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  Fig. 4a. (above): Members Directory for Ugly Face Clubb  

 Fig. 4b. (below): UFC entry for Walt Green [ See Handnote 1] 
  

 
 

____________________________ 

[1] According to extant records for the 
fraternal Ugly Face Clubb [abbreviated 
hereafter as UFC], “Walt Green, M.D.” was 
the only member “Discontinued.” (This is 
not to be confused with a different UFC 

qualification: “Dead.”) [ See Handnote 2]  
Surviving UFC papers tell us little about 
Green (or the UFC, for that matter); as 
Edward Howell describes in his history of 
the Club (1912), there was a practice “by 
the members of UGLY CLUBS destroying all 
documentary evidence of their natural 
gifts; for even in this MS. many pages are 
missing, whether by accident or design is 
open to conjecture.”  From “publick” 
advertisements in the Liverpool Courant 
and the London Evening Post, historians 
have cited Green’s labors as an anatomist, 

including his efforts to devise a wax-
modeling system around actual human 

skeletons. [ See Handnote 3]  The exact nature 
of Green’s collecting practices remains 
unclear, but he maintained some sort of 
curiosity cabinet devoted to his 

specialization. [ See Handnote 4]  In that 
collection, Green was reputed to hold the 
prototype of the secret symbol for UFC 
membership: a pen made from a woman’s 
xiphoid-process bone with a heart-shaped 
hole (reputed to belong to Beatrice 

Portinari). [See Handnote 5]  Historians believe 
that Green’s membership was 
“discontinued” due to his immigration to 

the American colonies. [ See Handnote 6]   
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[2]  Green’s physical description in the 
UFC membership log (see Fig. 4b) accords 
with descriptions of other Club members.  
For instance, John Woods (“Architect”) 
seems almost an animal hybrid with “A 
stone Colour’d complexion, a dimple in his 
Attick Story, the pillasters of his face 
fluted, tortoise ey’d, a prominent nose, 
wild grin, and face altogether resembling a 
badger.”  Other members are compared to 
a “shark,” “pig,” “eagle,” “cat,” “camel,” 
“monkey,” “cod,” “hedgehog,” and other 
animals.i  Interestingly, these 
classifications precede the Clubb’s 
disbanding in 1754 but also anticipate 
classifications a decade later by Carl von 
Linné (a.k.a., Linnaeus) of Homo 
monstrous.  Some scholars (Deborah 
Black, W. M. Rose) have linked the 
labeling of animal-human hybrids in the 
“long eighteenth century” to different 
ancient mythologies (e.g., Horus with his 
falcon head, a Centaur with the body of a 
horse) to contemporary genetic contexts 
(e.g., the Vacanti mouse, whose 
transplanted body grew what appeared to 
be a human ear).  Stephen L. Brown, 
Marianna Goldberger, and other scholars 
have favored a more satiric slant of these 
classifications, linking them to social 
realignments and personal re-
identifications that developed across the 

aforementioned century. [ See Handnote 7]  
 

[3]  In his era, Green would have been 
familiar with displays of anatomical wax-
models.  Lyle Massey has written that 
“wax and other three-dimensional 
anatomies…were, in fact, ubiquitous in 
eighteenth-century London….exhibited in 
London on and off through at least 1733 
but probably longer since they are 
described in a text published in 1739 by 
George Thomson.”ii  In London in 1719, 
the French anatomist Guillaume Desnoues 
exhibited a group of waxes, including a 
woman anatomized down to the waist, 
with a removable brain and separately 
anatomized newborn child, attached by 
umbilical cord.  In 1733, the London 
Evening Post advertised a more 
sensational demonstration where the 

surgeon displayed his “new figure of 
Anatomy, which represents a woman 
chained down upon a table suppos’d 
opened alive; wherein the circulation of 
the blood is made visible through glass 
veins and arteries: the circulation is also 
seen from the mother to the child, and 
from the child to the mother, with the 
Histolick (sic) and Diastolick motion of 
the heart and the action of the lungs.  All 
which particulars, with several others, will 
be shewn and clearly explained by Mr. 
Chovet himself.  Note, a Gentlewoman 
qualified will attend the ladies.”  Other 
anatomists contemporary with Green were 
working on wax-modeling techniques, 
often maintaining their own apiaries, 
given the use of beeswax in these 
endeavors.  Green also briefly participated 
in animating experiments that, while 
unsuccessful, attracted notice by Luigi 
Galvani (credited for discovering that 
nerve and muscle cells produce electricity 
and who, through “galvanization,” helped 
to inspire Mary Shelley’s Frankenstein; 
or, The Modern Prometheus) after 
Benjamin Franklin experimented with his 
conduction of lightning. 
 

