NX

650
P37

ROSE
2011

Margaret A. Rose

Pictorial Irony, Parody,
and Pastiche

““omic interpictoriality in the arts

“the 19th and 20th centuries

AISTHESIS VERLAG

Scanned by CamScanner



Margaret A. Rose

Pictorial Irony, Parody, and Pastiche

Comic interpictoriality in the arts
of the 19th and 20th centuries

AISTHESIS VERLAG
Bielefeld 2011

09020025407 | }

Scanned by CamScanner



Table of Contents
Acknowledgements vii
Introduction |
Chapter 1. Varicties of Comic Interpictoriality 1 3
1.1. Introduction 3
1.2. Parody 5
1.3. Meta-art 51
1.4. Irony 70
1.5. Satire 75
1.6. Parody, irony, and satire compared 78
Chapter 2. Varieties of Comic Interpictoriality II 86
2.1. Pastiche and comic pastiche 86
2.2. In performance art, photography, and film 129
2.3. In installation art and sculpture 137
2.4. Caricature 139
2.5. Visual puns 175
Chapter 3. Signals of Parodic Interpictoriality 181
3.1. Introduction 181
3.2. Signals of parody 200
3.3. The Reader/Spectator 205
3.4. The Recognition of Parody 209
3.5. Attitudes of the parodist to the work parodied 212
3.6. Public and private parody 2135
Chapter 4. Pictorial Irony, Parody, and Pastiche across Time 223
4.1. Introduction 223
4.2. “Choices of Hercules” 234
5. Conclusion 287
6. Bibliography _ 297
7. Index of Artists Named 329

Scanned by CamScanner



Introduction

This study of comic interpictoriality in the visual arts of the 19™ and
20" centuries investigates a variety of types of ironic and parodic
reworkings of older images.'

Parody is a device that has been used to renew older works of art
in both a humorous and imaginative as well as a meaningful and
often self-reflexively meta-artistic manner,

In addition to analysing a variety of examples of pictorial parody,
the following chapters will look at examples of pictorial irony and
pastiche as well as of satire and caricature in a number of 19" and
20™ Century art forms and genres.

While the examples used here are largely from the 19" and 20"
centuries, some reference will also be made to earlier as well as later
works.

Much interest has been shown recently in the use of irony in the
visual arts, but more needs to be done to differentiate between picto-
rial irony, parody and pastiche, as well as satire, by way of structural
as well as reception-based analysis.

Not all images are juxtaposed in the same way, for the same pur-
pose, or with the same effect. Guidelines for describing different
types of ironic, parodic, or pastiched interpictures or interimages —
pictures or images that derive from or relate to others from another
work or set of works — are given in Chapters 1 and 2, together with
_ distinctions between parody, irony, satire, pastiche, and caricature
e relevant to the visual arts.”

! The term interpictoriality is used here and in following pages to describe
the intrapictorial relationship between images from a variety of sources
within a visual work as well as the interpictorial relationship of those im-
ages to other, external images. The word interpicture can be said to l:?e
analogous to the term intertext, but can be applied both to images found in
visual art works and to images (ekphrastic and otherwise) within a literary
work. 53
2 The distinctions between irony, parody, pastiche, and satire given in this
new study are developed from my work on parody from the 1,9703 ?nd
later. The work as a whole can be seen as a development qf the investiga-
tion of parodic interpictoriality undertaken for my Aisthesgs Essay, Paro-
die, Intertextualitdit, Interbildlichkeit published in Bielefeld in 2006.
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Here, ir S B
.l._c:»mv m._H Chodowiecki’s ironic Image the Olvmpi
5 are ist] ’ ympia
with Zeus m_wﬁon__m:nm:w transformed into 18% Oﬂam_mo% o
ers <o==mmm: o_n_m_.ww goat-like figure in dressing a%. characters,
’ n an elaborate wi £ gown and sJj

1g, and 3 Ip-

rather than an arrow from a ac?mam a young boy firing a rifl

53
See Book 1, stan
i » stanzas 26ff. of BI .

cit., p. 139, ill. 79 ) umauer’s travesty and F s
Beschrieben von ,%H.__M m_nm Daniel Chodoywieckis .wm.ﬁﬁ%&“.m _MM .W HE wﬁ.
trage und Berichti tihelm Engelmann [Leipzig 1857]. Im _,wamc Ma“nahw.
T Robert Hirsch, Hildesheim My _wm_m”
and Humor in Itafia Hinm...m r's Aencide. Paul Barolsky Infinir ,._w st i
also refers to the " Renaissance Art, Columbia & _,Lmz_.ﬁ_c. wm.wm &r_&“.
+0esi Bologna by wwwm_ww_.mﬁa figures in ceiling wmmno.wmﬂ: L“md w".:pum
%w .,w_mm% dyssey as Eaammﬁm_w\n .7 W_“z&z painter Pellegrini Tibaldi of

" @ "Kind of mock-heroj f Michelangelo and descri il

little to do with MM_M WM roic tradition”, although SHMWQMMMH._,“N”_&MW u_w_ﬂm
”“a H:,n everyday in mwﬁ_ﬁm mion_?:mwomn _u.ﬁ,ommn ._.czsﬁ.Omwwo: &.SW divine
r M.m_w.__w_qnw Viggil travesty, 1es such as that made by Chodowiecki to BIV

auer’s st : s

face (“ein mOn_ﬁwsmm.wo begins by describing Ze : : ’
elderly god in zmm”m_a:: g Zeus [sic.] as pulling 3 goat’s
depict; ghtea

owﬂ_.n:cs of Chryses m:ﬁ_m%_m_ e
W 1s Homer’s Jliqs

SIng gown is also recalled in Ramo¢!

Century pj
- ry nightcap : : :
serids und noz:.,,.qm cap and dressing gown I

describ
accompanic
beautifu

) as he s
eeks s
to calm Venus. This image of th

Rose: Pictorial frony, Parody, and Pastiche
n what might also be
on, with the gods
attributes. The
accompanied

are placed together i
classical ceiling decorati
le versions of their usual
f Virgil’s hero Aeneas, is
seen accompanying her. Zeus, the
n clouds as god of the sky, as does
o Homer's lliad,” if also with the
added by Chodowiecki that he
e seated on a throne that is
ﬂorg Each modernised
11 refers ironically to
it separately.

O:cmoéwnni.m figures
od as a parody ofa
d by recognisab
| Venus, the mother 0
s that are usually
gods, gits in a chair o
xman’s illustrations t
ated by the nightwear
ymauer’s comic text — b
or a throne with chamber
clothed” — image thus sti
1t without reproducing all of

by the dove
senior of the
Jupiter in Fla
suggestion cre
might — as in Blt
in fact a commode,
_ «travestied” or “Te-
its classical counterpa

7. John
Flaxman,
Homer’s
Hiad,
Plate 9,
The
Council
of the
Gods.

In both Chodowiecki’s parody and in Flaxman’s d
on his throne in his “Council of the Gods” — we may find “pre-

images” for Ramberg’s sketch of Zeus seated on clouds in plates 9
and 10 of his Homer's Ilias, serios und comisch.®’ Further to this
wma_on.q.m,m sketches imitate Flaxman’s depiction in plate 5 of his
illustrations of the Iliad of Thetis (an immortal sea nymph and the
mother of Achilles) entreating Jupiter to honour Achilles.”

55
See, for example, the 4", 5" and 6™ plates of Flaxman’s /liad.
f Zeus in dressing gown and

56
.O_E reason for Chodowiecki’s depiction o
U_mz,nmv is that in Book 1, stanza 26 of Blumauer’s travesty of Virgil’s
mmmﬂi :ﬁ_,ﬁ rmn_..on.n: described as sitting on a “Leibstuhl™ or commode.
& xman’s inscriptions name the god as Jupiter, rather than Zeus. As Dr.
ietschel has 3:023 the lliad in giving Ramberg’s characters their Greek
names, these will also be given here.

58 t
Ramberg’s 9" sketch depicts Zeus/Jupi
man’s 9" plate, “The Council of the Gods™

ter as he is to be seen in Flax-

10

, in which Flaxman depicts the
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mB::a& by a variety of means. In Ramberg’s 2 = S b
the Iliad Athena can be seen “repressing the fury ow&.a
does Minerva in Flaxman’s 2™ sketch. In both of wmaakpn_ﬂm_
and comic sketches Athena pulls the hero’s hair i mmqm,u.
undermines, however, the restraint characteristic of the :__.mmzan
und stille GroBe” (noble simplicity and quiet greatness) edle g;
sical works praised by the critic Johann Winckelmann _owE !
In Ramberg’s comic sketch Athena’s gesture is further ( .:.\”- %
boy pulling on the tail of a dog, in what might be mwmﬁa_&_
«parody within a parody” that ironically mirrors the oﬂ:w&
another plump priest, similar to the figure drinking oom.ﬂ. .
right of Ramberg’s Plate 2, wears a modern pair of spect aa_ or
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See also the dj .
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} similar to the pulling o
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Rose: Plctarial Irony, Parody, and Pastiche

serids und comisch, 1827/28: Scene 2,

Homer's llias,
g the fury of Achilles (comic), 1827.

13.J.H: Ramberg, .
Plate 4, Athena repressin

The 3 set of sketches in Ramberg’s Homer's Ilias, serios und ko-
misch as republished by Dr. Rietschel again sets up a S€rious scene

<o that it can be exploited for its comedy while imitating Flaxman’s
previous depiction of it. These sketches (plates 5 and 6) show the
from the tent of Achilles that relates to Aga-

departure of Briseis
Em:_:oz,mﬁxm:mom Briseis in exchange for Chryseis. Ramberg’s

«gerious” sketch of this scene can — in contrast to his drawing of
1805, in which Achilles is depicted as both an angry and a heroic
figure —* already be seen as a parodic imitation of Flaxman’s de-
piction of Achilles’ loss of Briseis in the 3™ of his illustrations to
Homer’s Iliad of c. 1792/93. In Flaxman’s vase-like illustration we
see Briseis being taken away from Achilles while he sits deje
on the left of the scene with his empty armour standing upright nex
In Ramberg’s 1827 depiction of Agamemnon taking a
we see the latter
with his ar-

to him.
somewhat more coquettish Briseis from Achilles,

scated in an even more dejected and dishevelled state,
mour leaning at an angle as if about to fall, with girls vaow_m_ﬁm out

from his tent who will be seen whispering together in the next comic
scene, and with a lyre by his feet. This lyre is further translated in
the following comic scene in n lute ¢ nore

-
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modern jester figure without armour, Who is also jran:
cent of Ramberg’s introductory engraving of a .n:u:.nm__w
addition of the lyre to the depiction of >oE=nW_ Ster. Ww;
s depiction of the scene, the nm_.maw_ﬂm.a th

Ofit i the

none in Flaxman's
ure of Achilles as 2 dishevelled and dejected foo] (itse]
elf 3

version of the traditional jester figure) would n __
ble. Here parody can be seen to breed even EE%WHWM% w%a.”_a:a
Y,

velop its own w_z of characters and variations on prey; and
and story lines. 10us ¢

Ay

16. J.H. Ramberg,
Plate 5, The Departure of

Rose: Pictoria

Homer's Ilias, serios un

[ Irony, Parody, and Pastiche

d komisch, 1827/28: Scene 3,

Briseis from the Tent of Achilles (serious), 1827.
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e scene. Here Odysseus is shown flirting y;
Iso be called a parodic imitation of a _:oa;: Q
mantic scene,* while her father in dressing gown s ern.
with his priest’s hat hung up at the side with his wig oEm_: Cap s
sitting eating as if oblivious to them. Despite the oxmmwg.m: be mow_
parodistic — attention-seeking gestures of cat and dog z...maa ~ang
continues to scoff down his food in a manner m<¢om:mm _M 0_55
wre of John Bull of 1792 by James Gillray :umm-_m_m & CRricy,
work had become familiar to Ramberg during his time in mu_,E Whog,

J m:a.m._.

parody of tl

in what can @ __aaamm

amw fo,

N

e
b B
z

18.) ohan .
rich Wma_“.._s_.._mas.
Homer's E&.
Serids und \Su
misch, 1827/2s.
Scene h_.. Em_n u
The Return of
Chryseis to her
Father by Odys-
seus (serious),
1827.

64
Se ’ ;
e e e g o) Sy T
: epicts i {
like Flaxman’s King Priam. picts the priest Chryses in a long robe
See Gillray’ i e
Bull scoffs MVM F ﬁ ench Liberty — British Slavery of 1792; on the right John
on the lefta F - M&, with _.:m wig hung up on the arm of his chair, while
masked: iron o h Sg‘cj::oEQ starves. Amelia Rauser, Caricatiire un-
lish r:...‘: . Z.M EMH Mm.mﬁ? and individualism in eighteenth-century Eng-
copied E_H: and als 8, pp. 136ff. discusses the popularity of this much
pictions of the Wh; ° R.P..J p. 711. to George 11I’s liking for Gillray's de-
% See ﬁcaam :_:m politician Charles James Fox.
I86f., and wnﬂ;m”w%ﬂ .\_,_H,F pp. 120ff., von Rohr op. cit., p. 133 and P
eine Konstellation dey ko enberg-Plotnikov, Klassizismus und Karikatur:
and p. 310 on Ramber wa.u am w.mmh.:z der Moderne, Berlin 1998, p: 142
,_..6__ as von Robhr, p. Gom M: _ﬂwsﬂ... ’ b.S.&, serids und komisch sketches 8
810, Oo:n:wg.muv_ othikow b:._ _Maw.m § satirical hﬁm@%h*ﬁm&k&m.ﬁ sketches om
» P- 143 goes on to suggest that the tragedic

gestures in the serj
; rious sketch
Straigh N represe; o .
ghtforward imitation of the w_mmm_.mwm”“w:.c&_n S EpRronIAet e
Style.

Rose: Pictorial Irony, Parody, and Pastiche

Tr=rTErTT

& 3

Homer's llias, serids und komisch, 1827/28:

19. Johann Heinrich Ramberg,
Chryseis to her Father by Odysseus

Scene 4, Plate 8, The Return of
(comic), 1827.

The engraver Daniel Chodowiecki, as has been seen, had already
followed Blumauer’s 1782ff. “travesty” of Virgils’ Aeneid in de-
picting characters from the ancient epics dressed in dressing gowns,
slippers and amEnmﬁm.% Mock epics such as Blumauer’s may also
be described as parody. (Alexander Pope had related Cervantes’
Don Quixote to the mock epic in his postscript to his translation of
Homer’s Oawmmmw,% and Blumauer’s Aeneas reads about himself
and his escape from Troy in a Cervantean manner while drinking a
“Milchkaffee” and perusing a newspaper called the Reichspostreiter

% [ addition to Chodowiecki’s depiction of Jupiter in dressing gown on
his “throne”, see also the description of King Priam in dressing gown in
Blumauer Book 2, stanza 35, as also discussed in Robertson op. cit, p. 276,
and see Robertson, p. 273f. on the amounts of food and drink mentioned in
Blumauer’s travesty. Pope, ed. Watson op. cit., p. 393 had also commented
on the comic nature of the feasts in the Odyssey. Robertson, p. 280 further
refers to Anselm von Edling’s travesty of Blumauer’s work and imitation
of its exaggerated descriptions of food and drink in Blumauer bey den

m&__mw: in Olympus of 1792.
" See Pope, op. cit., p. 394:
tions or thoughts is the true sublime o
epic poetry, appears in its being the pe

27

“The use of pompous expression for low ac-
f Don Quixote. How far unfit it is for

rfection of the mock epic.”
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ffec house in Book I, stanza 53y 1y
f the word fravesty (from the _qm_.o mvw:om_,
), tollowing Laliv's m.zmh.%__m”.?acma._._.o: by
. ,H Vestiyg Mﬂs

Vag, . ¢

f an ;
© its fop, i

in a Rome €0
nock epics 0
” or ..ﬂnn_o_._un
.r. led some critics to i
however, | describe /-4,

ation of the content of an older Eo_._A.E:: a change ¢

parody s an imitation &. the form with a change ¢,
both ancient mock-heroic parodies and 17" Century Onten __“__a
be said to have involved changes to the form as we|| E.comzam Tt
ent of the original epic wor ks.” 35 10 the ng__
It is also such changes 10 the form as well as to the ¢ on.
works that have seen parodists create new genresg :H_.aa 2.2_5
mock-heroic epic and, in the case of Cervantes, the noy H_E both the
tinguishes works such as Blumauer’s mock Aeneid mqo . §_§_w
ancient Batrachomyomachia (Battle of the Frogs and m“_._ Sy, the
that we are led by Blumauer to believe that we are hearin € Mice
same ancient heroic characters spoken of in the o:mmnm_ about (y,
epics, but that they are speaking and acting in a more al Homey;,
often “low” manner,” and in a different, more ano_ﬂo@n;ﬁ_
place, through which, moreover, modern practices and fi time apg
be satirised.”? Blumauer himself ironically uses the verb ¢ 18ures cap
(“to ﬁcmmﬁ,.v to describe the metamorphosis of ship ...Mtazs,g
into animals for a joke by the sorceress in Book 7 mﬂmzw an:@«ﬂ
travesty o_n.:_n Aeneid: “Hier travestirt die chvmz.nmu_.m mw ol
sagiere,/Die hin nach diesem Eiland ziehn,/Zum Spaf .:.wn .
Thiere:/Da ist kein Volk, kein M _ Poicn . .Eai
zauberischer Hand/Nich u .o:morm:mﬂms&bna st mi

Modernisations a H_Mzﬁmaoﬁroenﬂ..:

R et s well as other parodic touches can be found
mberg’s comic sketches that suggest that his mockery

m:n: I
disguise
1634, has, |

70
Some of th i 5

had used yﬂhnm_“,_w_mﬂﬁ %mhoma mock-heroic versions of the Homeric epics

lory of Ancient Greek m.: some iambic verse (see Gilbert Murray, 4 Hi-

but all may be said to _““mw&:...m [1897], 3rd edn., London 1907, pp- S1fth

original by oL ve oao_ﬂnm_ both the epic form and content of the

other mock epics E:Ewm_.o.% of it; see also Rose 1993 p. 15. Like many

guage, metre, szam mw Uer S travesty of Virgil’s hmammw changes the &%
. "IME, storyline and place of the original epic, while

Rose: Pictorial frony, Parody, and Pastiche

nt heroes. In the first comic scene, in
in back his daughter, a soldier can al-
y smoking a cigarette and two other
r figure drinks a cup of coffee, as had
the comic version of the scene that
her father by Odysseus, the care-
the warrior hero in the preceding,
d by the top half of a baroque
ff into the representation of a

may not just be of the ancie
which Chryscs attempts to W
ready be seen m:mo:ﬁo:_m:om:
figures pipes, while yet anothe
Blumauer’s Aeneas in Rome. In
depicts the return of Chryseis to
fully folded classical robe worn by
so-called «serious” sketch is replace

piece of armour that comically tapers 0
fig-leaf, as found on 19™ Century imitations or “repairs” of classical

sculpture. Behind the now topless Chryseis” an old woman holding
an :E_u_.n.:mv_ ironically recalls both the figure being booted out of
the tent in the comic sketch of the departure of Briseis and her party
from the camp of Achilles as well as the figure of the procuress
found in works of the 17" Century Dutch and Flemish masters.
While Ramberg’s “serious” sketch of the return of Chryseis ap-
pears not to have been based on any specific sketch by John Flax-
man to the liad, it may be said to have borrowed from the depiction
of a bull being led to sacrificial slaughter by a priest in “Nestor’s
Sacrifice”, the 6" of Flaxman’s illustrations to the Odyssey, 10 sug-
gest that such an animal might have been sacrificed by Chryseis’
father to give thanks for her return.”
By contrast to Ramberg’s deliberately set up “serious” scene, the
comic version of the sketch in Ramberg’s 8" scene not only shows
Chryseis’ father eating his way through a plate of oysters that might
otherwise — by analogy to the “‘serious” scene — have been sacrificed
to the gods,” but also depicts the temple of which he is priest as
having been decorated with mock-heraldic representations of a roast
chicken, two crossed bottles and a crossed over, modern-day cutlery
set of knife, fork and spoon reminiscent of James Gillray’s use of a

Southwark Fair of c.1733.

