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1 ‘Artists are often depicted (and represent themselves) as working intuitively, reliant on unexamined 
inspiration and working without any traditionally-defined ‘research’ objective.’ W. F. Garrett-Petts, and R. 
Nash, Re-Visioning the Visual: Making Artistic Inquiry Visible, (website) Rhizomes 18, winter 2008, Spec. 
issue on ‘Imaging Place’, para. 14, 
http://www.rhizomes.net/issue18/garrett/index.html [Accessed February 2, 2021]. 
2 I always said that if I wanted to explain why I created a particular print or painting, I would had written a 
book instead. 
3 Robert M. Poole, {cited in} Hidden Depths, (website) Smithsonian Magazine, May 2008, para. 32. 
https://www.smithsonianmag.com/arts-culture/hidden-depths-38616301/ [Accessed May 8, 2021]. 
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4 In the Basque Country it is a very common name, equivalent to John Smith in English-speaking countries 
or the Polish Jan Kowalski. 
5 I worked mostly with linocut and relief printmaking. It will be discussed in the ‘Descriptions of Selected 
Artwork’ chapter. 
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6 “The occult philosophy holds that the universe is articulated by a network of correspondences (…). 
Springing out of the occult philosophy are the ‘occult sciences’ that include astrology, alchemy, magic and 
divination.” Joscelyn Godwin, Music and the Occult: French Musical Philosophies, University of Rochester, 
1995, p. 3. 
7 “(…) writing has taken on an increasingly substantial role in the visual arts. Genres such as the artist’s 
talk, the exhibition proposal, the critique, the review, the exhibition statement, the graduating project 
statement, and, especially, the artist’s statement have emerged as a complex rhetorical task that the 
artists must grapple with, whatever their personal inclinations toward the verbal.” Garrett-Petts & Nash, 
para. 21. 
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8 A text is an assemblage of signs, such as words, images, sounds and/or gestures, so it is not only text in 
its linguistic sense but as well the artwork. Then context is whatever added to the text, as its prefix con –
with, joint, together- distinguishes. Therefore, text/context refers to the art piece per se and the 
additional verbal extensions such as artist statements, artist talks, catalogue descriptions, exhibition 
statements, reviews, interview or lectures accompanying it. Garrett-Petts & Nash, para. 8-12-24. See also; 
Daniel Chandler, Semiotics for Beginners (website), Modality and Representation, 12 September 2020, 
http://visual-memory.co.uk/daniel/Documents/S4B/sem02.html [Accessed, January 20, 2021]. Also; M. 
Bal and N. Bryson, Semiotics and Art History, the Art bulletin, Vol. 73, Nº 2, (June 1991), College Art 
Association, http://www.jstor.org/stable/3045790 
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9 Rudolf Wittkower, Genius: Individualism in Art and Artists, Dictionary of History of Ideas Vol. 2, the Gale 
Group, Virginia University Library, 2003, p. 304. 
10 Ibid. p. 297. 
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11 “thus wisdom is illuminated by the relation with foolishness, knowledge by comparison with ignorance, 
which is merely imperfection and wanting, life by death, light by the opposition of the shadows, worthy 
things by the lack of praise for them; and, to be brief, all virtues not only win praise [by comparison with] 
the opposite vices but without this comparison they would not be worthy of praise”. John Scotus Eriugena 
{cited by} Umberto Eco, On Beauty: A History of a Western Idea, Seeker & Warburg, London, UK, 2004, p. 
85. 
12 “The author of a work of art is surely someone we can indeed point to, a living (or once living), flesh-
and-blood personage with a palpable presence in the world, as solid and undeniable as any individual 
bearing a proper name”, M. Bal and N. Bryson, p. 180. 
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13 According to Umberto Eco, knights sought concealing their identities; Eco is not referring to 
pseudonyms but to outfit. However it is quite revealing, especially in this context of pseudonyms and 
nicknames. U. Eco, p. 123. 
