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 This thesis investigates the interstices of public 
and private relationships through an analysis of voyeur-
ism in architecture. Through this framework, this project 
aims at critically investigating the dialectic between these 
two spatial domains and thus exploring the inherent 
volatility of their relationship. In context, at what point 
can the metaphysical line between public and private be 
manipulated, to where it induces a shift from a notion of 
deviant pleasure to an uncanny sense of alienation?

ABSTRACT



Marshall McLuhan describes the house as an “ex-
tension of skin1.” He compares it to being a subsequent 
extension of clothing and addresses their similar functions 
as a medium of shelter. The power of this phrase does 
not rely on a semiotic understanding of “skin,” but rather 
metaphorically as a protective coffer that encompasses the 
individual being. In a contemporary context, external social 
forces have radically altered such extensions and therefore 
redefined the individual’s understanding of domestic space. 
De-privatization can be traced back to 20th century ideolo-
gies that helped develop the concept of communal housing. 
Such aggregation of private spaces has encouraged collec-
tive dwelling and therefore has turned domesticity into a 
collaborative machine for social prosperity. As an extension 
of the skin, communal housing therefore challenges the pri-
mal notions of domesticity as a private domain. This erad-
ication of the private realm has the potential to not only 
impose on the extension of the individual, but also obliter-
ate the defense mechanism, that is the domestic space, in 
which he or she resides. Taken to this extreme measure, this 
social transparency, and consequently the feeling of shelter, 
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comfort, and security, would have social and psychological 
impact beyond territorial demarcation; it would generate 
a perpetual regime change within the architecture of the 
home as he or she experiences a more “theatric” spatial 
engagement, simultaneously taking a subjective as well as 
an objective role in space. Through this conclusion, archi-
tecture becomes an instrument for voyeuristic behavior 
and activity - a social structure that breaks down private 
boundaries and promotes a state in which perverse desires 
of observance are emphatically met. Placed in McLuhan’s 
context, what becomes of the individual when his or her 
“skin” is susceptible to penetrations from external forces? 
This erosion of privacy has forged the notion of domesticity 
as an uncanny condition of dwelling – a reciprocal notion 
that exploits the social instability of its architecture and its 
alienating force upon the individual. This thesis aims at in-
vestigating the role of a voyeurism in architecture as a way 
to explore its relevance to today’s society. 

Invented by French philosopher Jeremy Bentham, 
the concept of the panopticon was proposed as a new 
type of prison in which the central tower created a panop-

tic view of the prisoners in the outer ring of the building. 
Michel Foucault describes this concept as “a machine for 
dissociating the see/being seen dyad: in the peripheric 
ring, one is totally seen, without ever seeing; in the cen-
tral tower, one sees everything without ever being seen2.” 
This concept of surveillance obliquely relates to voyeurism 
in the sense that their architectural valences present an 
intricate relationship between the prison and the home. It 
addresses an unsettling intercourse between watching and 
being watched, comfort and discomfort. In this context, the 
panopticon model evokes an architecture of alienation, or 
typologically, presents the home as prison. This model is 
indicative of the metaphysical interplay between subject 
and object, and thus frames this thesis as an inquiry into 
its spatial implications. 

As a general concept, voyeurism can be considered 
a behavior of social deviance. It is traditionally defined as 
an act of seeking perverse pleasure through the prying of 
private activity, most notably of a sexual nature. What is 
relevant in this idea, in relation to architecture, is its con-
notation of a spatial instrument that can insinuate feelings 

Jeremy Bentham, 
Panopticon.



of alienation, otherness, and exploitation. In his book The 
Architectural Uncanny, Anthony Vidler analyzes this no-
tion in the portrayal of homes in fictional literature3. He 
describes an architecture that is unheimlich, or un-homely, 
not because of formal or spatial elements, but as a conse-
quence of its narrative. He explains that narrative can be a 
way of expressing meaning despite banal architectural ele-
ments and thus obtains the ability to expose “the disturbing 
unfamiliarity of the evidently familiar4.” Unheimlich, in the 
context of the familiar home, can be considered a condition 
that is inherently prevalent in the concept of voyeurism. 
While Vidler explores the uncanny through narrative, Fou-
cault describes the condition as a result of spatial articu-
lation. In this case, the architecture itself prescribes such 
conditions through a deliberate design incentive. Though 
the model itself can be used directly as a design strategy, its 
relevance is also viable as an instrument of analysis.

