The position of photographer
In her 1989 portrait photograph "Untitled # 205," American photographer Cindy Sherman (1954-Present) references Raphael's portrait painting "La Fornarina".[i] However, although these two images broadly parallel, the perspectives they take greatly differs. While "La Fornarina" evokes an image of a women's sexual playfulness, "Untitled 205" evokes one of sexual violation. This difference in perspective cannot be only attributed to her sex but to her role as both model and photographer in this, and many of her other works. The image of woman's sexual violation can be found throughout her photographs. As a student of the post modernism, her work breaks beyond the objectifying "male gaze,"[ii] as exemplified in Raphael's depiction, to find what reality is. "Untitled #205" is one in her many series of untitled historical portraits which examine this objectification in early works of art and overall society.

In "Untitled #205", Sherman places the viewer in the position of photographer. Our sight is placed directly in front of Sherman's nude body demurely posing on a chair. As a result, we are forced to confront her nudity. The lack of linear or aerial perspective and the illuminating light directed onto her body add to this confrontation.

Although the direct position of the reader pulls our sight to Sherman's nude body, the contrast between the color of the body and the background add another level to the confrontation. Against the black and brown hued background lies her strikingly pallid body. This body has a warm white-red yellow (beige) color throughout. However, in certain areas such as her nipples and face - especially around the cheek and eye area — the red is more saturated. This saturation emphasizes her detachedness and fragility by highlighting the bags under her vivid blue eyes and stressing her exhaustion. This fragility is contrasted by her blatant and exposed sexuality as emphasized by the red saturated nipples.

The gradation from the head and shoulder area to the chest emphasizes Sherman's "literal" detachedness between emotion and position. In comparison to the shoulder area, the chest to stomach area is a lighter whitish-red. This area is not only emphasized by color but by its apparent smooth appearance as well. The difference in texture indicates her breasts and protruding stomach are made from plastic and are part of a detachable object, irremovable and disconnected to her natural and fragile body.

The other detachable items in the photograph contrasts against the dark background as well. The ornate head scarf and lace cloth around her lower body continue the rhythm of paleness and fragility. Sherman chose to wear a head scarf with cool white-yellow and blue-green colors, and a cloth that is a less intense but unified white-yellow. The implied textures such as the individual drapes of the scarf and ridges of the lace cloth are as expected, natural. In contrast a purple coloured garter, a symbol of sexual playfulness, is worn on her pale arm. While the cloth and scarf flow freely around her body, the garter, as shown through the varying purple values, is bunched tightly around her arm. This vivid contrast between the two sides takes away from the slight bilateral symmetrical balance, but adds to the binary between fragile and natural with sexuality and disconnect.

The contrast between the curved lines of her arms with the straightness of her chest piece also adds to the binary. The chest and stomach piece is unnaturally straight along the edges giving it the appearance of a square. However, the lines of her arms are restingly curved around the piece. This interaction between the curve and straight edge give the piece an overall shape similar to a shield. This shield is covering Sherman's true appearance and reality.

Many may view Cindy Sherman's "Untitled #250" simply as an imitation of "La Fornarina." However the contrasts — fragility and detachedness versus sexual exposure and natural versus disconnected—shown through various formal elements, force us to view this work in a different perspective from the original painting. This photograph, which was one of a series on display from 2006-2007 during the Portrait/Homage/Embodiment" Exhibition at the Pulitzer Foundation for the Arts in St. Louis[iii], forces the observer to look beyond our own "gazes" to find the humanity, and, in turn, our reality in the subject.
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