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14 “Unable to discriminate clearly between words and things, the savage commonly fancies that the link 
between a name and the person or thing denominated by it is not a mere arbitrary and ideal association, 
but a real and substantial bond which unites the two in such a way that magic may be wrought on a man 
just as easily through his name as through his hair, his nails, or any other material part of his person.” 
James Frazier, the Golden Bough, Temple of the Earth Publishing, Online PDF, 2005, p. 221b. 
15 Aritz (in modern orthography), means oak in Basque language; it is a very common male name in the 
Basque Country. It is considered a name of archaic origin, parented to divinity. Nowadays it is a tree of 
high estimation, respect and symbolism in the region. Luis Michelena, Apellidos Vascos, Biblioteca Vasca 
Amigos del País, SS, Spain, (1953) pp. 15, 44. 
16 Carl Gustav Jung, El Hombre y sus Símbolos, Paidós, Barcelona, Spain, (1995), pp. 18-104. 
17 “One reason may be a wish to avoid censorship. When a writer has something important to say, whether 
as fact or fiction, and when it may be difficult to say it under his real name, either because of his own 
standing or because it is controversial or even unlawful or hostile to authority, the adoption of a 
pseudonym may be the only solution. In the past many anticlerical or generally antiestablishment writers 
have sought refuge in an assumed name”. Adrian Room, Dictionary of Pseudonyms, McFarland & 
Company Inc. Publishers, 1998, North Carolina, USA, p. 22. 
18 Ibid. pp. 22-55-384. 
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19 Not only by moniker, warrior armours and helmets were often intricately embellished with figures of 
lions, bears or legendary beasts to ornament on the one hand, and to motivate and propel themselves as 
well as terrorize enemies on the other. 
20 It is proposed though not widely accepted that Voltaire is an anagram formed with his real name. A. 
Room, p. 35. However, it only could be proposed after his name was known.  
21 18th century author of 70 public letters who conspired revealing scandals against the British royalty, 
remains the most famous uncracked pseudonym despite of much ingenious detective work. A. Room, p. 
58.  
22 It seems like author’s attitude is rather a feature spotted in the author himself, in his social life or by 
statements or descriptions, while in the art product it is only vaguely signalled, a secondary allusion: 
“Common sense insists that every work of art bears the personal stamp of its maker. Nonetheless, it would 
be absurd to postulate that a fierce brush reveals an unruly temperament or that ‘tame’ painters or writers 
have gentle characters, are morally healthy, law-abiding, and pleasant to deal with”. R. Wittkower, p. 310. 
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23 In the hypothetic case we are analysing, it would probably be likely. According to Room many writings 
were satirical and regard Voltaire as outspoken thinker and polemicist. A. Room, p. 384.  
24 A. Room, p. 385. 
25 Voltaire decided his pseudonym after his release from the Bastille prison in 1718. A. Room, p. 22. 
26 E. Haller, pp. 282-285. See also: “The most famous example, of course, is Goethe, with his anti-
Newtonian theory of color”. J. Godwin, p. 50. 
27 William R. Newman, (September 6, 2005), Magic or Mainstream Science? An interview on Newton's 
alchemy with historian Bill Newman, (website) Susan K. Lewis, NOVA, November 2005, Revealed Wisdom 
for a Chosen Few section, para. 6, https://www.pbs.org/wgbh/nova/newton/alch-newman.html 
[Accessed: April 21, 2021]. 
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28 It would be interesting to consider stage name as a figured concept and not just a literal term. Since its 
external coded appearance functions to address a particular culture or social group, it must be stressed 
that it is also fashion outside the entertainment and popular culture industry where stages have nothing 
to do, e.g. Religious names or king/ruler names. Like hip-hop or Black Metal pseudonyms, each in its 
context, Papal names give the impression of having a recognizable structure: a Latinised appellation plus a 
Roman numeral, enabling any Christian to immediately identify a Pope, even without ever having heard 
of; Clement IV or John Paul XII (both made up) sound like Popes; hip-hop nicknames like Terminator X or Lil 
Nas X do not even sound like a parody or alluding to Popes. They just exist naturally in their particular 
environment under particular codes, making the later sound so Hip-Hop and the former so Pope-like. 