 Architectural critic Beatriz Colomina utilizes this 
approach in her analysis of Adolf Loos’ residences in the 
early 20th century. In the book Sexuality and Space, she de-
scribes the raised space of Loos’ Moller house as a “theater 

box” where on particular occasions, the “object and subject 
exchange places5”, addressing a notion of “intimacy and 
control6.” She also elaborates by stating that “architecture is 
not simply a platform that accommodates the viewing sub-
ject. It is a viewing mechanism that produces the subject. It 
precedes and frames its occupant7.” In contrast, her analysis 
of Loos’ house for actress Josephine Baker is paradigmatic 
of this condition in a reciprocal manner. The central stage-
like space is reminiscent of the Moller House, but instead 
finds that “the subject and the object of the gaze have 
been reversed8.” Influencing the title of her work, Colomina 
describes the “split wall” in the house as “leaving a narrow 
passage surrounding the pool” where “the visitor literally in-
habits this wall, which enables him to look both inside and 
outside… but he is neither inside nor outside the house9.” 
The displacement of the subjective entity in the corridor is 
therefore indicative of being an impartial part of the archi-
tectural dialogue between the house and its surroundings. 
The pool follows a similar protocol in which the supposed 
subject is simultaneously placed and displaced through 
the illusion of domestic control. Though the subject may 

Adolf Loos, Moller House 
(Left).

Adolf Loos, House for 
Josephine Baker (Right).



be in a territorial place of power, the notion of such dom-
inance is undermined by the sheer intimacy of the space, 
and therefore rendering the subject vulnerable to his or 
her own domesticity. Vidler describes such vulnerability by 
considering space to be “invaded and invading10”, assessing 
the aforementioned dialectic between subject and object, 
and therefore altering the performance of domestic activ-
ities. This condition of  “domestic voyeurism,” as described 
by Colomina, is presented as an architectural paradox. 
Domesticity as a place of dwelling can be considered as 
inhabitation that “has to do with developing habits, with 
habituating oneself to a certain pattern.” The uncanniness 
of domestic voyeurism lies in the instability of its social 
interface, or in other words, in its own inability to foster the 
habits and routines of everyday domestic life when faced 
with the condition described by Vidler11. Architecture in this 
sense presents a dialectic within domesticity, between the 
homely and the un-homely; its field can become infertile to 
the production of domestic activity, formerly manifest as a 
testament to human spontaneity, everyday life, and individ-
ual expression. What is being questioned here is architec-

ture’s competence in aspiring to the former conventions of 
domesticity as a place of habitual comfort. The home tends 
to present itself as not only an accommodation of everyday 
needs, but also as a private domain reserved for expression 
of the individual. In the context of the “skin”, the home is 
the being – it expresses domesticity as a sovereign power 
of the self. In regards to Colomina’s analysis, the individual 
cannot attain permanence as the dominant entity in the 
space as the hierarchical interplay between subject and 
object becomes undoubtedly prevalent. This condition thus 
reveals architecture’s latent ability to subvert the individual 
being in his or her own self-expressive manifestation.

The concept of architectural voyeurism can be 
traced back to the development of the residential skyscrap-
er and its aggregation of domestic dwellings. Based on the 
principles of the Futurist movement, the architecture of 
Antonio Sant’Elia embraced modern technology and em-
phatically aimed at erasing all traces of classical histori-
cal form12. He advocated for a radically new architecture, 
with the skyscraper being an expression of “verticality… 
a rejection of history, a break with the European – that is, 



Rem Koohaas, 
Delirious New York

Antonio Sant’Elia, 
La Citta Nuova



horizontal - city13.” Its embrace of technology denotes an 
architecture that is “not, for all that, an arid combination 
of practicality and utility, but remains art, that is, synthesis 
and expression14.” Conceived on these terms, this new typol-
ogy also expressed radicality in regards to spatial relation-
ships. These relationships are analyzed by Rem Koolhaas in 
his book “Delirious New York”. In his analysis of the Down-
town Athletic Club, a high-rise fitness center in Manhat-
tan, he describes the building as a “Constructivist Social 
Condenser: a machine to generate and intensify desirable 
forms of human intercourse15.” He supports this statement 
by analyzing the dynamic range of program in the building, 
systematically arranged within the floor-by-floor extrusion 
of its footprint. Of the “fantastic juxtaposition of its activ-
ities,” he further defines the architecture as “an infinitely 
unpredictable intrigue that extols the complete surrender 
to the definitive instability of life16.” This instability acknowl-
edged by Koolhaas is exploited in Constant Nieuwenhuys’ 
New Babylon, a project in which “fantastic juxtapositions” 
become a complete social “transparency in human relation-
ships, creativity, love, and play17.”

