an aesthetic spectacle is a means of drawing a viewing in to 

                                                
73 Nathan Joseph and Nicholas Alex, "The Uniform: A Sociological Perspective," American Journal of Sociology vol. 
77 no. 4, no. Jan (1972): 723. 
74 Ibid. 
75 Susan Sontag, On Photography (London: the Penguin Group, 1977). 
76 Ibid., 105. 
77 Susan Sontag, Regarding the Pain of Others (London: Penguin Books, 2004), 6. 
78 Ibid., 97. 
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further contemplate the subject. Linking this transformation of suffering to the 

spectacular with the aesthetics in classical religious painting, she writes:    

“Photographer witnesses may find it more correct morally to make the 
spectacular not spectacular. But spectacular is very much part of the 
religious narratives by which suffering, throughout most of Western 
history, has been understood.”79 She goes on to assert, “It is a view of 
suffering, of the pain of others, that is rooted in religious thinking, which 
links pain to sacrifice, sacrifice to exaltation.”80  
 

In Raphael’s painting Mond Crucifixion, (fig. 13) he depicts the event of Christ’s death 

in a balanced, composed and proportioned visual harmony, unifying a duality of pain 

and salvation. Despite the fact that “crucifixion was an excruciatingly painful means 

of torture: the condemned person died in agony,” 81 Raphael creates an “image of an 

idealised body in a perfectly proportioned and extremely beautiful picture.”82 Christ 

is depicted nailed to the cross, an open wound in his chest, yet only a few quaint 

droplets of blood fall politely into the chalice of floating angles below. The cross is 

positioned at the centre of the composition, with figures dispersed in perfect 

symmetry around it. Four figures kneel and mourn the death of Christ below the 

cross, yet appear in a posed peaceful contemplation of prayer. In this instance, a 

visceral and physical torture of the flesh has been aesthetically and morally redeemed 

as a sign of sacrifice for the higher good, transformed into “a horrible yet delicious 

elevation - into a means of access to the divine.”83 Similarly, more recent and 

commonly reproduced images of Christ (see fig. 14 as example) juxtapose the 

expression of physical suffering with freedom and exaltation. Generic portraits of 

Christ wearing the crown of thorns often depict the figure rolling his head back in 

pain and glancing helplessly towards the heavens, which reflects “the basic message 

of Christian teaching that salvation is attained through abject suffering.”84 Morally and 

aesthetically contextualised in this way, such portraits are an example of how images 

displaying death, visceral suffering and violence may remain socially acceptable, 

displayed in the family home and other intimate, personal and domestic settings. 

                                                
79 Ibid., 71. 
80 Ibid., 88. 
81 Canon David Meara, "Raphael - the Crucified Christ with the Virgin Mary, Saints & Angels", St Bride's Church 
http://www.stbrides.com/sermon_series/2004/04/raphael---the-crucified-christ-with-the-virgin-mary-saints-
angels.html (accessed 14/8/14). 
82 Ibid. 
83 Caroline Walker Bynum, "Notes from the Field: Materiality," Art Bulletin vol. XCV, no. 1, March (2013): 13. 
84 Danto, 57. 
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Figure 13 
Raffaello Santi (Raphael), Mond Crucifixion (1503) 
Oil on poplar 
283 x 167 cm 
National Gallery, London 



 25 

    

Figure 14 
Anonymous, Untitled 
Commonly reproduced portrait of Christ 
Sourced: http://www.catholictradition.org/Litanies/litany-passion.htm 
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Reflecting similar aesthetics of suffering and salvation, one of the portraits I 

produced, titled Sawman (fig. 15), depicts a young worker from the Boning and 

Slicing department, posing in his abattoir uniform before a mottled green backdrop. 

Borrowing from popular portraits of Christ in which his physical sacrifice brings 

salvation to mankind from sin, I sought to depict an equally revered figure who 

endures the physical sacrifice of labour to liberate the rest of society from the 

responsibility of killing and preparing meat, something many people in this era would 

be unprepared to do.  

 

Adopting a painterly composition, the sitter is depicted from his bust up in a state of 

elegance, poise and grace. His face is almost entirely concealed by a hairnet and 

beard mask, leaving only his eyes and nose exposed. Disposable yellow earplugs 

poke out from beneath his hairnet, alluding to the heavy noise level involved in the 

work he performs, while he remains subtly splattered with only a small spray of 

blood. Slightly lopsided, his eyes peer beyond the camera and into the distance above 

the horizon line, a directional look that Susan Sontag refers to as the “three-quarter 

gaze.”85 This technique is often deployed in photographs of leaders and politicians to 

instil an essence of authority and hope upon the subject.86  

 

According to Sontag, this glazed and longing stare in portraiture is “a gaze that soars 

rather than confronts, suggesting instead of the relation to the viewer, to the 

present, the more ennobling abstract relation to the future.” 87  Guiding my 

workmates to pose for me in these positions, I sought to ennoble and elevate each 

subject, by depicting them in a metaphoric position of power. However, as a 

technique borrowed from the tradition of portraiture and painting, it references the 

technique of artifice, and the influence of artist as director, imposing their own 

values or creative agenda onto the subject, rather than depicting subjects ‘as they 

are’. Alternatively, “facing the camera signifies solemnity, frankness,”88 and could 

therefore be considered a more natural and sincere form of representation in  

  

                                                
85 Sontag, On Photography, 38. 
86 "For politicians the three-quarter gaze is more common." in ibid. 
87 Ibid. 
88 Ibid., 37. 
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Figure 15 
Georgie Mattingley, Sawman (2013) 
Digital image      
Dimensions variable  
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portraiture, as can be seen in the series of “straight-on”89 portraits captured by 

Diane Arbus.  

 

Often depicting “freaks,”90 ‘dwarfs’ or other socially marginalised characters, Diane 

Arbus’ photographic portraits reveal a dark underworld of society.  Rather than 

represent the subjects’ most flattering appearance, Arbus sought the most honest or 

revealing moments: 

“Arbus’ work expressed her turn against what was public (as she 
experienced it), conventional, safe, reassuring – and boring – in favour of 
what was private, hidden, ugly, dangerous, and fascinating.”91  

Arbus used photography as a medium to connect herself with people whose physical 

abnormalities or social class classified them as the social outsiders, by frequently 

stepping into the private world of others to document their portraits and give 

visibility those who might otherwise go unnoticed or avoided in society. Without 

visually transforming what she depicts, Sontag argues that the simple act of 

documenting and looking is enough: “I really believe there are things nobody would 

see if I didn't photograph them.” 92  As such, her portraits remain dismal, yet 

unembellished depictions of how her subjects really are. “In photographing dwarfs, 

you don’t get majesty & beauty. You get dwarfs.”93  

 

However, Arbus did have a special eye for people’s deformities and imperfections. 

She argues that “you see someone on the street and essentially what you notice 

about them is the flaw,”94 which further solidifies her affinity with difference and the 

‘ugly’. A look at her photographic contact sheet for the portrait, Boy holding Hand 

Grenade (fig. 20), reveals the number of prints that could have been selected over 

the final one, which appears to be the most awkward, unusual and least flattering. “I 

work from awkwardness. By that I mean I don't like to arrange things. If I stand in 

front of something, instead of arranging it, I arrange myself.”95 While she may not 

directly intend to navigate the visual appearance of her subjects, she acknowledges  

                                                
89 Ibid., 35. 
90 Diane Arbus, Diane Arbus: An Aperture Monograph, Fortieth-annivesary ed. (New York: Aperture Foundation, 
2012), 3. 
91 Sontag, On Photography, 45. 
92 Arbus, 15. 
93 Sontag, On Photography, 29. 
94 Arbus, 1. 
95 Ibid., 12.  
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Figure 16     Figure 17 
Diane Arbus, A Young Man in Curlers at  Diane Arbus, Untitled (1970-1971)   
Home on West 20th Street, N.Y.C. (1966) The Estate of Diane Arbus, New York 
The Estate of Diane Arbus, New York   
 
 

  
 
Figure 18     Figure 19 
Diane Arbus, Child with Toy Hand  Diane Arbus, A Child Crying (1967) 
Grenade at Central Park (1962)  The Estate of Diane Arbus, New York 
The Estate of Diane Arbus, New York   
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Figure 20      
Diane Arbus, Child with Toy Hand Grenade at Central Park (1962)    
Contact sheet from photo shoot        
The Estate of Diane Arbus, New York 
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that it is her agenda to depict an awkward and revealing intimacy with her subjects. 
 

Contrary to Arbus’ intention to document her subjects in situ, my own photo 

shoots involved extensively stylised preparations and arrangements. Setting up the 

photographic backdrops and studio lighting inside the abattoir was a way of bringing 

my own creative language into the space. Set up in the lunch break rooms, the 

photographic studio became an autonomous and creative zone for the workers to 

step into, in which they often became shy or awkward and so were happy to be 

guided by my artistic direction. In response to this, I began to construct the photo 

shoots as an entertaining and immersive experience to help remove and distract the 

subjects from the fact we were still at work. I kept an album full of my old school 

photo portraits on hand as a reference point to help the workers imitate generic 

photographic poses and postures. I played a soothing sequence of Muzak 

compositions (similar to the popular instrumental music played in shopping malls, 

elevators and telephone ‘hold’ lines) playing through a portable stereo. With the 

intention of acknowledging the process of constructing this ambience as playing a 

major creative part in the project, I decided to set up a video camera on a tripod and 

documented the entire duration of one of my photo shoots. 