Nevertheless, the stage seems to be some sort of archetype behind evocative brand pseudonyms, 
allowing multitudes to sense the conventions of a name consistent to the terms of the group.  
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29 A. Room, p. 297. 



Chapter 1 

16 

 



Chapter 1 

17 

 

                                                           
30 “They (robots) are us, called myself, my name and Manuel’s name”. Piers Martin, Daft Punk: The Birth of 
the Robots, Website, The Face Magazine/Vice/Thumb, November 24, 2000, 
https://web.archive.org/web/20131207002338/http://thump.vice.com/en_uk/words/daft-punk-birth-of-
robots Accessed: April 24, 2021. 
31 Carol S. North, “The Classification of Hysteria and Related Disorders: Historical and Phenomenological 
Considerations.” Behavioural sciences (Basel, Switzerland) vol. 5, 6 Nov. 2015, doi: 10.3390/bs5040496, 
pp. 496-517. 
32 I totally made-up these silly hypothetic stage names/pseudonyms to show how such names could give 
some extra touch and help delineating a neater division between the real person and the artistic persona. 
It must be said that the Spanish entry of Wikipedia accounts for stage names or pseudonyms for both 
artists, but only noted in the margins with no other further information at all. Both French and English 
entries do not even mention them. Guy-Man and Guy-Manuel together with T-Bang are suggested to be 
pseudonyms for side projects away from Daft Punk or referred to in interviews. These main Wikipedia 
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entries always introduce the musician’s real names illustrated by a portrait with helmets on, keeping their 
authentic identities in anonymity, as well as media. 
33 Kieran Grant, Who are those masked men? (website) Canoe Jam Music, April 12 1997, Archive.Today, 29 
June, 2012. 
https://archive.is/20120629032508/http://jam.canoe.ca/Music/Artists/D/Daft_Punk/1997/04/12/744419.
html, [Accessed 23 April, 2021]. 
34 P. Martin, Loc.cit. 
35 His innumerable characterizations, his early hit song Changes and his 1979 album Chameleon earned 
him such alias.  
36 A. Room, p. 102. 
37 “…with his new name allegedly for the bowie knife”, Ibid. 
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38 Bowie Knife was named after its creator, Jim Bowie. Wikipedia contributors. Bowie knife. (website) 
Wikipedia, the Free Encyclopedia. April 12, 2021, 14:23, 
UTC, https://en.wikipedia.org/w/index.php?title=Bowie_knife&oldid=1017392081. [Accessed April 24, 
2021]. 
39 Susan Bell, The life and death of David Bowie, rock’s crafty chameleon, (website) USC University of 
Southern California, January 14, 2016 < https://news.usc.edu/90856/the-life-and-death-of-david-bowie-
rocks-greatest-chameleon/> [Accessed April 22, 2021]. 
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40 A. Room, p. 297. 
41 “…What should you call me? My wife just says, ‘Hey’. If she said, ‘Prince, get me a cup of tea’, I’d 
probably drop the cup”, {Prince quoted by}, A. Room, p. 297.  
42 Suzanne Ely, Return of the Cybermen, (website) Mixmag, July 2006, p. 98. Through Daft Punk Anthology, 
http://www.daftpunk-anthology.com/dpa/mag-articles/mixmag-2006-07 [Accessed: 23 April, 2021]. 
43 Ibid, p. 97. 
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44 Ibid, p. 98. 
