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ABSTRACT 
 

 

This thesis is concerned with representations of homosexual themes and subjects in the works 

of David Hockney (b. 1937). A male, homosexual British artist, Hockney came of age during 

a period in which homosexual acts between males remained criminalised in both Britain and 

the United States. Openly homosexual since the early 1960s, Hockney began to produce 

images concerned with homosexual themes during his Royal College of Art student years. 

This thesis explores Hockney‟s discovery of texts, languages, images and publications 

relating to homosexuality from the 1960s onwards, and his personal and creative responses to 

these sources. The concept of a homosexual creative „canon‟ existed amongst homosexual 

men of this period, albeit in an unofficial capacity; this wider context of historical creative 

and cultural precedent within homosexual subcultures has not previously been the subject of 

sustained critical engagement in relation to Hockney.  

 

In addition to the artist‟s works dealing with homosexual themes produced prior to the partial 

decriminalisation of homosexuality in Britain in 1967, this thesis looks beyond that period, 

and also considers Hockney‟s personal self-fashioning and media engagements. Far from an 

anomalous maverick, Hockney and his works are shown to fit within a continuum of 

homosexual creative and cultural endeavour. 
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of Hockney‟s practice that he has not approached the suffering and anguish of AIDS directly; 

however, I believe that in order fully to comprehend the artist‟s motives so far as his images 

of flowers are concerned, one must bear in mind his 1993 statement, at the height of the AIDS 

crisis, on his personal understanding of the tragic. He writes: 

 

I think I tend to have a somewhat Oriental attitude to tragedy, not a Western attitude. 

The Oriental view of life is different; it doesn‟t see life as tragic in a European sense, 

and in a way I find myself quite drawn to that. It seems to me one of the great 

sadnesses is that all of us understand tragedy to a certain extent, or sense it in our 

lives: loved things disappear, people you love die. But it‟s the comic side that some 

people can‟t see.
139

 

 

Hockney‟s emphasis on „the comic side‟ begs comparison once again with Sontag‟s 

statements on camp, as well as offering further affirmation of the place of humour within both 

the artist‟s work and personal outlook. In the context of Hockney‟s floral works of the 1980s 

and 1990s however, this statement, I believe, underpins the significance of these images. 

Whilst panic surrounding the developing AIDS crisis was to lead to attempts from various 

sources to curtail the rights and liberties of gay men in the 1980s, the previous decade bore 

witness to remarkable advances in the social and political visibility of gay communities. 

Organised gay liberation movements in both Britain and the United States began to arise at 

the close of the 1960s, in the latter case famously catalysed by the „historic rupture‟
140

 of the 

Stonewall Riots of June 1969. Whilst raids of New York gay bars were a common occurrence 

of the time, when police stormed the Stonewall Inn in Greenwich Village in the early hours of 

28 June 1969, patrons of the bar resisted. Apparently occurring on the same day as the funeral 

of gay icon Judy Garland,
141

 the New York Daily News tellingly stated that with the riots, 
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„queen power reared its bleached-blond head in revolution‟.
142

 This act of defiance, and the 

media coverage that surrounded it, created the ideal conditions for sustained resistance and 

organisation, with the result that a proliferation of groups allied to the cause of gay liberation 

occurred in its wake. However, as Smith and Haider-Markel have argued, the emergence of 

these new cultural and political gay movements marked the beginning of the end of more 

traditional homophile groups such as the Mattachine Society,
143

 and I would argue of 

preceding constructions of „ideal‟ homosexual relationships. In Britain, the Campaign for 

Homosexual Equality was formed in 1971, a group that developed from the pre-

decriminalisation era Homosexual Law Reform Society, with Hockney himself serving as one 

of the new organisation‟s vice-presidents. However, by his own admission his participation in 

organised resistance of this kind was in name only. When informed by a Gay News journalist 

in 1976 that his name appeared on the organisation‟s note paper, Hockney admitted to having 

never actually attended any of its meetings, professing his belief that „things [there] are a bit 

dull‟.
144

 Although in a 1972 interview with the Campaign‟s magazine Lunch Hockney 

claimed to have „been to a couple‟ of Gay Liberation Front (GLF) meetings,
145

 it is clear that 

his engagement with organised protest and advocacy for gay liberation in the 1970s was 

cursory at best. Indeed, despite claiming that „I feel one should stand up and be counted and 

do one‟s bit occasionally‟,
146

 in his engagements with gay media platforms during the decade, 

Hockney can be seen to distance himself somewhat from prevailing attitudes towards gay 

political activism and desirable social behaviour of the time. In a prefigurement of the 
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curmudgeonly persona to be seized upon by the media in the artist‟s later years, a 1976 

interview saw Hockney claim that 

 

I tend to think that people who are in the gay movement are just too grey and could 

do things with a lot more wit. I don‟t think the English are dull really but there are a 

lot of people who don‟t live intensely. There‟s no reason that the place should be so 

boring.
147

(original emphases) 

 

 

Although the connection between the two might on the surface appear tenuous, one could 

compare Hockney‟s situation as a gay man, public figure and artist in the 1970s with the fate 

of early pressure groups such as the HLRS. As Meyer has noted, a sea change occurred at the 

end of the 1960s in terms of the aims and approaches of homosexual rights groups. In the 

1950s and early 1960s organisations such as the Mattachine Society in the United States and 

the Homosexual Law Reform Society in Britain deliberately sought to present themselves as 

assimilable and non-threatening to a heterosexist majority in order to ensure that their 

fundamental message was heard; however, by the 1970s successor groups such as the Gay 

Liberation Front and the Campaign for Homosexual Equality chose to take a more radical and 

confrontational approach, with social and sexual revolution being the goal rather than earlier 

aims of tolerance and decriminalisation.
148

 Ken Plummer has also noted the emergence in the 

1970s of a new aesthetic amongst gay men, the „masculinist look‟ of leather cultures
149

 

explored in the later years of the decade in the photography of Robert Mapplethorpe.  

One could contrast the representations of monogamous, homosexual domestic bliss 

forwarded by Hockney in the late 1960s in his painted double portraits such as Christopher 

Isherwood and Don Bachardy with Mapplethorpe‟s photographic double portrait Brian Ridley 
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and Lyle Heeter (Figure 179), produced over a decade later in 1979. Like Hockney‟s painting, 

Mapplethorpe‟s photograph depicts its subjects in the context of their own domestic 

environment, in the latter case an apparently comfortably appointed apartment decorated in a 

somewhat kitsch style, with a patterned rug on the floor and an assortment of trinkets 

arranged on a table supported by legs constructed from deer antlers. However, against this 

background of bourgeois comfort are placed the eponymous subjects themselves. Both 

sporting the tight, black leather outfits associated with sado-masochistic sex play, one sits in 

an armchair, his neck, wrists and ankles bound with chains that are held by his standing 

partner who wears a military-style peaked leather cap and grips a riding crop. Despite the 

evident power dynamics of dominance and submission suggested by their pose, both Ridley 

and Heeter are shown looking directly at the camera; as Meyer has argued convincingly, this 

confrontational gaze prevents Mapplethorpe‟s sitters from appearing merely „deluded or 

pathetic‟,
150

 instead emphasising their agency. Although Ridley and Heeter are shown in the 

conventional trappings of their preferred sexual activity, it is significant that they are not 

depicted in the act of performing sado-masochistic practices themselves, instead couched in 

the incongruous territories of domesticity. This decision can be interpreted in a number of 

ways. As with Christopher Isherwood and Don Bachardy before it, Mapplethorpe‟s image 

presents its sitters as part of a domestic partnership; by placing them within this context, the 

artist normalises Ridley and Heeter, showing them to have a social dimension beyond their 

sexual preference. It could be argued that in so doing, Mapplethorpe attempts to subvert a 

tendency identified by Sedgwick in Epistemology of the Closet, when she writes: 

 

It is a rather amazing fact that, of the very many dimensions along which the genital 

activity of one person can be differentiated from that of another (...) precisely one, 

the gender of object choice, emerged from the turn of the century, and has remained, 
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as the dimension denoted by the now ubiquitous category of „sexual orientation‟.
151

 

(original emphases) 

 

 

From Mapplethorpe‟s photograph, we can infer that Ridley and Heeter are not only men who 

sexually desire other men (and each other), but that they also enjoy games of erotic 

dominance and submission in addition to being in a committed relationship, sharing an 

otherwise conventional home. In this respect, Brian Ridley and Lyle Heeter could be seen on a 

certain level to perform a similar function to Hockney‟s images of the 1960s that sought to 

present homosexuality in a normative fashion. The domestic setting may also be construed as 

giving lie to contemporary stereotypes of gay men as mere „promiscuous, bar-hopping 

bathhouse dwellers‟.
152

 

 However, the distinctive leather garb of Mapplethorpe‟s sitters and their sado-

masochistic accoutrements are undoubtedly the central focus of this photographic portrait, and 

arguably the central reason for their selection as subjects. Whilst both men can be viewed as 

assimilable into mainstream, heteronormative society with respect to their domestic 

arrangements, their leather fetishwear identifies them as corresponding to the then-emergent 

faction of gay men that identified themselves as queer, with its accompanying implications of 

progressive and unapologetic political activism. Deliberately confrontational in their self-

presentation, Ridley and Heeter appear potentially threatening to heterosexist sensibilities. 

Whilst hostile stereotypes of gay men as promiscuous did exist, the practice of promiscuity 

was not in itself condemned unilaterally by gay men themselves, being at this time construed 

by some liberationist movements as a positive action indicative of true sexual and political 

liberation, to the extent that in 1983, activists Richard Berkowitz and Michael Callen argued 
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that „sex and “promiscuity” have become the dogma of gay liberation‟.
153

 Whilst the „sex-

positive‟ attitudes of such factions can be seen to be forwarded in Brian Ridley and Lyle 

Heeter, these elements are constrained in the work by the simultaneous presence of the 

domestic. However, this is not the case in many of Mapplethorpe‟s other contemporary visual 

explorations of sexual subcultures, as seen in works such as the controversial „X‟ portfolio of 

images concerned with sado-masochism. Amongst the most confrontational of these images is 

one of Mapplethorpe himself, the Self-Portrait (Figure 206) of 1978. Like the later Brian 

Ridley and Lyle Heeter, it is squarely cropped and places its focus of the trappings of sado-

masochistic practices, the artist placing himself at the centre of the composition dressed in 

black leather fetish wear. However, where the double portrait presents its subjects merely in 

costume, as it were, Self-Portrait shows Mapplethorpe in the act of anally penetrating himself 

with a long leather bullwhip that snakes, tail-like, out of frame. Once again appearing to 

confront the viewer‟s gaze directly, Mapplethorpe‟s self-image has layered significations. By 

showing himself in such an auto-erotic act, the artist can be seen to attempt to validate for the 

viewer his visual explorations of such cultures and practices; the image makes it explicit that 

Mapplethorpe is not merely a passive observer, but an active participant on the radical fringes 

of (homo)sexual politics. The nature of the artist‟s chosen act, and his method of self-

presentation, can be construed as a wry comment on the dynamics of sado-masochism, and 

homosexual acts more widely. The receptive, or „passive‟ partner in anally penetrative acts is 

commonly referred to as a „bottom‟, often with implications of submission, whilst the 

penetrator or „active‟ participant is referred to as a „top‟.
154

 However, in terms of 

Mapplethorpe‟s auto-erotic act, he is simultaneously penetrator and penetrated, creator of both 
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photograph and the situation being photographed. Meyer points to Sedgwick‟s conception of 

the anus in Tendencies as „the place that is singularly not under one‟s own ocular control‟, a 

place that recalls shame and restraint through its connection to childhood imperatives to 

control its function;
155

 through the act of photographing his own self-penetration, 

Mapplethorpe makes the private public, the unseen visible, the shameful defiant – aims 

endorsed by contemporary agents of progressive gay liberation. 