 

Edited from this footage, my video work Abattoir Shoot, (fig. 21) is further zoomed 

out in comparison to the photographic portraits, in order to further contextualise 

the elaborately staged setup. The audio has been edited to exclude my own verbal 

instructions to the workers posing for me to reduce the elements in the situation to 

a raw and awkward social tension. Upbeat and cheerful tracks of Muzak play in the 

background over the drone of a refrigerated factory, the camera flashing at random 

intervals. The social dynamics within this situation are documented and exposed - 

some subjects straining to hold back their laughter, some shifting awkwardly in their 

seat. I move in and out of the shot only momentarily, adjusting workers’ uniforms 

and shifting their seat into better position. The video conveys the reality behind the 

fact the portraits I produced are not direct and honest portrayals of the workers’ 

identity, but rather they are charismatically crafted workings of my own imagination.  
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Figure 21  
Georgie Mattingley, Abattoir Shoot (2014) 
HD Video 
Duration 20 min 
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Santiago Sierra reveals a similar dynamic of tension in his own work, often 

documenting his subjects adhering to a strict set of performance guidelines. As 

documentation of his performance 160cm Line Tattooed on 4 People96 (fig. 22), Sierra 

similarly set up a camera on a tripod to document the process of tattooing a line 

across the backs of four female prostitutes. The film is black and white with no 

audio, a stark and minimalistic portrayal of a simple sequence of events. The camera 

frames the women who seat themselves in a line of chairs facing the wall and remove 

their shirts as Sierra and his assistants move in and out of the shot with a measuring 

tape and marker to prepare the tattoo. The women chat and laugh throughout the 

process yet also continue to scratch themselves, light up cigarettes and twitch 

anxiously, making explicit the conditions that they are only participating for the 

money. This creates an uneasy portrayal of power, through which the social context 

and conditions that facilitate the work are laid bare, and the viewer is confronted 

with the blatant portrayal of desperation and exploitation.  

 

This perceived tension between how the photographer intends to depict the subject 

and how the subject might otherwise prefer to be depicted, separates the 

photographer from the subject and the viewer. This three-way dynamic, which is 

potentially inevitable in any form of photographic portraiture, is expressed similarly 

in the work of Arbus, Sierra and my own in a way that emanates Sontag’s argument 

that photographs posses a “metaphoric proximity which creates all the more 

distance.”97 While on one hand I succeeded to develop personal connections with 

the subjects I depict, I am aware that the gallery viewer remains only a distant 

spectator and their intimacy with the subject remains pictorial, aesthetic and 

symbolic.  

 

In an attempt to further test the capacity for my portraits to generate new 

proximities with the workplace, I began to consider alternative locations to display a 

series of the workers’ portraits, outside of a gallery context. The photograph 

Workers’ Portraits Installed in Managers’ Meeting Room (fig.23) shows ten workers’ 

portraits that have been framed together and hung on display behind the abattoir 

                                                
96 Santiago Sierra, Línea De 160 Cm Tatuada Sobre 4 Personas (YouTube). 
97 Sontag, On Photography, 44. 
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Figure 22 
Santiago Sierra, 160cm Line Tattooed on 4 People (2000) 
Single-channel video 
Duration 63min 
Tate Modern 
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Figure 23 
Georgie Mattingley, Workers’ Portraits Installed in Managers’ Meeting Room (2014) 
Digital image 
Dimensions variable  
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owner’s chair, in the room where meetings are conducted between the factory 

managers and clients. Each portrait is accompanied with the workers’ name and job 

title description etched onto a golden label, giving personal identity to workers on 

the production line and significance to their role in the factory. Dissolving a distance 

between abattoir workers and the factory owners, this photograph documents and 

enables a change to the workplace hierarchy - the abattoir owner now displays faces 

of the workers with pride in a room where they would otherwise remain 

anonymous.  

  

While the depiction of stylised beauty in my portraits of abattoir workers involved a 

process of creative artifice, the work of both Arbus and Sierra demonstrates that an 

agenda to document the ‘truth’ or even ugliness can function much the same. 

Whether the adopted aesthetic is colourful and uplifting, or dark and cynical, a visual 

representation of ‘real’ people and ‘real’ events simply conveys: “this is what human 

beings are capable of doing – may volunteer to do, enthusiastically, self-righteously. 

Don’t forget.”98 Without condemning or condoning its violent subject, “such images 

cannot be more than an invitation to pay attention, to reflect, to learn, to examine 

the rationalizations for mass suffering offered by established powers.”99 While these 

different artistic agendas may each attempt to give visibility and awareness to 

particular hidden realities, the ‘truth’ is inevitably infiltrated through the eyes, hands 

and visual language of the artist. After all, “transforming is what art does,”100 and 

while it may or may not have the power to physically transform the world, I have 

focused my own creative agenda on the potential to transform and question the 

desires in looking (or turning away) and the values imbedded in that decision.  

  

                                                
98 Sontag, Regarding the Pain of Others, 102. 
99 Ibid., 104. 
100 Ibid., 68. 
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Part Three: Hands 

 

 

"I have dirty hands right up to the elbows. I've plunged them in filth and blood.”101 

- Jean-Paul Sartre 

 

Following on from my series of photographic portraits, I began to consider how I 

could depict the less subjective moments of industrial slaughter with a similar sense 

of intimacy. I decided to zoom the lens closer in on some of the various mundane 

tasks that are performed inside an abattoir, shining the light on the work rather than 

the people, yet equally attempting to lend value to the labour that is required 

throughout the production of meat. This series of works addressed how mechanised 

labour can displace a sense of the individual hand and as such a moral responsibility 

for processes of production. Employing the human hand as a visual motif for moral 

and aesthetic responsibility, my next series of works, titled Hands Series (fig. 24), 

depict my own hands posing in various positions and holding different body parts of 

the animal. 

 

Each photograph conveys an individual task I have been assigned at the abattoir: from 

weighing and packing different cuts of meat; to cleaning excrement from the animal’s 

anus; to rinsing and sorting the hearts, ears and trotters. I was fascinated by how 

quickly the work and sights I initially perceived to be terrifying and gruesome upon 

first encounter became familiar and rudimentary. Repugnant stenches and 

overflowing mounds of animal organs began to feel normal throughout the long shift 

hours and repetitively mundane tasks. I learned to enjoy pressing my fingers into the 

arteries and orifices of hearts that were still warm for relief from the numbing cold, 

and I looked forward to being assigned the task of assorting viscera, as an array of 

textures and colours gave me aesthetic relief from the stark and metallic surrounds. 

In an attempt to encapsulate both the initial gruesomeness of these tasks together 

with a sense of familiarity, I captured my hands posing within a bright photo studio 

similar to the portraits, before the hand-dyed mottled backdrops. This juxtaposition 

of mundane and visceral work against the aesthetic and endearing context of a studio  

                                                
101 Jean-Paul Sartre, Dirty Hands trans., Lionel Abel (New York: Vintage Books, 1960), 224. 
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Figure 24 
Georgie Mattingley, Hands Series (2013 – 2014) 
Digital images 
Dimensions variable  
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backdrop creates an incongruous visual duality, whereby initially visceral and 

confronting work (as it was to me) could be depicted in pleasing ways to generate a 

greater complexity of relations between looking and thinking and values imbedded in 

these relations. 

 

Covered by sterile plastic gloves and disposable sleeve protectors, my hands pose 

elegantly and resemble the gentle poise of a ballet dancer. Each gesture conveys an 

expression of affection towards the cuts of meat, to suggest that each body part, 

each product of an industrial death, is being handled with intention and care. The 

pale blue, pink and purple hues in the background provide a contrast against the 

warm reds and oranges of the blood and flesh in the foreground, further 

exaggerating a saturation of colour. The images pause and luxuriate in this moment 

of contact and handling, in marked contrast to the usually relentless and repetitious 

deployment of time to a single task of manual labour. 

 

Anonymous and detached from the body, the hands are often seen in art a symbol of 

humanity, individuality, expression and creativity.102 In this instance, they extend that 

agency, promoting a physical and emotional connection to the hidden tasks of manual 

labour. Referencing the manual, the personal and the hand-made, the hands also 

remind us of the importance in maintaining a tactile connection and moral 

responsibility for the difficult deeds that are often delegated to others in an 

industrialised society. Referring to the integrity of this moral responsibility, Oscar 

Wilde writes: 

“It is indeed to become a part of the people’s life … I mean a man who 
works with his hands; and not with his hands merely, but with his head 
and his heart. The evil that machinery is doing is not merely in the 
consequence of its work but in the fact that it makes men themselves 
machines also. Whereas, we wish them to be artists, that is to say 
men.”103 

Wilde uses ‘evil’ to describe the sterility of industrialisation that transforms people 

into metaphorical machines. As such a ‘clean’ or a more ‘moral’ hand is one which 

continues to create with connection, intention and a sense of craftsmanship. 