Book 5, stanza 4, as noted
mann (1807-
Gesammelte

H See also the figure of Chryseis in Hogarth’s
This a modern touch also found in Blumauer
by Robertson, op. cit., p. 273 and illustrated by Theodor Hose
75); see Virgils Aeneis, travestirt, in Aloys Blumauer's
mn?«%mz. Stuttgart 1862, Part I; opposite p. 79.

See the Compositions of John Flaxman: being designs in illustration of
“n_m Odyssey of Homer, London 1805, Plate 6.

Blumauer’s exaggeration of the meals eaten by Virgil’s characters may

also be recalled by this sketch.

29
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d fork as a mock emblem in his caricaty,
glutton (A Voluptuary under the Io:onm 3,__#,
2. the same year in which he haq 'S of py;.
e

Parodigy;

crossed knife an
..o of Wales as
gestion”) of 2 L:__v\n_ 79

Tohn Bull feasting-
.qnwmacaqm,m sketches of 1827/28 have been seen to have

cally transformed the heroic EFS..IQ:Q. M:Sma”m: muumﬂ
wserious” contrast {0 a comic sketch that will turn out to be 4 o__ﬂ._m
fully constructed basis .m: the latter, m:a,ﬁ_a: INto outright ¢ Care.
in the following «comic™ sketch. Here incongruous .Eﬁmwo.ﬁ&,
with a variety of modern-day figures and parodic details in Snm___o:
ner of satirists such as Hogarth and Gillray as well as Chodg Man.
and Blumauer create and add to the humour.”™ Wiecki
In later years works such as Honoré Daumier’s Histoire gpe;

series of 1842-43 will also parody the ancients, as well as Bc&ma%
cal depictions of them in the Louvre by J.-L. David and ¢ H___Mmm.

1

nm:.nm:..

classi

77 This reference might suggest criticism by Ramberg of his Hanoverj

patrons in this period. Forster-Hahn speaks of the difficulties Ramberg MMM

in being published in the highly censored Vormdrz. Ramberg as court

painter had, however, also helped to produce an allegory of George IV as

patron of the arts after his succession in 1820; see von Rohr op. cit., p. 49,
The “picture novels” (histoires en estampes) of Rodolphe Tépffer (1799-

1846). such as his Histoire de M. Vieux Bois of 1827 (published 1837) and

Le Docteur Festus, drawn c. 1829, are credited with beginning the devel-
m_ua.na of the modern “comic strip”; see Gombrich op. ci., pp. 284-88.and
Emﬂ_a Kunzle, Father of the Comic Strip: Rodolphe Topffer, Jackson,
b “ﬂmmuoou. ,}_Sccm: not associated with the comic strip form as such,
mm_:n owﬂ::% ..m.sa xmaamam.,m names can be added to the pioneers of this
i £ mm_m.o:__n:.. series of comic and satiric sketches and etchings.
Ramber ﬂmﬂm ?m_H_Eﬂacoa of works by other authors, original works by
E.mﬁsm 4 m:a _:anm his Leben Strunk’s des Emporkémmlings (The Life
Narrative ,a:v.wmaw% ﬂw, .,_ e mmnm.m_mo Kunzle, The Early Comic Strip:
1450 10 1825, mn}n_% qm:@ stories in the European broadsheet from :
as others in th p it Y, LOS >Bmﬂ_mmu H\O_.__&Oﬂ 1973, 04-4 agk
¢ spirit of Hogarth’s m, ; » .
and pp, 172f£), Kunzle 200 s moral tales (see von R¢
Topffer’s stories as epics mzm. p. _m.m quotes Fr. V. o
.H.__n_._._ as typical of the Ew K we might also descr
S o 1028 o e SCE AISORKIZES
rawing for his Life ¢ /S - On parody in Tépffer
work of a fietj frunk also contains an iron
Ictional portrajt sttt n w:.ﬁ. an ironic rep:
named “Sir Albert Da

L

Rose: Pictorial Irony, Parody, and Pastiche

into what may be interpreted as incongruously
or by comically exaggerating their faults.”
Pénélope (Ulysses and Penelope) of 26 June
cts Ulysses returned to his wife, asleep in his
nightcap snoring, as she (naturally still wide awake) looks lovingly
down at him.*® As in Chodowiecki’s 1790 engraving for Blumauer’s
Aeneid travesty of Zeus with Venus we find the traditional accou-
s of the ancient hero (the sword and shield symbolically
hanging at rest above the bed), while the hero is shown by contrast
(like Chodowiecki’s and Ramberg’s Zeus and Ramberg’s Chryses)

in a modern-day nightcap.

by placing Hr.o_:.
modern-day situations,
paumier’s Ulysse él
1842, for example, depi

trement

20. Honoré Daumier,
Histoire ancienne,
26 June 1842.

[n Daumier’s Ulysse et Pénélope of 1842 we have a pictorial coun-
terpart to the mock-heroic literary parody, In which the ancient he-
roes are mocked as dullards or cowards. At the same time this is also
used as a satire against the many neo-classical imitators of the an-
cient epic who had taken it more seriously and overused its heroes.

Hero or dullard, ancient or modern, the ambiguity of such ironi-
cally juxtaposed images generally adds to the complexity as well as
to the humour of the works in which they are to be found.

" See also Forster-Hahn op. cit., pp. 141{f. and Collenberg-Plotnikov op.
cit., p. 141 on Daumier’s parodies of ancient heroes. These parodies follow
Daumier’s two Salon parodies of 1840 (see our ills. 42 and 44). Several
Daumicr’s Histoire ancienne sketches parody neo-classica ai
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Rose: pictorial Jrony, PParody, ana r-astiche

¢ of Daumier’s use of anachronisp, (
Seg

ampl
¢ one other ex 8 : :
W n_:a_ shown the hero Achilles smoking (as had the ancjep, U
21) 15 caricatures): while Patroclus polishes his m::oroag_
ur F”...
a

pic hero fighting again. Ill. 22 p 3¢
f Helen” of 22 June 1842, not only wrmsmmmsmamm_
abducto but also shows the latter cmm:m carried off. _w_o__._,_m

former as s Eos or Aurora had carried away youn Yithe
St o . Greek vase decorations with rather more ommom Men

in Ramberg
vain attempt t0
“The >cacn:c.= 0

get the €

21. Honore
Daumier, Histoire
ancienne; 1 March
1842.

22. Honoré
Daumier, Histoire
ancienne; 22

June 1842.

[1I. 23, Daumier’s January 1842 caricature of Sappho being push
over a cliff by a cupid after the depiction of the suicide of the poet-
ess Sappho at Leucate by A.-J. Gros (I 771-1835), plays on the sug-
gestion that her suicide was done out of unrequited love. Further
parodies of neo-classical works include his 30 November 1842 par .
ody of the depiction of Alexander the Great handing Omawmm%_
Apelles of 1822 by Charles Meynier (1768-1832)," in which'
,w_mm% Apelles with spectacles receives a hesitant Campaspe fron
“ummnwﬂw%__mwﬁ%q as his model to paint, and his Pygmalion of 2 _
As in later cari inti .
e B e o s el
comic anachronisms are to be found Juap e
e bl nd together with ironic reflections
many of these works by Daumier.

&1
See Wettstrei =
ed. mwwn:m”awﬂmwﬂwﬂﬁm Malerei und Skulptur von Diirer bis Daunt
p. 2271 urt Wettengl, Miinchen & K No
Humorous moderni e i
g5 ! ernisation, b
his illustrations to the anﬁ%%mﬁ:ﬂﬂ%% -
0

1852 and ¢
0] ;
cigry 0 Jules Hetwel's Odyssée de Parg

Parody, and Pastiche

Rose: muﬁ.ﬁ.k.a...i_,_ [rony,

23, Honoré
Daumier,
Histoire an-
cienne, 4 Ja-
nuary 1842.
24. A.-J.
Gros, Sapho a
Leucate,
c.1801.

D 2ok
his Histoire ancienne on 5 January 1843 Dau-
ironically meta-reflective joke (see our ill.

erworld laughing over a

Minos of the Und
n which the preceding caricatures of the an-

conclusion of
mier signs off with an
26), by showing w::m.
copy of the ﬁkﬁlcﬁﬂ%
cients have appeared.
3y

At the

25 & 26. Ho-
b noré Dau-
mier, Histoire
ancienne;
“Apelles”,

30 November
1842 and
“Minos”,

5 January
1843

One other 19" Century instance of what might be called visual
s Die trauernden Lohgerber ot

mock-heroic in a more general sense 1
«orrowing Tanners” of 1832 by Adolph Schroedter Cmcm-_mq&.ﬁ

art recalls Cervantes’ meta-fictional repre-
haracters in its

owwﬁbea@aﬁeﬁmmmn
volume 11. Doctor Syntax in Paris, or, 4 tour in search of the Grotesqu
London 1820 contains parodic references to the ancient epi @mww
ironic image by Charles Williams (1797-1830) of Dt ! npa
laughing over his illustrated adventure

83 . . .
This example of ironic meta-
sentation of the readers of volume I
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Hore gestures of melancholy as found in the Works

the U:zma:_ﬁ.i.>2_p_r_:é, ~.E__ by Peter von ﬁoz_o::m om:;g_
and then Wilhelm von Schadow (1788-1856) 4 : A.33.5 o
: oio 0 odernisation of _::,: context and o:m_.moﬁaa_gzmaa _53__
such gestures arc many and ,.w.n_:.:‘cz_c_.,m parody cap 1. mmeEm i
e gestires of both Carl Friedrich ,romﬂa:m.m Trayey to feg

rowing Royal Couple) of 1830 (after (, Ndeg Q&w__

Uhland’s poem “Das Schlof3 am Meere™ of 1805, o:mw%oﬁ _..zqi_._
royal couple’s daughter), and ~._“,_‘,:.::.a. Bendemann’s P.M. losg .om_a_w_,”
Juden im Exil (Sorrowing Jews in Exile) of 1831/32 ﬁe.azmgﬁ
137, “By the waters of Babylon we sat down and wep¢» after Psaly,

spaar (S0r

27. Adolph Schroedter, Die trauernden Lohgerber, 1832. 28. C. F. Lessi _,u
Trauerndes Konigspaar, 1830. 2

e = "

furt am Main. Schroedter himself is said to have completed a work 0
wm_:_m:wﬁwam_ nature in 1831 with his Sterbender Abt or Dying Abbott
me% WMHmEMm %_mw.‘%o: &mw bildenden Kiinstler von der Antike bis zilt
[ wc:mr. Thieme and Felix Becker e, al., 37 vols. Lelpfs
Heih e rrde laaoape: 29001 I JE A married Alwine
was to ,_uono:_w wm 5 married C.F. Lessing in 1841. Later Schrocdie
mentary represe ﬁoés mx. his satirical caricatures of the fictional pat :
e i ntative “Herr Piepmeyer” in his and Johann U.n.na_a_
Schroedter: Mﬁzaammz des Herrn Piepmeyer of 1 . {do
I Humor und Poesie im Biedermeier, o& ik

mVx_{.mN wmﬂw_ﬂﬁ f___‘ .

85 ith Bettina B : 2

S : aumgartel, ;

Y ee C.F. anm_am. Trauern &QW X mﬁmﬁ_maw-n 200
anvas, 206 x 189 cm,

M”_ wozaoams_: (1811-
; Canvas, 183 x 280 cm, Wallraf-

Richartz Museum

p R

Rose: Pictorial frony, Parody, and Pastiche

arodic caricature of Lessing’s Trauerndes

A satiric as well as p |
Konigspaar by Wilhelm Scholz (1824-1893) entitled Das trauernde
. einem nachgedunkelten Bilde (The Sorrowing

Malerpaar Vor
painter Couple before a da

Berliner Kunstausstellung im

rkened painting), in Ernst Kossak, Die
Jahre 1846, Berlin 1846,* will later

ironically bring together Ro%mrwm &mn:wmmwa of Ermﬁ.:ma Professor
Wilhelm Krause’s recommendations to artists regarding Ew use of
colour in his tract Die Malertechnik of 1846 will lead to their paint-
gs turning black with Kossak’s criticism of the “sorrowing”

in = : >
Diisseldorf painters’ inability to find new subjects.”’.

29, Wilhelm Scholz, Das trauvern-
de Malerpaar vor einem nachge-
dunkelten Bilde (The Sorrowing
painter Couple before a painting
turned dark), 1846, in Ernst Kos-
sak, Die Berliner Kunstausstel-
lung im Jahre 1846, Berlin 1846,

between pp. 38 and 39.

While Lessing’s painting of 1830 after Uhland’s poem had shown
the isolated sorrowing royal couple and Bendemann’s work of
1831/32 a group of sorrowing, chained exiles by the waters of
Babylon as described in Psalm 137, Schroedter’s 1832 work had
depicted the more mundane contemporary scene of tanners losing
hides in the stream in which the skins are being washed.® There, in

% See also Michael Bringmann, “Tod und Verkldrung. Zum Dilemma rea-

listischer Historienmalerei am Beispiel von Pilotys »Seni vor der Leiche
Wallensteins«”, in E. Mai (ed.), Historienmalerei in Europa. Paradigmen
in Form, Funktion und Ideologie, Mainz 1990, pp- 229-251; p. 238f.

¥ See Kossak op. cit., pp. 34ff. on Krause and p. 39 on the re titions of

._,mwu.oscmm nd heads of Christ by D eldorf artists. Scholz s two pain
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Parody, and Pastiche

Rose: Pictorial [rony,
what is a

comic modern genre scene rather thap, , g 5
: 1€ higg s
parrative, of the |, wgaé

as well as one produced via the parody
the tanners’ exaggerated gestures of despair contrag g - =9._§F._
the earlier examples of ....?m:ﬁ or sadness they irop ically Mm:w_s ]
The framing, composition, and gestures of wm:am:_mz:.m w_co_ﬁw g
de Juden of 1831/32 themselves recall the Casq wnwgo&wﬁﬁ_
Die sieben mageren Jahre (The Seven Lean Years) by Eo%_ m.
artist Friedrich Overbeck (1789-1869) of circq 1817/18.% e
beck’s fresco, in which a ravenous wolf is seen Waiting 8.». Ovey
the starving, was also to be parodically reworked by W Cast

sie

. ilhe] \
Kaulbach (1805-1874), together with Bendemann’s work, __.zaw_wﬁ.
trations to J.W. von Goethe’s Reineke Fuchs of 1794 ?Emma&__f_,_

Munich in 1846. In Goethe’s version of the late ]5th century ._
5 : . s - s Ller.
epos (animal epic) the fox Reineke’s ambition to become head
the animal kingdom and to depose his rivals for that POSt is ra.
worked against the background of the Terror following the French
Revolution of 1789.”" In Kaulbach’s illustration of 1846 the ¢ :
tures tricked by the fox (including the wolf and his family) are

picted like the figures in Bendemann’s Trauernde Juden in cl <
and as if in physical agony. The reason for this, however, is that the
have lost some of their fur to the fox Reineke, who has preten
with hypocritical piety to need it for a pilgrimage.”” This /
the depictions of sorrowing by the Nazarene painters and their fol-
lowers™ not only makes ironic new use of their work, but is
used to reflect critically on the supposed piety of the anti-hero Re
neke who has caused the scene. _

part of J.W. von Goethe’s

: th

. 32. Wilhelm von Kaulbach, illustration to the 6
“Don Quixote Reading” of 1834; see also Bettina Baumgirtel in 44 Reineke Fuchs of 1794, Miinchen 1846, p. 98.
%nmwom&mﬁ Humor und Poesie im Biedermeier, p. 48.
¥ See Rose 2006, p. 89 for further examples of such gestures. 3

See the Casa Bartholdy frescoes in the Alte Nationalgalerie, Berlin.
cngraved image of Overbeck’s The Seven Lean Years of c. 1817/1 Il
included in the plates for Count Athanasius Rac . 3 a variety of purposes. The latter
moderne en h%mﬂn%am. Paris 1836-4] 35 RS, Y st

As in ancient epic parodies such as the “Battle of the Frogs mbm
Mice”, high art is juxtaposed with a lower mnr.__.nmm annm, with comi
effect in Kaulbach’s illustrations to Goethe's Rei o5y
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rext™ as well as of Kaulbach’s own artistic, parodic
aims.” With regard to Kaulbach’s parodic evocation of an
these are made by various means. Where the span mﬁ-:m&
Bendemann’s Trauernde Juden had echoed the mqn::aﬁa
termined shape of Overbeck’s fresco, it is only Mﬁv:mac
bach'’s ironic parody. Although the frames of both Bendeman.»
Overbeck’s works might be said to be suggested by Eam:: S anq
Kaulbach’s composition, the frame itself is absent, mak; shape of
bach’s work an independent composition, with its vm_.o&aMm Kay].
implied rather than explicitly referred to as earlier images, %’ aﬂo.ﬁ_n_m
frame may be made implicit rather than explicit in i . hile 5
another picture, and in that role itself imply the work wmqowmo%mwm_w ;
> the

. |I|III.I.II.|.|.I.|-I
peaurouge, Wandel und Konstanz in der Bedeutung entlehnter i
Olive,

Wiesbaden 1974, p. 45 as well as Collenberg-Plotnikov op. cir,, p. 14
Rose 2006, p. 91f.; and see on Genelli, Hans Ebert, mzcza%n\wﬁ G ° oy
Leben und Werk, Weimar 1971 and Hanns Michael Crass moancgm_s.
Genelli als Illustrator, Bonn 1981. (Genelli’s Odysseus bei .mmzm.‘a_uwﬂm.. ..._n
MMM__JW&_M:M_& m.sﬂ .._...hmonsa.m bmmﬁ.o\ Socrates of 1787.) .
oethe had criticised the overuse of parody in his Zum K
ripides of 1823/26 and in a letter to Zelter .ww; 26 June _mmwwmﬂh“ﬂw_m_ﬂ
E«n...n that he was a “deadly enemy of all parody and :m<mwQ: but had
wa_mon_ the humour of the tale of the fox Reineke and his fellow m:.wam_m.
See m._mc on Kaulbach’s illustrations, Alfred Czech, Reineke-Fuchs-
m.*_m.q%%mﬂq im 19. Jahrhundert, Miinchen 1993, p. 60 and n. 139, p. I59.
no:o“_“__wmwwﬂﬂn_h: On_._E_Q. Bm:.n.: may m_w@ be said to have encouraged
b UM:H Mx% n__ov: m%h:nkw.wno E.n literature given in note 437.
et o e 'y e Rhetoric of the Frame. Essays on the
i o work, OmE_u.zamm 1996 and Jacques Derrida, The
nington and lan ,ﬂ\_ﬁ _..n verite en peinture, Paris 1978), trans. Geoff Ben-
Soihite, The s %Mcﬂ. Chicago and London 1987 as well as Victor L
painting (L ‘instayrati ware Image. An insight into early modern meld:
ernes, Paris 1993 ﬂvnwz%. % SE@F ﬁm.ﬁhm__.:..z...m a I'aube des temps mod-
Anne Marie Glashoen wum_n.,_.sz_u :“_m thesis for the Sorbonne of 1989]), trans.
rounds of a work, m:m Wern . w.w vl e L ol e
Borders in Literature ang &M.. - and Walter Bernhart (eds), Framing
woo%n:anm — as, for instance M..” MM%&E_ >E.£w_dm_.= ond New York 200
/ = the representation E_.ME h vatore Fiume’s Adunata nell‘atelier &.
Mﬂ_mam an older art work ma =_H ® canvas of a canvas of the artist WIe
%MM”Q. the way in which E%MM‘ Mw?n. to reframe that work. (S¢¢; .mo_.
me’s easel and jts canvas j m.\wq. 1s reframed by the Rﬁamn:.n:%
:ocZ:.w_.VEo_ﬂo<mum8mﬁ.uio_.wmw_mc

d Sati,
er af‘quw
m._. mn.:m of
ﬂm—__.w« am..
' Kayl,

Rose: Pilclorigl irory, & GELaay, =0 o =

ame representative of a certain genre that was not
ed to a target can add another dimension to that
or foreground an element in it for satire.”
Schroedter has also been seen by E.Em.ﬁ Emn:wn to amﬁ. parodied
yet another more serious work ow. his time in his depiction of Don
Quijote unter den Hirten (Don O:_.xcﬁ amongst the Goatherds) of c.
1843, in which a fiddler dressed in .momax_:w 38«.3 seen to have

. od Apollo with lyre as depicted in Gottlieb

addition of a fr
ozmm:m__m attach
piece for ﬁmqon_w.

taken the place of the g

Schick’s Apoll unter den Hirten (Apollo amongst the mrnﬁ_._ma& of

1806-1808."" Schroedter’s work may further be described as an
wing that reflects Cervantes’ own use

partially hidden borro
well as his depiction of his hero and his

ironic,
» _if also poetically imagined — world."”!

of irony and parody as
imaginings in his “actua

nd his Weekendfilm series of 1972-73
f the frame to reflect the filmic origins of the hero; see the
Pierre van Soest. Altijd de hand die beweegt, ed. Rick
an Soest, Biclefeld & Leipzig 2009, pp. 74ff.
discussion of ill. 42 by Daumier.