45 According to him, Franco fantasized releasing movies credited with names of dead Jazz musicians, 
picking a different instrumentalist (pianist, drummer etc.) with every other movie, imagining he was 
putting together a trio or a quintet, hence having the illusion of living lives of his dreams, despite of being 
a successful director. In this interview he confesses that initially he felt his real name was not appropriate 
and decided to slightly modify it. Later pseudonyms were suggested by producers who also felt hesitant 
about the reputation of his name (namesake of Francisco Franco, at the time dictator of a totalitarian 
regime in Spain) so different countries received work from Jesus Franco with various names. Only when 
he saw how his name was dilapidated, decided to fantasize with the idea of Jazz musicians as homages. 
JESUS FRANCO MANERA documental dirigido por Kike Mesa, (online video), MANIAC TALES The Movie, 7 
April 2016, {interview in Spanish}, https://www.youtube.com/watch?v=r9EPOY_gLow, [Accessed 15 April, 
2021]. 
46 “A special case is that of the Portuguese poet Fernando Pessoa (1888-1935), who created four 
distinctive poetic personas: the fictional Alberto Caeiro, Ricardo Reis, and Alvaro de Campos, and the real 
Fernando Pessoa, whose own name happens to be the Portuguese word for "person," itself significantly 
deriving from Latin persona, "mask." He called these his heteronyms ("other names"), and altogether 
created a total 72 such names, although the three mentioned here were different. He is said to have 
originally invented them in connection with the literary magazine Orpheu that he and others founded in 
1914.” A. Room, p. 21. 
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47 David Bowie - The Story of Ziggy Stardust - BBC 4 Documentary - Narrated by Jarvis Cocker, (online video), 
Tanaferry, 23 August 2020, https://www.youtube.com/watch?v=czdED4WiwVM [Accessed 24 April, 2021]. 
48 Amanda Borschel-Dan, From ‘Heil Hitler’ to ‘Shalom, Tel Aviv,’ the many incarnations of David Bowie, 
(website) The Times of Israel, January 11 2016, 
https://web.archive.org/web/20160112132620/http://www.timesofisrael.com/from-heil-hitler-to-
shalom-tel-aviv-the-many-incarnations-of-david-bowie/ [Accessed April 25, 2021]. 
49 Mark 5:1-20. 
50 W. Tatarkiewicz, Classification of the Arts, Dictionary of History of Ideas Vol. 1, the Gale Group, Virginia 
University Library, 2003, p. 457. 
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51 Ibid. 
52 My intention in the text is not to discuss the classification or arts throughout history, civilizations, 
thinkers or cultures but to label the visual arts, filmmaking, poetry and music as art in general, as 
nowadays it is overall considered, and as I understand it, to give an account of the ambivalent implications 
of art and insanity.  
53 W. Tatarkiewicz, p. 459. 
54 Ibid. 
55 Ibid. 
56 R. Wittkower, p. 299. 
57 “It was Aristotle who first postulated a connection between the melancholic humour and outstanding 
talent in the arts and sciences”. Rudolf and Margot Wittkower, Born Under Saturn: the Character and 
Conduct of Artists; A Documented History from Antiquity to the French Revolution, Random House, NY, 
1963, p. 102.  
58 R. Wittkower, p. 302. 
59 Ibid. 
60 Ibid. 
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61 Ibid. 
62 R. & M. Wittkower, p. 105. 
63 R. Wittkower, p. 308. 
64 Ibid. p. 306. 
65 Ibid. p. 307. 
66 Diderot {cited by} R. Wittkower, p. 310. 
67 Ibid. 
68 R. & M. Wittkower, p. 99. 
69 W. Empson, Seven Types of Ambiguity, Chato and Windus, London, UK, second edition, 1949, p. 21. 
70 R. Wittkower, p. 309. 
71 R. & M. Wittkower, p. 99. 
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72 A. Borschel-Dan. Para. 5. 
73 R. & M. Wittkower, p. 102. 
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74 M. Foucault, Language, Counter-Memory, Practice-Selected Essays and Interviews, Cornel University 
Press, NY, 1977, pp. 129-130. 