 Whilst as has been shown Mapplethorpe‟s works of the late 1970s corresponded more 

closely with contemporary conceptions of gay radicalism than did Hockney‟s, a parallel can 

be found between the early works of both artists in their use of physique photography, as well 

as overt pornography in the case of Mapplethorpe. Examples of such appropriation by the 

younger artist can be found in his collage works of the early 1970s, for example Untitled 

(Grecian Guild) of 1970 (Figure 207). The piece consists of a manipulated photo transfer of 

the cover of a 1964 issue of Grecian Guild Pictorial, a physique magazine operating along 

similar lines to Hockney‟s preferred Physique Pictorial. Interviewed by curator Janet Kardon 

on the occasion of his controversial retrospective „The Perfect Moment‟ in 1988, 

Mapplethorpe explained his motivation for utilising such images, and the impetus to create his 

own, stating: 

 

I went to Pratt [art school] where I did collages. I was also making photographic 

objects with material from pornographic magazines. At some point, I picked up a 

camera and started taking erotic pictures – so that I would have the right raw material 

and it would be more mine, instead of using other people‟s pictures. That was why I 

went into photography. It wasn‟t to take a pure photographic image, it was just to be 

able to work with more images.
156
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As such, a clear symmetry can be perceived between works such as Untitled (Grecian Guild) 

and Hockney‟s images of the early to mid-1960s utilising similar physique photographs, such 

as Life Painting for a Diploma of 1962 (Figure 9), as well as the desire to create more 

personal images inspired by the sensibilities of such material. An example of this can be seen 

in the mapping of Mizer‟s Physique Pictorial aesthetics onto the body of Peter Schlesinger in 

The Room, Tarzana (Figure 131). However, whilst Mapplethorpe‟s homoerotic photographs 

have been widely acknowledged and considered, Hockney‟s have not. This disparity may in 

part be due to the limited availability of Hockney‟s photographs to the viewing public. 

However, one could go so far as to argue that Mapplethorpe‟s death, by a disease often 

associated in public perceptions with homosexual intercourse,
157

 has contributed to a tendency 

to focus on his works that deal with homoeroticism. By contrast, as has been shown above, 

Hockney‟s image in the twenty-first century has evolved in a way that has become 

increasingly absorbed into the heterosexual mainstream, whilst as an older man, his agency as 

a sexual being has been diminished.
158

 

As has been noted previously, Hockney was a prodigious photographer of family and 

friends from the 1960s onwards, although he did not begin to exhibit his photographic images 

as artworks in their own right until the early 1980s, with his composite „photo-joiner‟ pieces. 

Nonetheless, like Mapplethorpe, Hockney evidently produced a range of personal homoerotic 

photographic images in the 1970s, with nine of these being published in the January 1976 

issue of Playguy. Like The Room, Tarzana, these images are clearly heavily influenced by the 

erotic aesthetics of physique photography, Mizer‟s Physique Pictorial in particular. The 

pictures feature the young American men Mark Lippescombe and Gregory Evans, both of 
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whom appear briefly in A Bigger Splash;
159

 Evans was the former lover of Hockney‟s Los 

Angeles dealer Nick Wilder, before subsequently becoming Hockney‟s lover and, later, 

assistant.
160

 The artist‟s original Polaroid images are greatly enlarged in the Playguy feature, 

with four of the nine reproduced in colour and occupying a full page each. They demonstrate 

a strong affinity for the homoerotic visual tropes of Physique Pictorial, with Evans and 

Lippescombe shown sporting jockstraps and sportswear in several of the pictures, echoing 

Isherwood‟s account of his protagonist‟s gym attire of „sweat-socks, jockstrap and shorts‟ in 

A Single Man.
161

 The Playguy feature closes with a full-page colour photograph of the two 

men in these garments (Figure 208). Arranged alongside one another, both wear sport socks, 

shiny shorts, and brightly coloured running vests. On the right hand side, Evans lies prone, his 

body strongly foreshortened by the camera. To his left, Lippescombe is in a semi-reclining 

position, his right leg raised, affording a glimpse inside his silvery shorts. However, unlike 

Ridley, Heeter or Mapplethorpe himself in the images already considered, neither sitter 

appears to meet the viewer‟s gaze in this photograph; Lippescombe‟s head is shown in profile, 

glancing to his left, while Evans‟ face is concealed entirely. Once again, Mulvey‟s theories 

around the gaze might be applied to this image; reorganised around a homoerotic axis, the 

(young) man becomes image, with an older man as bearer of the look – and constructor of the 

scene.
162

 In only one photograph out of the nine does one of the subjects meet the viewer‟s 

gaze directly (Figure 209); however, even in this image, the viewer is placed in a (literally) 

superior position above Lippescombe and Evans. It could be argued that as such, Hockney 

elides the agency of his sitters in a way that Mapplethorpe does not. In two of the Playguy 

photographs Hockney himself appears (Figures 201-202). In both, he appears naked alongside 
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Lippscombe, sitting on the edge of a bathtub. In the first, both men‟s bodies face the camera, 

although their eyes are once again averted; fully naked, Hockney‟s penis is clearly visible, 

whilst his companion‟s is perfunctorily shielded with a hand. Hockney drapes his right arm 

over Lippescombe‟s shoulder, whilst the younger man‟s left arm appears to snake around 

Hockney‟s back. Both men‟s bodies glisten as if oiled, an effect reminiscent of physique 

photography achieved through frequent dippings in Hockney‟s bathtub.
163

 This focus on the 

bathroom, on nudity, on apparent comradeship, is clearly prefigured in the photographs of 

Mizer, such as this from 1963 (Figure 148).  

 At the time of the publication of Hockney‟s photographs in Playguy in January 1976, 

Hockney was almost thirty-nine years old, but this is belied by his self-presentation in the 

images. Like Mavor‟s subjects, he appears „neither man nor boy, neither little nor big‟,
164

 

instead, he is boyish. His hair, still bleached blond, remains unthinned, whilst the pale outline 

of untanned skin is visible on both men‟s bodies. However, despite the apparent camaraderie 

of the pose, in both the photograph and the Playguy article that frames them, Hockney‟s 

dominant position can be inferred. The over-arm posture of his embrace of Lippescombe adds 

to Hockney‟s physical presence in the composition, whilst diminishing the younger man‟s. 

Whilst the artist appears personally in only two of the photographs, the text that accompanies 

them focuses almost exclusively on Hockney, his success and his erotic ideals. The young 

men that perform these ideals are mentioned only in passing in the article‟s final line, with 

first name identification only.
165

 Meanwhile, like Mapplethorpe‟s sado-masochistic couple 

Ridley and Heeter, Hockney too can be seen to perform a sexual role, of the older, indulgent 

but socially dominant lover. It has been noted in the previous chapter that although having 

migrated from his northern, working-class origins Hockney is in a self-made position of 
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privilege, his chosen position could nonetheless be compared to the traditional roles of 

middle- or upper-class homosexual men of the late-nineteenth and early-twentieth centuries. 

William Pannapacker has noted that although theoretically classless, life at Millthorpe, 

Edward Carpenter‟s estate in Derbyshire that he shared with George Merrill, remained highly 

stratified.
166

 The domestic inequalities between the two men themselves were touched upon in 

the previous chapter, whilst Sheila Rowbotham‟s account of contemporary conceptions of 

Millthorpe
167

 chimes with Sedgwick‟s notion of „the English homosexual system whereby 

bourgeois men had sexual contacts only with virile working-class youths‟.
168

 Hockney‟s 

photographs celebrate an aesthetic centred around the spectacle of just such a „virile working-

class youth‟ – with Hockney himself describing Mizer‟s recruitment technique for Physique 

Pictorial as a case of getting „men, boys, when they‟ve just come out of the city gaol‟.
169

 As 

such, one could go so far as to argue that these images demonstrate a performance of sexual 

identities on a comparable scale to that seen in Mapplethorpe‟s photographs, a performance 

enabled by Hockney‟s own self-fashioning; photographed in Paris, Lippescombe and Evans, 

middle-class, Californian young men, become the „rough trade‟ of the artist‟s imaginings, 

whilst Hockney himself becomes like Mizer, even Carpenter, the middle-class facilitator of 

these fantasies. 

 Despite the relatively tame appearance of Hockney‟s photographs in comparison with 

Mapplethorpe‟s images of sado-masochistic practices, I would suggest that beyond their 

homoerotic potential, both artists shared a common goal in so far as they recognised, 

challenged and indeed exploited contemporary controversies surrounding the exhibition and 

distribution of homoerotic images. Whilst Hockney‟s involvement with organised gay 
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liberation groups in the 1970s was marginal, he did concern himself on a number of occasions 

with the defence of gay men‟s rights to access homoerotic materials. Hockney‟s successful 

protest in the late 1960s at the seizure by British Customs of eighteen magazines featuring 

male nudity is highlighted by Mike Arlen in the Playguy feature,
170

 whilst his agency on 

behalf of the „Incognito‟ gay bookshop in Earls Court, which was raided by police in 1976, is 

praised by Howes in his Gay News article.
171

 I would argue that Hockney‟s own attempts to 

challenge conventional heterosexist norms surrounding the representation of the homoerotic 

can be seen to begin with the Cavafy etching series of 1966, with its (for the time) 

uncompromising, naturalistic depictions of gay male eroticism and domesticity. The series 

inspired not only glib, heterosexist criticism by media commentators on its first exhibition, 

but also apparent outrage from members of the public. In August 1968 eight etchings from the 

series were included in an Arts Council exhibition at Hornsey Central Library in north 

London; although the images provoked only two official complaints, these were deemed 

serious enough for local newspaper the Hornsey Journal to devote a half page feature to the 

subject, with the inflammatory headline „“Likely to cause breach of the peace”: Protest over 

Central Library pictures – Mr Ende talks of prosecution‟.
172

 Complainant Ende, a member of 

the executive committee of the Haringey Ratepayers Association, professes to find the images 

„disgusting‟ on account of their „suggestions of unnatural love‟, exclaiming that „exposure 

[was] not justified in a public place, and no woman or girl is warned of it‟.
173

 Hockney‟s 

revisiting of these themes with An Erotic Etching (Figure 75) of 1973 attracted similarly 

delayed hostile reactions, when the work was included, by default, in an exhibition of the 

artist‟s complete prints, which toured Britain from 1979-1980. Webb notes that in a number 
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of museums, the etching was removed from display by order of local authorities on grounds 

of obscenity, whilst at others such as Glasgow Art Gallery „it was placed so discreetly that 

many people never saw it at all‟.
174

 Nonetheless Hockney‟s creation, exhibition and 

distribution, in the case of the Playguy photographs, of such explicit homoerotic images 

should, I believe, be interpreted in the light of his 1976 complaint, quoted above, regarding a 

double standard towards the pornographic, and who might legitimately produce such works. 