100 gee Gottlieb Schick, Apoll unter den Hirten, 1806-1808, Oil on canvas,
178.5 x 232 cm, Staatsgalerie Stuttgart (engraved for Raczynski, op. cit.,
vol. II, 1840, Plate XIII), and see the discussion by Ludger Fischer of the
engraving of Adolf Schroedter’s Don Quijote unter den Hirten of 1843 by

Jean Pierre Marie Jazet (1788-1871) of 1845-46 in the volume Nieten-
GabenKunst of the Kélnischer Kunstverein. Einhundertfiinfzig Jahre
Kunstvermittlung, ed. Peter Gerlach and Winfried Dérstel, Koln 1989, No.
7, pp. 31-33. Fischer, p. 32 also refers to Richard Muther’s 1893 suggestion
that Schroedter’s depictions of Don Quixote parody the knights of
Hermann Anton Stilke (1803-1860) and others. (See Muther, The History
of Modern Painting, New York & London 1907, 4 vols.; vol. 11, p. 161.)

' Schroedter had depicted Don Quixote as a reader of the knightly ro-
mances in 1834 and in 1843-44 published six illustrations to Cervantes’
Don Quixote based on his paintings of the adventures of Don Quixote. The
six illustrations engraved in 1843 were: 1. Der lesende Don Quixote. 2. Die
Waffenwacht. 3. Der Kampf mit den Windmiihlen. 4. Der Kampf mit dem
Biscayer. 5. Rast bei den Ziegenhirten. 6. Abenteuer mit der asturischen
Magd. See Adolph Schroedter: Humor und Poesie im Biedermeier, op. cit.,
pp. 84ff. and see also Eva Bilttner, Zur humoristischen Graphik der Diis-
seldorfer Malerschule; die Verdffentlichungen von 1830-1850, Phil. Diss.

Erlangen 1981, pp. 128ff. and H.S. Ashbee, An Iconography of Don Qui-

xote. 1605-1895, London 1895, p. 105, Article 249. Ashbee, p. 110, Article
263 also refers to the use of Schroedter’s works for The Wonderful Adven-

involve such meta-artistic Images a

uses images 0
exhibition catalogue
Vercauteren and Onno v
9 gee also the following

39
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Rose: Pictol

33. Gottlieb Schick
Apoll  untey a__mz.
Hirten, 1806-1808

34. 1845-46 etching of
Adolph Schroedter’s
Don Quijote unter dep
Hirten of 1843 by Jean
Pierre Marie Jazet
(Paris 1788-1871), c.
1845-46.

In Schroedter’s Don Quijote unter den Hirten of 1843 Apollo (as
also imagined by Don Quixote in Book I, 2 as being invoked by the
nm:,._ who will retell his adventures) is replaced by the village m&_ﬁ.“m
listened to by Don Quixote in Cervantes’ Book I, 11, as here withan

inebriated Sancho Panza in the background.

s O o e

el L UL

MMM_M of pwonanga and ,waxﬁs Panza “adapted for youthful readers” by
S wamwnmuwmma mog Gilbert of ¢.1872. Other works on Don Qui-
o Qa@.a%.wﬁh__“onaﬁn include his Don Quijote am Brunner
G Wmam;a%?ﬂuznw (1836) and Leopold Robert-like Don
e tir Dulcinea von Toboso (1855 & 1858), as il- =
L %. M %ﬁem_&sq Humor und Poesie im Biedermeier, p. 86t
e g s epiction of Don Quixote searching for his walled-up
Eax&?mm: > ated by Johannes Hartau in his Don Quijote in der Kunst. :
Cofaeiie TWH_HH wﬁaﬁuﬁmﬁu Berlin 1987, p. 166. (Hartau, p. 155 als
: on Uechtritz [1 37 : BT arla
S Uit 140 5 et el
pies of the “Ritterromantik” [chi ML

[chivalric romanticis;

“f __;_ﬁ b.....:.m.__. o AL L LS A B R et et
(s e

use b i urite

PlotoriaiutOily SEE T =it

Rose:

L.LW%H h wnrqrmnﬂuﬁ. Der Kampf .
NM Emnrw_m:mm“ou The Fall of Phaeton, drawing o
parody can be found in yet more of Schroedter’s illustrations to
piction of the «Battle with the Wind-

Cervantes, as in his unusual de \
mills” of c. 1843 after Part I, Chapter 8 of Cervantes’ Don Quixote.
Rosinante falls in a similar

Don Quixote’s already comic horse
se in Michelangelo’s The Fall of

mit den Windmiihlen, engraved c. 1843.

fe. 1533

Here

manner to the central lower hor

Phaeton of ¢. 1533, although with stirrups and with shoes. Beside it
laces Phaeton’s three weeping sisters as

a wailing Sancho Pansa rep
the tragedy turns (like the knight on the windmill) into an “upside-

down” farce. Schroedter shows Don Quixote falling in 2 comically
more ungainly manner than that of Michelangelo’s Phaeton when
the latter falls from the stolen chariot of the sun god Phoebus, but
also depicts the Don doing so while riding the windmill as does the
figure of Jupiter his eagle at the head of Michelangelo’s drawing.
(The latter was etched in the 16" Century by Nicolas Béatrizet
amongst others.'”) In Michelangelo’s work Jupiter is represented as
causing Phaeton’s fall. Schroedter’s Don Quixote, by contrast, can

192 Goo ourill. 165. Wilhelm von Shadow, in Der moderne Vasari. Erinne-

runsen.ays dem Kiinstlerleben. Novelle, Berlin 1854, p. 235, had cri ICISt

Vasari’s praise for Michelangelo, but the work was also put to.
oW’ (] i £ .4.. 1T !
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Rose: Pictorial Irony, rarody, and i-astiche

e seen as &::Eo:n. but also parodic, union of
so that Don Quixote is shown to be the cayge
together with .:8 Romances that have g
to be an artist whose parody, like ﬂm_._.”
m older art into new.

The parody of the melancholic gesture found in Schroedter:
piction of the sorrowing tanners can also be found in his ..anm )
xote Reading” of 1834. where the gesture can refer both to the _uos.
s “the knight of the sorrowing figure” and to the Cervanteay ero
mour in Schroedter’s parodic, and innovative, genre work of _mmm: ¥

Yet more parody of sentimentality can be found in Johann pe
Hasenclever’'s Die Sentimentale (The Sentimental One) of :Man
Here a young weeping woman gazes al the moon in the manner ;
the “Riickenfiguren” (figures scen from behind) of Caspar Um,.‘mm
Friedrich (1774-1840) and Georg Friedrich Kersting :qmm-_mﬁw
d, like Don Quixote, by Romantic works of fiction v.

of _._mw
ed ?w
m-.:nm_

ironically b
and Phaeton,
own misadventures,

mind, and Schroedter
of the Romances; can tu

while surrounde

37. Adolph
Schroedter, Der
lesende Don
Quijote (1834);
engraved 1843.
38. J.P. Hasen-
clever, Die Sen-
timentale, 1846.

.w%nﬁ“ﬂ_%_wﬂ :ﬁmw Children) of 1833 and Bendemann’s Trauernd:
1846 can ‘&mov_,um E.pm :mmmsn_mﬁmm sentimental young woman f
s said to be reminiscent of the figure to the right of
ing’s “Riickenfi s figures, if seen — like Friedrich’s or Kerst=

iguren” — as a figure viewed from behind.'® .

i e
See iné
Knut Soiné, Johann Peter Hasenclever. Ein )

s Frau am Fengte,

42

pictorial Irony, Parody, and Pastiche

Rose:
k's Die Berliner K unstaustellung im Jahre 1846
Hasenclever
ein (Moonshine) to 1€
dscapes in the exhibition.

's Die Sentimentale into a caricature

follow the criticisms made by
105

In Ernst Kossa
gcholz translates
n:::nﬁ_ b?:%g
Rommmx of certain lan

39, wilhelm Scholz,
M_ka::_,,.q__.aﬁ..__r in Ernst
Kossak, Die Berliner
H:z.rﬁ:.:«%&m im
Jahre 1846 (The Ber-
Jin Art Exhibition of
1846), ill- Wilhelm
Scholz, Berlin 1846,
between Pp- 84 & 85.

young woman is shown gazing not at the moon
her exhibited pictures of the moon, as well as
“Glatze” or bald head.'”

Here Hasenclever’s
itself, but at several ot
at a portrait of a man with a moon-like

In addition to referring parodistically to characteristics of both
sentimental and Romantic paintings of the time (the moon and the
window allude to frequently used Romantic images of Hommmnm_odu

e, London 1990, ill. 76, and pp-
Meer of c. 1821/22 (see also

ing at the moon.

David Friedrich and the subject of landscap
85 and 178ff. Friedrich’s Mondaufgang am

__mmom_.:ﬂ 1990, p. 207) shows two women gaz
Kossak criticises Hasenclever in addition to many other of the exhibited

painters, but praises C.W. Hilbner; see Kossak op. cit., p- 56f. and Lilian
Landes, Carl Wilhelm Hiibner (1814-1879). Genre und Zeitgeschiche im
mﬁcmzankmz w,awﬁmﬁ, Miinchen & Berlin 2008, p. 382. s e
7 A portrait of a younger man hangs next to Hasenclever’s wi
"o.mnm J.P. Hasenclever, Die Sentimentale, 18
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o paody. and Pastiche
Rose: pictorial Irony. Parod) y

If appears to have reworkeq

ainting 1ts€ ! ! ol
: and to signal its satire,'% ar.

. s fronic
asenclever > 7
_‘“Eqmm by Daumier 1o both add to
C . b

LES BAS-BLEUS; No. 8, “O lune! ... inspire-mojl
of 28 February 1844. 41. Honoré Daumier, hm_.m._
ari of 15 April 1844.

40. Honoré Daumicr,
_» from Le Charivari :
BAS-BLEUS, No. 23 from Le Chari

nterly, and partially concealed, “remedialisations” of carj-
not only to be found in works by other 19" Century art-
e to be aesthetically justified by at least some philoso-
on caricature of the time.'” Daumier, moreover,
had himself brought high art into caricature by parodying both E.n._”_
visitors to the Salon exhibitions and the type of works shown

10 One sketch, which was ironically framed like an altar pic-

there.
wre and entitled “Salon de 1840 — Ascension de Jésus Christ,

Such pai
cature arc
ists, but wer
phical comments

“Feuerwerk” of 1840 (Cat. No. 65), in which a woman is shown _nmn_.uw 3
out of the window of an inn gazing up at a sky lit by fireworks. e
mumm_._.__ﬂ.m “blue stocking” of 15 April 1844 is an authoress of a “som-
bre” volume about her soul, who has had herself portrayed while writing &
v% now m;& that her artistically beautified nose does not look sufficient
s aﬁ& or distressed (“affligé”). To this the man beside her remarks in
Hw_mm. :____.& s a'ocz.a meaning that it is not only that which is
bnhmmwﬁ _Wz est qu mﬂ_mﬁ:w.v. See also Anette Wohlgemuth, Hon
am Main ﬂ@omﬁﬂ mm._ Spiegel der Karikatur von 1830 bis 1870, Frank
5 Sex the 41 - 0d Rose 2006, pp. S0(F on this biotee

Konigsberg 1853, by Kan Haplichen (The Aesthe

both i - by Karl Rosenkranz (1805-1879

asenclever and Tépffer are praj )5-187 M 3

power 0 imaginatj praised, and carica
i ginatively transfi Al
See also Ec:_mna_ﬂ__ nsiom theugly. g
op. cit., p. 248f. on gnm.o(:.o .

AA g I8

T

Rose: Pictorial frorny, Parody, and Pastiche

Tableau original de M. Brrdhkmann™ was published in

dlapres le S of 26 April 1840 and in Le Charivari of 1 April

poth La Ca
1841.

Daumier Salon de

42. Honoré . \
1840 — Ascension de Jésus

Christ, d apreés le w.a&ﬂmﬁ.._ ori-
ginal de M. Brrdhkmann, 1n La
( 26 April 1840 and

Caricature, .
hm Charivari, | April 1841.

R T

In the Le Charivari (significantly enough) of April the first 1841
“the sublime M. Brrdhkmann™ is ironically described as the “be-
loved disciple of Overbeck” and as “the celebrated founder of the
school of Saxe-Hildburghausen™. Although not clearly based on any
one painting listed in the Salon catalogue for 1840, nor numbered in
the manner of later Salon caricatures (such as those by Bertall,
Cham, and Gill), Daumier’s caricature may allude to an engraving
by Lucien Butavand after an Ascension of Christ (Himmelfahrt
Christi) by Overbeck that had been reproduced in the Heures Nou-
velles of the Abbé Dassance in Paris in 1839 and was to be exhibited
in the Salon of 1841 in the section Gravures as engraving No. 2163,

L’ascension du Christ; d’aprés F. Overbeck, as well as to various

os exhibited in the Salon and illustrated else-

other religious painting
where.'"! Butavand had already exhibited engraving No. 1781, Le

Christ devant Caiphe, d’aprés F. Overbeck in the Salon of 1840.

11 . v - : o
See the illustration of Butavand’s engraving in Rose, “Der Kunstkritiker

als Flaneur, Heines Betrachtungen iiber die bildende Kunst in
Zu Heinrich Heines Spdtwerk Lutezia. Kunstcharakter
Kontext, ed. Amold Pistiak and Julia Rintz, Berlin 200

[}

Lutezia”, in
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Kose! [ICIoNidl 1rdily; il Gy, Wil FasTIcCh
. Sliche

Keller's engraving of Friedrich Overbeck’g
A

Joseph o biished y B
on) had also been published in 1839 ag an ; Ufers,
39 as an iljyg,,, < ng

(Resurrectl ;
::n \__...n.__k\‘__...___..‘ 2«»:11\.}\.1 of —._._ﬂ \..'—q—uﬁm —\._“._.r.w_“uﬂ_nﬁn and ﬂu—ﬂmm.
4 Enan

guch as the spears of the watching soldiers — ¢z
._:_x:_n:....ﬁ_ with the scene of the ascending ﬁ:n_.”»_umﬂ Wz:n P
cature of “Brrdhkmann 's” Ascension,'” aum
paumier's parody of the religious pictures of his tj A
itself ironically recalled in 1857 in a parody A“MHW:M_%._Q:
the Salon of 1857 by Charles Timbal (1821-1880 it No. 253¢.
E.&a,m Ja croix (the Virgin at the Foot of the O‘o.,.iw 2 Vierge o
Tournachon; 1820-1910), in which only the :_wm.“nmw Nadar (pg
Christ on the cross are o be seen.'"* -down feeq o¢

Wag ..

e ant ol
b

43, Nadar (Félix Tourna y
chon

Salon de 1857, Paris 1857 _W. Pl

2538 (Charles Timbal, La vicrge gt

&T‘nnﬁaﬁﬁ. & nahﬁm_.r._

=

1840 and 1841 was call 3
3 ed the Pélerinage de St ..
HM.&QN original mu.m Peérral Vilernomz m:ahmwomi.wm..rwﬂm .Mrﬂﬁwmm »
ppearing subject. The Salon of 1840 had nounmmu&%m depi ti

112

The spla
played toes of the ascending Christ in Daumier’s caricature

echo earlier depicti
I depictions of the Ascension as well as the blessing

Keller's eneravi

: graving of Q :

Charivari m of Overbeck’s R 7

o m” h.: of 1 April 1841 entitled 2 mﬁﬁmmq:ca..;n commentary

" The *pears as being enough to p e e
nosnuﬂ:g_b 5 3oy :

fear that Frepch artists .w.m D.S::Eu of ] A

W — gﬁa—ﬂ_ o E: s 3

Rose: Pictorial Irony, Parody, and Pastiche

of St Roch praying E_. Ecm_n suffering from the plague as well as an
>mm_._3c:o= of the Virgin by Jean-Louis Bézard (1799-1881). Dau-
mier’s caricature shows a barren ,mm:_momﬁm and wall with St Roch’s
small pundle of ﬁcmmn_m_wazm s.m_a. high on a stick behind it followed
by an emaciated dog. Umm.ﬁ.:m its religious subject-matter, but be-
cause of 1ts ironic juxtaposition of the legend of St. Roch with the
proad, low; and spare horizons of Dutch landscape, the work cari-
mier’s Pélerinage de St. Roch d’apreés le tableau

catured in Dau ...
original de pétral Vilernomz 13 ironically described in the commen-
tary given in Le Charivari of 7 April 1841 “as an unjustifiably re-

jected composition of the modern Dutch School”. It is then ironi-
_ in what can also be taken as a parody of a sympa-

cally praised
nrm:nmlaimiumm being of “‘a naive simplicity”.""®

e wun

44. Honoré Daumier,
Salon de 1841. (First
titled Salon de 1840.)
Pelerinage de St Roch
d'aprés le tableau
original de Pétral Vil-
ernomz, in Le Chari-
vari, 7 April 1841.