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75 Obviously, theatre and cinema offer better vehicles to canalize fantasies, as well as music because the 
performance happens through the medium of authors themselves, actors/actresses or live music 
performers, whereas in literature and visual art the medium is an object.   
76 R. Wittkower, {cited by} p. 304 
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77 Jan Bialostocki, Iconography, Dictionary of History of Ideas Vol. 2, the Gale Group, Virginia University 
Library, 2003 p. 524. 
78 J. Frazier, p. 91a. 
79 Ibid. p. 93a. 
80 R. & M. Wittkower, p. 1. 
81 Ibid. 
82 J. Frazier, p. 55b. 
83 Ibid. 
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84 Irene Bald Romano, in her essay about Greek cult says that “it is doubtful that any Greek, no matter how 
fervent were his religious beliefs, held that an idol was the actual god or goddess” to immediately after 
assert that “when there was an idol, it was toward this image, as the substitute of the deity, the sacrificial 
acts were directed.” and “Bathing, clothing and feeding idols are also attested” which sound contradictory 
in regard of Greeks neatly discerning reality, objects and deities. Irene Bald Romano, Early Greek 
Idols, (website) Expedition Magazine 24.3 (1982): n. pag. Expedition Magazine. Penn Museum, 1982 Web. 
28 Apr 2021 http://www.penn.museum/sites/expedition/?p=5195 [Accessed 28 April, 2021]. 
85 “Even if it is true that in high civilizations such as the Hellenistic and the Renaissance some of the 
primitive’s awe of the magic object is transferred to the artist-magician, it still remains a mystery why in 
widely separate periods artists seem to have had so much in common.” R. & M. Wittkower, p. 1. 
86 Reinhold Hammerstein, Music as Demonic Art, Dictionary of History of Ideas Vol. 3, the Gale Group, 
Virginia University Library, 2003, pp. 264-267. 
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87 Ibid. 
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88 Bill of Rights to the United States of America Constitution. 
89 Timothy E. Moore, Scientific Consensus and Expert Testimony: Lessons from the Judas Priest Trial, 
Skeptical Inquirer, Volume 20, No. 6 November / December 1996, pp. 32-38. 
90 Ibid. p. 37. 
91 Ibid. p. 38.  
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92 Ibid.  
93 Another similar trial with Ozzy Osbourne’s song Suicide Solution was ruled favourable to the artist 
because subliminal messages where not found and consequently Osbourne’s words were protected by 
free speech laws.   
94 “In the course of the seventeenth century the use of the term genius increased and gradually supplanted 
‘wit’”, Wittkower, p. 305. 
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95 For instance, this particular example of a subdivision of music theory (harmony of cosmos) in 12th 
century, shows the fluctuation of disciplines over time: “the structural particulars and epistemological 
assumptions of this basic premise were continually retuned to harmonize with competing astronomical 
models and changing intellectual environments”. Andrew Hicks, ‘Musica Speculativa’ in the Cambridge 
Commentary on Martianus Capella's ‘De Nuptiis, (website) The Journal of Medieval Latin, vol. 18, 2008, p. 
301. JSTOR, www.jstor.org/stable/45020108 [Accessed 1 May 2021].  
96 “Since the Pythagoreans found the mathematical laws of acoustic harmony, music has been considered 
as a branch of knowledge as well as an art”. W. Tatarkiewicz, Vol. 1, p. 457. 
97 Andrew Hicks, ‘Musica Speculativa’ in the Cambridge Commentary on Martianus Capella's ‘De Nuptiis.’ 
(website) The Journal of Medieval Latin, vol. 18, 2008, JSTOR, p. 293, www.jstor.org/stable/45020108 
[Accessed 8 May 2021]. 
98 Umberto Eco, p. 226. 
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99 William R. Newman, Section Code and Riddles, para. 4. 