                                                
102 These ideas are discussed at length in Ethel J. Alpenfels, "The Anthropology and Social Significance of the 
Human Hand," Artificial Limbs vol. 2, no. 2 (1955). 
103 Pearce (2004, p. 144) in Patrick Duggan, "The Conflict between Aestheticism and Morality in Oscar Wilde's 
the Picture of Dorian Gray," WR: Journal of the Arts & Sciences Writing Program, no. 1 (2008-2009): 62. 
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Similarly linking the hand with ideas of morality, political theorist Michael Waltzer 

defines “the doctrine of dirty hands”104 as recurring situations in which people 

“cannot avoid acting immorally, even when that means deliberately killing the 

innocent.”105 In this instance, ‘dirty hands’ are those that undertake inhumane or 

immoral tasks, even if it means relieving others of the moral burden of facing it. As 

such, we cannot punish those with such dirty hands “without getting our own hands 

dirty, and then we must find some way of paying the price ourselves.”106 Therefore, 

within a system that relieves the majority of people from the responsibility of killing 

and producing their own meat, my project sought to look at and acknowledge the 

hands that perform this task for them.  

 

According to the anthropologist Ethel J. Alpenfels, the hands have become 

“representative of the whole person in art.”107 He notes that their ability to convey 

complex human emotions through subtle gestures and movements has made the 

hand “an effective instrument for symbolic and aesthetic interpretation.” 108  As 

humans, we use our hands to tell stories, express emotion, and so, alongside the 

face, they remain one of the body’s most expressive tools. This expressive capacity 

has led hands to become a reoccurring symbol in painting and sculpture, often used 

to represent, in the broadest sense the true nature and beauty of human life. 

Alpenfels specifies that hands have become a social symbol for “creative life”109 in 

that “the hand is largely responsible for the creative manifestations that characterize 

the human species and that distinguish it from all other known forms of life.”110 He 

writes: “in the creative arts, the hand speaks” 111  … “the hands have moods, 

character, and, in a wider sense, their own particular beauty.”112 

Equally captivated by their beauty and expressive quality, the sculptor Auguste Rodin 

created a prolific series of works focusing entirely on the human hands. Exploring a 

range of positions, emotions and symbols, the series included works called The Hand 

                                                
104 C.A.J. Coady, "The Problem of Dirty Hands," The Stanford Encyclopeadia of Philosophy Spring, (2014). 
105 Ibid. 
106 Michael Walzer (1973, p. 180) in ibid. 
107 Alpenfels, "The Anthropology and Social Significance of the Human Hand," 4. 
108 Ibid., 20. 
109 Ibid., 4. 
110 Ibid., 20-21. 
111 Ibid., 14. 
112 Ibid. 
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of God (1898), The Hand of the Devil (1903), Lovers’ Hands (1904), among others, and 

could be seen to convey the complexity of human nature through good and evil. 

Considered “one of his most sensitive pieces,”113 and also most well known, is The 

Cathedral (fig. 25) – a study two hands reaching upwards and around each other, 

touching gently at the fingertips. Inspired by Rodin’s studies of ancient Gothic 

architecture,114 the palms emanate the hollow archways of a church interior, the 

fingers like rising spires, resembling a spiritual and sacred space for human prayer. 

Although sculpted from stone, its form appears gentle and soft, its composition of 

sweeping curves creating a perfectly balanced visual harmony “to give the eye the 

same sensation that the hand receives from touch.”115 The sculpture’s aesthetic 

beauty provides a pleasant tactile and sensory experience.  

 

Reflecting a similar composition in my own work, Hands of a Melbourne Meat Packer 

(fig. 26) depicts two hands held upwards together in a delicately poised position, 

similar to the gestures of a ballet dancer. Where Rodin’s piece presents two right 

hands (a delicate expression of affection between two individuals), I present my own 

hands with pride and admiration – an expression of intimacy and connection with 

the task I perform. My hands are covered in surgical blue plastic gloves, speckled 

with flesh and bone marrow from sorting and packing meat. The sterile, visceral and 

industrial manual labour is presented through the lens of classical composition.  

 

Again, this attention to, character and beauty as conveyed through my own set of 

hands, seeks to provide a more personal, human and artistic portrayal of the often 

mundane and visceral tasks that are performed at length in the abattoir. In my own 

work, the artist’s hand and the abattoir worker’s hand are made parallel as a way of 

returning an industrial labour to the context of personal connection and craft – 

making further explicit the role of artists to facilitate visuality and visibility through 

the work of their hands.   

                                                
113 David Williams-Ellis, "Contemporary Bronze Sculptor David Williams-Ellis Shares His Personal Highlights of 
the Moore Rodin Exhibition at Perry Green", http://www.dwe.com/ http://www.dwe.com/contemporary-bronze-
sculptor-david-williams-ellis-shares-his-personal-highlights-of-the-moore-rodin-exhibition-at-perry-green/ 
(accessed 20/7/14 2014). 
114 “Parallels may be drawn between the mysterious inner space that seems to emanate from the composition 
and Gothic architecture.” Quoted in Musée Rodin, "The Cathedral", Musée Rodin http://www.musee-
rodin.fr/en/collections/sculptures/cathedral (accessed 14/7/14). 
115 Auguste Rodin in Michael Brenson, Acts of Engagement: Writings on Art, Criticism, and Institutions, 1993-2002 
(Oxford: Rowman & Littlefield Publishers, Inc., 2004), 199. 
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Figure 25 
Auguste Rodin, The Cathedral (1908) 
Musée Rodin, Paris 
Stone sculpture 
64 x 29.5 x 81.8 cm 
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Figure 26 
Georgie Mattingley, Hands of a Melbourne Meat Packer (2013) 
Digital image 
Dimensions variable 
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Similarly giving visibility and value to hidden forms of dirty labour in her work Touch 

Sanitation (fig. 27), Mierle Laderman Ukeles uses the hand as a symbolic and 

performative tool to build connections between her role as an artist and the 

labourers who clean trash from the streets. Over eleven months, Ukeles shook 

hands with 8,500 garbage workers across New York City, with the intention of 

“granting service workers visibility and dignity.”116 Her gestural performance was a 

means to flatten a hierarchical class system that separates the highly visible work of 

artists from the often-overlooked work of cleaners and labourers, and to further 

connect herself with the people who maintain her city. To each worker she said:   

 
“‘I’m not here to watch you, to study you, to analyze you, to judge you. 
I’m here to be with you: all the shifts, all the seasons, to walk out the 
whole City with you.’ I face each worker, shake hands, and say: ‘Thank 
you for keeping NYC alive.’”117 

 

Through this gesture, the hands of two different types of workers (an artist and a 

trash worker) come into contact, highlighting their equality, connectedness and 

common ground as human beings. In doing so, Ukeles turns the focus of high art to 

the ennobled notion of ‘getting one’s hands dirty,’ thus challenging the way “we 

differentially bestow value and dignity onto different sorts of labor.”118 Frequently 

inserting herself into “restrictive environments” 119  to work amongst tasks of 

cleaning, maintenance and general labour, Ukeles believes it is important for artists 

to work within the “environmental infrastructure of the urban”120 and that “out of 

these most humble circumstances, we can begin to erect a democratic symbol of 

commonality.”121 

 

Ukeles and I work similarly as artists in the social field as we both step into 

environments of what is largely considered ‘dirty’ labour to give value to the basic 

yet important work that needs to get done. In both instances, the artist’s hand is 

used as a creative tool. However, where Ukeles focuses primarily on the humble 

value in manual tasks, I employ beauty and visual pleasure as a primary tool to 
                                                
116 Mierle Ukeles quoted in Mark B. Feldman, "Inside the Sanitation System: Mierle Ukeles, Urban Ecology, and 
the Social Circulation of Garbage", The University of Iowa http://www.uiowa.edu/~ijcs/waste/feldman.html 
(accessed 6/4/13). 
117 Mierle Ukeles quoted in ibid. 
118 Ibid. 
119 Ibid. 
120 Ibid. 
121 Mierle Ukeles quoted in ibid. 
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Figure 27 
Mierle Landerman Ukeles, Touch Sanitation (1977-1980) 
Performance 
Brooklyn Museum, New York 
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represent the value of looking and seeing an aspect of society and work we don’t 

usually contend with. As such, my craft as an artist is employed to transform visions 

of the sterile and the mundane into an alluring visual representation, reincorporating 

its value within the context of high art.  