Constant 
Nieuwenhuys, 
New Babylon.



 A co-founder of the Situationist International, Con-
stant’s concept of “unitary urbanism” can be described as 
a rejection of “the utilitarian logic of the consumer society, 
aiming instead for the realization of a dynamic city, a city 
in which freedom and play would have a central role.” New 
Babylon was a project meant to simulate “a situation of 
total liberation18” where life would be about spontaneous 
activity and expression, and not about consumption, pro-
duction, nor work. The prevalence of the homo ludens, or 
the man of play, is indicative of the man at home. Domes-
ticity as an expression of the being can be considered as a 
private playground for activities of leisure. In regards to its 
dissolution of public and private relationships, New Babylon 
creates a social structure in which the private space hence 
becomes “exposed to the public gaze19.” Constant himself 

addresses this paradox by asserting that “without public 
space… no culture is possible20.” This criteria established 
criteria within New Babylon addresses a notion public 
domesticity. In this sense, his justification for this trans-
parency between public and private domains stems from a 
need to develop culture within the domestic realm, insinu-
ating that individual desires and expression can only do so 
through collective operation. New Babylon begets a social 
code that “fulfills the expectations of an absolutely liberated 
space, where the individual is free to construct his or her 
own environment21.” To refer to Mcluhan’s analogy, perfo-
rations into the “skin” of the individual signify a pretext for 
prying inquisitions and exploitation of the deepest intima-
cies of domestic life. In New Babylon, the “skin” embodies 
not only the individual being, but also society as a whole. It 
thus forges the protective function of the “skin” and contra-
dicts the project’s own principles of individual expression. 
As explained by Colomina and Vidler, the intercourse of 
subject and object will always be present in space, whether 
or not the boundaries of public and private are removed. 
While a free social structure void of these boundaries can 
inform an ideal of collectivity, the realities of subject-object 
intercourse can undoubtedly obfuscate this system as a 
Utopian ideal.

The manifesto of communal living can be described 
as the development of a social structure of liberation as a 
way of generating collective prosperity. This de-privatiza-
tion is seen to push the extremities of public and private 
intercourse, and in the case of voyeurism, an innate obses-
sion with observance would thus develop into a habitual 
occurence. The high-rise typology alters the home’s pro-
grammatic function and therefore disarms its generator for 
individual expression and spontaneous domestic activity. 
Such voyeuristic habituations capitalize on the vulnerabil-
ity of the individual in his or her dwelling, due the “exten-
sion of the skin” becoming highly permeable and volatile. In 
this context, architecture becomes not a place of dwelling, 
but a place to watch, and be watched.

Constant Nieuwenhuys, New Babylon.
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Architecture, seen as an extension of the 
skin, distinguishes between physical space 
and a person’s inner psychological space.

This body of work consists of 8 allegorical 
projects that disturb this boundary in order 
to explore public and private intercourse in 
architecture, through themes of voyeurism, 
exhibition, and surveillance.

These (re)-constructed scenarios are derived 
from 5 feature films, 1 New York City 
landmark, and 1 iconic house, each carrying 
its own narrative and meaning into the 
projects. 

PREFACE











A sketch that slowly falls
Upon the forgotten canvas, that the POET
Completes from memory alone..



A Hotel Room

A Tenement Building

A House of Pleasure

A Communal House

ACT I



I
BARTON FINK

Joel & Ethan Coen

20th Century Fox

(1991)

This film follows a successful playwright as he questions 
the role of narrative for the common man. His journey 
takes him to a decrepid hotel room in which he spends 
most of his time writing in isolation. The following project 
utilizes this space and explores the relationship between 
the psyche of the individual and how it affects its sur-
rounding physical space.



genealogy



Director’s Note

“X-rays allow us to see a person who is still 
alive as if they were already dead”

-Slavoj Zizek



scenario

A Hotel Room,
Nothing but a desk and a
Few cherished items.
The Poet on a lonely cliff looks deep into the 
Sea of the individuals,
Extracts their stories as the Fruits of his 
Memory and etches them into the Glass.

object

THE POET, known by others as the Writer 
of Modern Life, struts in the places which 
Madness encumbers. 