100 William R. Newman, Section A Legitimate Pursuit, para. 5. 
101 W. Tatarkiewicz, Vol. 1, p. 461. 
102 Ibid. p. 460. 
103 Noam Chomsky, New Horizons in the Study of Language and Mind, Cambridge University Press, NY, 
2000, p. 77. 
104 J. Frazier, pp. 57b, 91a, 92b, 94b.  
105 Ibid. p. 57b. 
106 R. & M. Wittkower, p. 100. 
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107 J. Frazier, pp. 52a-54b. 
108 Ibid. p. 52b. 
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109 “Dissociative phenomena have been a recognized part of human history for a very long time. (…) Egypt 
described cases of spirit possession, which in retrospect have been interpreted as dissociative phenomena. 
Evidence of dissociation was also recorded in Christian scripture. Biblical passages in Mark 5:1-20 describe 
a man possessed with unclean spirits (…). When Jesus asked his name, the man said: ‘My name is Legion, 
for we are many’”. Carol S. North, p. 497. 
110 “If psycho-analysis has taught us anything, it is the infinite complexity of man’s personality and the 
many levels of self-realization”, R. & M. Wittkower, p. 292. 
111 Galileo Galilei {cited by} N. Chomsky, p. 4. 
112 Charles Peirce: “All words, sentences, books and other conventional signs are symbols” {cited by} Daniel 
Chandler, Semiotics for Beginners (website), Signs, 12 September 2020, http://visual-
memory.co.uk/daniel/Documents/S4B/sem02.html [Accessed, January 20, 2021]. 
113 C. Peirce {cited by} ibid. 
114 Arbitrariness is the preferred technical term: “The process which selects one particular sound-sequence 
to correspond to one particular idea is completely arbitrary”. Ibid.  
115 N. Chomsky. p. 4; “human language can be regarded as a natural object”, p. 76; “For each individual, 
the language faculty has an initial state, determined by biological endowment.” p. 77. 
116 “The theory of the initial state is sometimes called ‘Universal Grammar’ (UG)”Also, it is called Language 
Acquisition Device (LAD). N. Chomsky, p. 81. 
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117 Ibid. p. 4. 
118 “(…) men go on symbolizing when there is no practical need just because they cannot stop” Nelson 
Goodman, Languages of Art-An Approach to a Theory of Symbols, The Bobbs-Merrill Company Inc., USA, 
1968, p. 257. 
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119 It has been discussed melancholy and some of its typical descriptions like anxious and depressive, 
which are listed as also symptoms of “dissociative reactions” for “psychoneurotic disorders” in a manual of 
American Psychiatric Association of 1952. Though the terminology varied, they were still listed in similar 
publications of 1993 (North et. al.) and regarded “under the common label of hysteria for nearly four 
millennia-until the late 20th century”. Carol S. North, pp. 501-505-507.   
120 A. Room, p. 21. 
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121 Carol S. North, {cited in} p. 506. 
122 It is public and known the substance use of those mentioned Bowie or Bukowski but also avant-garde 
artists of early 20th century and absinth, or like Pollock, Francis Bacon or Basquiat, even men of science 
like Freud. 
123 The Thin White Duke was a persona of sinister despotic traits but also a description of Bowie’s physical 
appearance, as well as a metaphoric personification of cocaine. Bowie allegedly subsisted between 1974 
and 1976 on a diet of milk, peppers and cocaine. David Bowie’s Plastic Soul | 1974-1976, (online video), 
CM Films, 24 July, 2020, https://www.youtube.com/watch?v=tTpvHzAkMS4 [Accessed 2 May, 2021].  
124 J. Frazier, pp. 92b-93a. 
125 Carol S. North, p. 505. 
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126 R. Wittkower, Vol. 2, p. 301. 
127 Ibid. 
128 J. Frazier, pp. 221b-225b. 
129 A. Room, pp. 30-31. 
130 William R. Newman, Section Revealed Wisdom for a Chosen Few, para. 3. 
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131 M. Bal & N. Bryson, p. 180. 
