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Carroll uses this binary of ugliness and beauty to outline how cultural representations of 

the “other” as inhuman monsters have been and continue to be oppressive.  

“..Monsters may be interstitial figures, figures that blend, blur or conjoin disparate 
categories: wolfmen, apemen, catwomen, and you-name-it people that inhibit a 
conceptual space between recognized cultural categories. “40 

 
I am attempting to reclaim the monster and ugliness in my work through complicating the 

horror, humor and beauty response. In representing the non-human or “other”, I am 

questioning the construction of the concept of human in contemporary society.  

“The posthuman is a direct challenge, not to the former human, but what it means 
corporeally and discursively to be, or more correctly to count as, human..Like queer, 
the posthuman does not seek to exchange or go beyond toward a set goal. Both 
interrogate the arbitrary nature of systems of power masquerading as truth. “41 

 

 
 
 
 
 

Figure 18	  
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-Conclusion- 
 

 
 I am interested in the destabilization of narratives and the literal and metaphorical 

drawing of connections between humanity and monstrosity. In my practice, working two-

dimensionally, in animation and in installation I find room to play with the time and 

space between still and moving imagery. Through negotiating boundaries between 

oppositions, like static and dynamic, human and other, illusion and actual, I work to 

complicate notions of identities, narratives and representations. Through collapsing 

artifice and authenticity into one another, I hope to complicate the notion of the real. 

Within my animations, performance-based videos or drawings, I hope to provide options 

or possibilities while drawing attention to the construction of fictions and of binaries. 

 My work does not attempt to provide an illusion of perfect representation. My 

images are created through manual manipulation over time. My hand and the resulting 

manipulation is a visible mediation of the material surface itself, signifying the action of 

drawing. In two-dimensional works, rather than filling the page, working slowly and 

recording large amounts of time onto the surface, I am working towards a quick and 

immediate expression. Drawing is both raw and deliberate but also always still in 

progress. Embracing this incompleteness and embodying the theoretical idea of 

becoming, the immediacy and ill-defined quality of the drawing itself reflects the 

perpetual incomplete performance of a stable and fixed identity. My own identity and 

lived experience has been a source, both explicit and implicit of the unresolved, ill-

defined, collision between the self and its reflection. 

 I hope to expose the fragility and ultimate malleability of constructed meanings 

and representations of beauty and ugliness, normal and not. I am interested in 
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complicating the roles and expectations of the subject and spectator to examine 

specifically the boundaries of self and other. The mask and the mirror become an outlet 

for this exploration in my practice. I work towards creating a utopic, participatory circus, 

a fun house, a county-fair carnival, an orchestrated set of performances that is dynamic 

and spectacular entertainment for both the performers and audience, a space where work 

is play and play is work. Hybrid creatures’ interactions and performances within a 

carnivalesque spectacle reflect the spectrum of nuanced identities and narratives often 

obscured, co-opted and othered in the surreal circus-like reality of contemporary politics 

and social media.   

 This relationship between time and space intersects with concerns of queer 

studies, the carnival, animation and my own practice. My practice as an artist 

experiments with how narratives relate to images over time and how these are 

contextualized within a certain space. To find and create new meanings in the in-

between, I look to form narratives that unfold over time through the succession of images 

and narratives that exist between juxtapositions of imagery. I work towards creating non-

linear narratives to resist normative modes of production and signification. Creating an 

alternative arena to play out desires and fears offering the viewer and myself; a safe and 

subversive space to question and explore our constructed perspective and identity. 

 The characters in my work are a fiction, a representation versus the real. Humans 

are complex individuals with even more complicated belief systems. It’s not which 

reality is the most truthful, but who has the power to make others believe in theirs and 

why? As an artist, I can’t answer this question, but I want to make work, which leads the 

viewers to their own conclusion or to more questions. 
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	   Costumes, make-up, masks and wigs signify a performance, an artificial 

transformation. But, when do costumes become everyday outfits? Are you truly hiding 

behind a mask? Where is the boundary between play and reality? Combing live-action 

video and hand-drawn animation, I am creating a representation of a subjective reality, 

complicating subjective notions of identity and truth. I am interested in creating a space 

for monsters to play out their own alternate narratives.  
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-‐Figures	  List-‐	  
	  

Figure 1. Melissa Shelton, still from If I Had A Face For Every Trace, 2016-2017. 
Digital video. 
 
Figure 2. Nathalie Djurberg, Installation of Parade at New Museum, 2012. 
 
Figure 3. Nathalie Djurberg, still from If I Had A Face For Every Trace, 2016-2017. 
Digital video. 
 
Figure 4. Melissa Shelton, Installations of If I Had A Face For Every Trace, 2016-2017 
 
Figure.5 Nathalie Djurberg, stills from I wasn’t made to play the son, 2011. Digital 
Video.  
 
Figure 6 James Ensor, Self-Portrait with Masks,1899 
 
Figure 7. Melissa Shelton, Four Faces, 2017, digital print, Who’s The Clown?, 2017, 
digital print 
 
Figure 8, Melissa Shelton, stills from Loop, digital video, 2016 
 
Figure 9, Michael Duane, Things are Queer, Photo series, 1973 
 
Figure 10, Melissa Shelton, still from BECOMING/a fine line (PART ONE), digital video, 
2017 
 
Figure 11, Melissa Shelton, GreenSickGirl (Self-portrait), 2015-2016, multi-media 
installation, approx.. 60” x 40”  
 
Figure 12, Melissa Shelton (from left to right)  Open #4, 2015, ink and gouache on paper, 
6” x 4”, S(t)ink Hole, 2016, ink and gouache on paper, 12” x 9”, Open #6, 2015, ink and 
gouache on paper, 6” x 4” 
 
Figure 13, Melissa Shelton, cat/dog diptych, 2017, pencil and gouache on carbon paper, 
8.5” x 11” 
 
Figure 14, J.J. Grandville, Illustration of La Fountaine’s Fables, “The Fox and the 
Mask,” 1838 
 
Figure 15, still from Blonde Venus, 1932  
 
Figure 16, still from Island of Lost Souls, 1932 
 
Figure 17, Cindy Sherman for M.A.C. Cosmetics, 2011 
 
Figure 18, Bruce Nauman, stills from Art Make-Up, 1967-68 
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