Here Daumier derives humour from contrasting the elaborate com-

u_ﬁ.h:% of the religious works of the Salon with the simplicity of the
caricature and of its depiction of the emptiness of the Dutch land-
scape. The differences between the works imitated and juxtaposed
(of sacred art and Dutch landscape art) are also ones that the spec-

..._..,.f..&...”.m b

T8 : _ _
* This image is echoed by Daumier in his Histoire

A 0
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ta aumi
ator of Daumier’s work
cwq.o% as a whole. The k.
P . . A Very nr, |
: _5.6:& picture and sp hin
¢ %:m_zm:_:m between ::M e
arious text a
§ val world
cally in I L
. _U.Mo_a .Em%:o_oé} Die Se Jm: _.o
. i) 2N
letters in the sentime N
ntal gipp’
1r]

scrib . .
ed as Interpictorially juxt

worlds, “iconotexts” 7 orlj
) I'literary
[Crary, or textual,
2

.ﬁmmﬁ-ﬁh Q. i
es jun
1774 in hi gen Werthe)
IS Die F ers (Sorrows
of the Y
ou

We eud, i
el ”w%:qd and %H_mwh e Helien
H auren’s Mimils m Hauff’s
nim k._n“O_:Q A‘H._ .—OuN. s mOBﬂ:Sm: M%-O_-W TQ—.DW rea
As suggesteq e 1¢ Man in the Moo VE_ girl) in his (Ha wﬁ& bt
reviously n) of 1826 ULE’s) De

:mmozohmcm—;m Di
ie Sentimentale can be

Sentime
ntal fj ral y
mnr " 1Z8ure O_QOW .
Chool™ 4 weli S and gest pictorial images — j )
Pictures Cll as the eqy; ures of the Dij S — Including the
i ter Romantic mo :mm__ﬁmo:a “Schadow
onshine and wi
ndow

mﬁmﬂ Um<. .
Id Friedrich and Georg Friedrich

117
Peler
; W
tion, agner
» O_._ﬁ_ £l WNQD?
sho don | ing [
. _s_._ Wit ow.m uses _ﬂ Conotexss- f
el ag g PiClorig) ¢ term mn.o__. rom Swift 1o th
Work (hey 10lext to deseri e French Revoli-
Ses of the Ptiong mMn_nomo:.vno. as HM__.GQ the pieces of text
t : ; X : :
:n_.:.. Soxowmc&a::wm (pare tual interpictures) as
on Sher, e, ext by M _.n.:mm“___,.mﬂ& - nmﬁmﬁ_.ﬁoz.m_
i Cin y un > Berj; Te erlich i
3 e oy it exes _ 7. and Alain
i _._M. ,o”,..,_._oﬂo _____W roa. so w:”“uﬂ._.,oo: text m_.hQ:Q\mH&.. Essays on
E.ml:.o:? dnalyg;q Omic fo ¢ wor .m:n_ i 6, p- u.mu refi g
icty : b d efer, ho
[ Cap —..._v mﬂ—dﬂﬂ. U DWWO_._H = _:H.Cwuo mz& to . ? «{
1an the; oing of . &X canp the internalisa-
Eﬁmwomn%ﬂ casily be used in
texts . :
& nipe _.M or images is
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s itself is reflected upon.

made between
general parod

inction might be
ween specific and
cific work, styl
ks of various styl
y of the type ass
e artistic proces

=
ents on general, meta-fictional parody.
ince suggested using

Here a dist
as well as bet
may target @ spe
get a group of wor
becoming general parod
artistic works in which th

119 gee also our previous comm
Simon Dentith’s Parody, London 2000, p- 193f. has s

Eo term general parody to describe the parody of “awh
discourse™. The example given of Byron’s «“Hail Muse!” might nonetheless
be described as a specifically mock-Homeric invocation. The parody ofa
mG_m may, morcover, rather be described as “style parody” of “form par-
A.u% : see also Andreas Bshn, Formzitat: Bestimmung ciner Textstrategie
ﬁ.a.: .mb::...:%.w.w\m?_ zwischen Intertextualitétsforschung und Gattungstheo-
rie, Berlin 2001. Parody is also classified in a variety of ways by Alfred
Licde in his entry on “Parodic” of 1966, in W. Kohlschmidt and W. Mohr
(cds.), Reallexikon der deutschen Literaturgeschichte, 2nd edn., vol. 3,

» ‘“critica

Berlin & New York, 1977 “artisti 1
] ’ , pp. 12-72 as “artistic’, I” and “agitatory”
(sec on this Rose 1976, pp. G4ff. and Verweyen and Witting, o

73f1.).

ole manner, style of

.Q.“. ﬁ..-m..ﬁow .. ﬂﬁ-
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Diagrams of parodic and meta-artistic pictyyes

[ Parodic 39.5.3‘/
Picture World 1 (PW1): i Picture World p)
The comic i (PW2)
refunctioning : ums& its Spectator
of Picture World 2 ¢ World (SW2)

|I.|||.Il|-|ll|-llll.-.._
Spectator World 1 (SW1)

—_—

Meta-artistic pictures o
Picture World 1
(PW1): ¢ Picture World 2
reflects on both AH..“H..%:%..,Nv
—Umn—.cn.ﬂ EO_._R N : nd its mmuwnnmnn.—- (.(-OH_Q w
(PW2) anditself i SW2)
as ﬂ..mnm._._hm T, P, ...

Spectator World 1 (SW1)

As in the earlier diagrams shown, these diagrams attempt to illus
trate the reception of the art work as well as its structure and the ar-
tistic intentions behind it.'* Here the sender of the overall image or
picture and the receiver of the picture are shown as separate, whilk
the two-way arrows indicate that both parodist and meta-artist wil

120 . )
_rmu. “oam_.m” n__mmam_..: is of a parody and the second of a meta-artistic Work
eral ty M M son,ﬂmmm:_m also a parody. As suggested earlier, parody of 8 §&"
o :__uzmmw_”nm hm wﬂmﬁnﬁ-w:_m:n‘ but the prime purpose of these diagrams

ifferen ) .
ated by the parody’s ce between parody and non-parodic meta-art &

comic refunctioning of another artistic work.

|

50 E—

Rose: Pictorial Irony, Parody, and Pastiche

n his or her self in the role of both receiver and interpreter
rks parodied as well as as the sender of the new work.'!

have S€¢€
of the wo

1.3. Meta-art

a-artistic work can both show how another art work has vnﬂ_
d make yet another artistic work from that demonstration.'*
e of the artist as spectator, or of another spectator, can
times also be found in the ironic and meta-artistic pictorial
moam_a This is similar to meta-fictional literary works in which a
Ewmn.q of the work is depicted, such as in Cervantes’ Don Quixote,
H__ma the character of Don O:ioﬂ is met in volume m.m by readers
of the accounts of the exploits published by Cervantes in c.oEEm ~
or in Max Beerbohm’s Enoch Soames, where the author himself is
present in the action in fictional form as both a qmm.nmq of Soames’
poetastic creations and as the author of the account given of them.
One function of metafiction is not only to show that (in the sense
of to describe or to assert something — as is the case with most “true
or false” statements), but also to show how the fictional or artistic
work and its depictions of truth, reality, or the imagined world are
constructed and received.'”* Such metafictional (and meta-artistic)
statements can also be put to use in showing how an illusion has
been made, and may, in this manner, serve to illustrate a distinction
between truth and illusion in the work in which they have been used.
Parody can be created in many different ways and for many differ-
ent purposes. The use made of literary parody by ancient authors

A met
made an
A figur

! The role of the spectator in both receiving the parody and in providing a
horizon of expecations for the parodist to comically subvert (as might also
be indicated by two-way arrows between PW1 and SW1) is discussed fur-
m.m_. in Chapters 2 and 3.

~ See also Rose 1979, pp. 79ff. and Rose 1993, p. 99 on Gilbert Ryle’s
mwm.m:n:c: between “showing how” and “showing that”.

~ See also Wolfgang Kemp Der Anteil des Betrachters, Miinchen 1983
and Kemp (ed.), Der Betrachter ist im Bild (1985), Berlin 1992 on the fig-
ure of the spectator in the art work.

~ As per note 122, see Rose 1979, pp. 79ff. and Rose 1993, p. 99 for fur-
ther discussion of this issue. (Both works distinguish between parody and
metafiction, but also investigate ways in which parody can be used for
metafictional purposes.)

51
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OIS a8, .

. as well as by more modern authors f
ywards, has shown it to have m_mo.: used in ancieng m_,o_: Cer.
1es to reflect in both metafictional and comj¢ wmmrﬁa__ﬁ
s and their publics, mﬂw&: as on the no_swo&”. 10n g,
rody work itself. ™ 100 gpg
rody the second picture world is reflecte
by the parodist, as well as recreated by them, in what is oftep o
ironic demonstration of how not to make a work of art, meom:
tional parodies such as Cervantes’ Don Quixote not only E:Sm?
some of these more general points, but also show how the umwﬁn_
may use them in different — and comic — ways to criticise mzma_a
function (in the sense of giving a new function to) lesg ma.
reflective works of fiction; to educate his or her own readers .o:_,.
greater awareness of both the possibilities and limitations of mﬁ.o 2
to create new works from old."*® Here metafiction is also ==ws___.__
stood as being more than self-reflection in that it re-presents Ma
author’s reflections on the nature of the fictional work within .m.__r_w
other fictional work.'”” This refunctioning and recreative element in
metafictional parody may also be said to be relevant to an under-
standing of the innovative character of meta-artistic parody in 5«._
visual arts, where the act of art-making — and even art history itself -
may become the subject of meta-artistic reflexivity as well as of new

art works.

such as Aristophanes

vantes Ol
modern tin
other author
audience of the pa

Ina meta-artistic pa :
c_uo.:.

and

135 See. for example, the scenes between Xanthias and Dionysus in Arist
mumm:mm, The Frogs, trans. David Barrett, op. cit., p. 167 and p. 156f.
See also our following chapters as well as Hartau 1987 on the changing
””gw_w”mmﬂwﬁ_um%:_xoa in art, from 18" century French and English wor K u.
A. Coypel and mg:é Germany. (Hartau discusses the French artists
Century, John <m.-.ﬁ—_. 7%8“8 and amongst the English artists of the
:mgzﬁorz Vander ank and William Hogarth, Francis Hayman,
7 g ortimer and Thomas Stothard.) ol
E&M.m%ﬂ Wemer Wolf’s introduction (pp. 1-
0_s.,n.,.h..% mamw nam.ﬁn.._.m Studies. Dedicated to W
Kt ngmnu“m:ﬁmamzn edited by Werner W
- u._ defines _SnsmoWMMMMMmmMJMmM‘ >_”=w§dw3
daccl ecial trans:
dental self-reference ancn&ucx._w St

Rose: Pictorial Irony, Parady, and Pastiche

's ironic, and satiric, game with perspective of

his Analysis of Beauty for a planned text-

book on _ucq%nn:c& the laws of perspective are depicted as laws of
artifice that must be nm.a?.:%._..o:oéma in order to avoid uninten-
ienel ﬁo_:nm._-x Here ironic juxtapositions, which aim to show
Iommlx.m reader how not to a_.mid. foreground laws that the artist
o normally attempt to conceal in the creation of the illusion of

real space and distance.

[n William u._omm.:x
c.1753 (from the time of

45, William Hogarth,
Frontispiece on per=
spective of ¢.1753. The
caption reads: “Who-
ever makes a Design
without the knowledge
of Perspective/Will be
liable to such Absurdi-
ties as are shown in
this Frontispiece.

echoed in a ﬁ.ﬁo&o. cari-
> depiction of Charles Martel

from the Salon of 1874 (No. 1526), as if Martel were “refusing to
ive by pruning a forest

Hogarth’s ironic game can also be mo::a
cature by Cham of Puvis de Chavannes

surrender himself to the rules of perspecti

three leagues away™.'”
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Rose: Pictorial Irony, Parody, and Pastiche

k!” (After the Pint!,/After Le [Bon] Bock!), in Le Sa-

46. Cham, “1526. p “pprés le Boc

uvis 4 i rire par Cham cm, :ﬁ.a the subject of Manet’s work is
Chavannes. Char|es Marte| ¢ lon pot king his way, with his back to us, towards an outdae,
fuse de se rendre aux loig qmﬂw. shown _qumamznn in consequence of his drink.
nﬁ%wnzé, €n taillant une woam n:c:n con R ﬁu
a 3 licues de a_.ﬂm:na:, 5 h~ SRS o
Salon pour rire par Qmasm : :

1874.

PUVIS DE CHAVANNTR,

el (as Sk 13 e e b %
A joke about proportion can also be found in Cham’s caricatyre o
Emmanuel Frémiet’s sculpture of Saint Joan of 1874. Here Chamyg

“The Revenge of Joan of Arc”, shows the horse to be mych

. : smalley :
than the saint. (The opening caricature ow m.m Salon pouy rire pap _ i A )
Cham of 1874 had shown the knight Dunois riding the rue de Rivol; 49. Cham, Manet. hm. _WH.M MMWM. 3 et
looking for Frémiet’s Joan to “pay homage to the nl:o::n,..v In Bock!”, Le Salon pou

caricature of Théobald Chartran’s Jeanne d’Arec, the Jokes are cop.
tinued, with an even larger St. Joan having eaten Frémiet’s horse,

———

i 3 not 1874. In the Sa-

*s Le Bon Bock had been shown in 187 : .
?_m:ﬂ _mm%M ?m_ﬂﬁ had shown No. 1260, Le chemin de fer (The Rail-
”.Mmﬁw In his caricature of it for Le Charivari of 15 May 1874 and

47 & 48 for Le Salon pour rire par n..w.uﬁ 1874 Q_m_...z mx.,.n.s% ﬂo&: m_”.M ”Mw
Caricatures of g to the railroad in Manet’s painting to look like prison bars,

Frémiet & m_nm._.wmﬁ_._m.m.. ﬂ.m.._sﬁ m._m and outs. y
Chartran from 1 . A

Le Salon pour

rire par

Cham, 1874,

DS Be 8T

T reviache de Jeweee dihre,

) from the Salon of 1873, for instance, several times. In
Charivari of 8 June 1873 itis caricatured as the portrait of an

“ashed down and out at an “Exposition des Réfusés”, who is being
shunned by both barmaid and waiter, ' In the ironic: .

R S

wanm"mo.»_u: Han:nmnam.._ d the Pai
London 1996, p. 110. e %ain.

54
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[y U R e

sted that the unfortunates (“ces malheureq,,
C§ _u

. it is also Suggee . X!
mnﬁz_sa_:m&%m painted 10 such a manner, had wante b
secl maz_ that the artist, predicting this, had set up barg ?%5

g

away,
grille”) to cu

The annual Salon exl
y and satire as We

¢ off their escape. ;
Jibitions had long provided subjects fo. bot

s for irony for the caricaturist, '3
umaa Il as Y 1St,

53. Honoré Daumier: “Charmg¢ )
voir exposé, l'original ici préseng ¢ 8
duit son épouse au salon, et [ EM,:...,.
devant son image, pour jouir du jy nn..ﬁ
ment de la foule [...]". mn..ﬁ..

[
The caption to this satire by Daumier on both the works and E._
audience of the Salon exhibitions of the early 1840s" describes the
subject of the portrait we see looking out at us as having Eo&@
brought his wife to see its exhibition and to have placed her before
his image (there are, moreover, now two of these for us to view) in
order to enjoy the judgement of the crowd. Ironically, the portrait
can be seen to be almost identical to the caricature of the subject that
we can see, if not quite as sharp. The comments that follow are less
than flattering, and include the suggestion that the portrait is of i
m_wa. When a mmnnSS_. with a catalogue announces that it is in fa
”__Mﬂﬁﬁ___“mh_mm.e __,”Q_Mm Nm “ﬁm%ﬂmm_nm broker” E.n reply .mwo:,_ another is

will not need to insure himself, and will

“not easily be snatched up”,'*

4
£
:

132

See
wnn_:_zmﬁm_.g_wm_ﬁsm M_...H_ Wohlgemuth op. cir. as well as Marie Luise’
Pl . %: ..,.uEw ,n.a Kunstkritik: Kunst und Kiinstler in der Sa-
1989, Jokes h_m.“_ MHMWHM:E.R zwischen 1850 und 1870, Frankfurt am Mai
Nﬁ&.&a@% du flaneur onm __dmmﬂwﬁ_m_mwuﬁ the exhibitions in Louis _.E_.
lers. Loui 1 Phislogie i T
e h__.nwew?_m: Physiologie dy flaneuy " (1841) MQ\M_MMW Mﬂ”ﬂmhﬁa
B Judith Emu_“a\:.a Idler upon Town” (1548), Bielef: s
el c u_.e_.. A Human Comed), i and Carlei
b wry Paris, London 1982 P 145, 11, 1 .
s aption to the caricayre Qw m._m N
» 0% pas besoin de s'assurer, on ne w..n _

S

RS Gt Sl S beUS s

Jich the artist’s studio itself becomes the topic of the
ecen made the subject of meta-artistic paintings as
nd caricature in the 19"™ Century. In J.P. Hasen-

tudio Scene) of 1836 an artist holding a bot-

e Borghese Warrior on the left, but also
136

ssite preacher of the same year.

-

%E::m
well as 0
n_of.n_:m A
tle takes UP
that of

R

f parody @
relierszene (S
the stance of th
edrich Lessing’s E:

m_a...:u. Hasenclever,
1836.
tter’s depiction of Adolph Schroedter at his easel of c.
shown sketching his “Don Quixote amongst the
ped up on a stool, as he had shown
and with the props

elmet and
137

In Henry Ri
1845, Schroedter is
Goatherds” with his feet prop
Don Quixote with his feet propped up on books,
for his depiction of Don Quixote fighting — of the Don’s h
sword — resting on a thick book on which also rests a coffee pot.

In Ritter’s Im Atelier (In the Studio) of 1845 a visit from a grim-

35 Ekkehard Mai, “Atelier und Bildnis. Kiinstler iiber sich selbst”, in
Wettstreit der Kiinste, ed. Ekkehard Mai and Kurt Wettengl, Miinchen &
ted in a

K6ln 2002, pp.110-125 suggests these might be seen as studios crea
EMEH as well as pictures created in a studio.

See I.P. Hasenclever, Atelierszene 1836, 72 x 88 cm, museum kunst
palast, Diisseldorf and see Bettina Baumgirtel, “Die Atelierszene als Pro-
grammbild der Diisseldorfer Genremalerei”, in Johann Peter Hasenclever
[ ~. 810-1853]. Ein Malerleben zwischen Biedermeier und Revolution, op-
cit., pp. 61-70 and Rose 2006, pp. 85ff. C.F. Lessing’s, Hussitenprec igt of
1836 (Ol on canvas, 230 x 290 cm) s in the Alre Ne 1.

See the illustration in Adolph Schroedter: fume
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Rase: Pictoriati¥ory, LideCery, (Gid Licoicne

faced landlord shows a group of _m:m_:sm m:.:wa (one is ge
box with the initials of ,::w art union on 1it), and a m::ocnza

shadow-like caricature of the landlord on the wall .@o::& hitl or
“arently sketche d by the now mmma.a artists, .90 which the lan
himself (a caricature remedialised in paint) is shown tq be

2 as
138 yet
onically unaware. *

aled on g

ir

56. Henry Ritter,
Im Atelier, | 845

The term meta-art can refer to many different types of reflection on
many different aspects of an art work. Amongst these can be jp.
cluded the mmmommsqm of an art work as well as the artist and the art
work itself.”” The English painter Thomas P. Hall (fl. 1837-1867)
has even painted characters from older art works as spectators of ar
in his painting “One touch of nature makes the whole world kin” of
c. 1867." Scenes of spectators looking in at print shops had been
popular with 19" Century caricaturists.'*' The opening sketch 3___

" See Henry Ritter (1816-1853), Im Atelier (In the Studio), 1845, Oil on
canvas, 26 x 32 cm, Rheinisches Landesmuseum, Bonn. Ritter himself was

known as a caricaturist (he also illustrated comic novels, such as “The

Dismal Dirge of Billikens and Nancy”, published in the Diisseldorfer
Monathefie in 1847) and shows himself here as both the author of the caric
mwﬁm_.m o__~ the wall as well as of the painting of the caricature.

140 mna “.wo Wolfgang Kemp’s writings on the observer within the picture.
_mmumwo._ omas P. Hall, “One touch of nature makes the whole world kin';
el mu_..w”wcnmaém. W X m‘w.m em, Private Collection, and see Christopher

3 nary of British Art, vol. IV. Victorian Painte; s

survey and Plates, Woodbridge Suffolk, 1995, p. 231, Hallig g
___.am:man_ by Lynda Nead in a di 1 %, p

&E_ as republisheq by
PrIns in the qge

The title of Hall’s 1867 work is based on lines from Act 3, scene ii
of Shakespeare’s Troilus and Cressida: “One touch of nature makes
the whole world kin,/That all with one consent praise new-born

Rose: Pictorial Irony, Parody, and Pastiche

Huart’s Physiologie du .bo.:mhﬁ published by Aubert in Paris in
1841, for example, had depicted Aubert’s customers as if seen from

4.2 |ooking in at caricatures (including, it may be assumed
pehind, S il f Aubert’ 143 4
e similar to this) in the windows of Aubert’s shop.