Hockney was clearly aware of the power of celebrity to attract attention to a cause, and 

expressed his intentions to take advantage of the „loophole‟ offered to him as an artistic figure 

within the public consciousness. Although very different from Mapplethorpe‟s explicit images 

of extreme sexual practices, I would argue that Hockney‟s publicly distributed erotic works of 

the 1970s amount to a challenge and protest against this perceived unfairness – „an artist‟s 

way of taking it down a bit‟. Hockney exploits his position as a media figure and established 

art world presence in order to challenge these stances. However, it should be borne in mind 

that in contrast with Mapplethorpe‟s photographs, which were presented by the artist in a 

gallery context to be considered (if not necessarily accepted) as fine art,
175

 Hockney‟s erotic 

photographs appeared only within a single issue of a British publication with a limited print 

run and aimed solely at a constituency of gay men. The presentation of these images as the 

„amateur‟ dabblings of a „snapshot fanatic‟,
176

 along with their limited availability, creates a 

conceptual divide between Hockney‟s images as fine artworks, and the private – and 

implicitly inconsequential – „snapshot‟. I would argue that this may account for the lack of 

attention that has been directed towards these photographs. 

 Whilst the homoerotic works of Hockney such as An Erotic Etching received some 

degree of hostile critical attention, Mapplethorpe‟s came under still greater scrutiny. One of 
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the most notorious instances of this occurred when his retrospective „The Perfect Moment‟ 

was cancelled by the Corcoran Gallery of Art in Washington DC only three weeks before it 

had been scheduled to open in June 1989,
177

 just three months after the artist‟s death. When 

the exhibition subsequently toured to the Contemporary Arts Center in Cincinnati, Ohio, it 

was raided by police, and the gallery‟s director Dennis Barrie charged with obscenity and 

misuse of a minor in a photograph
178

 – the latter charge arising from the inclusion of two 

portraits of unclothed children.
179

 Although a jury eventually rejected the obscenity charges, 

reactions to Mapplethorpe‟s images were to have far-reaching consequences. Republican 

Senator Jesse Helms was to draw upon them in the course of his campaign to restrict Federal 

arts funding in the late 1980s; like an amplified version of Hockney‟s adversary Mr Ende, 

Helms declared to Congress:  

 

It is a matter of soaking the taxpayer to fund the homosexual pornography of Robert 

Mapplethorpe, who died of AIDS while spending the last years of his life promoting 

homosexuality (...) Many Senators have seen [the photographs], and without 

exception every one has been sickened by what he saw.
180

 

 

 

 Meyer has noted that at the time of their creation and first exhibition in the late 1970s 

and early 1980s, Mapplethorpe‟s images of sado-masochistic tropes were rarely accepted as 

fine art photography.
181

 In 1978 he had been due to exhibit some of his most sexually explicit 

works at the San Francisco gallery of Simon Lowinsky, but the dealer subsequently rejected 

many of these photographs in favour of Mapplethorpe‟s more conventional images, with the 

result that the final Lowinsky exhibition was instead an admixture of a third portraits, a third 
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flowers and a third sexual pictures;
182

 this „rule of thirds‟ is echoed in Mapplethorpe‟s X,Y 

and Z portfolios, consisting of thirteen photographs each and focusing on representations of 

sado-masochism, flowers and the black male nude respectively. However, Mapplethorpe 

chose to exhibit the rejected photographs in a parallel exhibition in San Francisco at the 

Langton Street Gallery, provocatively entitled Censored at the artist‟s behest and advertised 

with the 1978 Self-Portrait (Figure 210). As Meyer notes, this splitting of Mapplethorpe‟s 

output into two separate exhibits on opposite sides of the same city – Lowinsky‟s gallery 

located in the city‟s boutique district, and the Langton Street venue in the heart of the San 

Francisco gay leather scene – meant that the artist benefitted not only from a presence in a 

major commercial gallery, but that the commercial sale of his more mainstream images were 

themselves boosted by the notoriety of the Censored exhibition.
183

  

Akin to Hockney‟s self-fashioning in the 1960s, in the 1970s Mapplethorpe 

consciously constructed himself as an „authentic‟ figure, participating in the gay leather scene 

as well as documenting it, but also presented himself as a man comfortable with moving 

between two worlds. This can be seen most clearly in the design he produced to advertise an 

earlier pair of concurrent exhibitions split along similar lines, the Pictures show of 1977 that 

was divided between two New York venues, the commercial Holly Solomon Gallery and the 

Kitchen, a not-for-profit space. In her biography of the artist, Patricia Morrisroe writes that 

the invitation to Pictures (Figure 211) „revealed his uncanny awareness of how to market 

himself‟.
184

 The invitation shows Mapplethorpe‟s own hand in the act of writing the word 

„pictures‟ twice, side by side; in the right hand image, he wears the striped shirt and Cartier 

watch of uptown prosperity, whilst at the left, the same hand performs the same action, only 

this time clad in a fingerless black leather glove, a studded metal cuff around the wrist. As 
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both Meyer and Morrisroe suggest, Mapplethorpe‟s self-orchestrated division of his life 

between two separate worlds allowed him to move comfortably within, and between, both. 

Meyer quotes from a feature on the artist in leather porn magazine supplement Son of 

Drummer: 

 

He lunches afternoons at One Fifth Avenue. He maneuvers after midnight at the 

Mineshaft. He photographs princesses like Margaret, bodybuilders like Arnold, 

rockstars like his best friend Patti Smith, and nightrippers nameless in leather, rubber 

and ropes. He‟s famous for his photographs of faces, flowers and fetishes‟.
185

 

 

An organ of Mapplethorpe‟s chosen sector of the gay community, embracing sexual practices 

then deemed politically radical by organised gay liberationist groups, the Son of Drummer 

article appears to praise Mapplethorpe for his chameleonic social abilities. Unlike Hockney‟s 

created persona of the dandy, Mapplethorpe‟s self-construction is of two binary oppositions – 

active leatherman and assimilable bourgeois. As such, I would argue that in terms of the aims 

of organised gay activism in the late 1970s, Mapplethorpe‟s work represented a far more 

sexually and politically progressive vision of gay life – and „lifestyle‟ (then, as now, a 

politically charged and controversial term)
186

 – than did Hockney‟s comparatively tame 

images of physique photography-themed eroticism and monogamous, potentially 

heteronormative, homosexual domesticity. 

 However, whilst Hockney‟s representations of homosexuality produced in the 1960s 

may have been sidelined to a certain extent in the 1970s, in the 1980s they resurfaced to such 

a degree that Simon Ofield has written that for him, as a young teenager trawling the gay 

bookshops of London, „homosexuality came to look like a David Hockney painting‟.
187

 His 
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early career images certainly became popular with picture editors in the 1980s and 1990s as 

embodiments of a generalised vision of homosexuality, featuring on the covers of books such 

as The Penguin Book of Homosexual Verse in 1983 (Figure 2) and Gay Men’s Literature in 

the Twentieth Century in 1993 (Figure 177), a book sold in aid of London Lighthouse, a 

charity focused on helping people affected by AIDS. I would argue that the AIDS crisis itself, 

which began to develop in the early 1980s and which affected the lives of an overwhelming 

number of gay men, must be considered as a factor in this forwarding of Hockney‟s – by this 

time somewhat old-fashioned – visions of monogamous homosexual domestic bliss produced 

in the late 1960s and early 1970s. As AIDS was initially seen most frequently in sexually-

active gay men, perceived promiscuity became a significant target in „the demonology of 

AIDS‟,
188

 with Davies quoting an early epidemiological study by the Centers for Disease 

Control in the United States as claiming to have 

 

identified a subset of homosexual men who were more likely to have many 

anonymous sexual partners, to have a history of a variety of sexually transmitted 

diseases and to engage in sexual practices that increased the exposure to small 

amounts of blood and faeces. The most important variable was that the AIDS 

patients had more male sexual partners than the controls.
189

 

 

 

By the early 1980s, gay bathhouses – places where men could meet and have sex – had 

become an integral part of sexual cultures for homosexual men in major American 

metropolitan centres, with twenty in operation in San Francisco until 1983.
190

 A 1979 study 

concluded that in Los Angeles, the mean number of sexual contacts for bathhouse patrons, per 

visit, was 3.2, with subjects visiting on average 4.2 times a month.
191

 As it became clear that 
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HIV was being transmitted through sexual means, public health agencies and local authorities 

placed a great deal of pressure on bathhouses to shut down.
192

 Efforts were also made to 

encourage gay men to take up safer sex practices such as using condoms and limiting numbers 

of sexual contacts, even to the extent of practicing monogamy (sex with a single partner only), 

celibacy or abstinence from „fucking‟ (engaging in anal intercourse).
193

 Rosser notes that after 

the initiation of gay liberation, but prior to the AIDS epidemic, „monogamy was presented 

politically as “mimicking heterosexual lifestyles” and so was seen by some at least as anti-

liberation and thus “politically incorrect”‟.
194

 However, a 1989 report by the National 

Research Council Committee on AIDS research in the United States found that average 

numbers of reported sexual partners for gay men declined rapidly in the wake of the 

emergence of AIDS, although rates of monogamy and celibacy increased slowly.
195

 

The conceptual oppositions of „monogamy‟ versus „promiscuity‟ are clearly emotive 

ones, and it is important to qualify them in any discussion in which they are included, but 

particularly so in relation to their application to matters concerned with the AIDS crisis.
196

 In 

her essay „Domesticating Partnerships‟, Eva Pendleton draws attention to divisions of opinion 

that existed amongst gay men over these issues from the early 1980s into the 1990s. She 

describes how the rise of AIDS led some individuals previously identified with gay radicalism 

– so-called „gay reactivists‟ – to join forces with a faction that Pendleton labels „gay male 

conservatives‟, whom she alleges „struggle for inclusion within the white, middle-class 
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mainstream above all else‟.
197

 This desire, she argues, leads such conservatives to reject all 

tendencies towards radicalism, particularly with regard to the kinds of radical sexual cultures 

represented by Mapplethorpe, and instead to attempt to assimilate themselves into a 

heteronormative mainstream.  

Although in many respects differing from such conservatives in the majority of their 

political opinions, Pendleton suggests that the AIDS crisis led gay reactivists to form an 

unlikely alliance with them over the issue of gay male sexual practices. She writes: 

 

In the writings of gay reactivists, the blame for the spread of AIDS lies almost solely 

with gay promiscuity. The only hope for ending the AIDS crisis lies in closing sex 

clubs and winning sanctions for gay marriage. For all of these writers, the only 

mature expression of sexuality is monogamy. This leaves the demonized practices of 

promiscuity and public sex wholly undeserving of protection. The anti-sex ideology 

of these otherwise self-identified „radicals‟ aligns them with the most conservative of 

gay writers, many of whom abhor the confrontational tactics of groups like ACT UP 

and Queer Nation.
198

 

 

 

Although Pendleton‟s essay as a whole is very heavily biased against the idea of limiting (by 

official means or otherwise) radical gay sexual practices, this statement encapsulates well the 

conceptual opposition of „monogamy‟ with „promiscuity‟ during the 1980s and 1990s. In it 

we see a reversal once again of the values asserted by Rosser, with the „mimicking of 

heterosexual lifestyles‟ through monogamy being construed by reactivists and conservatives 

alike as once again desirable, whilst the formerly more „politically correct‟ practice of 

promiscuity became castigated through its perceived association with the spread of HIV.  

With regard to the issues of monogamy and promiscuity, Hockney is a man who has 

openly stated that the only period in his life in which he would consider himself to have been 

promiscuous was during his early months in Los Angeles, claiming in 1976 that „it doesn‟t 
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dominate my life, sex, at all‟.
199

 As has been discussed throughout this thesis, many of the 

artist‟s works of the 1960s dealing with issues of homosexuality appear to place an emphasis 

on love, the domestic and committed, monogamous relationships, as seen most clearly in the 

double portraits and etchings from the Cavafy series such as Two Boys Aged 23 or 24, the 

image that graces the cover of Gay Men’s Literature in the Twentieth Century (Figure 177). 