[4] Green’s collection included non-
human specimens that he deemed related 
to human anatomy.  Such specimens 
included Lithocardites (rough drafts of 
hearts), Encephalites (a prelude to the 
brain), and stones resembling body parts 
(jaw-bone, foot, kidney, ear, eye, hand, 
muscles), as well as pieces akin to the 
Society of Dilettanti’s museo segreto, or 
gabinetto segreto: a Conch of Venus 
(described as resembling a woman’s 
vulva); Colites, Phalloïds, and Histerapetia 
(which mimic male genitalia and female 
organs); and Orchis, Diorchis, Triorchis, 
and the Priapolites.iii  According to an 
enigmatic map found after his death, 
much of Green’s collection was buried.  
Over the years and across cultures, this 
map has aroused intermittent interest, but 
his cache has evaded discovery.  (For a 
history of that history, see Geraldine S. 
Levin’s The Covert Collector and His 
Hidden Treasure: Walt Green and the 
Anatomist’s Alibi.)  Despite mystery 
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surrounding most of Green’s collection, 
some items attributed to him were 
inventoried in the collections of Jean-
Baptiste Robinet (1735-1820) and Charles 
Wilson Peale (1741-1827). 
 

[5] This bone with a heart-shaped hole 
was alleged to be a relic of Dantean lore.  
Given the Florentine’s unpopularity 
during the eighteenth century (“the lowest 
ebb of Dante’s reputation,” according to 
Paolo Milano), Green’s enthusiasms for 
the poet seem eccentric and noteworthy.iv  
Dante’s name is listed among Ye Ugly Face 
Clubb’s honorary forbears: “ye Most 
Ancient, Numerous, and Honourable 
Fraternity of Ugly-Faces; to wch have 
belonged the greatest Heroes, Statesmen, 
Poets, Saints, and Philosophers; as 
Homer, Alexander, Æsop, Socrates, St. 
Paul, Dante, Cromwell, &c., who were all 
as eminently remarkable for their Ugly 
Grotesk Phizzes as for their several Great 
Abilities and Extensive Knowledge” 
(italics mine).v  Green himself may have 
been responsible for the inclusion of 
Dante in this list, using Boccaccio’s 
description: “he walked with somewhat of 
a stoop; his gait was grave and sedate; and 
he was ever clothed in most seemly 
garments….His face was long, his nose 
aquiline, his eyes rather large than small, 
his jaws heavy, with the upper lip 
projecting beyond the upper.”vi Beatrice’s 
bone was documented in varied sources, 
including Helkiah Crooke’s 
Mikrokosmographia: a description of the 
body of man: together with the 
controversies thereto belonging (1615).  
 

[6]  Since Green robbed graves of 
corpses for his anatomical experiments, 
his immigration may have been spurred 
by threats from rival “resurrectionists.”  
(Laws against this activity were not put 
into place until the nineteenth century.)  
Of his original collection, Green was 
believed to keep only the infamous bone, 
which is mentioned enigmatically in an 
entry of the diary of his niece.vii  Although 
he died on the eve of the American 
Revolution, Beatrice’s bone was believed 

to be bequeathed to his descendants, 
including (and according to) the last 
possessor, Gloria Heys (who used the bone 
as the central relic in her “Galerie de 
Difformité”: a revival of the Ugly Face 
Clubb, for the purpose of reimagining 
ugliness, unruliness, freakishness, 
monstrosity, &c.). 
 