AUBERT

on

57. Louis Huart, hk_\..aamam_“m d
flaneur ill. Alophe, Daumier
and Maurisset, Paris 1841,

Chapter I, p- 5.

Thomas Hall’s “One anm of nature makes the whole world kin”
goes even further in m:oﬁ.:m. us _ﬁ.mnm.“-o: the characters of earlier
paintings looking in at a nm:;_:m., e.,&_oF because it has its back to
us, may also be suspected of %Eﬂ::@ those who are shown admir-
ing it, and even to be a representation of the reverse of this painting

itself.

58. Thomas P. Hall,
“One touch of nature
makes the whole world
kin", 1867.
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s./Though they are made and moulded of things past

awd : 4o .
g hat is a little gil/More laud than gilt O er e

to dust t

phrase that, when applied to Hall’s painting. might also g

the spectators within his picture are admiring this very, mmmhwﬂm. thyy
of themselves, as we admire it now. Hall’s work _.G.n_mﬂ.. Imag,
subject of meta-artistic representation by depicting a crowg aw_mmmm

acters from other, past art works."™ These can be j Pk
dandy-cum-idler, milkmaid, and fisherman, as well as 5 figure

niscent of the print shop master from Emily Mary Omvo:u.m Z.dnﬂ, ._

45

Jess and Friendless of 1857." As a print shop master from
lier work of art, who is now turned into a spectator (possib}
depiction of himself) in this new pictorial depiction of a print

1

such a reference could be said to engender a variety of comu

meta-artistic reflections on both the creation and reception of
work of art. All of Hall’s characters (with the exception of the
quacious fisherman and the dandy who eyes the maid i 4
reminiscent of the “Gents™ in Osbomn’s work) are shown |q
through the glass window at a framed painting, which, as just

gested, might well be an ironically projected image of this picture o

themselves as displayed in an art or print shop. In the windows
the shop we, the external spectators of Hall's painting, see their

ger faces framed again within Hall’s work in vet another ironic re
erence to their origins in the framed pictures of other artists. [
far as these “meta-artistic™ figures can remind us of mmE.o_u i
other pictures, they are both the types united by art and the prod
of that art. They are united as images of the “whole world” as su
gested by the title “One touch of nature makes the whole c

kin”, and also show that world united with art. Recognition of th

title as Shakespearean also underpins the reliance of the work onan

mWﬁanmmoz of the power of the imagination. The artistic chz
Of the world behind the scene depicted in these apparently
H.wmm 's foregrounded by the depiction of the figures before!
£1ss or mirror. The figures from the world of art wh
— Evena Londop omnibus, i
> : the subject of
mwm_mm Omnibus Life in London of m__m..w%
- n_nmrumm.ogaa.mtﬁrr&u_
- umn..wﬁwmnﬂu_ﬂ-mﬂqrﬂ.a.nﬂ .._...a

iy

st continues, “The present eye praises the Present obie dz

~

g .‘..._.....

=

Rose: Pictorial Irony, Parocy, and Pastiche

n looking into the art a:oﬂ.. as we H.E..mn_com might do when
show , Hall's picture, are also framed within and behind the glass
imi.:mﬁ.:goi as if in a conversazione, and therefore, — ironically
s__i“_hm: _in yet another artificially, but imaginatively, composed
e
ﬁmn::.d.,:nq work by Thomas Hall, entitled Criticism, which was en-

One 0 e [llustrated London News of March 24™ 1860, at the

~d for th o s i
mEMnﬂww its exhibition in the British Institution, is satiric as well as
.:_.a_:n Not only does it depict a young boot boy imitating an art
1rao :

hat, by implication, the art critic is satirically represented
but it also shows us two scullery maids haughtily ob-
work of art being studied by the child as other critics
e also Wilhelm Scholz’s caricature of 1846 below'),
st listens to their “criticism” through a half-open door.
Here Hall depicts himself as ‘cnw% the oEan.ﬂ m.za creator of his sa-
tiric, but also ironic work. As E:_u. xmm_,m painting of 1867 the ioaw
shown on the easel is, moreover, ironically of roughly the same di-

mﬂrcmnom"rnéonwm:cmgmﬂ.m?
*..bﬂ LY .,.ﬁ. 1

critic (sO ¢
as a child),
serving the
might do (se
while the arti

ustrated London N

59. Thomas P. Hall, Criticism, as engraved for the /I
of March 24", 1860, p. 281. 60. Wilhelm Scholz,
Kritikern” (This page belongs to the
sak, op. cit, 1846, between pp. 1
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ih Century artists had :_EE__% satirized the
tic in their singeries.”" Yet other mxm:_z q
ave dealt with the creation of jjy,, m:_u_n“:nji

'wil painting [Lscapando de la ﬁ.__.,w:mn “Eg caping OMM__” The
_.wo_.:t.__ del Caso :x.ﬂm.._m::\.. of ._xwh shows - m-.ﬂﬂn_mﬂ__.
those made popular by ._wm:c_.:_:o Estebsn an:oﬂ Ure
climbing warily out of what might be a window o "_H:ms
_um_.z_& —vork.® This develops not only the :.6842.0 frap
earlier _umm:::mm (such as the self-portrait by _Sc:__naaa._
1670, in which the hand of the artist holds the exical 0 Ea_ ,
149, but also shows the object of Sﬁﬂmmngmo_. omgma
o escape from both representation and n_.d.mnmw_humu :
—

Other 197 ©€ _
he cri .

well as e
a:oc:c: in art h

=

frame

&
.

61. Pere w“uz,.m: a._w.w A..“..m_mm_ Esca, iti o
. ! pando de la Critica (Escapi
1874. 62. Bartolomé Esteban Murillo, Self-Portrait, o.am_ mum%Em £

Mm_:w_ﬂw_wm:o_m had m_wo depicted pictures leaving their f
i ;moawwm zww b“m,wml...:m... Kunstausstellung im Jahre
e Introp’s 1855 depiction of a living picture
ofthe living o ing its frame had played with the ambiguous

Picture as part human and part artistic representati

See the carj 4
Icaty A -

A - ow_mm?__xo artists in Un autre monde of
sidore OO..HEQH 180 g i

Ha_ 07 cm) in the Nati P. cit., _—...EA w. <.=Ho=. 5
OJ.«.. H..OS.QO—.-.... .
%2003, pp. 89

Rose:

i torial frony, Parody, and Pastiche
Pictoric 3 ¥

- i -h Miicke, Gottfried von Bouillon erstiirmt ;..mwnmnﬁma. 1846.
g3 ﬂm__ﬁ_“_na Scholz, 1846: A small girl watches figures falling off the bat-
w_.ww:mam and out of the frame of Miicke’s crowded work in the 1846 Berlin

art exhibition; in Kossak op. cit., 1846, between pp. 58 & 59."

scher’s hands drawing themselves of 1948,"* or
Saul Steinberg’s caricatures of figures drawing themselves,'” there
s also the ironically self-reflexive suggestion to be found in such
works that while a figure being represented may be shown escaping
the boundaries of one type of artistic representation, it will none-
theless remain trapped within the representational, if imaginative,

world of the meta-picture.'*

As with M.C. E

151 Miicke’s “Gottfried von Bouillon storms Jerusalem™ (Oil on canvas, 95
x 116 cm) is in the Hessisches Landesmuseum, Darmstadt. Other such
caricatures by Scholz include an overgrown wood projecting out of a pic-
ture (see Kossak op. cit., between pp. 82 & 83) and a hussar riding out of a
picture into the spectators observing it (between pp. 64 & 65). Here Scholz
ironically illustrates Kossak’s criticism of Miicke’s love for flying figures.
erm label to the picture is also shown flying to the ground.)
_3 See also Wolf op. cit. 2009, p. 42, ill. 1.

. See also Muecke 1969, pp. 167-169, Art About Art,
Richard Marshall, New York 1978, pp. 33ff,, and Re
and the post-industrial: a critica analysis, .ﬂum&,%

REEAN 3

ed. Jean Lipman and
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65. Saul Stej
World, New ﬁ% °18, T

)

s

Lo
Further examples of comic and ironic meta-art will be di
following pages. As has already been seen, parodistic S_mo:%_ in
question what is being said or depicted as well as how Hmwm..m:.gw‘
done for a variety of reasons, and can also put its n:a&.a 1S being.
variety of new self-reflective, artistic forms. L Into
Stoichita, Georgel and Lecoq have all investigated media
Renaissance and post-Renaissance examples of Bﬁm-mn_.a.__mn_ﬁm
raiture and self-portraiture.”> Numerous examples of E_on__a s
American meta-art were also shown by Jean Lipman and EMW i

Marshall in their Arz About Art exhibition of 1978." There pai )

. ibi i : ain
ings were exhibited in which old masters were reworked %w;
] :

materials and techniques of art made the subject of an art work. Ex.
&.%_mm of the first category included George Deem’s Vermeer In %
rior 9”3_89 in which several of Vermeer’s works are ?.o:m:.... 5
gether . and those of the second Roy Lichtenstein’s :w:.a&w%_\
Mamwﬂ of 1968. Larry River’s juxtaposition of Rembrandt’s m_,_.__
yndics e.\ the Draper’s Guild of 1662 with the image from a bo
cigars might even be said to have played with both categorie

depicting Rembrandt’s i

ira andt’s image removed from its origi :
Y al backin

nsported to another.'** its original

155
See Stoichita op. ci :
. p. cif. and ‘T_ﬂﬂ.n Q 2
Mﬂsﬁm dans la peinture, Paris 1987 &oﬂmﬂma .EB .
°1s In Wettstreit der Kiinste, ed. m_nw%m&. :

Miinchen & Koin 2002.

156 m@ A
15y See Art About Art, op. cit.

158 wmn m:m%:lz, p. 84
€ . L

e "t About Art op. cit., Col G,
igars I of 1963, and « olour Plate 8, Lar

LS w
w has “borrowed from Repapeg e - Cifs - 55 on t

Rose: pictorial Irony, Parody, and Pastiche
. rigns of studio scenes based on those of others — such as
Depictiot™ of Matisse’s — can also be seen to self-consciously
¢ the past while referencing the work of the modern
P50 [ addition tO turning a diagram from Erle r.o.ams..m Cé-
artist. osition into a magna on canvas composition in his
zanne S ./ Madame Cézanne of 1962, Lichtenstein in 1977 had
Al Girl with Ball of 1961 into an ironic combination of
d b forms with the weeping women by Picasso that he
‘ously turned into paint and magna in the early Goow_.s
had previ® late 1970s meta-artistic parodies of earlier styles, in
O e _painted his oWn work in the styles of others,'
Wie ¢ sterpiece of 1962 had used both comic strip char-
Lichte ic strip style to reflect ironically upon the designa-
¢ ainting as 2 «asterpiece”. * Here Em:ﬁ.wumﬁs,m ironic
n of 2 P2 e into a painting like that be-

n of the comic strip fram .
creates a doubling of genres as well as of im-

U no,_ﬁ - ole in media res frame from the cartoon strip is
L onically suggestive of £=mmzonm left half-answered within the
”WM __Mwnﬁo:m_ art work, mﬂo,s&nm the mma.zle.oﬂ:oﬂ between the

icture being observed within Lichtenstein's painting and the _m&.nﬂ
B well as of images could also be said

“celf. A doubling of genres as . ' .
”Mmonncq in Jeff Koons’ transformations of Popeye into paint of

159 Gee Art About ATt P- 106f. on Lichtenstein’s Arfist 's Studio of 1973 .wu.n
its references 10 Henri Matisse’s Red Studio as well as to Lichtenstein s

back-to-front Stretcher Frame with Cross Bars of 1968 (see

pali’s melting

own ironic,

Art About Art, p. 43)- ; . 4

& - on Lichtenstein’s Portrait of Madame L€
See Art About Art, p- 102f. on L1 s -

962 and p. 154 on our ill 66, Lichtenstein, Gir

Hﬂ _ . - -
71 177 nd interpretation of his OWn Girl with

JI, 1977 as “a Surrealist distortion a
Ball [1961]” and as “a personalized p
reflection involved also makes it more

than pastiche alone.)
16! | ichtenstein is o have preferred not 10 &

arody of recent art history”- (The self-
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allusions to Pop Art as well as to its predec
16 ,nd in Takashi Murakami’s g, SSorg
10 Francis Bacon of 2002, in which mﬂzm?
ated into a manga style.'™ ACop’y

20021, with their
pali and Duchamp,

manga-style Homage
raiture is transl

WHY, BRAD DARLING, THIS P

MASTERPIECE/ My, SoonC ISk
HAVE ALL OF NEW YORK CiameJlL
FOR YOUR WORK/ AMORING

o6 R, Lichtenstein (1923-1997), Girl with Beach Ball i1, 1971, 67. .ﬂ_

Lichtenstein, Masterpiece, 1962.

Further to discussing nUMerous meta-artistic works by Lichtenstein,
ies of 1968, Lipman and Marshall

including his Stretcher Frame ser
had illustrated the ironically named Do it Yourself series by Andy

Warhol (1928-1987) of 1962 as an example of an ironic reflection

on the commercialisation of art. 102

In Warhol’s Do it Yourself series of 1962 “painting by numbers”
packs, where the correct placement of colour on paper is indicated
_ux numbers, are to be found imitated in a canvas with numbers
painted on it. Imitation is here ironically extended so that the paint-
wzm by =E:¢ma. guide is turned into a painting that s e
| %.ﬂ:mwmﬁmm MW_ Q_HES_G transforming, rather than by simply fol-

163
apce Jeff Koons, Popeye 2003, Oil on canvas,
164 g aw M vu-,.u_annm_.onw_ genres can be found repr
110 on the i avid Carrier, The Aesthetics of Comics, Pent
g \_“Hheﬂm:{m character of recent comic .»: F :
Wi out Art, p- 43 on ill. 68, Lichtenstein’s 19
Q_omnw mwwqgn see its p. 49 and Klaus Honnef, And
: » Pp 54ff. on W § v el
Acrylic on canvas, 178 x 137 nw:qr”\__,m Do it u_\ou”.nm
s Museum Ludwig

hows it to have

i Pictorial Irony, Parody, and Pastiche

Rose:

. ’

"1968. 69. Andy

y [ichtenstein, Stretcher Frame with Cross Bars II,
Do it ﬂah:.wﬁ.__x._.\ha:&ﬂmnhmy 1962.

rt can also be found in the work of
include the ironic games with
ork is constructed and his
reflexive depictions of the possible relation-
htation, the represented, and their frames.'
n humaine I of 1933 the representation of

part of that which we may assume to
d by the curtains that frame, and

68. RO
warhol,
xamples of meta-a
(1898-1967). These
eflect on how the art w

Numerous ©
René Magritte
ﬁmnmﬁnn:dm that t
many ironically self-
ships between & represe

[n Magritte’s La conditio
the landscape both covers over
be the landscape itself and is frame

partially cover, the window to the latter.
Georg Grosz (1893-1959) has also played with the meta-

representation of art in his ironic Maler des Lochs (The Painter of
the Hole) of c. 1947. In this work the “painter of the hole” (one of
Grosz’s late and pessimistic “stickmen”) displays an example of his
work, in which he himself has become the site of the hole in the
overall picture. Here the artist Grosz plays ironically, if pessimisti-
cally, with the association of animate and inanimate objects and

with the transgression b
of an artist’s self-portrait

197 this work also intensifies

etween them in the grotesque. __bm_n__.umne_&u :
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hose elements of _:_wmchﬁmn_:a of “empathy wjgy»

on from” a subject.

dermines t
as “repuls!

70. René Magritte,
La condition hu-
maine I (The hu-
man condition I),
1933.

71. Georg Grosz,
Der Maler des
Lochs (The painter
of the hole),
1947/48.

The idea of creating a hole in a canvas or other such “image carriep”
has been taken up by Joseph Beuys (1921-1986) as well as by rcM..
Fontana (1899-1968) and, following them, Michael Elmgreen Awn_
1961) and Ingar Dragset (b. 1969). In Elmgreen and Dragset’s %cxr_._
erless Structures (Safe) of 2000 an apparently valuable canvas (as
by Robert Ryman, b. 1930), behind which valuables appear to be
E&n: in a safe, is vandalized to lay bare the latter and to ammmn,m_
ironically upon the background monetary value of art.'’ .
Wilhelm Scholz had earlier depicted himself and Ernst Kossak ap-
EREE shamefacedly revealed hiding behind an advertisement 9_.__._
their 1846 work, in a section of that work in which Kossak had
commented wrily on the criticism or “shredding” of his criticisms.™ 5

ortrait- . T
m:..,nﬂow_ﬂw nwm wm:_.n from 1505/10, described as “A picture of Nobody,
tispiece to :M w&mﬂa& ﬂ ik reproduced by Martha Bayless in the Fron- '
1996 and discussed dy in the Middle Ages: The Latin Tradition, Ann Arbor 4
fa g and discussed n her Chaper 3 on “Saint Nemo” (Saint Nobody): 88
ke”, in Festsch i ; Theissing, “Georg Grosz, die Morde und das Grotes-
Hottad sischrift fiir Eduard Trier zum 60. Geburtstag, ¢ stus MOser..
5 Seg Sy et Spies, Berlin 1981, pp, 269-284.
e __.aa Comedy: Humor in recent art, curate
prettified m_,.M xocwm.. New York 2005, pp 221F. Q... ! JW
also il] production of a Lichtenstei e

llustrated on its p, 24.) ¢in vandalized fo
s

170
See Kossak op. ¢j
e p. Cit, J
Critical . ’ _um.u. 1 ~wm. as N A
feception of Kossak’s Hm<moswa.w:wm %m..am._m :
: epiction

7 Rose: Pictorial [rony, Parody, and Pastiche

{helm Scholz,

72. Wi

[846, N Kossak op-
cit., between pp. 112 &
143°

ted earlier, meta-art may concern itself with various aspects of
These may involve its spectators and characters,
media and/or marketing. Stoichita refers to several older works
which have foregrounded the role played in the art work by the me-
dia used in it, including C.N. Gijsbrechts’ painting of the back of a
painting of c. 1670-75.1"" More recent examples of the foreground-
ing of the role played by frame and canvas in the art work can be
found not only in Lichtenstein’s Stretcher Frames series of 1968, n
which the back of the canvas is ironically juxtaposed and condensed
with the front,'” but in the even more recent works of Angela De La
Cruz, in her Ready to Wear canvas of 1999 (Lisson Gallery, Lon-
don), where the yellow painted canvas that is part of both the subject
mﬁ the medium of the work takes on a more markedly three-
dimensional form and itself looks to be leaving its frame.

As no
the work of art.
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TAMEIN Qcm_&no_:m, Reversed Pianting, ¢.1670-75. 74, ?.amo_m Um :
Cruz, Ready to Wear, 1999.

ples of meta-artistic ﬁmﬂ% and pastiche to be gi

owing pages on pastiche and comic pastiche Is-
clude Picasso’s reworkings of Velazquez’s already meta-artistjo m“._
Meninas as well as of Manet’s depiction of the artist and hig mod

in his Déjeuner sur I’herbe. In addition to these works other _:aa_
recent variations on the meta-artistic depiction of the artist, m:o:“
those by the late 20™ Century artists Pierre van Soest and Salvatop,

Fiume, will be investigated.