Whereas Mapplethorpe‟s pictures of unbridled sexual freedom and expression were the more 

politically expedient at the close of the 1970s, I would argue that by the end of the following 

decade, Hockney‟s more conventionally domestic, and certainly more „heteronormative‟, 

depictions of homosexual relationships of the 1960s came into their own once more with 

regard to serving the purpose of promoting a reshaping of conceptions of „politically correct‟ 

sexual behaviours for gay men by certain conservative/reactivist factions during an epidemic 

which rendered promiscuity potentially problematic from a health point of view. This might 

appear at odds with Hockney‟s 1970s forays into gay pornography with images such as the 

Playguy photographs. However, once again, it is important to remember that neither these 

photographs nor works such as An Erotic Etching achieved significant public exposure, and 

that although the artist‟s works appear on such volumes as The Penguin Book of Homosexual 

Verse, the choice of their selection ultimately lies in the hands of external picture editors. 

Finally, it is important to emphasise that I am not suggesting that Hockney himself was 

aligned with either radical or conservative factions within gay politics – indeed, as has been 

shown in his dealings with groups such as the Campaign for Homosexual Equality in the 

1970s, Hockney‟s engagements with organised political activism have been comparatively 

disinterested at best. However, I would argue that it was possible for those with 

conservative/reactivist sympathies to view certain of the artist‟s earlier and better known 
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images as presenting visually concerns – for example, domestic, monogamous homosexual 

relationships – that echoed their own political ideals. 

 Whilst Hockney‟s early works dealing with same sex domestic bliss may have been 

co-opted as a visual shorthand for homosexuality in the wake of the AIDS crisis in the 1980s 

and 1990s, his works of the period itself have been criticised by commentators within the gay 

media for their apparent failure to address the crisis itself. In a 1997 volume profiling 

significant lesbians and gay men, Michael Bronski made his assertion that Hockney‟s work 

does not confront „the darker side of life‟, in particular claiming that „the anguish of AIDS‟ is 

something that is notably absent.
200

 It is certainly true that none of Hockney‟s works approach 

the macabre directness of Frank Moore‟s Arena of 1992 (Figure 212), the product of an artist 

who consistently confronted the subject of AIDS until his own death from the disease in 

2002.
201

 The large painting depicts an auditorium at the centre of which masked doctors 

operate on a naked man, television cameras recording the proceedings. A white cloud escapes 

from the top of the man‟s head; that this is his soul or spirit is suggested by a placard-wielding 

skeleton mounted on a skeletal horse, its sign reading „pulvis et umbra sumus‟, or „we are dust 

and ghosts‟. A band of protestors is held at bay by uniformed officers to the far right of the 

painting, whilst a small group to the left is occupied in prayer as another body is wheeled past. 

On a wall to the rear of the painting‟s population of skeletons and terrified live individuals are 

shown numerous scientific diagrams demonstrating the process through which HIV attacks 

human cells. This painting clearly fulfils Bronski‟s expectations of a work dealing with „the 

anguish of AIDS‟, the significance of its symbolism made obvious to the viewer. However, 

other images by Moore dealing with the subject of AIDS are more ambiguous, for example 

Farewell of 1989 (Figure 213). An unusual mixed media work incorporating glass eyes, the 
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painting depicts two intertwined, anthropomorphised roses, one yellow and one pink. The 

flowers seemingly occupy a domestic space, placed in front of a window through which the 

viewer is shown a wasteland filled with the stumps of trees. Whilst the branches of the roses 

are – quite literally – attached to their domestic space, entwined around the window frame, a 

pair of human hands holding gardening shears reaches up from the right of the picture plane, 

threatening to cut the pink flower. Whilst its symbolism is less overt than that of Arena, one 

can interpret Farewell as representing not only the anguish of those afflicted by AIDS 

themselves, but those whom they leave behind; Eric Rofes has described the period from 1989 

to 1995, when AIDS deaths reached a peak, as „a time in which vast numbers of our friends 

[were] dying‟.
202

 Rofes‟ book Dry Bones Breathe is notable for its consideration of the 

perspective of HIV-negative gay men during the AIDS crisis, its author himself having been 

the long-time HIV-negative partner of an HIV-positive man in the years before the 

introduction of combination drug therapies.
203

 

 Hockney was one such HIV-negative gay man, and the deaths of many friends are 

touched upon in his second volume of autobiography, That’s the Way I See It, published in 

1993. In a section entitled „Death‟s Adventure‟, Hockney contrasts his father‟s death as an old 

man with the subsequent deaths of many younger friends. He writes: 

 

Since then I‟ve had quite a lot of friends die who were much, much younger. An old 

person dying seems perfectly natural, whereas somebody aged thirty-two is not. The 

first friend of mine to die was Joe Macdonald (...) He‟d had every sexual disease 

there was; and he was the first person I knew to become ill with AIDS, just after 

1981(...) his mother called me and said that he was in hospital with pneumonia. I 

thought, pneumonia‟s not that serious, it‟s a curable thing. Now if somebody 

mentions pneumonia I dread it. (...) That was five years after my father died. Then 

there were more deaths, each person dying a different way. Joe, when he died, 

looked like a ninety-year-old man. He‟d lost most of his hair and his face was very 

sunken in, almost like a skull. (...) All this makes you think about death itself, but 
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I‟m not sure I see it as totally tragic. Sometimes I think maybe it‟s just another 

adventure.
204

 

 

From this it is clear that AIDS, and „waves of dying friends‟,
205

 had a considerable impact on 

Hockney throughout the 1980s and into the 1990s. It was in the 1980s that Hockney began to 

experiment with modern technologies such as fax machines and laser copiers in the 

manufacture of his „Home Made Prints‟, often depicting flowers or cubistic abstractions. 

Whilst floral still lifes have been a subject that Hockney has concerned himself with since the 

1960s, for example in Pretty Tulips of 1969 (Figure 214), I would argue that many of the 

artist‟s pictures of flowers of the 1980s have an implicit connection to AIDS, both as tokens 

of affection to afflicted friends and memorials to those lost. Flowers are a traditional gift to 

the sick,
206

 and memorial to the deceased;
207

 that Hockney used images of flowers in this 

capacity is made clear by a 1995 work Photography is Dead: Long Live Painting, 26
th

 

September 1995 (Figure 215). A technically innovative work, it consists of a digital inkjet 

print of a photograph of a painting placed alongside the vase of sunflowers that inspired it. 

Painted over three separate sheets of paper, the image is constructed so as to create an optical 

illusion of depth. Around the painted flowers appear the words „sunflowers for Jonathan get 

well soon love DAVID H.‟. The Jonathan in question was Jonathan Silver, a long-standing 

friend of Hockney who was to die of pancreatic cancer in 1997.
208

 Brightly coloured, the 

painted flowers are accentuated by radiating yellow lines, comparable to those used by gay 

artist and AIDS activist Keith Haring on his distinctive „radiant‟ figures seen in works such as 

Ignorance = Fear, Silence = Death of 1989 (Figure 216). Hockney‟s painted flowers can be 
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seen to represent hope and comfort in the face of a troubling prognosis. Hockney was still 

based in California at this time, whilst Silver was living in England, so portable, transmittable 

images such as these served as a means to remain in contact with a dying friend. Whilst Silver 

was affected by cancer rather than AIDS, I would argue that this image can be seen as 

representative of Hockney‟s stance towards illness and death, and his attempts to approach 

them through visual means. Hockney made a similar work for Joe Macdonald, an act 

memorialised in his final, photo-collage portrait of his friend, Joe Macdonald in his 

Apartment, New York, Dec 1982 (Figure 217), produced a few weeks before Macdonald‟s 

death.
209

 The collage shows yet another domestic scene, with the subject standing in his New 

York apartment, surrounded by Hockney works, including a drawing inscribed „Dearest Joe, 

get well soon‟. Whilst visibly aged in comparison with his appearance in A Bigger Splash, 

Macdonald is shown by Hockney in the context of his life rather than his death, at home 

rather than in hospital. Of Macdonald‟s death, Hockney wrote: 

 

He knew then, the last time I saw him that he was very close to death and yet he said 

he‟d had a good time, which I thought was typical of Joe. He liked to have a good 

time. At one point earlier, about six months before, he‟d said he felt guilty about 

things, his life. I said, I wouldn‟t do that Joe, you shouldn‟t think like that, make the 

best of it while you can.
210

 

 

This statement demonstrates Hockney‟s own stance towards the lives and deaths of his friends 

suffering from AIDS, and its substance, I would argue, underpins the artist‟s approach to 

dealing with the subject in his work. Rather than confronting the obvious tragedy of 

Macdonald‟s disease leaving him dying resembling a „ninety-year-old man‟ with his „face (...) 

sunken in‟, Hockney‟s representation of his friend affords him dignity, memorialising the 

Macdonald he remembered in life, rather than the abjection of his death. 
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 A close examination of works created by Hockney and other artists at the peak of the 

AIDS crisis shows a consistent recourse to floral and related organic motifs. Roy Lichtenstein 

provided the cover image for the programme of a 1990 benefit by AIDS Project Los Angeles, 

incidentally honouring the contribution of Hockney, amongst others, to the cause of AIDS 

research. Lichtenstein‟s picture comprises three large, white gerberas standing in a glass 

(Figure 218). In the years following his own diagnosis with the condition, Mapplethorpe 

produced many photographic studies of floral subjects, for example Calla Lily of 1988 

(Figure 219). In the same year, Hockney himself produced a work for reproduction on a 

poster sold in support of the „Art Against AIDS‟ group in Los Angeles (Figure 220). Rather 

than flowers, the image features a large, brightly coloured bowl of stylised fruit, another 

traditional gift to the sick. However, in contrast with the bright primary colours of many of his 

works of the 1980s and 1990s, Hockney also produced a number of monochrome floral 

images during this period, including Growing, June 1986 (Figure 221) and Three Black 

Flowers, May 1986, (Figure 204). Produced as part of the artist‟s „Home Made Prints‟ series, 

the images were created using a laser copy machine capable of colour reproduction.
211

 Given 

that Hockney was experimenting with sending images via fax machine at this time, it is 

possible that these works are executed in black and white in order to facilitate their 

distribution in this manner, possibly to sick friends; however, with these works being 

produced at a time in which deaths from AIDS were escalating, my contention that they also 

function as memorial images is surely pertinent.  