 

An example of this strategy can be seen in my use of compositional techniques from 

classical painting to achieve a greater appearance of visual perfection and aesthetic 

authority in my work. In Chitterlings (fig. 29), I appropriated the proportions and 

triangular composition of the Golden Ratio122 that has been said to occur in da 

Vinci’s Mona Lisa (fig. 28), to achieve a heightened visual harmony, symmetry and 

balance in composition. The image displays my gloved hands grasping five cuts of 

Chitterling (a part of a pig that connects the lower intestinal tract to the outer anus), 

coated in its excrement and bile. My hands express tenderness towards the viscera, 

captured in a composition that is common to traditional portraiture. My right hand is 

centred at the top of the image, in the position where a sitter’s face would lie, the 

chitterlings bulging, folding and twisting in the light like dramatically draped robes. I 

wanted to represent one of the dirtiest jobs at the abattoir with an appearance of 

glamour and opulence, to uphold a task that is not only largely unacknowledged and 

undervalued in Western society, but also most dreaded and avoided by the workers 

in the abattoir. Subtly adhering to the measurements of the Golden Ratio in my own 

work, I sought to frame abject viscera within a visually compelling composition able 

to attract and hold the viewer’s gaze.   

  

                                                
122 The Golden Ratio is an ancient mathematical equation that has been known to provide a strategic formula for 
beauty through calculations of symmetry, proportion and harmony. Mario Livio, "The Golden Ratio and 
Aesthetics", Plus Magazine http://plus.maths.org/content/golden-ratio-and-aesthetics (accessed 12/3/14). 
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(Left) Figure 28 
Leonardo da Vinci, Mona Lisa (1503-1517) 
Oil on poplar 
With measurements of the Golden Ratio 
Source:ihttp://www.mathematicianspictures.com/LEONARDO_DA_VINCI_GOLDE
N_RATIO_GOLDEN_MEAN/Leonardo_Da_Vinci_Golden_Ratio_Golden_Mean.ht
m 
 
(Right) Figure 29 
Georgie Mattingley, Chitterlings (2013) 
Digital image 
With measurements of the Golden Ratio 
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Similarly constructing an elaborate spectacle to highlight degrading forms of labour 

that bring human hands into contact with excrement, Santiago Sierra’s work 21 

Anthropometric Modules Made from Human Faeces by the People of Sulabh International, 

India (fig. 30), consists of a painstakingly constructed sculptural display to address the 

value given to dirty or demeaning forms of manual labour. Human excrement was 

collected in New Delhi and Jaipur, mixed with glue and set in twenty-one identical 

rectangular moulds, not by Sierra himself, but by a number of workers he employed 

to do so. Although faeces is the predominant medium used to make this work, 

significantly more potent is the contact made between excrement and human hands. 

Sierra visually renders the labour of sorting shit as macabre, sinister and morbid.  

 
The sculptures are displayed in a uniform, grid-like formation, resembling open 

tombstones in a graveyard. There is a “deeply unpleasant, though unseen toil”123 that 

illustrates the work has been constructed from human suffering. While Sierra and I 

share similar intentions to aesthetically reframe dirty and demeaning manual labour 

as a means to bring it into public awareness and vision, my own work pertains a 

greater focus on bringing the work into a context of beauty, festivity and pleasure, to 

address the importance of looking. Transgressing the social borders that delegate 

the difficult and dirty tasks to the lower working classes during my shifts at the 

abattoir, I become embodied in the work myself, to transport visual representations 

of the work back into the context of excess, privilege, comfort and pleasure. 

 

In an attempt to bring hidden forms of unseen manual labour into further public 

visibility and social acceptability, I printed images of my hands cleaning chitterlings on 

a t-shirt, for a work entitled Wearing Chitterlings (fig. 31). With alternate versions of 

the photograph Chitterlings printed from seam to seam over the front, the back and 

the sleeves, this work sought to parody the reproduction of famous historical 

paintings  and  iconic  imagery  onto  items of clothing typically sold in market places 

or museum gift shops. Using this t-shirt as a focal point to iterate informal public 

performances, I began wearing the t-shirt for general daily living: walking the dog; 

attending social events; shopping at the supermarket; and while travelling on public 

transport. This act of wearing Wearing Chitterlings throughout my everyday activities,  

                                                
123 Adrian Searle, "Absolute Excrement", The Guardian http://www.guardian.co.uk/artanddesign/2007/dec/04/art (accessed 
20/5/13). 
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Figure 30 
Santiago Sierra, 21 Anthropometric Modules Made from Human Faeces by the People of 
Sulabh International, India (2007) 
Installation view 
Lisson Gallery, London 
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was another strategy I deployed to force an unseen, or abject relation to meat and 

labour into the public visibility of social, central and urban contexts.  

 
Echoing Ukeles’ and Sierra’s interactions and transactions with dirty or demeaning 

work within the realm of contemporary art, I also sought to aesthetically visualise 

certain mundane tasks predominantly undervalued. My series of the abattoir worker’s 

hands were produced to excavate autonomous representations of visceral beauty and 

further visualise and question the ethics and significance of looking, relating and 

valuing. 
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Figure 31 
Georgie Mattingley, Wearing Chitterlings (2014) 
100% Polyester t-shirt 
Dimensions variable 
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Figure 32 
Georgie Mattingley, Wearing Chitterlings (on Melbourne Tram) (2014) 
100 % polyester t-shirt, live performance 
Duration: ongoing 
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Part Four: Still Life 

 

“Slaughterhouses don’t offer sightseeing trips - there are no visitors to shed tears.”124    

- Mick Smith 
 

 

My next series of works involved creating ‘Still Life’ compositions featuring 

ritualistically arranged whole animal carcasses and dismembered body parts within a 

shrine-like visual display. Making reference to traditional ‘Still Life’ paintings, this 

series sought to individualise and ritualise the death of animals slaughtered amongst 

thousands in an abattoir, through ornate, decorative and appeasing aesthetics. 

 

A traditional ‘still life’ is typically the “depiction of an inanimate object or objects, 

such as flowers or fruit, usually arranged by an artist.”125 This practice strongly was 

linked with pleasures of consumption when it began to thrive in the Netherlands in 

the 15th century “parallel with the world’s first consumer society.”126 Manifesting a 

vision of opulence, the most sought after paintings were those that harnessed a 

carefully arranged combination of symbols to both celebrate wealth and provide 

moral warnings related to excessive consumption. In particular, a genre of Still Life 

paintings called Vanitas incorporated skulls, wilting flowers and hourglass forms, to 

refer symbolically to physical impermanence: “All these reminders of death serve to 

underscore the “vanity” of life and the need to be morally prepared for final 

judgment.”127 Paintings that depicted dead animals and game were popular amongst 

“aristocratic patrons (or those with aristocratic pretensions) who alone had the land 

and means to practice the hunt.”128 

 

In Still Life with Swan and Game before a Country Estate (fig. 33) by Jan Weenix, an 

arrangement of animal bodies both dead and alive is depicted within the surrounds 

of an illustrious landscape. A hunted swan, a rabbit and birds lie within the left of the 

composition with small wounds exposing subtle traces of blood. Dividing the 

                                                
124 Smith, "The 'Ethical' Space of the Abattoir: On the (in)Human(E) Slaughter of Other Animals," 51. 
125 National Gallery of Art, Painting in the Dutch Golden Age (Washington: National Gallery of Art, 2007). 
126 Ibid., 87. 
127 Ibid., 89. 
128 Ibid. 
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Figure 33 
Jan Weenix, Still Life with Swan and Game before a Country Estate (c.1685) 
Oil on canvas 
142.9 x 172.4 cm 
National Gallery of Art, Washington 
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composition from the top left to the bottom right corner of the canvas, Weenix 

separates death from the symbols of life. Plants, flowers, a small puppy and live birds 

provide a hopeful space while religious symbols refer to the act of hunting in cyclical 

and redemptive terms: 

“…the relief represents the Holy Family, and the departing dove beyond 
the dead swan probably relates to the freeing of the soul after death … 
bending before the plinth is a calendula, symbolically associated with death, 
while the rose thorns in front recall Mary’s sorrows.”129 

By making this symbolic connection between death and spiritual freedom, Weenix 

softens both the visual appearance and moral connotations of killing for leisurely 

entertainment. Whether or not the painting is seen as a gratuitous justification for 

the act of killing, at least a full representation and visualisation of the lives lost have 

been made. My interest in this image is that it differs strongly from my experience of 

the abattoir, in which each animal’s death remains anonymous and unacknowledged 

within the mass quantity and speed of industrial slaughter. 