more productive
comfortable
not drinking too much
regular exercise at the gym (3 days a 
week)
getting on better with your associate 
employee contemporaries
at ease
eating well (no more microwave din-
ners and saturated fats)
a patient better driver
a safer car (baby smiling in back seat)
sleeping well (no bad dreams)
no paranoia
careful to all animals (never washing 
spiders down the plughole)
keep in contact with old friends (enjoy 
a drink now and then)
will frequently check credit at (moral) 
bank (hole in wall)
favours for favours
fond but not in love
charity standing orders
on sundays ring road supermarket
(no killing moths or putting boiling 
water on the ants)
car wash (also on sundays)
no longer afraid of the dark
or midday shadows
nothing so ridiculously teenage and 
desperate
nothing so childish
at a better pace
slower and more calculated
no chance of escape
now self-employed
concerned (but powerless)
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REAR WINDOW

Alfred Hitchcock

Paramount Pictures

(1954)

One of Hitchcock’s most well-known films, this work is 
a film about cinema. The protagonist is confined in a 
wheelchair and becomes obsessed with watching his 
neighbors through his rear window. This film expresses 
the theme of voyeurism through the eyes of an impar-
tial spectator, invoking the thrill of anonymity and the 
peak of human curiosity. It also explores the ambiguity 
of the visual frame, and how it creates a spatial tension 
between the projected image and the actual event that is 
taking place. 
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genealogy



Director’s Note 

“Every house is structured as a spatial 
projection of its inhabitants’ desires, ambi-
tions, necessities and histories. The house 
becomes an image, the figurative projection 
of its users.”

 -Adolfo Natalini



scenario

August 1st, 1954 - August 23rd, 1983

A Tenement Building,
Born already awake
Remains sleepless all
Through the Night.
Its eyes are pierced by the Gaze
Of the crowd, and responds by
Projecting the dullness of its
Inner life,
The abyss of domestic ennui.

Such a life came to its
Premature death when City Authorities 
deemed it as first offense
“Domestic Voyeurism”

Life was theater,
And Home a stage.

object

NEWLYWEDS; a Sailor kissing his Woman.

subject

The dark depths of the theater. 
Reactions towards the domesticated 
subjects are prohibited. Only the 
instrument of the gaze must be in use 
at ALL times.





Sleep or smoke as you will ; be silent, be somber,
And plunge your whole being into Ennui’s abyss



HOUSE FOR JOSEPHINE BAKER

Adolf Loos

(1954)

An unbuilt project, this house was designed as a 
voyeuristic device, a perversing of architectural space. 
Loos’ infatuation with the cabaret dancer, Josephine 
Baker, influenced the design of this house as it becomes 
a sensual playhouse between the voyeur and the 
exhibitionist. 

3



genealogy



DIRECTOR’S NOTE

“A widespread taste for pornography means 
that nature is alerting us to some threat of 
extinction.”

-J.G Ballard



scenario

A House of visual Pleasure,
Belonging to a perky cabaret dancer
Who performs nightly off the edge of her boudoir.

object

JOSEPHINE. The main staircase of the house 
becomes her gown. She embodies this extension to 
enter the stage, and strips it to exit into her privacy, 
as she is greeted by the gape of her visitors.

subject

Hydraulic 950lb Residential Elevator

 Specs:
 - Cab speed = 0 fpm*
 - Distance of travel = N/A

It was designed to oscillate up and down the 
shaft, creating a cat and mouse game between 
Josephine and her visitors. Catching a glimpse of the 
performer’s ascension became an intimate moment 
of spontaneous exhibition.

POSTSCRIPT

The lift eventually stopped working for unknown 
reasons. Though the woman still performs nightly, 
she states it now only functions as a container for 
the smell of dry mortar and sweat. 

(Shortly before construction began, a portion of the 
drawings went missing and the contractors were only 
left with the longitudinal section drawing. The resulting 
house is an alternative of its initial design; a 16 foot ex-
trusion of the section, where various adjustments were 
made for vertical egress to the different rooms.)





Viewers, before her grandiose poses,
Which she seems to assume from the
Proudest statues,
Will consume their lives
In austere study;
For she has, to enchant those
Submissive lovers,
Pure mirrors that make all things
More beautiful.



HOTEL CHELSEA

Philip Hubert

222 West 23rd St, New York, NY

(1884)

Founded upon Charles Fourier’s socialist housing model, 
the Hotel Chelsea became known as a bohemian mecca 
for New York’s art scene in the 20th century. Its concep-
tion as communal housing allowed the building as well 
as its occupants to flourish and express its personalities in 
a liberated fashion. This project focuses not on the stories 
of its celebrity occupants, but rather on its architectural 
narrative and manifesto.
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genealogy



Director’s Note 

“The crowd is not only the newest asylum 
of outlaws; it is also the latest narcotic for 
those abandoned.”