As noted earlier in this chapter, the proclivity of Hockney and his circle for flowers 

was seized upon by contemporary reviewers of A Bigger Splash as symptomatic of their 
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homosexuality.
212

 An association of flowers with homosexual men extended at least as far as 

the nineteenth century. Oscar Wilde and his followers, for example, were connected in the 

public imagination with the wearing of a green carnation. Although Wilde claimed that this 

was merely an act of empty symbolism, intended to annoy and intrigue,
213

 the 1895 

publication of R.S. Hitchens‟ roman à clef entitled The Green Carnation, on the eve of 

Wilde‟s trial, was widely interpreted as documentary fact rather than fiction by the reading 

public and contributed to this cognitive link.
214

 Above and beyond their association with 

homosexuality and the feminine/effeminate, Haggarty has pointed to the potential for 

hermetic symbolism in flowers through floral codes, in which certain flowers were ascribed 

particular meanings, stating: 

 

Because of its connotations of secrecy, it was easily appropriated by gay writers 

searching for language through which to figure their own desires. In most floral 

dictionaries, tuberose represented „dangerous pleasures‟. Raffalovich called it a 

flower „whose name I may not tell‟, prefiguring by almost a decade Lord Alfred 

Douglas‟s „love that dare not speak its name‟.
215

 

 

In a parallel with the comparative hermeticism with which Hockney articulated his 

homosexual desires in works such as The Third Love Painting, so too does he employ 

codification in the representation of loss. In the mid-1980s, under Reagan‟s socially 

conservative administration, AIDS sufferers were stigmatised, and might have been literally 

so had right-wing columnist William F. Buckley‟s exhortations to tattoo all people identified 

as HIV-positive come into effect.
216

 In his 1990 study of AIDS obituaries, Peter Nardi notes 
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that press memorials of prominent gay men who had died from AIDS in the 1980s featured a 

hermetic system of coding „to conceal the actual stigmatizing cause of death and stigmatizing 

lifestyle‟.
217

 He also points to a tendency to deny the agency of the gay men who mourned 

them, claiming 

 

it is customary for many newspapers (and a policy of Variety), not to mention any 

male lovers as survivors. When they are mentioned, they are typically referred to in 

the concealing language of „long-term companion‟. Variety does not even use this 

language; not a single case was found of any hint of a surviving male lover. Not 

only, then, is the stigma removed from the cause of death, but so is the stigma of an 

alternative gay life-style.
218

 

 

Even the issue of burying people with AIDS became a subject of stigma, with some funeral 

homes refusing to handle their bodies, this situation not being fully resolved until the 

1990s.
219

 As a result, the process of mourning friends, lovers and relatives who died as a 

result of AIDS became complicated, with the true cause of death often publicly denied and a 

dignified burial not automatically accorded. The death from AIDS of Mapplethorpe‟s former 

lover and mentor Sam Wagstaff in 1987 was reported in the New York Times as having been 

the result of pneumonia, but the significance of such codification led to rumours around the 

artist‟s own health that ultimately forced him to disclose publicly his own diagnosis.
220

 Whilst 

Mapplethorpe produced a confrontational conception of his own mortality in his 1988 Self-

Portrait (Figure 203), in which the gaunt-looking artist clutches a cane featuring a miniature 

skull, I believe that his many flower studies of the late 1980s may be considered to function as 

memorial pictures along similar lines to those of Hockney. Although dismissed by Camille 
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Paglia as „insipid, formulaic and uninspired‟,
221

 I would contend that Paglia sees images such 

as Anthurium (1988, Figure 222) merely as phallic forms enacting less successful rehearsals 

of sexual themes, rather than acknowledging the possibility of a more nuanced, layered 

signification. Indeed, the memorial potential of Mapplethorpe‟s floral photographs was 

realised when they were displayed on the walls at his own memorial service at the Whitney 

Museum in 1989.
222

 Like a visual form of Polari for the end of the twentieth century, I would 

contend that such floral images provided a means by which gay artists could hide well wishes 

and mourning alike in plain sight, avoiding the stigma of open discussion of AIDS. 

 
5.4 Conclusion 

Although an artist such as Hockney may control on a certain level the nature and 

production of his artworks, personal appearance and persona, he of course cannot necessarily 

guarantee that they will be interpreted by critics or publics in the manner that he originally 

intended. As I have iterated throughout this thesis, legal, societal and cultural standards and 

conventions are in a continual state of evolution, and as such, the apparent significance of a 

particular artistic figuration, or aspect of personal presentation, may change with the passing 

of time. These perceptual differences are central to the assessment of the manner in which 

Hockney and his works have been interpreted by successive audiences from the earliest years 

of his career to the present. 

Whilst Hockney‟s artworks themselves have been considered in this chapter, it is the 

nature of his public image, and its continuing development, that has been its chief focus. 

Although in the 1960s Hockney was hailed by the press as „the nearest thing in the painting 
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world to the Beatles‟,
223

 as has been shown, by the first decade of the twenty-first century he 

had been recast as „the grumpiest man in Britain‟.
224

 The (re)presentation and reception of 

Hockney as a homosexual man in the public eye has likewise evolved over the course of the 

artist‟s career, from the relative understatement of the pre-decriminalisation era 1963 Sunday 

Times Magazine feature (Figure 126), to his visibility as an openly gay man in the emergent 

gay press of the early 1970s, and his subsequent co-opting by publishers as creator of the 

„identifiably gay world‟ of which Burston has written,
225

 his images becoming an instantly 

recognisable symbol of homosexuality. If 1960s media commentators such as David 

Thompson in the Observer and Harry Craig on the BBC‟s The Critics had not made 

Hockney‟s homosexuality entirely clear to their audience, filtering their criticism through 

loaded yet still euphemistic language, then Hazan‟s film A Bigger Splash – and the notoriety 

that surrounded it – certainly made Hockney‟s orientation clear to many. Although today the 

film is routinely held up as an early example of „queer cinema‟, it is clear from articles such 

as Nigel Dempster‟s Daily Mail commentary that at the time of its first release, A Bigger 

Splash was seen by many as mere provocative titillation, with Hockney‟s artistic practice 

sidelined in relation to the central story of the breakdown of the relationship with Schlesinger. 

Indeed, one could go so far as to argue that the film actually undermines Hockney‟s role in 

the 1960s as a producer of artworks, such as We Two Boys Together Clinging and the Cavafy 

etching series, that challenged legal and societal restrictions against homosexuals. Whilst 

some of the Cavafy prints appear, they are relegated to mere decoration in the opening titles 

(Figure 181), and the film instead focuses on a period in the early 1970s in which Hockney‟s 
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work was criticised in the art press as „listless and devoid of inspiration‟.
226

 Hazan‟s 

presentation of Hockney as being at the centre of a fashionable, camp, and somewhat 

superficial, social circle can also be seen to undermine his status as a „serious‟ artist. 

Hockney‟s willingness to embrace press attention throughout his career, from special 

interest publications such as Gay News to the mainstream media, has provided a plethora of 

sources through which to assess his evolving public profile. As I have demonstrated in both 

this and the previous chapter, media representations of Hockney in the 1960s placed 

considerable emphasis on the artist‟s idiosyncratic appearance, in particular the famous gold 

jacket. In so doing, journalists, I would argue, can be seen to exploit contemporary 

conventions surrounding the codification of homosexuality that can be traced back at least as 

far as Du Maurier‟s „Maudle‟ cartoons of the nineteenth century, with Hockney‟s 

„aestheticism‟ once again a cipher for his sexuality for those who chose to look. However 

with the advent of gay liberation in the 1970s, Hockney‟s dapper, co-ordinated and boyish 

self-presentation lost currency as a statement of (homo)sexual identity. A reference to an 

historical model of homosexual behaviours, in an era in which the more confrontational 

presence of the individuals portrayed in the photography of Mapplethorpe became more 

„politically correct‟,
227

 Hockney‟s self-presentation and public persona came to lose their 

significance as a conscious symbol of sexual difference – indeed, as I have shown, many of 

the sartorial codes that were previously associated with homosexual individuals and 

stereotypes have since been adopted by a heterosexual mainstream as semiotic associations 

between behaviour and sexual orientation alter. 

The changing relevance of Hockney and his works into the twenty-first century in 

relation to homosexual communities has seldom been addressed by scholars to date. Where 
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Hockney‟s homosexuality has been considered in relation to his oeuvre, associations have 

been restricted to those works of the 1960s that most clearly address this subject.
228

 It is 

certainly the case that since the 1967 Sexual Offences Act, Hockney has not produced a body 

of work that has engaged so consistently, or so explicitly, with homosexual themes or subjects 

as did his images from his Royal College years to the Cavafy series of 1966. As such, 

Bronski‟s criticism of Hockney‟s work for failing to address the „anguish of AIDS‟,
229

 which 

has been iterated throughout this chapter, is perhaps understandable. Hockney‟s works 

produced since the decriminalisation of homosexuality continue to display the tropes of 

hermeticism that characterised his earliest images concerned with homosexual themes, tropes 

which, as I have demonstrated throughout this thesis, have a history stemming from Classical 

antiquity
230

 with regards to homosexual creative endeavour. Hockney‟s own statement 

regarding his attitude to tragedy,
231

 I believe, offers a key to comprehending some of the 

artist‟s later works in relation to the AIDS crisis. Nowhere is this more clear than in the case 

of Joe Macdonald in his Apartment, New York, Dec 1982 (Figure 217), a portrait of the friend 

whose early death from AIDS is described by Hockney in That’s The Way I See It. Rather 

than portraying the abjection of his death in a hospital bed, the work shows Macdonald 

standing in his own domestic environment, surrounded by trappings that represent his identity 

as an individual beyond his disease. Although, like the later floral works, this image does not 

make an explicit connection to the AIDS crisis, I would argue that to suggest that Hockney 

has not addressed this issue is to overlook the artist‟s career-long tendency towards the 

hermetic, and to fail to comprehend his personal understanding of the tragic. 
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6. CONCLUSION 
 

 

Hockney is now in the sixth decade of his career, with a major solo exhibition at the 

Royal Academy of Arts in London scheduled for 2012, whilst much media fanfare surrounded 

his 2008 donation to Tate Britain of the large scale composite painting Bigger Trees Near 

Warter (Figure 223). Hockney‟s largest work to date, an aggregate of fifty individual 

canvases, it is a landscape painting representing the artist‟s native county of Yorkshire, and 

typical of much of Hockney‟s oeuvre produced since his return to Britain in 2005.
1
 At the 

time of his donation, Hockney stated: 

 

The Tate asked me two years ago about giving things. I thought „If I'm going to give 

something to the Tate I want to give them something really good. It's going to be 

here for a while. I don't want to give things I'm not too proud of‟. (...) I thought this 

was a good painting because it‟s of England...It seems like a good thing to do.
2
 

 

 

The Tate‟s apparent pursuit of Hockney, and solicitation of donated works in this manner, can 

be compared with the very different acquisition process pursued in the late 1960s, as noted in 

chapter three. The Times article covering the donation of Bigger Trees Near Warter is notable 

for its emphasis on the high monetary value of the work, stating that it would „sell for millions 

on the open market‟.
3
 This is reinforced in the same article with a statement by Tate director 

Nicholas Serota, in which he remarks „David Hockney has been astonishingly generous (...) 

Notwithstanding its size, this painting could have been sold to many buyers around the 

world‟.
4
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 The donation of an artwork of such scale and monetary value by an artist at this stage 

in his career to a major public institution raises questions of legacy-making, an activity that is 

in some respects allied with Hockney‟s demonstrated propensity for self-fashioning and self-

presentation. A 2007 interview with Hockney‟s near-contemporary at the Royal College of 

Art, Richard Hamilton, showed Hamilton making some astute observations on the later career 

path of an artist: 

 

„A title I had early on [for an exhibition] was The Late Works,‟ says Hamilton. „In a 

funny way it‟s a competitive thing. I dislike the late works of de Kooning, and I 

dislike the late works of Picasso – many of them. So I thought I’ll make some late 

works! Let ‟em laugh!‟
5
 (original emphases) 

 

 

Hamilton‟s reference here to the traditional art historical designation of „late works‟ is 

significant, itself carrying implications of artistic legacy and consideration by the academic 

community. The construction of Hockney‟s own „late work‟, Bigger Trees Near Warter, was 

chronicled by director Bruno Wollheim for the BBC‟s Imagine television series, first 

broadcast in 2009. The programme itself draws explicit connections between Hockney‟s 

creation and exhibition of the work and notions of artistic legacy, with Wollheim describing 

his subject as being „at the end of a glittering career as he searches for a grand finale‟.
6
 

However, in both the programme itself, and the interview that I conducted with the artist for 

this thesis in July 2009, Hockney himself claimed to be unconcerned by matters of legacy, 

stating „(i)t‟s irrelevant to me. First of all, it‟s not up to me; it‟s up to somebody else. (…) it‟s 

actually up to people like you [art historians], in a way‟.
7
 Whether or not one takes Hockney‟s 

nonchalance at face value, it would certainly appear that his decision to donate a work of such 

scale, with an emphasis on English landscape subject matter, can be viewed as potentially 
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facilitating the construction of an artistic legacy. Indeed, his donation of such a work to the 

Tate begs comparison with the Turner bequest, the terms of which, it could be argued, have 

successfully forwarded Turner‟s own agenda with regard to his continuing art historical 

relevance. 