 

Ecologist Mick Smith writes, “the space of the abattoir … dissects and grinds more 

than animal bones, it also annihilates the space where care and compassion might 

otherwise survive.”130 In favour of making an emotional and ethical connection with 

the animals that are slaughtered for food, he argues that “the animal’s death should 

“reach out for us” and should “touch us,””131 in a way that is further akin to the care 

we share for the family pet that “is cherished during its lifetime and mourned when it 

dies.”132 However, such connections with individual animals in the abattoir are 

significantly more difficult, with slaughter taking place in such high quantities. The 

abattoir systematises fast and repetitive tasks so that “workers have little time for 

conscious reflection”133 … “it happens so quickly, and is so smooth a part of the 

production process, that emotion is barely stirred … One does not experience, one 

does not feel; one merely observes.”134 Despite the animal’s death being observed by 

the workers in the abattoir, the process of production separates any connection 

between sight and emotion. Advocating for this meaningful and emotional 

                                                
129 Ibid. 
130 Smith, "The 'Ethical' Space of the Abattoir: On the (in)Human(E) Slaughter of Other Animals," 57. 
131 Levinas (1991, p 13) quoted in ibid. 
132 Levinas (1991, p 13) quoted in ibid. 
133 Serpell (1986, 185) in ibid., 52. 
134 Ibid. (Giedion in Rifkin 1992, 120). 



 56 

connection to be made, not just between worker and animal, but also between 

consumer and meat, Smith diagnoses a reversal of regulations that ensure: 

“little resemblance between the uniform cube of a chicken nugget and the 
bird itself … Such artificial alterations no doubt help create a kind of 
social distancing that disconnects the dead meat from living flesh and 
blood.”135 

 

Pointedly framing the irony of this disconnection, the street artist Banksy produced a 

public exhibition called The Village Pet Store and Charcoal Grill (fig. 34), which involved 

presenting various meat products that have little resemblance to the animal inside a 

pet store. Robotic chicken nuggets were displayed pecking into containers of 

McDonald’s dipping sauce in bird cages, robotic fish sticks swimming in a fish bowl, 

hot dogs and baloney wriggling in reptile tanks. In this context, Banksy utilised a 

space where people go to look at, observe and potentially purchase an animal they 

will care for and love, to highlight the disconnection between a living, breathing 

animal and the often visually transformed meat we eat. 

 

Further illustrating the visual transformation of animals into meat, is an image (fig. 

35) I collected from the packaging of a take-away chicken shop as a reference for my 

work. The image displays a whole cooked chicken within a sparkling aluminium tray, 

superimposed over an ambiguously purple studio background. The head and the feet 

of the chicken have been removed from the body and each leg is covered with a cut-

out decoration made from silver paper, presumably to conceal the presence of 

exposed bones and further abstract the meat. A carrot peel transformed into a rose-

shaped decoration is placed on a sprig of parsley, acting as a final touch to this 

enticing and palatable arrangement. The image transforms what may otherwise be 

perceived as an abject and visceral body by a consumer, into a desirable and 

consumable product.  

 

Incorporating elements of these decorative and appealing aesthetics, my work Still 

Life I (fig. 36) depicts two chicken carcasses with their feathers removed, lying 

twisted and contorted together as if in an affectionate embrace. Their bodies lie 

ritualistically adorned with bunches of pink and yellow flowers, imitating the typical 

                                                
135 Ibid., 54. 
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Figure 34 
Banksy, The Village Pet Store and Charcoal Grill (2008) 
Exhibition of robotic food items in pet store, New York 
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Figure 35 
Anonymous, Untitled  
Packaging lid for take-away chicken  
(scanned from sketchbook 2012) 
 
  



 59 

  
 
Figure 36 
Georgie Mattingley, Still Life I (2013) 
Digital image 
Dimensions variable 
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appearance of flowers as a symbol in traditional still life arrangements, where the 

“painted bouquet outlasts nature, and permanence was argued by theorists to be 

one of art’s fundamental virtues.”136 While the bouquets I depict have not been 

painted, they are synthetic flowers imported from China that refer to cheap 

consumption and mass production, yet are also an offering of gratitude, ritual and 

beauty - like the presentation of flowers on a coffin at funeral or on a graveyard 

tombstone. Similar to the flowers, the chickens are also industrially produced to 

meet mass demands, slaughtered in a sterile factory and outside of any emotional, 

spiritual, heart-felt acknowledgement or ritual. By presenting elements of decoration, 

beauty, ritual and mourning that are typically void from the process of industrial 

production, Still Life I attempts to reclaim a sense of emotional gratitude for both the 

gift of food and the life that has been lost. 

 

This ritual of being thankful for food and life is practiced in the Christian tradition of 

saying ‘grace’ at the dinner table before a meal. Although a long-standing tradition of 

Western culture, this act of pausing, acknowledging and thinking about the food we 

eat is increasingly lost within the pressures of a fast-paced life.137 Without thinking 

about the food we eat, we further dissociate from the process of its production, 

which for meat encompasses the life of the animal, its slaughter in the abattoir, and 

the physical labour behind this transformation.138 Advocating the importance of 

maintaining such connections within contemporary life, psychologists Dr Angel 

Adams and Dr Patricia Papciak promote the ritual of saying grace: 

“… when we say grace … we share our blessings with family, and enjoy 
an internal feeling of health and goodness. We feel there is something 
peaceful and inspirational inside ourselves that is in some way connected 
with the beauty we see when we watch the ballet or the strutting 
peacock or feel the warmth of the sun on our face.”139 

As such, the act of saying grace evokes a sense of beauty that does not directly link 

with aesthetics and sight, but rather an internal feeling of beauty that is inspired on 

                                                
136 Art, 94. 
137 "You don't find grace said when people are rushing around, scarfing food, eating over the sink or in the car, 
polishing off a meal in ten minutes flat ... In an age when we so often eat without thinking about it, saying grace 
can transform a mere meal into an act of celebration, focus, and gratitude." in Lauren F. Winner, "Saying Grace: 
An Ode to an Old-Fashioned Ritual", Oprah http://www.oprah.com/spirit/Why-You-Should-Say-Grace-Before-
Eating-Saying-Grace (accessed 23/10/2014). 
138 “… a pre-meal thanksgiving recognizes the dozens of people who did hard work to get food to your table.” in 
ibid. 
139 Dr Angel Adams and Dr Patricia Papciak, "Why Family Rituals Are Important", Dr Angel Adams 
http://www.drangeladams.com/2009/03/why-family-rituals-are-important/ (accessed 29/9/2014). 
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the inside. Extending this ritual of gratitude and beauty that usually takes place with 

the family at the dinner table, my series of still life compositions ritualistically 

decorate chicken carcasses taken from the abattoir, in an attempt to re-inspire this 

sense of beauty through a visual appreciation for the animal’s life and body that is 

killed for meat. 

 

Celebrating food through the visibility of death and slaughter in such a way is the 

Islamic ritual of Eid Al-Adha, during which Muslims buy, rear and slaughter an animal 

as a sacrifice to Allah.140 Performed only in daylight,141 the sacrificing of sheep, rams, 

goat, cows or camels is permitted to take place in full visibility on the streets and in 

town squares, turning “neighbourhoods … into swamps of blood and animal 

waste.”142 Although this could be perceived as a savage vision, the intentions behind 

such rituals are to offer grace to Allah, through respect for the animal:   

“The more beloved and dear the animal is to its owner, the more 
meaningful will be its sacrifice. … This animal should be taken care of, fed 
well, respected.”143  

Ultimately a joyous and festive celebration, blood is displayed as sacrifice, slaughter 

becomes spectacle, and the meat is then eaten and enjoyed by the very same person 

who cared for and killed the animal: 

“A variety of delicious meat dishes await the Muslims on Eid Al-Adha! No 
sooner than the meat reaches the kitchen, that the appetizing aroma of 
mouth-watering delicacies starts wafting from it.”144 

In this instance, the spiritual ritual and the act of care and sentimentality 

towards the animal provides a public invitation to look, whereby the entire 

process of slaughter remains visible and observed - thus bridging a meaningful 

connection between the animal, its death, and the meat. 

 

Exercising this notion of expressions ritualistic sentiments towards the animal, my 

works Still Life II (fig. 37) and Still Life III (fig. 38) depict a gloved worker’s hands 

nurturing a chicken carcass. In Still Life II, the chicken carcass is depicted being   

                                                
140 Imam Ilyas Sidyot, "The Spirit Behind Eid-Ul-Adha", Imam Ilyas Sidyot 
http://www.imamilyas.com/archives/spritbehindeiduladha.html (accessed 29/9/14). 
141 "...the sacrifice should be performed during the day-time, not at night." in ibid. 
142 "Cairo Streets Swamped in Blood and Animal Waste after Eid", Middle East Eye 
http://www.middleeasteye.net/news/cairos-streets-swamped-blood-and-animal-waster-after-eid-celebrations-
2027839434 (accessed 28/10/2014). 
143 Sidyot. 
144 Ibid. 
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Figure 37 
Georgie Mattingley, Still Life II (2013) 
Digital image 
Dimensions variable 
 

 
Figure 38 
Georgie Mattingley, Still Life III (2013) 
Digital image 
Dimensions variable 
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lowered down onto an arrangement of chicken feet, giblets, synthetic flowers and 

plastic leaves. The chicken lays lifeless, eyes closed yet peaceful as though sleeping, 

while it is gently and affectionately cupped within a worker’s hands. Still Life III depicts 

the chicken subsequently resting on the arrangement of body parts and flowers, with 

the hands touching and maintaining contact with the chicken’s body, as though gently 

caressing its skin. Although the animal is lifeless, dead and an empty body, the human 

hands touch it with equal tenderness and care as though it was still alive, further 

implicating and questioning the ambiguous point at which an animal ceases to be 

animal and becomes meat. Removing the line between life and death that usually 

differentiates the appropriate ways of handling animals and meat, these images 

visualise and consider carcasses of meat in their original animal form. 