Further exam
cussed in the foll

1.4. Irony

Yet more examples of late ironic modern meta-art completed after
Lipman and Marshall’s Art About Art exhibition of 1978 may

found in the work of Jorg Immendorff (1 945-2007), when that arti
looks back to other artists such as Marcel Duchamp (1887-1968), ¢
reflects upon his own works, or on those of his contemporaries.'”
Immendorff’s Marcels Erlésung (Marcel’s Deliverance) of 1988 we
find references to both Marcel Duchamp and to Immendorff
Diisseldorf teacher and colleague Joseph Beuys 2@3-5%&.5

other of Immendorff’s works, including his Café Deutschland sen
of the late 1970s and after, Immendorff ironically turns both a café

ZEh

173 = Fa .

mamnn m__wo Siegfried Gohr, Jorg Immendorff. The Rake's Progress, Ost

Ho MM_._, 94 on Immendorff’s ironic juxtapositions of himself with

5 m_. s _.w_e in the stage sets for Stravinsky’s opera of 1951. de's

o %mmm_-%ﬁm om_m HH-NQ:_H_. :w:_a in Diisseldorf with Gerhard R
S A can also be studied as

and parodic artist; see, for example, his This .ﬂ..w_w.nxm

.m@e__os . .
Baiicn, .}nQ__non mmwno.moox.Go_ P

Rose: Pletorial i LORY, sl B sy ST as B St

and a country into a café.'”” While ImmendorfF's Café
gs reflect upon the political uncertainties of the

in ainti
wn% —Unw_SH:.— =t = 5 .
bmzamﬁﬁmn_nwam:o: of creativity in Em.sz:n:a of 1992 includes
time, et well-known _uan:_._ozm_. of irony, the Diisseldorf poet
:E.ﬁ omoz fieine :.\,aq-_mmmu in the “Byronic” portrait of him by
:mn_mﬂmm Grimm of 1827 in the image’s bottom right hand corner.
Lu 7 S,
A 3%
75. Jorg immendorff,
; 1992.

Q\v...:__.a:m,

s of meaning in works such as Immendorff’s
er of uncovering hidden meanings as well as
of layers as such, and the onion that is

ffs 1992 work can w._mo serve as an
76

peeling away the level
Gyntiana is often a Emn. .
appreciating the EE:ﬁ:EQ
shown being born in Immendor ork
image of the multiple messages to be wo_._.nm in irony.

Literary parody and irony both complicate the normal process of
the communication of a verbal message from addresser to addressee;
parody by combining two texts or codes and irony by juxtaposing at
Jeast two messages in the one code or set of images.'”"

In a general sense, parody is related to irony as the dissimulation

of an utterance that pretends to say or mean one thing while mean-

175 These works also relate to the painting Café Greco (1976) by Renato
Guttoso (1911-1987) now in the Museum Ludwig, Cologne; see Jorg Im-
mendorff im Gesprdch mit Pamela Kort, Kéln 1993, p- 59.
176 ] am indebted to Leslie Bodi and Douglas Muecke for discussion of this
image of irony. Although some critics have either ignored or denied the
relationship of irony to wit and humour this study of pictorial irony dis-
cusses it as a form of comie interpictoriality that can be described as an
intentionally witty device by virtue of its juxtaposition of incongruent mes-

See also the definition of irony in D.H. Green, Irony in the Medieval
Romance, Cambridge 1979, p. 9: “Irony is a statemen R
an action or situation, in which the real tend
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use both irony and parody confuse g,

ation by offering more than one So Nory,
mmmmm.

tlo

n 0

May alsg

her. 178 mnﬁm

a,no:::::mo
y the receiver of the work, such confusig
aning ¢

the author's — Of artists’s — intended me

.om:a:_mrm::mm?
m:: = :moammoﬁ:o Politey

ing anot
processes
pe decoded b
serve to conceal

immediate interpret .
comment in times of censorship.
The term irony generally describes a statement of an amp;
Suoys

character, which includes a nm.an containing two (or More) et
sages, One of which is the :,oc_om:v\ meant decoy message m__%_ 3
other the contrasting, corrective message, both of which to the
make up the ironist’s code. Definitions of irony that aomoa_umﬂ.g_ﬁ_
¢ does not mean”, Or as “meaning something m_mg
ent from what one says”, arc also more easily understood whep ﬂ
duality of messages given in an ironic statement or code is spelt oyt
Beyond the dual messages of irony used in everyday %mma_e_m___
contrast an intended message with a decoy message, :83@ mmﬁ
visual irony may divide and multiply a message so that there o/
more than two messages encoded. With René Magritte’s %Eﬁ_a_%._.
of a pipe that is “not a pipe”, we have, for instance, at least %ﬂm
messages relating to object, name and image, the differences be-
tween them making up the message as a whole of Magritte’s iro

“saying what on

work.

76. René Magritte,
Les deux mystéres
(The two mysteries),
1966. o

Message |

This is a pipe, Message 2 Message 3

Noitisn’t. It is the re

dissimulai
179 10 as well as Rog,
( _w@m. D) 20f %

Sec also Rog
Polland 1993 by 29f
»Pp. 29,

o

F

the g..u ks of Medmenham Abbey.

Rose: P ictorial Irony, Parody, and Pastiche

and uses of irony have been given by

is of the types
he following of irony in painting:'®’

ho also writes t

representational arts [...], painting can
tyle or convention;

her analys
EQQO_AQ, W
sic and all ot

» ironically upon
t can be explicit

Furt
D.C.
her non-
on other works or upon a s
ly representational painting can also depict
¢ situations. For example, a nmiqzm in sEnr.m R.%mnszw.&nmmmu
is Enmnn_mn_ i an attitude of religious ané_:.o: is interpreted as a

gruous detail —a lady’s garter so

f Tartuffe by a single incon
gest that it has been overlooked or imperfectly con-

nﬁaaaﬂﬂﬁ :
put because !
jroni
man
depiction ©
placed as to SUg

nnmmmn_.
ony shows that two conflicting images

flicting messages: 1) that the man is
d 2) that prayer is not all about

al or pictorial ir
ce two apparently con
hat suggests prayer an

e thinking.
e irony may also rest in the level of uncertainty

osition of the two dissimilar messages; in-
han certainty makes this type of art more,
nteresting, and is also that which has
modern” artists."™"

post-modern device, and
ses. One example of
oliere’s 1664 sat-

Such visu
may produ
in a position t
which he may b

The power of th
produced by the juxtap
deed ambiguity rather t
rather than less, complex and i
made it of interest for many “post

Irony, however, is not just a modern or
may — as a device — be put to many different u
an ironic portrait of a “Tartuffe” (the subject of M
ire on religious hypocrisy) that also uses parody to mimic the blas-
phemous character of its subject’s activities may be found in Wil-
liam Hogarth’s portrait of Sir Francis Dashwood (1 708-81), later the

15" Baron Le Despencer, of 1742-46.

Irony has often been used as a form of es
between members of an inner circle.'* Hogarth’s ironic depictio

the future founder of the “Hellfire Club” kn: as the “Society

(8 2

oteric communication

of
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! Stiche

taken to dressing up as a monk and been nameg “St.
fellow “dilettanti” in the 1740s. Hogarth’s vo:. Tangjgy
dressed in his monk’s garb, but with a halo ip S_:nﬁm.:
daemonic face of another of Dashwood’s cirg]e 83 Oa aznosn:
tion of the portrait Dashwood can be seen tq be gl M Cloge Fuuo_wa
sensual rather than a spiritual kind. By the book thag EVotiong 2.
pected to be a copy of the Bible, but which js not 134 Mighy aaew
crucifix shown in Annibale Carracci’s depiction o.m mw.:a Where ___L
his devotions of 1585-86 is to be found,'™ rests fhe =_ "t Frangig
woman. Instead of the skull symbolising the ..:szz.,w re oﬂ..m Nakyg
val mask rests between Dashwood and the .do<o:ozmﬂcﬁ A cay,
studying. Symbolic both of carnival and comedy, the m 00k he is
often symbolised duplicity."* Here Hogarth uses coﬂnmw _E:_s
parody to depict the activities of his subject ag both :.o:.w.m_._ﬂ_ |
blasphemous. esoteric gy
Muecke has also referred in his frony and the Ironje of 198 |
scene singled-out by Ludwig Tieck from Shakespeare’s 2 s____a _
Part II, Act IV, scene v, where Prince Hal prematurely _u_m”oaﬁ.m _
crown on his :em@ thinking the King to be dead, as an exam ﬂ:s
situational irony." John Callcott Horsley’s Henry V. When %%2 .
o.\ Wales of c. 1847 also demonstrates the way in which m:o:.;“_ﬂm __
i the g Prinoe Hal Soize o e A
ying on the crown of his sleeping

by b,

hows by

' See Hogarth, Sir Francis Dashwood at his Devotions, 1742-6 (Oil on

canvas, 122 x 89 cm), Private Collection. (The face is thought to be ap

ﬂm: of U.mm:_&con_.m friend Lord Sandwich; see Gowing op. cit., p. 50.)
The title shown is that of the erotic and already ironically :wsnn_.mm,

mm::.am Latini sermonis by the 2" Earl of Rochester.

1
See Annibale Carracci, San Francesco in meditazione, 1585-86, Oil ot
Nw_ucmw. 96 x 79 e¢m, Gallerie dell’ Accademia, Venice. Robin Si e
2 ﬁ.ﬁaw. th, France and British Art: The rise of the arts in E.w}amasanq.a
ritain, London 2007, pp. 206-212 illustrates an etching by Agostino Ci
M,mon_ that m:os.m an upright crucifix, and £0es on Lo sl ;
figure echoes Gian Lorenzo Bernini's Ecstasy of St.
See also Rose 2006, p. 7 on masks as
Pp- 98ff., following Linda Hutcheon Irony
Ja_.” of Irony, London & New York _.ww& S‘
alt wwwm”g the __ﬂmzo_. 18 primarily a func tio |
uecke 1982, p. 21 on Strohschn der.

| [rony: Parody, and Pastiche

__..._u?_.'_..“‘ »» ot no-
e in the “sleep of anmﬁun, MMMvﬂn that
while itk | ands are still grasping bot
at the King ° and his rosary-

77, John C

1903), /
ales, ¢
.“mmxmo: m Thes

p.183.

m_.n‘—. %3 ﬁ_.._mu.m-e.o
kS irt-Journal ©

i ——

id to have found his own way m:. awﬂo::m

peare’s scene by way of the ironic juxta-

contrasting details. .

| irony will be found in mo:oJSﬁm
In all a multiplicity of apparently conflicting, .niﬂ w_mo 4,,5::%

o sed images and messages will be found that distinguish the

ﬁ%mﬂw question from otherwise non-ironic representations, be they

Jandscapes, portraits, historical, or other works.

sa

rsley may be
the irony created 1n m.:m.rmm
position of these mmB_-:a.an:,.
Further examples of pictoria

Here HO

1.5. Satire

Several differences between parody, irony and satire can be de-
scribed. One major difference between parody and satire is the man-
ner in which the parody may make its literary or artistic target con-
tribute to its own structure, content, and reception, where the satire
does not. A second is the way in which this structural ambiguity in a
parody may ogivim to a more sympathetic use of the target than
2.“__ wm found in a mocking satire. A third is the manner in which the
wﬂmo ﬁ” can create a new and meta-artistic work of E.nmnoamﬂ older
Showr e reflects on how the work of art has been made; showing
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! v, and %mu.qﬁmﬁ\...m

Despite these differences, parody, as alread

used by a satirist to attack an author or artj . Suggesteq

St mDQ n_.#nmﬂ ) 5& g,

through the evocation and mockery of a particy] My
which the latter is associated. Some parodists ular wopy om&&_ﬂ__
the satiric aim of using another work to m:m _Mo:.wodar 5»:......
creator or imitators, although a combination owm Cither or ”w_;;
led to uncertainty as to the main object of m:mm_mm.na hag Em”_.__u_ il
further signals within the work, or of external :A.” 0 the ahg, labj,
tion on the intentions of the parodist. IStorica ao@hﬁa

One example of such uncertainty may be !
tion of the mid 16" Century omlowz_ﬁowowonmwémzﬁw.5 the Eaaﬁw
Laocoon (discovered in Rome in 1506) as a Thaue ﬁman__._%_r
apes. Although uncertainty about its m:ﬁroas_.umwo“w Sq Struggi,
ists, the engraving of the “Laocodn of apes” M dating g d
called, has previously been dated around 1545 mm d s ill. 78 may
cold Boldrini, while the original sketch has been m%ﬂ.ﬂ&:ﬁa% z~ .
_Hn.p.hm,\.-_m.\_@“ for whom Boldrini had worked rhutedicl “.“w._
While wm:mz has been recorded as having admired w_ﬂoczn.__m i
ues which he had seen in Rome in 1545,"° the omaomﬂmso__g g
E,.u._m.umm been interpreted as an attack by him on the u m.n hes norel
original, although it might rather have been of the ocwmwmow“&n

those “aping” or imitating the original sculpture in subsequent dee

anmm_h.ﬂmm of Twentieth-Century Art Forms, New York & London .
ax.ﬂ Ew%cmr parody can be said to be “intramural” in containing a
that text H_ M..mam. e .xo% 1976fF.) some parody can be used
i aﬂ: om_.,.zm author in an additionally external and explicit, §
S anmmm _uEmzznr s&.__m satire can also use “intramural” E:.om
in being di 5. Further to this, both devices can be said to be “eX
189 mnnmm_mﬂmmnﬁ\ towards external readers or spectators.
Renaissance .r ; Mmumon. Apes and Ape Lore in the Middle Ages a
Caricature muua %M%Mmm_%mmw_ﬁw}wvw:&x. pp. 355-368; “Titian’s :
traut mn_j{mﬂﬂ. Die hg..._c.nh n-Galenist Oozmﬂn:\ﬂ—-ww\v .Rm 2 2
e rikatur als Ausdruck der
i 1ss. Phil., Freie Universitiit Be
and design A“Hw__a the illustration of a satire ag
sh . erp. 102 and i R L
Eﬂﬂm Ms image of the wmonoeur. L) oaﬁoa er.
190 m_.n. by a monke -like fi mq:mm_.ﬁm_ wi
e Janson op, ci,, p, w.ﬂmﬁa. |

Rose: _\.5.?2.__.&4 [rony, Parody, and Pastiche

o Bandinelli and Francesco Primaticcio.”’ Al-

adess cuch as Bacel . :
80 ah the work might also ﬁ_mm_ﬁ H_.,o idea that art apes nature, it
tho mm.:o_ appear to depict an artist as in many so-called mmawmlmm._s
ﬁ_ﬂw le the point of a satire of naturé aping art is obscure.
= e
78. 162 woodcut of
the Laocodn as @ fam-
ily of apes:
e
Satire, irony and parody can sometimes be found together despite
lly in works in which text or title point di-

their differences especia nw .
arget. One example of a satire in which parody is used is

re by Paul Sandby :quHLmoov known as The Author
1754.'” Here William Hogarth (1697-1764) is shown
he walls of Bedlam amidst references both to the scene
e conclusion of his A Rake's Progress and to his The
Eﬁm: Sandby is said to have thought to be the

drawing on t
in Bedlam at th
Analysis of Beauly,
work of an egomaniac.

e
19! gee Janson, p. 356, Schwarz, p- 8 and Barolsky, pp- 174fF. Although

Barolsky starts his study by describing both parody and caricature as forms
of distortion (op- cit., P- 7f.), and appears to use the term mock-heroic in
this sense when discussing the frescoes of Homer’s Odyssey by Tibaldi

referred to earlier, he uses the term parody t@ describe many other different
types of comic imitation or allusion, and also refers (p- 105) to how parody

such as that used by Cervantes can show affection for a target as well (p-

_ru“: as reflecting on the nature of our perception of reality.
See also Hermann Ulrich Asemissen and Gunter Schweikhart,

uls Thema der Malerei, Berlin 1994, Chapter 18, “Der Affe als
178183 on treatments of the idea that art nature. (Daummt
the Laocodin as the basis for a political : n 6 :

Malerei

Pp-
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ls‘ . J ..|
¢ final scene of Hogarth’s A Rake s Progress of o, q__,_
ﬂ. wul -

79. Th
| Sandby, The Author run Mad of 1754,

80, Pau

Several of Hogarth’s Eo_.wm:méw
paulson has described as “sacred ﬁwm.w%wmmqwo contanli
of the fallen protagonist of A Rake'’s Fd.w.«.m.ﬂ H_ v b the
of >=.a_um_m Carracci.’”® While Hogarth’s parod gt
be said to add pathos to the fall of the rake, mmw%wu,_ma_ =

cature of Hogarth as an inmate of Bedlam does not !

1.6. Parody, irony and satire compared

Mm suggested previously, the object of the author’s or
sm in a satire can usually be distinguished from on_n__ __

Like the term trav
esty (from ¢ ; e gkl
(from y ravestire to disguis
L7 On”“. ha wCow& appears later than the m:&n:m“_ R_WM,_ m_hoﬂ%m
e mw_sm%% was used in the 18" Century to describe
ravesty or i ep. ! » :
wmrm_awm_zsw. Burlesque rosmﬂﬂnw w:.%nmmﬁ&% r_Hm%qo.. B
onald Paulson m nd Rose 1979 and 199
: , Ho, ;
muﬂwhw. Baltimore & roz%ﬂ““. %o.m% ariot Sacred Bl lg
son applies th : .
som : e term *'s ” . .
a mnM:%MaeM:o” are close to %nm“”“%.ﬁon% to a variety of |
ork is used ia seria or “serious paro
[event explicitly comic %.oH a sacred subj us bmwom
¢ Sandby’s “Bur
wﬂﬂ:g of Hogarth’s 175
Raphael of 1748 i or, n.q.. 175
£ Lo depictthe fina gy -
on of an older work g
re of the Rake’s | .

Rose: 3.9.9..“.9._... Jronys parody, an A Pastiche
y in being separated from the author's

object of direct criticism.
et of modernisation and a

rodist he satirist’s attack is usu-
ek : the satirist and to play a more mini-
ion of the satire as @ work of art.

an be seen in the work

ricatures, as c
may be used in both

Many VisY d Sandby; while parody
garth an . m as that of the artistic work being

set of images that
ing at least tWoO
d satiric, in that
and 1s more
hor than in

k with a code or
rody, in contain
both ironic an
1t of the parody
ther artist or aut

aid to wor
essages, pa
: < potentially
g Or sets 1S P

& . is both made pa
longing to ano

her work parody may cre-
combination of messages
m Work 2 may already
work 1 (the parody)
| be new. With the
|so create a meta-
as ironic in that it

es about that work. If this com-
ould be interpreted as direct and

pectator. The recognition of the
dy can be derived directly from
on of its displacement from

jrony. o
By means of its comiC _B:m:n..a of anot
ate two distinct codes 10 comparison o the

- onist. Code B fro
ut Code A from
e of Code B, wil
the parodist can d
may be described

ons the messag

._:xaﬁom:mo: of the two codes,
comment tO the other code that
multiplies the number of messag
mentary were not given, Code B ¢
non-ironically meant by the reader/s
ironic function of Code B in the paro
the parodist’s code, or from the recogniti
one context into another.