 Hockney‟s donation of such a recent work, as well as his decision to allow its 

production process to be filmed and broadcast, can also be seen as an attempt to create public 

and art historical awareness of his practice beyond the most iconic images of his early career 

– for example, his 1967 archetypal painting of Californian idyll, A Bigger Splash, has been 

one of the five most popular postcards sold in the Tate Modern gift shop,
8
 whilst it has been 

reproduced on a number of volumes surveying Hockney and his career, from the cover of the 

1970 Whitechapel retrospective catalogue to Peter Clothier‟s 1995 Modern Masters series 

book on the artist. However, attempts at reinterpretation and even a „re-marketing‟ of 

Hockney and his oeuvre can be seen to have occurred almost throughout his career, stemming 

from a variety of quarters. As noted in chapter four, the 1989 Tate retrospective was criticised 

by Julian Spalding for its failure to address the artist‟s substantial body of early works dealing 

with homosexual themes and subjects,
9
 forwarding instead an agenda of Hockney as 

experimental modernist.
10

 Whilst this particular instance of the diminishing of the 

significance of these works, and Hockney‟s own sexuality, was in part the result of the Tate‟s 

fears surrounding the Thatcher government‟s Clause 28 legislation, which placed strictures on 

the „promotion‟ of homosexuality, I would go so far as to argue that a tendency by 

commentators and institutions to „heterosexualise‟ Hockney and his works persists, even into 
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the twenty-first century. The 2006 exhibition David Hockney Portraits at the National Portrait 

Gallery was accompanied by a great deal of media attention. However, this coverage is 

notable for its forwarding of Hockney‟s female sitters and acquaintances, with the artist‟s 

long-time friend – and admittedly frequent subject – Celia Birtwell cast in the role of „muse‟. 

Articles printed by both The Guardian and The Daily Telegraph on the exhibition‟s opening 

forwarded this relationship to the extent of placing it within the headline.
11

 However, neither 

article mentions the many male sitters depicted by Hockney, nor indeed acknowledges the 

exhibition catalogue‟s alternate designation of the artist‟s former lover, Peter Schlesinger, as 

„muse‟.
12

  

A contemporaneous article by Martin Bailey in The Art Newspaper goes still further along 

this heterosexualising path, focusing on the rediscovery and exhibition of an early self-portrait 

by the artist, given to a fellow (female) student at the Bradford College of Art. Entitled 

„Found: the self-portrait David Hockney gave his first girlfriend almost 50 years ago‟, the 

piece is very clear in its exegesis of the painting‟s significance. Having been characterised by 

the author as „the artist‟s first girlfriend‟,
13

 the owner of the painting, Terry Kirkbride, is 

pressed for details of her relationship with Hockney. Under the subheading „Romance‟, 

Bailey writes: 

 

There is another twist to the story. Although she has never before spoken out about 

it, Terry was Hockney‟s first girlfriend. They went out with each other for just over a 

year, in 1956-7, often going to the cinema, with David walking her home. This was 

before Hockney became open about being gay, in the early 1960s. (...) „David had 

been such a good friend and an important part of my early life‟, she told us. And why 
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did she never paint over the self-portrait, when she was short of board? „Sentimental 

reasons‟, she says.
14

 

 

 

It is surely significant that author Bailey places such emphasis on the apparent romantic 

relationship that took place between the young Kirkbride and Hockney. Whilst the story of the 

painting‟s rediscovery in the attic of a former landlady makes for interesting copy in and of 

itself, Bailey instead chooses to direct the reader towards a rather sanitised tale of young love 

in the 1950s. Relegating Hockney‟s longstanding public identity as an openly homosexual 

man to a single sentence, the author makes repeated reference to Kirkbride as Hockney‟s 

„first‟ girlfriend, whilst neglecting to mention that she was, in all probability, his only 

girlfriend. One can compare this situation with that previously noted in relation to Warhol in 

chapter two, with the claims of Doyle et al. that in order for Warhol‟s works to be accepted as 

„high art‟ by the establishment, issues surrounding his homosexuality had to be „aggressively 

elided‟.
15

 

 Even in the light of these examples of the apparently continuing „heterosexualisation‟ 

of Hockney and his works, I would not go so far as to suggest that one should interpret the 

entirety of the artist‟s oeuvre and public persona through the intellectual prism of his 

homosexuality; indeed, I believe that such a pigeonholing of Hockney simply as a „gay artist‟ 

would be to do him a disservice. However, throughout the course of this thesis I have sought 

to demonstrate that this aspect of his life and artistic practice should be considered a 

significant factor not only in the development of his early career, but also in professional and 

personal decisions taken by Hockney many decades subsequently. In the first two chapters, I 

demonstrated how the artist‟s earliest works dealing with homosexual themes and subject 

matter, from Queer (Figure 7) through to We Two Boys Together Clinging (Figure 8) and 
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indeed the later series of Cavafy etchings (Figures 62-74), draw heavily upon textual and 

literary sources associated with homosexuality. Whilst previous scholars in this field, 

including Schumacher
16

 and Melia,
17

 have noted Hockney‟s tendency to utilise literary 

quotations within his works, such as the poetry of Whitman inscribed upon the surfaces of 

both The Third Love Painting (Figure 5) and We Two Boys Together Clinging, none to date 

has drawn explicit connections between Hockney‟s use of basic textual components that 

formed part of the Polari dialect lexicon. With its inherent reliance upon layered significations 

and obfuscatory misdirection, this subcultural homosexual language system, discovered by a 

young Hockney daubed upon the public lavatories of Earl‟s Court tube station, fits within a 

continuum of homosexual cultural and creative endeavour. Melia notes that the abstract 

expressionist stylings of works such as Adhesiveness (Figure 3) provided an intellectual 

opacity that allowed Hockney to represent „contentious themes and illegal acts‟.
18

 I would 

certainly support this argument, although I am less confident of Melia‟s conviction that this 

particular image, with its highly stylised yet still recognisably sexualised figures, would have 

been entirely incomprehensible to the viewing public. As I have iterated throughout this 

thesis, I believe that it is important to situate an assessment of Hockney‟s works concerning 

homosexual themes and subjects within an aforementioned continuum of homosexual cultural 

and creative endeavour. Far from representing a lone, modernist maverick, I believe that 

Hockney‟s images addressing homosexuality, as well as his own personal self-fashioning, can 

be seen to position him within an historical tradition of homosexual creative and cultural 

figures. Whilst one cannot infallibly attribute an individual‟s intent in any given action, I 

would argue that a case can be made that Hockney may have sought to situate himself, and his 
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works, within a version of a homosexual creative canon. As I have shown, Hockney‟s 

documented engagements with the languages and writings of homosexual men, as well as 

with the visual works of figures such as Bacon and Vaughan, demonstrate that he was familiar 

with a history of homosexual creative and cultural production. That Hockney held a 

conception of such a canon of homosexual creative luminaries – and his own potential for 

inclusion within it – is, I believe, evidenced in a number of his works. His 1961 etching 

Myself and my Heroes (Figure 91), with its procession of intellectual dignitaries from a 

haloed Whitman through the figurehead of civil disobedience, Ghandi, ending with a young 

Hockney himself, suggests that from an early stage in his career, the artist conceived of such a 

canonical approach, not only in relation to art and literature but also with regards to the 

opposition of perceived political oppression. His „souvenir‟ collections considered in chapter 

two, featuring images of sites and persons of homosexual significance, also support the 

contention that Hockney conceived of such a homosexual canon. 

 The manner of Hockney‟s approach to the representation of homosexual themes and 

subjects in his work, as well as those of contemporaries such as Warhol and Mapplethorpe, 

has been a recurrent concern in this thesis. The significance of the domestic space and 

partnership in Hockney‟s works, as epitomised in the series of three domestic scenes 

produced in 1963, has been evident across the four chapters. However, as I have shown, 

whilst domesticity is a concern across the span of the artist‟s oeuvre dealing with 

homosexuality, its resonance can be seen to differ with changing societal and political climes. 

Whilst the rather camp, comfortable environments of the domestic scenes and the Cavafy 

etchings would appear remarkably tame to the twenty-first century viewer, one must 

remember that these images were produced prior to the partial decriminalisation of 

homosexuality in 1967, and as such, represented actions and relationships that were, at the 
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time, legally prohibited. Indeed, I would contend that in their forwarding of a comparatively 

unremarkable, lower-middle-class ideal of contented domestic partnership, these images fulfil 

the call made by David L. Freeman in a 1955 issue of ONE magazine, noted previously in 

chapter two, in which he urged homosexual creative producers to „show homosexuals as 

human beings, as very like their neighbours – working at dull jobs with inadequate wages, 

struggling to meet the payments on furniture from Sears for the sixty- or seventy-a-month 

apartment on unromantically-named streets like Sixth or Central or Main‟.
19

 As such, in these 

images, I would argue that Hockney presents homosexual domestic partnership as normative, 

along similar lines to Isherwood‟s literary endeavours in texts such as A Single Man. Whilst I 

have contended that Hockney‟s sustained focus on domesticity in relation to homosexual 

relationships rendered his works less immediately relevant within gay communities in the 

1970s, a period that saw an unprecedented development in gay liberation groups and 

activities, I have also argued that with the advent of the AIDS crisis in the early 1980s, and a 

perceived public health need to encourage gay men to pursue safer sex practices, Hockney‟s 

images of homosexual (monogamous) domestic bliss, stemming from a time before the 

spectre of HIV, came to be viewed once again as politically expedient in representing what 

was being forwarded as a once again desirable lifestyle choice. I have also demonstrated how 

Hockney has utilised the domestic space in a later image such as Joe Macdonald in his 

Apartment, New York, Dec 1982 (Figure 217), to confront the tragedy of AIDS whilst still 

affording dignity to a dying friend. 

 Hockney‟s repeated recourse to the hermetic in his engagements with homosexual 

themes, even after the passage of the 1967 Sexual Offences Act, has been noted throughout 

this thesis. I believe that in considering why he may have chosen to do so, one must recall the 
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artist‟s earliest engagements with the notion of a canon of homosexual creative and cultural 

endeavour, as well as the historical attributes and tendencies with which Hockney has 

demonstrated familiarity in the construction of his public persona. Robert K. Martin‟s 

observation, first mentioned in the introduction to this thesis, that „(g)ay literature has always, 

since the Greeks, been a literature of indirection‟
20

 is surely pertinent also in relation to the 

study of homosexual visual art, as well as homosexual cultures more widely.  