 

The artist Frans Snyders promotes a similar visualisation of meat still in its original 

animal figure in his painting Still Life with Dead Game, Fruits, and Vegetables in a Market 

(fig. 39). The painting conveys a dramatic scene in a market place, where “the still life 

objects are displayed in the form of goods.”145 A deer hangs suspended from one leg 

at the center of the composition, fur still on, tongue extruding, its stomach cut open 

and disemboweled. A rabbit’s head and an elongated swan’s neck overhang the edge 

of the overcrowded display table, roosters fight in the foreground, a dove takes off 

in flight, and a thief reaches into the pockets of the vendor, heightening suspense, 

movement and drama. Snyders portrays a “suggestion of a struggle between virtue 

and vice woven into [an] abundant array of figures and animals,”146 where the animals 

are depicted as symbols to reinforce the contrast between good and evil: 

“A peacock, traditionally a symbol of vanity and pride, and a wild boar, an 
emblem of lust and gluttony, lie alongside a deer, often associated with 
purity of heart.”147 

The play between good and evil that Syders depicts is a dualistic and cyclical 

connection between the hunting of animals and a commercial venture, questioning 

the ethics in reducing the value of animal life within an economical system of 

production and consumption.  

  

                                                
145 The Art Institute of Chicago, "Still Life with Dead Game, Fruits, and Vegetables in a Market", The Art Institute 
of Chicago http://www.artic.edu/aic/collections/exhibitions/Renaissance/Still (accessed 17/8/14). 
146 Ibid. 
147 Ibid. 



 64 

Figure 39 
Frans Snyders, Still Life with Dead Game, Fruits, and Vegetables in a Market (1614) 
Oil on canvas 
212 x 308 cm 
Worcester Art Museum, Worcester 
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With the intention of harnessing a similar dualistic tension between ethics, desire 

and consumption, Still Life IV and Still Life V depict my own hands arranging various 

animal organs and body parts that I purchased form the butcher’s shop. Featured are  

a range of edible organs and cuts of meat: pig trotters, heart, ears, maw, a chicken 

carcass and tripe along with plastic flowers and leaves, assembled on a mottled blue 

backdrop. My own hand is depicted, gloved in the abattoir uniform and amidst the 

motion of placing a cut of tripe delicately amongst the other organs. Representing 

the artist’s hand engaging in this process of aesthetic arrangement, I sought to draw 

a parallel between the decorative and ornate visual appeal of Still Life paintings, and 

the visual merchandising used in butcher’s shops that is typically intended to make 

the meat appear more enticing. Against the soft hand-dyed mottled backdrops and 

synthetic fauna, some of the most visually explicit products derived from the animal 

are framed within a context of beauty, decoration, and ornamental aesthetics. 

Imitating the potential for traditional Still Life paintings to invite a further 

contemplation of physical impermanence and the cycle of life and death, my own 

images exercise a similar aesthetic to invite further contemplation of the animal life 

and death in an industrial and commercial context.  

 

By borrowing from the aesthetics, compositions and moral connotations of both 17th 

century still life paintings to more recent commercial images of meat, my own 

photographic Still Life compositions attempted to recontextualise and question the 

predominant visual denial of the animal body inherent in the industrial production 

and consumption of meat. Referencing the moral connotations of Vanitas paintings in 

particular, and also incorporating spiritual and ritualistic sentiments that condone a 

visibility and celebration of animal slaughter, these images display aesthetically ornate 

arrangements of animal carcasses and meat, in order to visualise and invite an 

appreciation of the beauty within the life and death of an individual animal that is 

often forgotten throughout industrial slaughter. 
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Figure 40 
Georgie Mattingley, Still Life IV (2013) 
Digital image 
Dimensions variable 
 

 

Figure 41 
Georgie Mattingley, Still Life V (2013) 
Digital image 
Dimensions variable 
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Part Five: Intimacy 
 
 
“Through photographs, each family constructs a portrait-chronicle of itself  
– a portable kit of images that bears witness to its connectedness.”148 

- Susan Sontag 
 
 
My final series of photographic works focused on representing intimate and personal 

connections between abattoir workers. Drawing from the poses and compositions 

often used in generic family portraits, wedding photographs and other idyllic 

moments of intimacy or ‘togetherness’ typically displayed in the family home, this 

series of works sought to convey abattoir workers within an uplifting, personal and 

endearing context, in contrast to the visceral work they do.  

 

One of these works, Brothers (fig. 42), is a family portrait of four brothers who 

migrated to Melbourne from New Zealand and found work at the abattoir together. 

The portrait forms a digital composite of each of their individual portraits, 

resembling a typical family, sports team or ‘club’ photograph. Depicted in their 

abattoir uniforms and splattered with blood, the notions of intimacy, loyalty and 

brotherly bonds between the workers are presented in tandem with reference to 

the violent and visceral nature of their work. Presenting these conflicting values 

together, this portrait displays the dualistic human capacity to express and integrate 

feelings of love, affection and empathy, even within violent encounters or activities.  

 

A similar reference to both intimacy and violence is portrayed in Thomas Dworzak’s 

collection of portraits of Taliban soldiers posing together in an Afghan photo studio. 

Collected from an a small photo studio in northern Afghanistan, this series of 

photographs depict soldiers posing for the camera surrounded by shiny posters of 

pristine landscapes and idyllic double storey houses with white picket fences. The 

soldiers gaze solemnly into the camera, some with a gun in their hand, some hold 

their hand to their chest in a gesture of devout following, and others grasp onto 

props – pots of synthetic flowers, sunglasses, envelopes and a cellular phone – that 

                                                
148 Sontag, On Photography, 8. 
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Figure 42 
Georgie Mattingley, Brothers (2013) 
Digital photographic collage 
Dimensions variable 
 

   
Figure 43     Figure 44 
Georgie Mattingley, Friends (2013)  Georgie Mattingley, Couple (2013) 
Digital image     Digital image  
Dimensions variable    Dimensions variable   
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Figure 45 
Thomas Dworzak, Taliban Portraits (2002) 
Magnum Photos, New York 
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Figure 46 
Thomas Dworzak, Taliban Portrait (2002) 
Magnum Photos, New York 
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loosely suggest an obscure narrative, like staged photographs from a wedding or 

family celebration. This use of colourful and gaudy photographic props gives 

reference to the kitsch, and the attempt to construct, through creative decoration 

and artifice, an illusionistic promise of a ‘good’, prosperous, or beautiful life. By 

lending itself to this visual appeal, the potential terror and violence associated with 

its subject matter is diluted. The viewer is invited to look, empathise and 

contemplate the human pursuit of beauty, intimacy and affection as a reprieve from 

the violence of life in some of the most depraved, violent settings. 

 

Despite the continuing terror, war and violence in the area of Kanduhar where the 

portraits were taken, the local culture maintains a long “tradition of music and play, 

where the men display an almost feminine pleasure in the ‘sweet oriental life.’”149 

After spending time in the area as an investigative photojournalist, Dworzack 

describes customary local behaviours:  

“…fierce Pashtun soldiers still wear the Chablis [brightly coloured high-
heel sandals] two sizes too small as the bulging flesh is considered sexy, 
paint their eyes with Khol [and] stick flowers in their guns.”150   

Displaying both of these opposing ideals together, the series of portraits taken by 

the soldiers themselves depict the men both as killers (soldiers with guns), while 

equally exposing their capacity for intimacy and connection. While this may appear 

as a contradiction or conflicting agendas - as the soldiers pose ominously with guns, 

yet tenderly embrace each other at the same time – it also demonstrates a shared 

belief in the moral acceptability of torture and murder shared amongst the soldiers 

at the time and place of taking these photographs. With the terror and violence of 

war becoming such a normalised and rudimentary part of the soldiers’ daily lives, this 

act of ‘beautifying’ and decoration does not necessarily present a contradiction. 

 

The perception of tension caused by conflicting or opposing values, is defined by 

psychologist Leon Festinger as a state of cognitive dissonance. Festinger theorises 

that “we hold many cognitions about the world and ourselves; when they clash, a 

                                                
149 Thomas Dwozak, Taliban (Great Britain: Trolley, 2003). 
150 Ibid. 
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discrepancy is evoked, resulting in a state of tension.”151 This means that situations in 

which one is required to consider their own conflicting values are generally avoided:  

"When dissonance is present, in addition to trying to reduce it, the person 
will actively avoid situations and information which would likely increase 
the dissonance."152  

Considering cognitive dissonance within the context of killing or slaughter, physical 

expressions of love, romance or intimacy would thus typically be excluded from 

moments or spaces designated for killing and slaughter. Therefore, the spaces for 

killing and spaces for intimacy are made separate, with expressions of love and 

affection set to take place away from the killing, while the abattoir remains sterile 

and void of such instances of affection. Another means to effectively reduce 

dissonance is to formulate a set of “attitudes, behavior, beliefs etc. so as to make the 

relationship between the two elements a consonant one.”153 In the way of killing and 

slaughter, an individual (or even society as a whole) must morally condone or 

normalise the behaviour, so that its occurrence may be emotionally reconciled with.  