-Walter Benjamin



object

34’ x 34’ Glass cube, each side containing one 
entrance and one extended staircase. 

subject

A CROWD

scenario

A Communal House
A room in which every domestic need is met, 
All within the comfort of the mass.
The Glass monolith in the center is the 
Cultural symbol of the community,
A Zone of complete fullfillment of DESIRE.
Its ritual is preceded by an Initiation into the 
Soma Rooms,
Where the mass is conditioned
Prior to its invocation.



They walk in front of me, those eyes aglow with light 
Which a learned Angel has rendered magnetic 
They walk, divine brothers who are my brothers too, 
Casting into my eyes diamond scintillations.
They save me from all snares and from all grievous sin ; 
They guide my steps along the pathway of Beauty ;
They are my servitors, I am their humble slave ;
My whole being obeys this glowing torch.



Come in under the shadow of this great Divide

And I will show you something different from either 

Your shadow at morning striding behind you

Or your shadow at evening rising to meet you;

I will show you fear in a handful of dust.

(INTERMISSION)



A Panorama

A Railroad Flat

A House for a Prisoner

The Man of the Crowd

ACT II



BEING JOHN MALKOVICH

Charlie Kaufman & Spike Jonze

USA Films

(1999)

Exploring the concept of mental and psychological es-
cape, a husband and wife discover a pathway into actor 
John Malkovich’s head, and can temporarily become 
this alternative persona. In this film, this out-of-body 
experience is depicted as a deep-seeded loneliness and 
insecurity within one’s own being, and therefore invoking 
a sense of alienation and obsessive longing for some-
thing “other.”

5
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Director’s Note

“Avert your gaze and you will lose your love, 
for this that holds your eyes is nothing but 
the image of yourself reflected back to you. 
It comes and waits with you; it has no life.”

-Ovid, “Metamorphoses”



scenario

A Panorama
Lurks into every corner of the
Adjacent units.
Visitors bow before each apparatus
As their contorted bodies dissolve into the
Abyss of the projected Light,
With each display presenting the
Inner Life of the voyeur. 

object

1. A WOMAN who bares the resemblance 
of her visitors during exhibition, making 
them fall for her deceitful ways. 

2. A YOUNG BLONDE that gazes upon the 
reflecting Glass at every occasion. Despite 
changing appearance, her expression 
remains the same, dull with a loss of life. 

subject

1. A HUSBAND.

2. A WIFE.  





Her eyes, brilliant as shop windows
Or as blazing lamp-stands at public festivals,
Insolently use a borrowed power
Without ever knowing the law of their beauty.

She’s like a painter whom a mocking God
Condemns to paint, alas! upon darkness; 
At times there shines, and lengthens, and broadens 
A specter made of grace and of splendor ;
By its dreamy, oriental manner,
When it attains its full stature,
She recognizes her lovely visitor ;
It is She ! dark and yet luminous. 



THE CABINET OF DR. CALIGARI

Robert Wiene

Goldwyn Distributing Company

(1920)

This German Expressionist film has become famous 
for its inventive set design and its introduction to the 
twist ending. The film tells the story of a doctor and 
his somnambulist, whom of which is responsible for a 
series of murders throughout the film. The chase scenes 
explore the spatiality of the sets in a way that highlights 
its distorted depths, creating an ambiguity of perception. 
The visual frame captures the chaser and the chased in 
different frames, creating a sense of movement through 
the static spaces.

6
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Director’s Note

“The impossibility of rediscovering an abso-
lute level of the real is of the same order as 
the impossibility of staging illusion. Illusion 
is no longer possible, because the real is no 
longer possible.”

-Jean Baudrillard



scenario

A Railroad Flat,
Belonging to a Miss LonelyHearts.
Materialized by an extruded force,
The space is penetrated by the
Phallic Gazes of the exterior,
As they remain in oblivion to the
Woman’s melancholy.

object

A DECREPID MAN, the type 
and genius of deep crime, with 
an absolute idiosyncrasy of 
expression.

subject

A FLANEUR peering through the 
smoky panes of the flat, with a 
craving desire to keep the man in 
view, in suspicion of his character.





Holes full of vague horror,
Leading to no goal.
All windows bare infinite.
His soul, in its vertiginous endeavour,
Envies the senseless void – Never
From entities or numbers to be free.