The need for discretion in the articulation of homosexual desires during times of legal 

and societal censure is obvious, and arguably even more so in the visual representation of 

such than with the textual. Obfuscation, in an attempt to elude censure, has been demonstrably 

inherent to many areas of homosexual creative and cultural production, from the „alibis‟ of the 

physique photography industry that influenced Hockney as a young man, to the deliberately 

multiple, layered meanings of the Polari lexicon and Pry‟s veiled cruising guide For Your 

Convenience (Figure 6). Looking back beyond the twentieth century, one finds still further 

examples of a deliberate layering of significations. The figure of Saint Sebastian, penetrated 

by phallic arrows, was widely understood by interested parties of the nineteenth century to 

represent concerns surrounding same-gender desires,
21

 whilst sartorial symbols of 

homosexuality, from the green carnations of Wildean aesthetes to the feminised costumes of 

the eighteenth-century mollies, have to varying degrees simultaneously conveyed and codified 

meanings surrounding a wearer‟s desires. It is clear that although Hockney was held up as an 

icon of modern, „swinging‟ London in the mid-1960s, many of the sources he draws upon and 

concerns that he renders demonstrate a clear debt to historical tendencies in the representation 

of homosexual themes and desires. As a self-appointed heir to Whitman in Myself and my 
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Heroes, I would argue that Hockney‟s position within a putative canon of homosexual 

creative endeavour is as a descendant within a tradition of conveying same-gender desires that 

is inherently layered and complex, at once revealing and concealing. 

 So far as the artist himself is concerned, as the preceding chapter has demonstrated, 

public and media perceptions of Hockney as a gay man in the public eye have evolved over 

the course of his career. So too have legal, societal and cultural standards. Hockney‟s 1960s 

paintings, drawings and prints of normalised, monogamous, homosexual domesticity, often 

informed by historical cultural traditions surrounding the representation of same-gender 

desires, were arguably outpaced by the strident confrontation of images such as 

Mapplethorpe‟s photographs of participants on the gay leather scene in the late 1970s. 

However, as the statements of Ofield and Burston suggest, by the mid-1980s Hockney and his 

works were once again deemed relevant enough to become archetypal of „an identifiably gay 

world‟
22

 to Hollywood and the publishing industry.  

I began this conclusion with remarks that might be interpreted as somewhat 

pessimistic regarding the continuing evolution of the reception of Hockney‟s oeuvre, as well 

as his identity as a gay man. Many of those involved in artistic legacy-making, including the 

Tate directors, film-maker Wollheim and indeed Hockney himself, can be seen to have 

attempted to downplay the significance of the artist‟s works dealing with homosexual themes 

and subjects, instead forwarding the „late works‟ of an „Old Master of the Modern World‟,
23

 

more in keeping with the career trajectory of Turner than that of Warhol. The 

„heterosexualising‟ bent of journalists such as Brown, Davies and Bailey might also be seen 
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as an effort to make Hockney fit more easily into the role of „Old Master‟, with their 

traditional designations of male artist and female muse.  

One could argue that Hockney‟s longevity in comparison with contemporaries such as 

Warhol and Mapplethorpe has resulted in such questions surrounding the shaping of his 

legacy. Having been thirty years old when the partial decriminalisation of homosexual 

activities was enacted in 1967, Hockney is arguably amongst the last generation of 

homosexual men in Britain for whom the cultures of concealment surrounding the 

representation and articulation of same-gender desires were part of their everyday lives, rather 

than simply a historical curiosity. As such, it is possible that the significance of Hockney‟s 

works of the 1960s – and indeed beyond – that address homosexual themes and subjects 

might appear diminished in the eyes of the twenty-first-century viewer, freighted as they are 

so often with a polysemy of significations, and in the case of images such as the domestic 

scenes, a wryly camp humour.  

However, there are signs that the position of Hockney‟s works within a historical 

canon of homosexual creative endeavour, as well as the artist‟s own role as an activist, is once 

again being re-evaluated. In 2010, BBC Radio Four produced a series in collaboration with 

British Museum director Neil MacGregor, entitled A History of the World in 100 Objects. 

Over 100 fifteen-minute installments, MacGregor endeavoured, through the analysis of items 

held in the museum‟s collections, „to address as many aspects of human experience as proved 

practicable, and to tell us about whole societies, not just the rich and powerful within them‟.
24

 

Number ninety-seven was Hockney‟s In the Dull Village from the Cavafy etching series 

(Figure 69). MacGregor‟s radio presentation, as does his essay in the book that accompanies 

the series, makes clear not only the work‟s significance from a formal point of view, but also 
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its importance as an artifact of a period in which romantic and sexual relationships between 

consenting male adults remained criminalised. MacGregor states: 

 

There is no earlier decade in which David Hockney‟s etching In the Dull Village 

could have been published. Hockney began his art studies in the 1950s, but it was the 

1960s that formed him, and he in turn helped shape the decade. He was gay and 

prepared to be open about it, both in his life and his work, at a time when in the UK 

homosexual activity between men was criminal, and prosecutions frequent.
25

 

 

 

With Hockney himself interviewed within the radio version of the project, MacGregor‟s 

account of the etching emphasises not only the legal and societal strictures surrounding its 

creation, but also stresses the continuing relevance of an image presenting a normalising view 

of homosexual relationships in a world in which gay rights continue to be denied in many 

countries. He writes: 

 

Gay rights were of course only one of the many freedoms asserted and fought for 

during the sixties, but they were a particularly challenging issue in the context of 

universal human rights. Most of these concerned groups of people discriminated 

against on the grounds of gender, religion or race, and there was a wide consensus 

that such discrimination was wrong. Sexual orientation and behaviour, on the other 

hand, were seen as something quite different – indeed they were not even mentioned 

in the Universal Declaration of Human Rights adopted by the United Nations in 

1948. Hockney and campaigners like him eventually changed the terms of the 

debate, taking questions of sexuality firmly into the arena of human rights in Europe 

and America. In some countries, their campaigning changed the law, but in many 

parts of the world private sexual acts that deviate from an accepted norm are still 

considered religiously unacceptable or a threat to society, deemed criminal and 

punished – in some cases by death.
26

 

 

 

Although centred around a single work, and necessarily limited in its scope, I believe that 

MacGregor‟s analysis of In the Dull Village encapsulates the same concerns as this thesis. 

Through a consideration of circumstances surrounding the treatment of homosexual men by 

the legal system and wider society, as well as the historical tendencies within the development 
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of homosexual creative and cultural production, I believe it is clear that Hockney‟s works 

dealing with homosexual themes and subjects, from the early textual explorations of Queer 

through to the symbolic floral subjects of images such as Three Black Flowers, May 1986 

(Figure 204), belong to a tradition of homosexual creative endeavour. Drawing upon 

historical tendencies towards multiple meanings, obfuscation and, often, humorous 

approaches to the representation of homosexual concerns, Hockney‟s images reflect the 

artist‟s engagement with a wide corpus of textual, literary, visual and cultural source material 

in the production of artworks that serve simultaneously as art object and „propaganda‟. Like 

the homosexual „great literature‟ called for by Arthur B. Krell in 1954,
27

 the artist‟s images 

dealing with same-gender relationships and desires can be construed as seeking not only to 

normalise homosexuality for a heterosexual majority, but also to educate other young 

homosexual men. With Hockney himself familiar with a canonical array of creative sources 

dealing with same-gender desires, as well as the individuals that produced them, I believe that 

the artist sought through these works not only to advocate for gay rights, but also to position 

himself within an unofficial form of homosexual creative canon.  
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APPENDIX 

Interview with David Hockney; Bridlington, Saturday 25 July 2009 

I arrive at Hockney’s house in Bridlington where I am greeted by his partner John 

Fitzherbert, who shows me to the kitchen. Hockney is seated here, eating raisin toast provided 

by Dominic Elliot. After this snack, Hockney drives me to his large studio on an industrial 

estate ten minutes’ drive away. It is here that the interview commences. 

EPS: Marco Livingstone in the Thames and Hudson monograph says that Ron Kitaj was the 

first one who disclosed to you ways that literature could be used as a legitimate source of 

imagery? Is that true? I mean, when did you first realise that literature would be a good... 

DH: (coughs) I met R.B. Kitaj on the first day of the Royal College of Art. We actually 

bumped... we happened to be two people who bumped into one another, and he‟s about five 

years older than me, so I was 22 and someone aged 27 is quite a bit more experienced , aren‟t 

they, you know? That age gap then is one of experience generally. And we certainly became – 

quickly became – friends. And we found that we did have some interests – literature was one, 

actually. Remember I‟d... if you look at the art education I‟d had... for instance, I‟d gone on a 

scholarship to Bradford Grammar School from an eleven plus; I‟m one of those people who 

benefitted enormously from... 

EPS: So did my dad. 

DH: Err, yes, someone of that age would have benefitted enormously from – I mean my 

parents had no money, nothing – but I did quite a good education at Bradford Grammar 

School, but I wanted to leave, even at fourteen, and go to an art school because I knew you 

could go to an art school... 

EPS: I remember reading that. 

DH: And, err...  but they wouldn‟t allow me to do the GCE(?)... 

EPS: And you weren‟t allowed to do art unless you were in the bottom set.  

DH: That‟s it, you weren‟t. And so, I was very determined, and I was very very determined to 

go to art school. And I would, you know, practically cheat and lie – do anything – to get there. 

Meaning, you know, if you‟re a very determined young person – and I was – I mean, I do 

point out it isn‟t just talent people need, they do need a drive, don‟t they? They do need a 

determination to do something, they need to be a bit driven to be an artist. Err... and the 

school of art... so I went to an art school when I was sixteen, and for four years really we 

didn‟t do that much else other than draw a lot, and draw from a model, meaning a quite 

traditional method of teaching drawing, which suited me ‟cause I quickly realised it‟s 

teaching you to look harder. One of the methods of teaching – he didn‟t say much – you‟d 

begin drawing, and then whoever was teaching the class would come round and sit down and 

then they‟d start drawing, and you‟d watch them draw and I realised they saw more than I did. 
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Figure 136. Bob Mizer, photograph showing Mizer‟s repeated use of stock set-ups, 

including outdoor tiled bathroom sets; reproduced in Physique  Pictorial, vol. 

12, no. 3, January 1963, p. 18 
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Figure 137.  American Boys Showering, 1963, pencil and crayon on paper, 50.2 x 31.8cm; 

present location unknown 

 

Figure 138. Cleanliness is Next to Godliness, 1964, silkscreen print, 90 x 58.5cm; Tate 

 

Figure 139. Bob Mizer, image of Fred Wiggins from Physique Pictorial, vol. 12, no. 1, 

July 1962, p. 11 

 

Figure 140. Clean Boy, 1964, pencil on paper, dimensions unknown; initial purchaser 

Revd. Robert Hunsdicker, USA, present location unknown 

 

Figure 141. Bob Mizer, photograph from Physique Pictorial, vol. 12, no. 1, July 1962, p. 