 

Ethicist Peter Singer argues that the normality of killing animals in our society can be 

defined by the prevalence of ‘speciesism,’ which is a “prejudice of attitude of bias 

toward the interests of members of one’s own species and against those of members 

of other species.” 154  However, Singer delineates this discrepancy an unjust 

discrimination: 

“To give preference to the life of a being simply because that being is a 
member of our species would put us in the same position as racists who 
give preference to those who are members of their race.”155 

However normalised or acceptable ‘speciesism’ may allow the industrial slaughter of 

animals to be, it has still not invited a majority of the population to fully accept and 

embrace its public visibility in everyday life. This is perhaps what creates the 

distinguishable moral and emotional judgment that is applied inside the abattoir and 

out, where what is potentially terrifying or repugnant to the general public, may be 

considered quotidian and even mundane inside the abattoir. Considering this, Singer 

                                                
151 Leon Festinger, "Cognitive Dissonance," Scientific American 4, no. 207 (1962). 
152 Leon Festinger, A Theory of Cognitive Dissonance (Stanford: Stanford University Press, 1957), 3. 
153 Saul McLeod, "Cognitive Dissonance", Simply Psychology http://www.simplypsychology.org/cognitive-
dissonance.html (accessed 1/8/14). 
154 Peter Singer, Animal Liberation (New York: Avon Books, 1975), 7. 
155 Peter Singer, Practical Ethics, 2nd ed. (Cambridge: Cambridge University Press, 1993), 76. 
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argues that people must be willing to fully face the consequences of actions in which 

they morally condone:   

“Certainly very few people ever visit a slaughterhouse… Yet those who, 
by their purchases, require animals to be killed do not deserve to be 
shielded from this or any other aspect of the production of the meat they 
buy.”156 

Considering ways to illustrate the moral acceptability of animal slaughter in our 

society, both inside the abattoir and out, I sought to depict moments of physical 

intimacy, love and romance within the context of the abattoir, bridging these 

opposing moral judgments together, and further seducing a more complex mode of 

looking.  

 

My work titled Abattoir Kiss (fig. 47), depicts two workers - a husband and wife - 

kissing in an affectionate embrace, as though in a wedding photo or a poster for a 

romantic Hollywood movie. An overt expression of romance is illustrated alongside 

hard and visceral labour in simultaneity. While such physical contact between the 

workers is strictly prohibited inside an abattoir (in order to avoid the spread of 

contaminations), this portrait imagines an alternative acceptability of emotional and 

physical affection in such a sterile and violent space. Symbolically visualising both the 

act of killing animals and the human union of marriage, this image seeks a conflicting 

and contradictory set of human values in order to highlight a more complex mode of 

looking.  

 
Presenting a similar portrayal of physical intimacy in the context of violence, Santiago 

Sierra’s durational performance piece, The Penetrated (fig. 48), depicts gay, straight 

and mixed race couples engaging in anal intercourse. The live performance took 

place in Terassa, Spain, on 12 October, 2008, Día de la Raza, which is a national 

holiday to commemorate Columbus’ discovery of the Americas.157 This presents an 

metaphoric image of the violence and exploitation inherent in human interactions 

that occur within a hierarchical and economical system of labour.  In this context, 

the act of sodomy is framed as an “allegorical connection between the conquest of  

                                                
156 Singer, Animal Liberation, 150. 
157 Team Gallery Inc., "Los Penetrados" 
http://www.teamgal.com/artists/santiago_sierra/exhibitions/179/los_penetrados (accessed 28/2/14). 
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Figure 47 
Georgie Mattingley, Abattoir Kiss (2013) 
Digital image 
Dimensions variable 
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Figure 48 
Santiago Sierra, The Penetrated (2008) 
Performance documented with digital video  
Duration 47 mins 36 secs 
El Torax, Terassa 
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the Americas by the Spanish” 158  that also invites “an examination of cultural 

psychologies of domination and submission as they relate to labor, race, gender, and 

class.”159 As such, what is potentially an intimate act of physical and emotional 

connection between two individuals becomes reduced to a perfunctory and 

economical act. While it represents a human act of intimacy, it depicts the darker 

cynical side of human relationships, giving light to the injustices that are performed 

against others for money. Sierra’s participants come into physical contact with each 

other within a structured, sterile and economical environment that precludes any 

likelihood of genuine or sentimental connection.  

 

With similar intentions to shed light of the darker side of human life, yet employing a 

less visually explicit and more allusive approach to do so, I created the work Love 

Songs from the Kill Floor, which is a 25-minute sound recording I captured on my 

iPhone one day at work. The sound recording conveys a tinny radio broadcast that 

plays through loudspeakers in the Offal Room (the room where I work cleaning 

hearts, tongues, chitterlings, stomachs and other organs), which is located next to 

the Sticking Pen (where the animals are stunned and slaughtered). Spritely news 

announcements, weather reports and traffic updates play in between a sequence of 

popular romantic love songs such as Electric Blue, Do Ya Think I’m Sexy and Love Really 

Hurts Without You, over the continuous clanking of factory noises and pigs squealing 

intermittently in the distance. Furthering my exploration of ways to engage an 

audience in a politics of looking, this work sought to invite an audience to listen, 

whereby catchy pop songs and the familiarity of a mainstream radio broadcast are a 

means to lure the listener in to contemplate (and perhaps even imagine) the space of 

the abattoir. 

 

Continuing this strategy of drawing viewers into a cosy space to contemplate the 

less than cosy space of the abattoir, my next work titled Self Portrait installed on 

Nana’s Buffet (fig. 49), features a studio photograph of myself in abattoir work 

clothes on display on the sideboard in my Nana’s living room. Referring in a tongue-

in-cheek way to the widespread tradition of grandparents proudly displaying images 

of their grandchildren, this work sought to underscore the ethical or other forms of 

                                                
158 Ibid. 
159 Ibid. 
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judgment associated with dirty and difficult work. By bringing a visual reference of 

the abattoir into a personal and intimate space, where conversations and images of 

animal slaughter are typically avoided, this work invites a further contemplation of 

the level of social acceptability and pride associated with this type of work. 

 

Without privileging either the warmer or darker side of human nature, this final 

series of works sought to visually harmonise a dualistic human capacity to both love 

and exploit, to empathise and to kill. Bringing the violent and visceral work from the 

abattoir, that normally takes place on the peripheries of social life, into the context 

of cosy and intimate family spaces, these works present opposing value that are 

normally kept separate, in tandom. As such, the ‘lighter’ side invites a contemplation 

of the ‘darker’ side to life, and strategies of beauty, the kitsch, the endearing and the 

cosy, are a means to welcome and invite viewers to confront and question society’s 

exclusion of violent or dirty realities.  
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Figure 49 
Georgie Mattingley, Self Portrait Installed on Nana’s Buffet (2014) 
Digital image 
Dimensions variable 
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Conclusion 
 
 
 
Throughout the two years I have spent working inside the abattoir, I produced a 

varied series of photographic works that use strategies of aesthetics and beauty to 

invite a deeper contemplation of the physicality of industrial slaughter and our 

societal exclusion of dirt, death and violence from generic visual representation. In 

order to unveil and question the value of looking in social life, I have explored the 

abattoir as a site to excavate representations of viscera, death and violence that 

remain predominantly invisible. Adopting a unified and reoccurring visual aesthetic 

across this series of works, involving synthetic flowers, artificial studio lighting and 

colourful mottled backdrops, I sought to visually uplift and even idealise the 

industrial, visceral and violent space of the abattoir. 

  

The photographs I produced throughout this process of research were categorised 

into four different series of work – each offering a new visibility to processes of 

industrial production and physical labour in varying ways, and thus arguing for the 

importance of looking and observing with greater complexity. Firstly, my series of 

colourful and intimate portraits of abattoir workers borrowed from the aesthetics of 

traditional portraiture and religious narratives, in order to elevate and idealise the 

subjects and the work they do. The writing of Susan Sontag offered insight into the 

ethics of photographic portraiture, reality and imagination, opening up a comparison 

between my own works and the voyeuristically private portraits of social ‘outsiders’ 

captured by Diane Arbus.  

 

Further visualising dirty and difficult labour, photographs of my elegantly poised 

hands in sterile plastic uniforms with cuts of viscera and meat, framed the human 

hand as a visual motif related to craft and creative expression, against the loss of 

individuality and moral responsibility in an abattoir. My series of ‘still life’ 

compositions conveyed ritualistically and spiritually adorned arrangements of animal 

carcasses and meat, visualising both a physical and emotional connection with the 

animal that is lost within the mass production of industrialised slaughter. Directly 

referencing the tradition of 17th century still life painting, these images framed death 



 80 

and animal flesh within the context of luxury and consumption, in order to further 

bridge a visual connection between the animal and the meat.  