7

(This project is derived from the missing drawings for 
the Josephine Baker House. The architect built the fol-
lowing house based on the floor plans, and reinterpret-
ed the original intentions for the design to accomodate 
his specific needs.)

HOUSE FOR JOSEPHINE BAKER 
(REPRISE)

Adolf Loos

(1954)



genealogy



Director’s Note

“The Panopticon is a royal menagerie; the 
animal is replaced by man... and the king by 
the machinery of a furtive power.” 

-Michel Foucault



scenario

A House for a Prisoner,
A Laboratory of Power in which
The captive remains under induced
Docility. 
His cowering posture at the sight of
Alien spirits, anchored in the cistern that is his 
Home, becomes the spectacle for his
Sovereign Ruler, the patron of this
Watchful edifice. 

object

JOSEPH. Immobilized and fettered by his own 
alienated nature. 

subject

The Constrictive STAIRCASE, fixating its 
strolling Gaze upon the prisoner. 





How comical, how ugly, and how meek
Appears this soarer of celestial snows !
One, with his pipe, teases his golden beak,
One, limping, mocks the cripple as he goes.
The PRISONER, like this monarch of the clouds, 
Despising archers, rides the storm elate.
But, stranded on the earth to jeering crowds,
The great wings of the giant baulk his gait.



NOSTALGHIA

Andrei Tarkovsky

Opera Film Produzione

(1983)

A semi-autobiographical work, this film reflects the life of 
director Andrei Tarkovsky and his longing for his Russian 
homeland. He explores not only themes of nostalgia but 
also alienation as an individual against the crowd. One 
particular scene follows the protagonist struggling to 
walk across a drained pool with a lit candle, an act that is 
believed to save all of humanity. This project is based on 
this specific threshold and creates an illusion of continui-
ty, a threshold that can never be crossed. 

8



genealogy



scenario

The Man of the Crowd,
Faces the demoralized mob,
And dares to penetrate its core,
An act of evisceration of its statutes.
Alas, it is nothing but a deceitful
IMAGE
An impenetrable sea of Ghosts
That condemn those rebels to the infinite
Abyss of their own darkness.  

object

A throng of INDIVIDUALS whose Gaze thwarts the 
advancement of their subject. 

subject

The POET.



It must be sunny at Night, and 
snowy in August
Great things will end, small things 
endure
Society must become united again
Instead of so disjointed
Just look at nature and you’ll see
That life is simple
We must go back to where we were
To the point where we took the 
wrong turn
We must go back to the main 
foundations of life
Without dirtying the water
What kind of world is this
If a Madman tells you,
You must be ashamed of
yourselves.



The burning, deadly, poison-sweating mass
Opened its paunch in careless, cynic fashion,
Ballooned with evil gas..





CONCLUSION/EPILOGUE

To the Reader

Stupidity, delusion, selfishness and lust
torments our bodies and possess our minds,
and we sustain our affable remorse
the way a beggar nourishes his lice.

Our sins are stubborn, our contrition lame;
we want our scruples to be worth our while -
how chertfully we crawl back to the mire:
a few cheap tears will wash our stains away!

Satan Trismegistus subtly rocks
our ravished spirits on his wicked bed
until the precious metal of our will
is leached out by this cunning alchemist:

The Devil’s hand directs our every move -
the things we loathed become the things we love; 
day by day we drop through stinking shades
quite undeterred on our descent to Hell.

Like a poor profligate who sucks and bites
the withered bteast of some well-seasoned trull,
we snatch in passing at clandestine joys
and squeeze the oldest orange harder yet.

Wriggling in our brains like a million worms,
a demon demos holds its revels there,
and when we breathe, the Lethe in our lungs trickles 
sighing on its secret course.
If rape and arson, poison and the knife
have not yet stitched their ludicrous designs
onto the banal buckram of our fates,
it is because our souls lack enterprise!

But here among the scorpions and the hounds,
the jackals, apes and vultures, snakes and wolves, 
monsters that howl and growl and squeal and crawl, 
in all the squalid zoo of vices, one

is even uglier and fouler than the rest,
although the least flamboyant of the lot;
this beast would gladly undermine the earth
and swallow all creation in a yawn;

I speak of Boredom which with ready tears
dreams of hangings as it puffs its pipe.
Reader, you know this squeamish monster well,
- hypocrite reader, - my alias, - my twin!

-Charles Baudelaire