[7] The wide range of early modern 
clubs and societies were often restricted to 
men but, as Peter Clark has suggested, 
“may have served as a vector for new 
ideas, new values, new kinds of social 
alignment, and forms of national, 
regional, and local identity.”viii  Sharing a 
common heritage, these associations 
generally used similar rhetoric and 
recruitment strategies, with overlapping 
memberships that sometimes supported 
one another.  Scarce and scattered 
documents hinder more definitive claims, 
since many societies were short-lived and 
left few documentary traces amid 
miscellaneous external references, in 
correspondence, sermons, newspapers, 
and ephemera.  As further complication, 
many extant materials are difficult to date, 
show strong bias towards organizations 
linked to the elite, and represent varied 
associational roles that make the 
definition of “club” difficult to define—
especially given their serious versus 
satirical natures.  Printers and booksellers 
also circulated “works under the guise of a 
‘society of gentlemen’ to give fashionable 
authority to an anonymous or ghosted 
work.”ix  Finally, many clubs were 
invented in poems, plays, journals, and 
tracts—one of the most successful being 
Ned Ward’s A Compleat and Humorous 
Account of all the Remarkable Clubs and 
Societies in the Cities of London and 
Westminster, which went through seven 
editions between 1709 and 1756 and 
“lampooned existing bodies such as the 
Royal Society and florists’ feasts, whilst 
creating a comic tour de force of sociable 
fictions like the no-nose, man-killing, 

surly, mollies, and farting clubs.” 
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NOTES 
 
i Edward Howell, ed., Ye Ugly Face Clubb, Leverpoole, 1743-1753 (Liverpool, 1912) 9, 18-9, 
35.  
ii Lyle Massey, “On Waxes and Wombs: Eighteenth-Century Representations of the Gravid 
Uterus,” Ephemeral Bodies: Wax Sculpture and the Human Figure, ed. Roberta Panzanelli 
(Los Angeles: Getty Research Institute, 2008) 97-8. 
iii Gaston Bachelard, Poetics of Space, trans. Maria Jolas (New York: Orion Press, 1964) 113-
14. 
iv Dante Alighieri, The Portable Dante, ed. Paolo Milano, trans. Laurence Binyon (New York: 
Viking, 1947) vii. Horace Walpole branded Dante as “extravagant, absurd, disgusting, in a 
short a Methodist parson in Bedlam,” while Voltaire wrote in his Philosophical Dictionary 
that ‘The Italians call him divine; but it is a hidden divinity—few people understand his 
oracles….scarce anybody reads him.” 
v Edward Howell, The Ugly Face Clubb Leverpoole, 25. 
vi Boccaccio, Vita di Dante, qtd. in Dante Alighieri’s La Vita Nuova, trans. Dante Gabriel 
Rossetti (Mineola, NY: Dover, 2001) vi: “Our poet was of middle height, and after he had 
reached mature years he walked with somewhat of a stoop; his gait was grave and sedate; and 
he was ever clothed in most seemly garments, his dress being suited to the ripeness of his 
years. His face was long, his nose aquiline, his eyes rather large than small, his jaws heavy, 
with the under lip projecting beyond the upper.  His complexion was dark, and his hair and 
beard thick, black, and crisp; and his countenance always sad and thoughtful.” 
vii See Exhibit N, as well as Perspectives on American Book History: Artifacts and 
Commentary, eds. Scott E. Casper, Joanne D. Chaison, and Jeffrey D. Groves (Amherst: U of 
Massachusetts P, 2002), particularly Patricia Crain’s “Print and Everyday Life in the 
Eighteenth Century,” 47-78. Regarding the nineteenth century, Ellen Gruber Garvey and 
Susan Tucker have described the practice of scrapbooking and its offshoots with relation to 
technologies including newspapers, advertising cards, illustrated and grangerized texts, as 
well as their evolution from Roman tablets, Medieval emblem books, Renaissance albums 
(that accompanied curiosity cabinets), commonplace books, up to the still-practiced photo 
album. Sometimes obliterating the meaning of the original, arrangements of texts in 
scrapbook form afforded a way for practitioners to construct aspects of their identities, not 
necessarily wedded to chronology. Given the difficulty of sustaining narrative from scraps, 
such projects often revolved around people, events, and themes—“a material manifestation of 
memory”—that reflected both the maker and her cultural moment, as well as anticipated 
modernist techniques like bricolage. This practice was not relegated to women; one notable 
example includes Mark Twain (a.k.a., Samuel L. Clemens) who patented the self-pasting 
scrapbook. See Susan Tucker, Katherine Ott, and Patricia Buckler, The Scrapbook in 
American Life (Philadelphia: Temple UP, 2006).  
viii Peter Clark, British Clubs and Societies 1580-1800: The Origins of an Associational 
World (Oxford: Oxford UP, 2000) ix, 13. 
ix Ibid., 9-10, 4. 
* “Exhibit W” first appeared in Exquisite Corpse Annual 2. Please send this “Exhibit” 
back to the Undertaker in metamorphosed form: difformite@gmail.com. For further 
instructions, see http://difformite.wordpress.com. 