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132 Titles, book covers or prefaces are regarded as paratext by the French literary theorist Gerard Genette 
in his analysis of texts, what he calls hypertexts. I find it plausible to establish certain parallelisms between 
the literary text and the artwork to expand the description of what context might be. Another example, 
among others, would be the foretext which refers to drafts and preparatory writings that would 
correspond to sketches or studies in fine arts. The foreword to the book by Gerald Prince provides 
examples making comparisons with painting. Gerard Genette, Palimpsests: Literature in the Second 
Degree, University of Nebraska Press, USA, 1997.  
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133 M. Bal & N. Bryson, p. 181. 
134 Ibid. pp. 181-182. These authors treat the question of authorship from the point of view of Semiotics 
and the external outsider access to it of interpreters such as historians, scholars or even the public. They 
are not concerned and do not discuss authorship from the internal point of the authors  -described as 
painters, sculptors, photographers and so forth- as it is my intention, but many of their observations are 
valid and match my own experience and thoughts in the understanding of authorship and its connections 
with pseudonym.  
135 The construction of authorship is not only in the hand of the author himself, like I claim describing my 
own experience, neither by agents leading the interpretation of history or art but also by the public itself, 
like the semiotician Daniel Chandler underscores. “Readers, in any case, construct authors” he says. He is 
referring to literature readers but the concept of text is generally and clearly extended to the visual and 
sonic as well “Semioticians often refer to ‘reading’ film or television”. D. Chandler, sections Intertextuality; 
codes and Introduction. 
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136 M. Bal & N. Bryson, p. 180. 
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137 Both names Banksy and Voltaire mean something specific, they can describe something about not 
their person but their production. It is the function of the signature, the authorship shaped by what 
Jacques Derrida considered needed it be repeatable, iterable, imitable form. Jacques Derrida, Signature 
Event Context-Limited Inc, Northwestern University Press, Illinois, USA, 1988. Jonathan Culler expanded: 
“Something can be a signifying sequence only if it is iterable, only if it can be repeated in various serious 
and nonserious contexts, cited, and parodied.” Jonathan Culler, Convention and Meaning: Derrida and 
Austin, (website) JSTOR, New Literary History, vol. 13, no. 1, 1981, p. 22,  www.jstor.org/stable/468640. 
[Accessed 12 May 2021].  
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138 Ogre (noun) \ ˈō-gər \: (1) a hideous giant of fairy tales and folklore that feeds on human 
beings: MONSTER; (2) a dreaded person or object. “Ogre.” Merriam-Webster.com Dictionary, (website) 
Merriam-Webster, https://www.merriam-webster.com/dictionary/ogre. [Accessed 17 May. 2021]. 
139 Cadaver (noun) \ kə-ˈda-vər\: a dead body, especially: one intended for dissection. “Cadaver.” Merriam-
Webster.com Dictionary, (website) Merriam-Webster, https://www.merriam-
webster.com/dictionary/cadaver. [Accessed 17 May. 2021]. 
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140 Technically speaking, the wave forms of sound can be seen but that opens a window to another 
discussion out of our scope.  
141 See project nº 3 Foundation of Cheops Aeons Before Civilization in Descriptions of Selected Artwork 
chapter. 
142 “(…) when we confront works of art, we enter the field of the sign and of semiosis.” M. Bal & N. Bryson, 
p. 184. 
143 “The distinction between signifier and signified has sometimes been equated to the familiar dualism of 
‘form and content’. Within such a framework the signifier is seen as the form of the sign and the signified 
as the content.” D. Chandler, Signs entry. 
144 “Language is the semiotic system per excellence; it cannot but signify, and exist only through 
signification.” Claude Lévi-Strauss {cited by} D. Chandler, Semiotics for Beginners entry.  
145 Roland Barthes, Elements of Semiology, Hill and Wang, NY, USA (1968), p. 3. 
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