In contrast to irony per Se, parody present
Eﬂocmr the montage or mounting of another
a._mowqoanm:w involving a preformed work an
tion in its critical perspective, and thereby crea
internal historicisation of a lite ¢ artistic
specifically individual the p .forme

s its target to the public
work in a new context,

d its public and tradi-
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Rose: Pictorial Irony, Parody, and pyg tich
, ke

in the parodic work is, and the closer these cap be :
certain author, artist, or group, the greater is the ° a.n_.:mm& .
cal criticism of its public. Both the original nsoowo%&_:q Wit
second work and the traditional decoder, whq mmmﬂ Or authg, of
been instrumental in the acceptance and nm:o:_.mm%mmcag to a__g
may then be placed under attack. Whereas ironists 100 Of thyy W e
trast between the apparent message of the code m:Mm.: Create or
sage, the parodist usually contrasts an earlier work _._m “rea]” ”_“3
text, contrasting Code A of the parody with Code wi:: 2 ney, M.
work. The parodist may also posit a specific type of Of the um_,&i
tator — who is further assumed to have been (or is reader o SPec.
more non-critical receiver of the parodied work vv M esented ) the
satire. Although parody may in this way be more mwm%mrn. Object of
cism than irony, the parodied work remains in the m:.._c_.o In its erig;
tion of belonging in part to both the work of the wm«o&zm_ns posi.
author or artist and their publics aimed at by the vm_,oa_.ﬁmﬂ and to g,
Satire, like irony, generally presents one code (exce H fi
ple, when using parody for satiric purposes), but :::w% b o A
usually makes the object of its attack explicit. . titog
The relationships between the author or artist and the ob;
their criticism in irony, parody, and satire, may be mcz._am_.._._gh of
the following manner: if A represents the code or set of H.Emmn J
the wﬁro_. or artist, and B the code or imagery of the Rio%nwn”%_m
or picture, C the object of criticism or refunctioning within the nohm
of the author or artist, > the direction of criticism or refunctioning
from ﬂ.rm message or messages of the code, and ¢ the direction of
reflection back to the meaning of the author, then:
IRONY =A €5 C ,
PARODY=A+B¢3B=C
SATIRE=A-C
BM:_M_G a N,_on_n_ developed for the analysis of literary parody,"” but
may also be applied in the description and analysis of pictoria
:w:ﬁ parody, and satire.
nnmwmw%mmuww_wwmozﬁ_. get mn__..ocnm of readers or spectators (R or Re
While parody can w:ﬂm”ﬁ.u e EE._.n A+ w €>B=R= 0 o
o b M:_os as an internalised form of criticism, it
e receiver of the work (R) in its critical

h
OF sy

199 W W.
ee Rose 1979, p. 52f. and Rose 1993, p. 89f.

Jronys Parody and Pastiche
es of Enﬂoam_ par-
cal attitude to an
he 19" Century

in someé nxmaﬁ_. .
veloped 2 satirl
of parody of t

i :Q.
rs discussed ear .
st two other ways of using parody as the

EoR%mP .
k for the author, through which he or
f attack — as Erasmus

h the object O
200

€
mem_w_m_.o% as a mas
B b ically identified wit
pe in his praise of Folly:
«»B=C "
mask to descr!
& patoc EHMNMWE of other poets
parodies such as _S.mx.
- sictorial depiction
bt SR mier’s caricature
h their incompeten
f their imitations of

e the object of the parodist’s sat-
as unwitting parodists or poet-
Beerbohm’s Enoch Soames
s of other artists as unwit-
s of what he saw to be
ce (X) 18 reflected in
3 201
greater artists:

ainters, in whic
the Ea&n anammnmm:on (B)o
A +m~¢mfw ucwwomm .ow most satiric attacks on a target may be .8
aﬁﬂmm i M<m: destroy it, parody, when not used largely for satire
or caricature, Wil usually appear maw_ﬁ_w:ﬂ.aim&m its target, in
dialectically using the object of its refunctioning as both the object

of its reform and as part of the parodist’s new work.
Many artistic parodies have led to newer uses and forms of parody

in art. Several such examples may be found in the work of Edouard
Manet (1832-1883) that was in its turn to be parodistically reworked
by Picasso. Manet, a student of Thomas Couture between 1850 and
1856, was known to have copied Titian’s Venus of Urbino of 1538
in Italy in c. 1853 before working on his Olympia of 1863.% At a

,M.” See also Jon Haarberg, Parody and ‘The Praise of Folly’, Oslo 1 998.
. M_Mmsﬂ_”aaﬂm.:.c: of the depiction of the Laocodn as a group of apes as
_ow _:a.ﬁn_ at mw::wnm bad imitations, which “ape” and unintentionally dis-
attack on ﬁm”_m .__.8:5 also be placed in this category. If interpreted as an
original and :Mm iness of the Laocodn itself — or as an attack on both the
of parod imitations (see Barolsky, pp. 174ff.) — then it is more a case
™ See ,_wm.ﬁcmmm directly for satire.
€

elements om .m_w wwﬁ Manet: Q?EEP London 1976, p. 50. Background

1an’s Venus of Urbino have also been found in Manet’s
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Rose: Pictorial Irony, Par,
] ody, and Pastich,

time when the composer Jacques Offenbac
librettists Henri Meilhac (1831-1897) ang
1908) — an admirer of the caricaturist Cha

Olympian gods into comically flawed mode s
mEW: as their Orphée aux Enfers (Orpheus H M«H.mﬁoaa _”___“_r
1858 and La belle Héléne of 1864,* Manet’s Olym .an.ngx_&g__w
Venus of the Renaissance into the figure of 3 Soanmﬂﬁwa_&sﬁ

h (1819 1

.2~ 830
Ludoyie mamwﬂ.&ﬁ
0L~ Were gy, > (It

r into a daring — if not openl IC — .
:ﬁq_wﬁmn g penly comic mamEm:o: o
mer.

of t

s o L e

81. Titian, Ywmmh..mwg.ga, c.1538. 82. Edouard

Manet, Olym _
As with much parody, the ironic imitation of the older wor may m
said to have tied the modern work to the other in a way that requirs
its receivers to consider both works at once and to look again at(k
older work and its world of spectators in the light of the mod
Manet’s Olympia of 1863 Titian’s “Venus” of Urbino is rep

portrait of the defender of Olympia, Zacharie Astruc of 1866; sec
Krell, op. cit., p. 61f. A
** Earlier opéra-comique parodies had included La parodie au Pan
m%_qm@ by Ormanm-wmaos Favart (1710-92). ]
Other allusions may be to Titian’s Danae in the Prado, Madri
Odalisque with Slave of ¢.1839-40 by Jean-Auguste-D

(1780-1867). More explicitly comic parodies of
said to include the drawing “Pantalone :
1593 in the Friendship Album of Arn,
illustrated in M.A., Katritzky, The 4
media dell’ Arte 1560-1620 with Sp

Amsterdam & New York 2006, Plate 23
ters of the commedia dell’arte with a la

tian’s Venys and Cupid with a Lute-Playe

)

ony, Parody, and Pastiche

z i ith a Slave of

i res’ Odalisque Wi
ol s _:meg 205 {o which have been added
i Emmx cat. 2 Satirical nm:nmEnm.m.
ries had made fun of its demi-
to make a new work of art from
eing undermining, aoaﬂqaﬁ
j has been
re. Manet's Obmpic B S0 L0, e ironie

i of parody — un

e o ::amﬂmﬂmga Mwﬂd and Wﬁoamn: work from the oE Eﬁ
. f the latter rather than undermining

with a

ra
uque i1 b no:nnaﬂwo
a bo ot’s Olymp'@ w: attempting
o undertaking D

83. Bertall (Charles-
Albert d’ArnouX,
_mmc-_mmmv. :
Manet's Olympids
1865.

2 by Paul Cé-
- ations of Manet’s work, such as those ;
e :._omw __.w_%ww Wsmﬂ_o Picasso (1881-1973) and Larry Rivers (b.

183 . : !
Mmm_%“mg also appear to defend both its modernity and its Wmm of
ironic, self-reflexive imitation, but are followed by yet other re

workings of Olympia in which Manet’s painting might cn. mmamo
have been undermined by its translation into the pornographic realm

05 gee also the following discussion of Picasso’s L 'Aubade (The .U.mi.n
Serenade) of 1942. Ingres® work may be said to have translated ,._.:._mn s
Venus and Cupid with a Lute-Player of ¢.1555-65 into a more exotic, if not
necessarily modern — or ironic — setting.

* The servant with flowers can be said to also recall the servant with open
Q&ﬁzm.uzm.

207

apron in Titian’s Danae as well as the lute player and servant in Ingres’
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Sce TOwn, ) Giveciii ert §
3 Se ﬁﬂ.n v,menc._. Im.,,.anno P ﬁ:,vmu. .

¢ Refr fon Nan legygs ! zn: .

W p th d L 0 ratj
-41, © Workg b Ondop, Honat the § n
Y Gaugyi, o Pp 23, ish Ty
S_n_:._ - 60:
Elo » P. ww

t
he Mangy

8 the Nation: Pi-
‘adition, ed.

P ctorial Jrony parody: and Pastiche
: Pl

hahm.
qure of Manet’s par

. 214
ith her maid. .
after Manet’s Olympia, W€ see an
eries of artists that 15

ody in which Titian’s Venus

may also be seen to
's pa by Picasso of not only his
wanct’s P : t by

fluential 1N . ouner SUr I'herbe, but also of

ative works, including his Las Meninas
given a meta-artistic

reconstructed in response to

ue
after VeIeZl t's work as 0n€ .
has informed

- to the artis .
e i nto the art history that

iplicity of codes found in evena

on of the ability of at least some

ody offers one explanati
and of most 10 combine both

parodists 10 be both satiric and ironic,

itical and imaginative pursuits in the one work.

[n its most movrwmmnmﬂma forms, parody 18 both synthetic and ana-
s analysis of the work it re-

Iytic and diachronic and synchronic in it
functions, while satire alone is usually less ambiguous about that

which it is criticising, and less reliant upon the artistic merits of its

target for either itself or its reception.
Further types of parodic interpictoriality and satire will be found in

some of the following examples of comic pastiche as well as in the
caricature practised in both the 19" and 20™ centuries.

R e
M see Art About Art, p. 98: Larry Rivers, / Like Olympia in Black Face,
qu, Many of Rivers’ parodies involve the apparent imitation of an older
image as well as its transformation; see also the examples reproduced in
\A:.mwaﬁ: Art. Lipman and Marshall comment there, p- 55 regarding Riv-
ers’ use of Rembrandt in his Dutch Masters and Cigars II and his “re-
c.:BwEm.Q., David, Manet and Cézanne” that “Rivers has revised the intent
of the original works and given his paintings contemporary references and
w__wa%n_oﬁa associations”.
Janis Hendrickson, Roy Lichtenstein 1923-1997, Cologne 2006, p- 59
RWE.E Lichtenstein self-consciously, and ironically, imitating Picasso’s
M.E;mscz of Delacroix in his Femme d'Algier of 1963: wpjcasso made the
Femme d’Algier” from Delacroix’s painting, and then I did my painting
:.on.ﬂ his™. In such adaptations the homage may also be said to be to an
earlier parody as well as to the artistic creation predating the latter.
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Cantata, or o
ferent authors o
up of fragments
original, or in
the style of su
ticcio given i
Painting which
nor copies,

als
R

memory
du pastiche.

meaning a «
potch, farrago, jumble» 217

is also divided into the fol

nal It. senge, 3 pie containj
roni and some form of me

Professed imitation of

Wl
ch a picture 218 Examples of the use of the term pa
nthe OEpD includ,

which the Italj

o._a_.m_
ans call Pastici ... because as the s
s U

See Rose BJ4 1991

O argue againgt the de
€cent books on Ppastic

in art, film, 1, s _cos._imnon 2001 ang
Le pastiche littéyq,

In the OED of 1989, the word .,Emmn&_
lowing sets of meanings: “a. In _am orig-
g numerous ingredients, of which macz
at are the chief constituents. b. An opers
ion, made up of various pieces from QM_M
a pot-pourri. ¢. A E.oEE. or a.mm_ma E.g
ether or copied with Eo&moﬂ_g.@__ﬂ%

the style of another artist; also,

I sources,
Pieced tog

f
€ a statement dated 1706 on the art 0

: o jginals
describeg “those pictures that are neither orig

» Pp. 26
scriptj
he ing]
erature

-38 and Rose
on of pastiche
ude | :mnvonw

1993, pp. 72ff, (These amﬁww
as “blind” or “blank” paro h |
Hoesterey, pastiche. Q&?K_
Paul Aron, Histol

] ; 5 Jours,
re Jr ancais, Renaissance 4 nos jours

> 1989, o 11
Y Mmanner of

de [q

» P- 32, Where Florio is n:cnnn as
Pastie o pie”,

he readey ¢, its entry for pasticcio

ions
in recent m:mmnww »
._ﬁ close to ﬁmﬂma g/
i ma

; m:mmmmnﬁﬁmm or

- n
“exhibiting :
s “a work tha
different styles”, but a i
|

| o betwe
i articular sty N .
B i to this rapprochn o v
g mam_:oﬂorm a more comiC
ody and pas i

H-I-
itions of pa
definit10 al
%_HME be seen to b

C

itic
rs to the crl
wamow, ac:n also to the

4
d 2001, p-
]llllllll\lﬂmoww i o) And see
terey this sense found. .
 Ibid. Em.ncﬁ.s.m _: oMM use of the word in which it 1s t0 vmwmqo&n, Traves
Roger de Pilea 81068 o vt finition in his hrift, Neue
difficulty of naming aﬁ. sp of the above defin ische Monatssc
Wido Hempel’s &mmcﬂ_m :m&a%a%-xas%
ancnawmm:nra.._s

. 59),
tists (19
- @p A m@q »Aﬁ.ﬁ Q:Q_\Aﬁ.
Folge, vol. 15 (1965), Mv.hnwm_.“w m Dictionary of
; Linda »
20 Gee Peter and .
orth 1960,p. 234
mwﬁwwmwﬂﬂnw to the definition ©

: Q.\. some-
astic in the style
: March 2008. Here e ture, created
web entries of «A work, esp. of litera
P as )
pasticcio was,

iche under-
h pastic
. over bot k :he.
" and examples given M”M“_M&n as comic pastich
one or something M__”M as what we may now
1 (/]
stood as pasticci

iven in OED
astiche, 2. 8 m?o:nl_umn_ as

noun p however, also des

he 1s,
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rp istmas
f Qm.l_m A Chr
ckett 1 the style © odies 10 d authors
. t of Be er) f par odie
Juxtapositions to COmpilationg that sos_m g:__ﬂ _ ce the m.w_m%o:m_ amnsm_aocm set camm of the n.mawm to ﬁ_.oacoo
be described s Pastiche or pasticei, 1n the older sense, _;m_gn .:Ms_p aaﬂm.__a in E:Omm_m in the surnad ed by asteriss s and mock
Examples of wm_m,oonmo_.ocm_w Comic pastiche €an be foypg inh HE wma_mnho_m. the <oémo=_om:w ﬂ%_m.ﬂ earlier ﬁmqoa_m ce, the sub-
recent art and literayre 229 Chapter 8 of David Lodge’s Thinkg o__“ Garland © initials) ar¢ __,O Wlls”. AS m.x ogs and the 3\“ m,mmE.o of
2001 for Cxample, uses pastiches as Part of a comje Parody s_u.m:w Aan__“m%mmm that of owrﬁ Battle QM Eﬂ pastiches moﬁ_ﬁmwmﬂ is made
titles the an in Lodge bjects, ; ically
/.. s, such as nged in L an subj o iron
" See Edward Lucie-Smith, The Thames and Hudson Dictionary oy 4, I atter is also o:m:.mu author’s hum the parody als
Terms, London 1984, p. 14]. Jeot I aracter than t ere
3 Hoesterey 200 gives severa] interestj

1Ng examples of con
Pastiche, although w

r of the ﬁmOOG. H
ithout alwa

. f the
ﬁ‘U._OOH o
.4 that are .%n S ic conse-
etmporary _ﬂmm.w%ﬁ_ cliafas® heories of the mind with various %B.”_rm_h to be
¥s distinguishing between pastiche i, is the lies the human t ind of the bat, tiche, such as
older sense a5 imitation ang comic pastiche. Hoesterey 2001, p. 14 alg %ﬁ_h as a whole to the m r examples of pas
brings pastiche cloge 0 parody by suggestin 8 each to be a type of “transpo boo lie
sition” after ascribing a definition of parody as
transpositjon to

*s Ulysses
ce’s Uly.
. James Joy
‘ t quences. As In other ear :
[non-comic] rewriting or
IC._“OIOC_._ Am

f the Sun” passages ow 226 the &mmowm:oomowm,._.
: “Oxen 0 - er work. o
€€ also Hutcheon 1985, pp. 31 and 38, where found _m_ ”HMQ i Todge™s own stlie e Wi i
nn_._a:m is referred o as %mn_._.zsm Parody as non-comic and transforma- of 1922,
tve and pastiche 5 imitative), py; also by later see;
cento (an ancj

d the pastiche use of the style of another's
ng each as a form of the tween such parody an

:he” or imitation : osed with,
i he” or imitatio r juxtap
work™), in which previ- very strict when the awmwhw_ parody, applied to, orJ
ed texts were Strung together with sometimes comic effect. work is, as m Em.ﬂﬂwooamn effect.””’
Although poth Parodia and the cepy0 can be seen as comic forms, classi another subject wit
CIStS such as Leligyre have Nonetheless distinguished the two, (See also
Rose 1993, Pp- 77ff. ang Theodor Verweye
che Formen der Intertextyqj;

1 and Gunther Witting, Einfa-
!at. Theoretische U

.@mlmmﬁawm: und histori- m

> PP- 56-79 and p. 261f. on the sub-
— referreqd

p. 90-96: “What is it

ter 8, p -
David Lodge, Thinks..., London 2001, Chapte ke to be a Va
avil »

>, “What is it Li
- 5 ’
Like to be a Freetail Bat? By Merten Am

*Im*n
. Bat? By S

» & is it —L_—Aﬂ to _UQ 8 *

. - 80— is pire Bat? By Irv*ne W*lsh”, ﬁﬂ m”mw.mno By S*m**1 B*ck*tt.

0 » P- : is it Li ’

. n example o o -~ m_w_u_. %M%Mw&ﬂ: of the R*shd**” What is it Like to be a ing Down, London 1965
cento. Pastiche E_.Su understooq and Practiseq 55 the imitation and compi- ¥ Ibid., p. 95. itish Museum is Falling .

lation of harmonioysy Similar woryq €an also poy ith the " See David Lodge, The Britis

cento’s sometimes comic list of disparate Quota; s

that distinctions between Pastiche

Pastiche and

i ork. d
1 edition of that f.z istmas Garlan
d s from other warks, 0 2 wellas the mb%gﬂﬂﬂmww M,”M:“ NMcma in Wno_._uow:”um M~mﬁﬂ”ﬁ:z enough
and comje i 27 's parodies : : f the bat),
§ well as between Lodge’s p bject (the mind o
i in all treating the same subj
€entg, I n
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Rose: Pictorial Irony, Py,
v, ody, ang bn._,.:.gm

In the parody the comic contrge
tween one work and anoth .
that both relates and contr
In 1912 Max Bee

which the ironic

asts the . b
rbohm :x.mw,_%%hwhﬂ: Auestion )
wi meta-fictiong] pPossibiliti Sy i
Jomed to examples of pe
numerous literary parodics as well as of pictor: [ VaS the
_:.2.":..,“ parodies include those publi m. i aricat
of 1912, as well as the story o \
ot bad, poctastic Shakespearean drama
Beerbohm’s “Enoch Soames” .
nary decadent fin-de-siéele
Soames, the title of whose
Baudelaire’

is a satire on the wo
poetaster or unwitting
, Fungoids recalls, by
\ S more successful Fleurs du Mal 2

4.._ :c ﬂ_,c._.w.c* m:mmm_m Soames” was first published in Beerbopy,
Se ,cp_: ?; in _e._mr but dated by Max himself at 1912 the Ewﬂ
w: hwm:o: .ow his collection of parodies entitled 4 ﬁ.&xmhaa Gar-
and.” As in that work, a variety of authors are parodied in the

rk of the mu._._pmm_.
“um_—.n-n:mﬂ m_.__n.n_._
t m_wo _um_.o&nw

m.E:u:o: of the usual subject
ference between the thoughts
F Lodge’s work references
Increase the number of ironj

matter of the pastiched author to make a dif-
of each author’s bat in both style and content.
to other writers (as here to other parodists)
. . ¢ meta-fictional levels, while further investi-
wmuw:MWmemmn”nw%nw.om mind Em.ﬂ deal with such issues of self-reflexivity.
o oL ¢ following discussion of Max’s “Goethe, watching the
3 V of Lily on the blind” from hjs The Poet’s Corner of 1904.