 

Lastly, my series of photographs of the personal bonds between the workers 

brought abattoir work into the context of family, romance and intimacy, 

demonstrating how the endearing and the uplifting may invite a confrontation with 

the conflicting morality and violence within human life. Testing the capacity for these 

series of works to gain visibility beyond a gallery context, I also instigated a number 

of installations and performances in various spaces, including an installation of 

workers’ portraits in the abattoir boardroom, wearing images printed on a t-shirt in 

public space, and a gift of my own self portrait in abattoir uniform displayed on the 

buffet in my Nana’s living room.   

 

An analysis of my own creative works in relation to the work of Richard Mosse, 

Diane Arbus, Mierle Landerman Ukeles and Santiago Sierra contextualised my own 

creative agenda alongside others who similarly represent hidden and excluded forms 

of labour, exploitation, identity and violence in the world. Taking from theories that 

parallel beauty with the morally good, through my own works I have sought to 

rearrange and confuse regular aesthetic associations with death and violence and 

bring a greater complexity to the way we look, judge and exclude in daily social life. 

Without directly beautifying images of suffering, or the act of slaughter itself, I have 

simply represented the people and the moment that allude to it: the dead body; the 

worker; the hands; and the animal flesh, within which beauty may be located.   

 

Ultimately, through aesthetics and taking an immersive approach to the abattoir, I 

have invited further contemplation of the labour and processes involved in industrial 

slaughter that many people would choose to avoid. I hope this is an invitation 

viewers will choose to accept.  
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Appendix 
 
 

List of works presented for final exhibition: 
 
 
Figure 50 Georgie Mattingley, Trimmer (2014)     87 

Digital C-type photograph, DiBond, aluminium frame 
120 x 80 cm 

 
Figure 51 Georgie Mattingley, Abattoir Kiss (2014)    87 

Digital C-type photograph, DiBond, aluminium frame 
120 x 80 cm 
 

Figure 52 Georgie Mattingley, Hands of a Melbourne Meat Packer (2014) 88 
Digital C-type photograph, DiBond, aluminium frame 
120 x 80 cm 
 

Figure 53 Georgie Mattingley, Chitterlings (2014)    88 
Digital C-type photograph, DiBond, aluminium frame 
120 x 80 cm 
 

Figure 54 Georgie Mattingley, Love Heart (2014)    89 
Digital C-type photograph, DiBond, aluminium frame 
120 x 80 cm 

 
Figure 55 Georgie Mattingley, Sawman (2014)     89 

Digital C-type photograph, DiBond, aluminium frame 
120 x 80 cm 
 

Figure 56 Georgie Mattingley, Slaught (2014)     90 
Digital C-type photograph, DiBond, aluminium frame  
120 x 80 cm 
 

Figure 57 Georgie Mattingley, Skinner (2014)     90 
Digital C-type photograph, DiBond, aluminium frame 
120 x 80 cm 
 

Figure 58 Georgie Mattingley, Still Life I (2014)     91 
Digital C-type photograph, DiBond, aluminium frame 
120 x 180 cm 
 

Figure 59 Georgie Mattingley, Brothers (2014)     92 
Digital C-type photograph, DiBond, aluminium frame 
120 x 180 cm 
 

Figure 60 Georgie Mattingley, Workers’ Portraits Installed in Managers’  93 
Meeting Room (2014)     
Digital C-type photograph 
100 x 150 cm 
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Figure 61 Georgie Mattingley, Wearing Chitterlings (2014)   94 

100% Polyester T-shirts, live performance 
Worn by caterers and bar staff on opening celebration 
 

Figure 62 Georgie Mattingley, Wearing Chitterlings (2014)   94 
100% Polyester T-shirts, live performance 
Worn by caterers and bar staff on opening celebration 
 

 
 
Audio Visual Materials copied to CD insert: 
 
 
Audio Visual Material 1 Georgie Mattingley, Love Songs from the  
    Kill Floor (2014) 

Audio Recording, Headphones 
 

Audio Visual Material 2 Georgie Mattingley, Abattoir Shoot (2014) 
HD video, LED television screen, stainless steel 
benches  
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Figure 50     Figure 51 
Georgie Mattingley, Trimmer (2014)  Georgie Mattingley, Abattoir Kiss (2014) 
Digital C-type photograph, DiBond,   Digital C-type photograph, DiBond, 
aluminium frame    aluminium frame 
120 x 80 cm     120 x 80 cm 
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Figure 52     Figure 53 
Georgie Mattingley, Hands of a Melbourne Georgie Mattingley, Chitterlings (2014) 
Meatpacker (2014)    Digital C-type photograph, DiBond,  
Digital C-type photograph, DiBond,   aluminium frame  
aluminium frame    120 x 80 cm  
120 x 80 cm 
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Figure 54     Figure 55 
Georgie Mattingley, Love Heart (2014) Georgie Mattingley, Sawman (2014) 
Digital C-type photograph, DiBond,   Digital C-type photograph, DiBond, 
aluminium frame    aluminium frame 
120 x 80 cm     120 x 80 cm 
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Figure 56     Figure 57 
Georgie Mattingley, Slaught (2014)  Georgie Mattingley, Skinner (2014) 
Digital C-type photograph, DiBond,   Digital C-type photograph, DiBond, 
aluminium frame    aluminium frame 
120 x 80 cm     120 x 80 cm 
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Figure 58  
Georgie Mattingley, Still Life I (2014) 
Digital C-type photograph, DiBond, aluminium frame 
120 x 180 cm 
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Figure 59  
Georgie Mattingley, Brothers (2014) 
Digital C-type photograph, DiBond, aluminium frame 
120 x 180 cm 
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Figure 60  
Georgie Mattingley, Workers’ Portraits Installed in Managers’ Meeting Room (2014) 
Digital C-type photograph 
100 x 150 cm 
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Figure 61 
Georgie Mattingley, Wearing Chitterlings (2014) 
100% Polyester T-shirts, live performance 
Worn by caterers and bar staff on opening celebration 
 

 
Figure 62 
Georgie Mattingley, Wearing Chitterlings (2014) 
100% Polyester T-shirts, live performance 
Worn by caterers and bar staff on opening celebration 
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Installation shots: 
 
 
Figure 63  Georgie Mattingley, Exhibition Installation View (2014)  96 

Digital C-type photographs, DiBond, aluminium frames 
Installation View 

 
Figure 64  Georgie Mattingley, Hands Series (2014)    96 

Digital C-type photographs, DiBond, aluminium frames 
Installation View 

 
Figure 65  Georgie Mattingley, Still Life I (2014)     97 

Digital C-type photograph, DiBond, aluminium frame 
Installation View 

 
Figure 66 Georgie Mattingley, Brothers (2014)     97 

Digital C-type photograph, DiBond, aluminium frame 
Installation View 

 
Figure 67 Georgie Mattingley, Sawman, Slaught and Skinner (2014)  98 

Digital C-type photographs, DiBond, aluminium frames 
Installation View 

 
Figure 68  Georgie Mattingley, Trimmer and Abattoir Kiss (2014)  98 

Digital C-type photographs, DiBond, aluminium frames 
Installation View 

 
Figure 69 Georgie Mattingley, Love Songs from the Kill Floor (2014)  99 

Audio recording, headphones 
Installation View 

 
Figure 70 Georgie Mattingley, Abattoir Shoot and Workers’ Portraits  99 

Installed in Managers’ Meeting Room (2014) 
HD Video, Stainless steel benches, digital C-type photograph 
Installation View 
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Figure 63 
Georgie Mattingley, Exhibition Installation View (2014) 
Digital C-type photographs, DiBond, aluminium frames 
Installation View 
 

 
Figure 64 
Georgie Mattingley, Hands Series (2014) 
Digital C-type photographs, DiBond, aluminium frames 
Installation View 
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Figure 65 
Georgie Mattingley, Still Life I (2014) 
Digital C-type photograph, DiBond, aluminium frame 
Installation View 
 

 
Figure 66 
Georgie Mattingley, Brothers (2014) 
Digital C-type photograph, DiBond, aluminium frame 
Installation View 
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Figure 67 
Georgie Mattingley, Sawman, Slaught and Skinner (2014) 
Digital C-type photographs, DiBond, aluminium frames 
Installation View 
 

 
Figure 68 
Georgie Mattingley, Trimmer and Abattoir Kiss (2014) 
Digital C-type photographs, DiBond, aluminium frames 
Installation View 
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Figure 69 
Georgie Mattingley, Love Songs from the Kill Floor (2014) 
Audio recording, headphones 
Installation View 

Figure 70 
Georgie Mattingley, Abattoir Shoot and Workers’ Portraits Installed in Managers’ Meeting 
Room (2014) 
HD Video, Stainless steel benches, digital C-type photograph 
Installation View 