23; note the distinctive tub 

 

Figure 142. Man Taking a Shower in Beverly Hills, 1964, acrylic on canvas, 167 x 167cm; 

Tate 

 

Figure 143. Advertisement extolling the virtues and comforts of life in „sunny Southern 

California‟, Los Angeles Examiner Annual, 2 January 1957 

 

Figure 144. A Lawn Sprinkler, 1967, acrylic on canvas, 153 x 153cm; Museum of 

Contemporary Art, Tokyo 

 

Figure 145. A Bigger Splash, 1967, acrylic on canvas, 244 x 244cm; Tate 

 

Figure 146. Man Taking Shower, 1965, acrylic on canvas, 153 x 122cm; present location 

unknown 

 

Figure 147. Bob Mizer‟s official „Subjective Character Analysis‟ code sheet as distributed 

to purchasers of Mizer‟s photographs; Dennis Bell, AMG Archive 

 

Figure 148. Bob Mizer, photograph reproduced in Physique Pictorial, vol. 13, no. 3, 

February 1963, p. 14. Note the presence of Mizer‟s code symbols 

 

Figure 149. Bob Mizer‟s unofficial code sheet; Dennis Bell, AMG Archive 

 

Figure 150. Self Portrait with Mirror and Cigarettes, 1961, black chalk on paper, 40.8 x 

51cm; present location unknown, reproduction located in Kasmin Limited 

Records 2001.M.1, Getty Research Institute, Box 121 

 

Figure 151. Seated Woman Drinking Tea, Being Served by Standing Companion, 1963, oil 

on canvas, 213.7 x 197.8 cm; Museum of Modern Art, New York 
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Figure 152. Eadweard Muybridge, Seated Woman Drinking Tea, Being Served by Standing 

Companion, collotype on paper, 1887, reproduced in The Human Figure in 

Motion 

 

Figure 153. Francis Bacon, Two Figures, 1953, oil on canvas, 152.5 x 116.5cm; private 

collection 

 

Figure 154. Eadweard Muybridge, Athletes Wrestling, collotype on paper, 1887, 

reproduced in The Human Figure in Motion 

 

Figure 155. Bob Mizer, spread showing four wrestling photographs, Physique Pictorial, 

vol. 11, no. 4, May 1962, p. 12 

 

Figure 156. Francis Bacon, Study from the Human Body, 1949, oil on canvas, 147.2 x 

130.6 cm; National Gallery of Victoria, Melbourne, Australia 

 

Figure 157. photograph of Bacon‟s studio, showing copy of the March 1962 issue of 

Physique Pictorial 

 

Figure 158. Wilhelm Von Gloeden, Sicilian Youth with Veil, c. 1885-1905, gelatin silver 

print, 22.9 x 16.4cm; J. Paul Getty Museum, Malibu 

 

Figure 159. Bob Mizer, photograph reproduced in Physique Pictorial, vol. 10, no. 3, 

January 1961, p. 25  

 

Figure 160. Von Gloeden, untitled photograph, c. 1900, gelatin silver print, dimensions 

unknown 

 

Figure 161. Bob Mizer, spread featuring a number of models posed in faux-Classical attire, 

Physique Pictorial, vol. 13 no. 1, August 1963, p. 10 

 

Figure 162. „Spartacus‟, Santa Jr, drawing reproduced in Physique Pictorial, vol. 10, no. 4, 

April 1961, p. 16 

 

Figure 163. „Spartacus‟, The Cut Up Present, drawing reproduced in Physique Pictorial, 

vol. 10, no. 4, April 1961, p. 17 

 

Figure 164. Andy Warhol, Thirteen Most Wanted Men, 1964, silkscreen ink on masonite, 

609.6 x 609.6cm; installation view, New York State Pavilion, New York 

World‟s Fair – destroyed 
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Figure 165. Andy Warhol, Golden Nude, 1957, gold leaf and ink on paper, 44.5 x 29.2cm; 

present location unknown 

 

Figure 166. California, 1965, acrylic on canvas, 153 x 198cm; private collection 

 

Figure 167. Portrait of Nick Wilder, 1966, acrylic on canvas, 183 x 183cm; private 

collection 

 

Figure 168. Bob, London, 1965 (signed and dated 1964), pencil and crayon on paper, 50 x 

40.2cm; Tate, presented by Klaus Anschel in memory of his wife Gerty, 1997 

 

Figure 169. Bob, France, 1965, crayon on paper, 49 x 58cm; private collection 

 

Figure 170. Peter Getting out of Nick’s Pool, 1966, acrylic on canvas, 214 x 214cm; 

National   Museums Liverpool, Walker Art Gallery 

 

Figure 171. Polaroid reference photograph for Peter Getting out of Nick’s Pool; collection 

of David Hockney 

 

Figure 172. Peter, Albergo la Flora I, 1967, ink on paper, 43.2 x 35.5cm; private collection 

 

Figure 173. Peter on a Bed, Rome, 1967, crayon on paper, 35.5 x 43.2cm; initial purchaser 

Torson, present location unknown, reproduction located in Kasmin Limited 

Records 2001.M.1, Getty Research Institute, Box 123 

 

Figure 174. Edgar Degas, The Tub, 1886, pastel on card, 60 x 83cm; Musée d‟Orsay, Paris, 

France 

 

Figure 175. Cecil Beaton, photograph of Hockney, Schlesinger and female model; spread 

as published in December 1968 edition of British Vogue 

 

Figure 176. Mr and Mrs Clark and Percy, 1970-71, acrylic on canvas, 213.4 x 304.8cm; 

Tate Britain 

 

Figure 177. Front cover of Gay Men’s Literature in the Twentieth Century, published 1993  

 

Figure 178. Front cover of Who’s Who in Contemporary Gay and Lesbian History, 

published 2001 

 

Figure 179. Robert Mapplethorpe, Brian Ridley and Lyle Heeter, 1979, photograph 
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Figure 180. Still from opening credits of A Bigger Splash, 1974; text reads „starring David 

Hockney‟ 

 

Figure 181. Still from opening credits of A Bigger Splash, 1974; text reads „Gregory 

Jimmy Mark‟ over In Despair from Illustrations for Fourteen Poems from 

C.P. Cavafy 

 

Figure 182. Still from A Bigger Splash; Hockney is shown using Schlesinger as a model in 

a study for Sur la Terrasse 

 

Figure 183. Still from A Bigger Splash; Hockney is shown at work on a large canvas 

bearing a formative version of Portrait of an Artist 

 

Figure 184. Still from A Bigger Splash; shows that the canvas Hockney destroys is not the 

same as that which he is previously shown painting 

 

Figure 185. Henry Geldzahler and Christopher Scott, 1969, acrylic on canvas, 214 x 

305cm; collection of Barney A. Ebsworth 

 

Figure 186. Still from A Bigger Splash; Henry Geldzahler and Christopher Scott are posed 

in the manner of their 1969 double portrait 

 

Figure 187. Beverly Hills Housewife, 1966-67, acrylic on two canvases, 183 x 366cm; 

private collection 

 

Figure 188. Still from A Bigger Splash; Betty Freeman is shown re-enacting Beverly Hills 

Housewife 

 

Figure 189. Invented Man Revealing Still Life, 1975, oil on canvas, 91.4 x 72.4cm; Nelson-

Atkins Museum Of Art, Kansas City, Missouri   

 

Figure 190. Royal Palace and Parade Ground (design for Ubu Roi), 1966, crayon on 

paper, 38.1 x 50.8cm; present location unknown 

 

Figure 191. Ravel’s Garden with Night Glow from L’Enfant et les Sortilèges, 1980, oil on 

canvas, 152.4 x 182.8cm; private collection 

 

Figure 192. Bob Workman, photograph of Hockney with painting My Parents and Myself, 

reproduced in Gay News, no. 100, 29 July – 25 August 1976, p. 17 

 

Figure 193. My Parents and Myself (unfinished), 1975, oil on canvas, 183 x 183cm; 

collection of David Hockney 
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Figure 194. My Parents, 1977, oil on canvas, 183 x 183cm; Tate 

 

Figure 195. Dust jacket of David Hockney by David Hockney featuring a photograph by 

Peter Schlesinger of Hockney in front of My Parents and Myself 

 

Figure 196. Front cover of The Daily Telegraph Magazine, no. 372, 10 December 1971 

 

Figure 197. Artist unknown, cartoon of Hockney in Nova, April 1970 

 

Figure 198. Artist unknown, cartoon of Hockney in the Sunday Times, 8 July 1973 

 

Figure 199. Still from 1982 television advertisement for TDK video tape on the Japanese 

market featuring Andy Warhol 

 

Figure 200. 1966 photograph from Hockney‟s personal collection reproduced in Gay News, 

no. 100, 29 July – 25 August 1976, p. 18; captioned „David with an American 

lover‟ 

 

Figure 201. Nude photograph of Hockney and Mark Lippescombe reproduced in Playguy, 

  no. 10, 1976, p. 40 

 

Figure 202. Nude photograph of Hockney and Mark Lippescombe reproduced in Playguy, , 

no. 10, 1976, p. 41 

 

Figure 203. Robert Mapplethorpe, Self-Portrait, 1988, photograph 

 

Figure 204. Three Black Flowers, May 1986, 1986, home-made print executed on a colour 

copy machine, 27.9 x 21.6cm; collection of David Hockney 

 

Figure 205. Two Pink Flowers, 1989, oil on canvas, 41.9 x 26.7cm; collection of David 

Hockney 

 

Figure 206. Robert Mapplethorpe, Self-Portrait, 1978, photograph 

 

Figure 207. Robert Mapplethorpe, Untitled (Grecian Guild), 1970, collage, dimensions 

unknown; present location unknown (reproduced in Meyer) 

 

Figure 208. Photograph of Gregory Evans and Mark Lippescombe reproduced in Playguy, 

no. 10, 1976, p. 44 

 

Figure 209. Photograph of Gregory Evans and Mark Lippescombe reproduced in Playguy, 

no. 10, 1976, p. 42 
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Figure 210. Flyer for Robert Mapplethorpe‟s 1978 San Francisco exhibition Censored 

 

Figure 211. Flyer for Robert Mapplethorpe‟s 1977 New York exhibition Pictures 

 

Figure 212. Frank Moore, Arena, 1992, oil on canvas, 155 x 183cm; private collection 

 

Figure 213. Frank Moore, Farewell, 1989, oil on canvas with glass eyeballs, 100.3 x 

142.2cm; private collection 

 

Figure 214. Pretty Tulips, 1969, lithograph, 71.8 x 51cm; private collection 

 

Figure 215. Photography is Dead: Long Live Painting, 26
th

 September 1995, 1995, 

photograph of assemblage, dimensions unknown; present location unknown 

 

Figure 216. Keith Haring, Ignorance = Fear, Silence = Death, 1989, lithograph; used as an 

advertisement on New York City buses by ACT UP (AIDS Coalition To 

Unleash Power) 

 

Figure 217. Joe Macdonald in his Apartment, New York, Dec 1982, 1982, photographic 

collage, 76 x 102.5cm; private collection 

 

Figure 218. Roy Lichtenstein, front cover illustration for Commitment to Life IV AIDS 

benefit programme, 7 September 1990; ONE National Gay and Lesbian 

Archives, Los Angeles 

 

Figure 219. Robert Mapplethorpe, Calla Lily, 1988, colour photograph 

 

Figure 220. Poster sold in support of „Art Against AIDS‟ group in Los Angeles; features 

Hockney‟s painting Bowl of Fruit and Spotted Floor, 1988, oil on canvas, 61 x 

61cm; ONE National Gay and Lesbian Archives, Los Angeles 

 

Figure 221. Growing, June 1986, 1986, home-made print executed on a colour copy 

machine, 27.9 x 21.6cm; collection of David Hockney 

 

Figure 222. Robert Mapplethorpe, Anthurium, 1988, colour photograph 

 

Figure 223. Photographer unknown, photograph of Hockney standing in front of Bigger 

Trees Near Warter (2009, oil on canvas in 50 parts, each 91.8 x 122.5cm, 

overall display dimensions variable; Tate Britain) 

 