229
See the edition of M
0T e ) ”H Beerbohm, Seven Men and Two Others, hoa%.H_

Nigel Willia s he story is
th : ms, One of the ironies of the story !
c%hmrmenMM_M“mevﬁnm mu:_“uoﬂ be found referred to in Holbrook Jackson $
tneti ; i
T.K. Nupton’s fictional ._.;_w.... Y Max, but does find himself referred t0 1

: glish Littrachey | 890 i i har-
act - 1900 as an imaginary ¢
€r in a story by Beerbohm. See also on such ironies };&M% Hofele,

Parodie und Ii ]
d literarischer Wandei, Studien zur Funktion einer Schreibweisé

in der englischen Literatur 4,
1986, pp 2 1561 €S ausgehendeyn 9 Jahrhunderts, Heidelberg
230 i

See “Enoch Soames”

in Max B
mm.w:.uo: 2001, pp. 1-42 X Beerbohm, Seyey Men and Two Others
=" The Introduction to the first i 4
published i .
by Holbrook Jackson (1874-1 948), is date %Mzca of The Eighteen Nineliés

Max by Jackson in Chapters I, “Fin de mmmn_nnwowmwh o_w“:wﬁ ﬂ.ﬁwﬁ.ﬂ.zn.w,_m.__z.._
5 9 i wrey Tl

i its
known of the work priof to it

» suggest Max may have

Iso
d Wells had a

) .stmas Garlan ; Sup-
I .ﬁhﬂ%g Max in the Ornmﬁaﬂmﬁm H._u:
publis rinted with five ot .
of 1896, 1€P . New York 1926.

Beerbohm 1 Y oy
%ﬂw%ﬂﬂnu Garland Dwight MacDon

m Chaucer 10 Beerbohm — and After.

ublication.
" [ addition 10

been the subject

being ﬁmqo&oa
of a ﬁmﬂo% first

plement of The Saturday Review
Leaves from the Garland E.QcM:
(See on this and Beerbohm's

[ed.), Parodies, An Anthology fro

” !.“
. 200ff. «qverdressed” devl
wmnﬁmw _mwwﬂw wwa._sm Ev the story sees the as usual “ove

" ut also like the
walking the boulevards of Paris like a Parisian M.Mﬂwwmﬂvhkmunwmh of the
“diable boiteux” of earlier satires. See Martina ‘Ph .ﬁ.o..ﬁa.wq.ﬁh ’ ik %.wc..ﬁwm
Nineteenth Century: European Journalism and its Wm:ns figures in 19
Basingstoke & New York 2007 on the popularity ©

Century literary and illustrated sketches. n which
14 .E..w._.oo__.. N..awd.n_.mmq of this date on June 3, 1997 C”M Q”ﬂ»@iﬁﬂ he
Soames was to return to the British Library :...m_..#w ” n” 4—.“..&” the Read-
devil) saw several readers observe an actor playing moE__._ ..:E Manuscripts
ing Room of the British Library in the British Museum. :m s’ Work:
Rooms outside the Reading Room a special nx??:o: o . “_.a m..::.,n..:.:..,.
including “previously unseen manuscripts™ of _:m 2a.h:,:az.,.. The eritical
was 1o be found. Sec also on this historic event Enoch Soame .,,., wed edition,
heritage, ed. David Colvin and Edward Maggs (1997), Revis

London 2001,
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.Qoamo Bernarg

in
a letter of 7 July 1939

Leagye237
lo m:w 7= momaom i
m:m_:Em.\..Bm § made to

he open;
vﬂﬁ:: e
O&-N. .—u—.—_—.ﬂ.ﬂm . m DCQSHmo ¥
st ation™ fr
1c Aéﬂ:wumﬂv wo .mu.:.__. z-.:uno_ﬂ_ Mﬁmmhﬂm __.E N * &% ]
ool o S rld in which the J; uptonian “phonetics
236 & and leamt o “gq, th of “publik servis” ¢ literary profession has be¢t
€ir duti” w; 33_%5“.: rﬂd writers have found their
hm, 1893 res t of “the morro”.
2-1956, ed. Rupert Hart-Davis

ence”, in Enoch So
E &L
right, “The Anxiety of Inflv-

237 See M
ec ’
ax’s letter o Doug]
as

a

See als
239 0 Enoch S S0 conta;
. m_nn, for exa Bﬂ..namlmm. The ?...:.nnw H_E_._um
anslati mple, Laura er i
Laura WH”._ of John Logan’s No”._:..nm. :O,MW@". p. 268,
mes, An Introduction ”Q Wﬂw clegiac mnmwm Kuku”, a ﬁre:m:.n
Onetj, € to the uO o
uckoo”, 1IN

es, Londe
: r
1891, Part 11, p. 59-

of mirror flect it
ore
ut also t : tire of others.

Enoch Soames
H.m?:omonmnm
tion found in
ges may also
e are able tO

. his story of

i es used by Max in his St
e he cutting, reproduction and
y as well as to the exaggera

As with pictorial parody; Eﬁo_ﬁ_oﬂcnmg ima
literary of verbal parody 1n SO far as thes
other pictorial of literary works.
caricature of «Goethe, watching the

Lili on the blind” from his The Poet’s Corner of 1904 not only
ironically evokes silhouette images of the poet Goethe (1749-1 832),
and his one-time fiancée Lili wn:anmamns.z_ as well as Goethe’s
literary reminiscences of the same, but also shows us the poet falling
in love with an image with pig-tail that might ironically be of him-

self.

William Vaughan has point
Goethe’s description in his Dic
seeing Lili’s shadow on a blind.2*
seen in Max’s sketch behind the s

caricature-

pe found in
call up images from
Max Beerbohm’s

shadow of

ch recalls
811-12 of
an also be

ed to how Max’s sket
htung und Wahrheit of 1
A moonlit Parnassus €
hadow image of “Lili” atop 2

T i ;
he ode is followed by works including “Dha Milar of Di” (p- 60) and

N,%Mm wmnsm Lokinvaar iz koem aut ov dha west” (p. 62£.).

) >n cerbohm, Seven Men and Two Others, op. cit., pp- 187ff.

of »:%wﬂmm"”cww %_.woﬁ_ mﬁgwoﬂoﬂ Kraus shows Goethe holding a silhouette
z , Charlotte Buff, th i 2 j

ﬁ%.m% ootk o mE 174 e model for Lotte in Goethe’s Leiden des
Nm:%h%qh.:_mﬁ <m=m.=m=. “Goethe, Line and Outline”, in Goethe und das
£ 3658 er Romantik, ed. Walter Hinderer, Wiirzburg 2002, pp- 265-279;

Scanned by CamScanner



Poet’s Corner, | 904;

bust of 5 departed friend, c. 1781.

In a pictoria] Pastiche not ygeq
PUrpose, but in

order to imijtate Or recreate t
other — as in depictions of :nm_u_.baﬂm:

243 m

nn._o:: Felstiner, 77, Lies of
cature, London 1973. u.mw.

in parody or for a parodic or iron

244

See Vaughan op. cir,
245 MGQ

Art. May Beerbohm

246

wl)
RLD1(S
i ge is represented by

ECTATO

ch ima f the ﬁmmﬁwn,rm
. world of ea r box O ec-
the original picture es within the _m_.mmm_ audiences Or mﬁu #
wn“n re World (PW2-5) Joxmaaaos. the o:m“nﬂo_. world (SW2, o
o hole. In a Specta relevan
Nsa of each JM} mm ﬂ,ﬂﬂﬂon spectators wmﬂwm_c_. world mé:”. et
0 . e e
eic:), these Worles its immediate Sp Iser on {l
(GG AL cw,wcni Jaul and io_mmmﬂmw the audience of a
As the swo,.w of Imﬁﬁm@ work has suggeste moﬁmmc:m for a wor
e eeion L e L e of expectatiy
i m- - y ) M i
e ,woﬂw_m: w.a&o imitation of :x: W M
changed by ﬁ imitation only to b .
is called up by its imitatior iy
another work or .._..5 iy~

WOl
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ZG_wCS Um. W.m ZC

known art workg in

€Z’S late 20
the Loyyye 250

Clude hjg p

or Pous-
. mu
n : um fram ne
s used ines (The Ow:ﬂoa its museu nt street-sce
what 15 des Sabin Freed I fi ananels

o lavement = ..1637/38 onic role 0

L
88 & 89 Nelson De [a Nuez ]
the Loy, e

ngers is travelling.
se

ine
bus with its pas the Sabin

f the bus, the Rape of
. s 0
through WhiC

d
me an
nd fra
e rmat a ell as
windows inal format sas W
d through the ecalls its Or1g comparisorn
_ﬁn-wqmamw th implicitly _.ﬁ scene, eliciting [s the
0 3 7 AL, 5
t .Fﬁahoiz.%ﬁ ma __ﬂaﬂm_“ as a violent mﬁm.n of the Boaoﬂoﬂm.._Exﬁﬁo,q._wﬂoqumﬁo?
. dou . streci-iit ese ist the
M.oammw%w Pop 4, m Montages sych contrasts With N_”M:m are raised by ”w in order to mmm__wmn d is now not
'5a.™" They cap owever, also be Several ques into the Louv her wa
, 5 ] : iving into t rom

De La Nuez’s Busride 1, the Louy 0] Mona Lisa %_c_ﬂmﬂ_m:o has been away fi
Vinei’s Mong Lisa riding wit, tWo other women in a bus. I and is he aware tha
conda’s fellow Passengers are 35, pastiches of o
based op early 20" Cept

ther images, oing

an-
e, but on 4@ ?
treet scene, D4 s
eI %Mwoawnw _.m:ﬁ%ommnoa ofitheipa
in a bus passing th duced by images
ury black and white press photographs fron “ﬁwmsm:@ Further _W.s%msm% other works and in
Papers syuch u the The WE.? Mirror, a ¢ _”“_,_ tiche of the Mona Lis
Printed Woman is shown reading in an jron If-re
Manner, Wity furth

Lisa in colour ang

€I ron ~ ) ‘Hon wi m.
e 1 tion with
icture include the fact that .n? ] oL ; :
Nuez’s p1
i Yy De u.lm. ZCQN
Em.whwl

no visi
Rape:oj el %oﬂma #%mmwwm_.a i
. 2 0 o 24|
1 . the Gioconda’s fac
3 with her 20 ¢ . sion on
Ironically appears to be

1e while
at us, as she would have nm.an. W
mages : nvas.
nsists of mounted image: ca

Here it is the j

produce the hum

Xtap

Ume Pistqehe of 2006
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in ¢ I .
enturies prior to the 20

S
ome more metaphysical Century.

exam .
ples of pastiche can, moreoyer

alvatore Fiume (1915-1997), in which ju

vi
_mcm_ world to the nex
alvatore Fiume wag .

as w B an i g

As an illyg
L . trator Fiy
?%Mw:m anﬁ-_mm%w
mSSEW (t66) and M m.
o 1983 1o 1995
NS entitleq g/ Q.QOH

vrMM%SS%Q drawings for the works f
m&@%oo%ﬁ. satiric writers, includiit
e sm,\-m:n_a&s (1826-1889).
o S m_mo occupied with a se
potesi (The Cycle of the Hypo

origin of this
was asked to
by the architect
Gio Ponti. A 48 m long and 3 m "Ttalial, .i:mnw

inary [talian Renaissance town with re-

258 galvatore Fiume’s som, Luciano Fiume, :m.-m Ma:.:mz on the
<] think it all began with the huge painting my father

1951-1952 for the Italian liner Andrea Doria,

cycle:
high painting [Lé leggende d

carry out in

he was asked to represent an imagi
Mona Lisa or Michel-

productions of famous masterpieces like Leonardo’s
angelo’s Moses in streets, squares and loggias. In 1953 an article in Life

Magazine said that *In the main lounge of the ship passengers are sur-
rounded with the painted images of some of Italy's most famous art treas-
ures...". [...] Another step towards the hypotheses was the cycle dedicated
to Goya (1960s) where he represented figures from GOy time, lik

W&B_ Family, th e
e
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Something |jke
cach other, Wit}

the Pastiches b
261

Legame p

etafisico Pl
Q:o_:a_.:m S.

CTURE WORLD ]
Fiume’g ow

N earlier /so/, di stq

f;

PW2 (Picture World 2):
Quoted/pastiched

de Chirico picture & jts
Spectator World

Legame metafisico SPECTATOR WORLD (SW1)
Here it appears cen

PW3 (Picture World
EJ Quoted/pasticheg
Velazquez picture &
its Spectator World

Ct images from older art works with his own
in a varjet of different wa S. ; ier”

mm_cmﬂo_.w‘ Fiume’s k&zaaw“n nell’atelier or “Muster in the Em._mw
of 1987 shows the artist in hjg studio standing in front owo%w 1883)
OWn canvases ang behind the Fifer by Edouard Manet (18 m.ao i
of 1866 — which is reframed by the image of Fiume’s canvas nude
image within the canvas of this new Fiume work — and a
model from 7, ‘Aubad,

. Bm
mﬁzgoomsﬁ Serenade) of 1942 by Picasso,
m&:#mn@c”m_mo Parodist) of Mapet 262

261 S

ee Salvatore Fiume,

: 1987.

arelier,
: qell’ate 2
——— T nata ! d from Fi-
: — tore Fiume, iminate
=91 Salva &M.?WW% Serenade by
is

ith 1
i ficure wi i ’g —\Ql
Picasso a 115 by Titian
92 z....__O.__.__A _nvu« muh.p %
In the 19

=, de. T :
eclining Nt inspir een 1N
- ting) serenades a T ine been 1 1d have s . _,_
ume’s ﬁﬂa_ﬁww described wwwwﬁm% Picasso Mmﬁw:.&? in which
Picasso has anist of c. v the Pra ar. how- _
i . s to Nﬁﬁﬂ ]
nus with the Org anion piece lute player,
drid. Comp dbya
the Prado, Ma

263
ork. ..
i nade : ‘s 1942 W
Venus holds a flute and 15 sere r to Picasso’s

i i Oﬂlamﬁﬁw
ver, to be even closer in subje
ever,

e

a Pi-
i — Hommage :
Complices
Sandra Benadretti Pellard, xm.ma__a.w omp
andra

003, pp. 54-57 and pp:
2 Paris 2003, pp- :
ing Views — Tribute to Picasso, n to ha
Mﬁ%wﬁw\mrnmﬁmzw_m .,,%E.r ,._w..?:ﬂ can ?meWMGMWMW:o. fur
-89 on e ATt WLk i :
: ’s parodic use of o_a_n_.. “the young soldi , figure from
" w_nmwmwama.ﬁw Adunata nell’atelier that “t m:.w_ atelier, where i _..annu,noaw
<wﬂ0—..a :.. te to sound a muster 1n Fium 1. Later Fiume’s it mﬂOS.ml
haying bis e e e L g M R
H_.(_nmmmc :mmﬂw_mw___o see Salvatore Fiume, op. Mh.w anatomising mm_:nnm.# he
esson” o " : bran n als
: ith Rem . head ca :
o) Iinposca v_nmmwwﬁnmmrwsam positioned wowﬁm Mwm. but she is with-
A reclining %ammwzﬁm,w The Nude Maja of HM to the spectator.
3..“3 s mﬂﬂﬂﬂwwﬂa her gaze is directed outwards
out accomp

g gy
P
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Further to this, pj
s, Pj

}._r\\:m With Siay Cass0’g o
; b

of the ear]
. y 18405, ;
timately on 10s, . 8Uste-D, wnwma t

In w - :
hich a nyge vy iNique ﬂ

m..:.nm c s_uo .aﬂ_a |
Sch g5 1,1 be g (14

h
gure : a5 the </
Playing Iy Hn.mw »zme_o_, a.rﬁw
_ faah...

orks by P1€
works DY . -h both figures are stan

in whic
£1945, in wil Fo of 1965

dancer O
f the “Dawn Serena

in yet others O

Faun and

97. Pablo Picasso,
ber 1945.

Dancer, 24 Septem

A figure with pipe had also appeared on the left of Picasso’s __w.nn..
chanal after Poussin of August 1944 2% as it had done 1n Poussin’s

The Triumph of Pan of 1634-36.

ncil and gouache on a

266 ]
Compare Pablo Picasso, Faun and Dancer, P¢
Paris with Picasso,

_.m..,s. proof, 24 September 1943, Musée Picasso,
Aubade (The Dawn Serenade) 1965, Oil on canvas, 130 x 195 cm,

Musée du Petit Palais, Geneva as well as with others in that collection. A
s together with a lute in Georges Braque's

lso Robert Rosenblum, “The Spanish-

nd the Spanish Tradition, ed.
-93; p. 62 ]

el ¢l

3 3 Hﬂ » o)
1903 BLeS O frai o i P
3 em ali P- 17 on Raimondj’s 4,4
e o] riadne (S
gm._: mﬂ....__mﬂn. mhuouf..m on Dm—b{_mm- .NN.Qqﬂ
vas, c.138 00 re are hig -, the __MN_H»: g:mo_:u mmm_ﬂ._n_omna room, M |
layer, 1555, enus wigh s o0k / imore has the umpet-like pipe also appear
Museum, Compraes: O ME. vwmm_mwﬁﬂmmﬁ Oﬁmhhmnma_as scene, The Ti- Musical .ﬁ..a__...:w,..m:,_n of wmom.. sce a
dge. n ca rid, ang ..\Sr:,. 550, Oil on can- hese of Pioassa’s Still Lifes?s in Picasso @
§ o i %:m:ﬁ: Brown, New Haven & London 1996, pp- 61
ce Pablo Picasso, Bacchanales: Triom =

Nvas, 150
* .5 cm
* 196.8 cm, Fizyilljam
1 28 August 1944, Watercolou
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- and Model of 1963 (Oil on canvas,

3 X £
Munich), 11 which :.:w colours 0
d. In 1955 following the death

L]

Zmzmmn-:wa studio scene in the

el Matisse Y e Meninas in 1957, and
n | 0 takes g, | ofiiiee ould go on tO paint his : ’
s ol 5 __ %&m :..__ MwﬁﬂoshA%man.mmﬁ.onww in some of the E_aao.s. mnﬁaw.ﬁm“%m_
_“ ,“.,o_uj. nwﬂ..,,. see Susan Grace Galassi, “Picasso in the Studio Om__hM azq s
.__ Mmmwmaar and the Spanish Tradition, op. cit., PP- ﬂw- ﬁwwwa % ._unv_dm_.w.
99. Pablo Picassy ; M Qap e.g. Picasso, Luncheon on the Grass. After 3

il on canvas, 60 x 73 cm, Nahmad Collection, Switzerland, in w--
Mﬂﬂﬁwaca._x&mmﬁc wwwwm.mm___::_hmzmh,_,_m the Past, Cat. 47, p. 133 and Pablo Picasso, Luncheon
Febraary 1 5o O e Grass. Afier Manet, 12 Tnly/19615 Otlionicaaes: 81 x 99.8 cm,

ket Musée Picasso, Paris, in Picasso: Challenging the Past, Cat. 48, p. 134.
M gee also Krell op. cit., pp. 30ff. Manet had shocked many of his con-

Yoyl Pi temporaries with his depiction of two males in modern dress lunching
Series of _%Mmmo.m meta-pictor; openly with a naked model. The group also reprises the three nude figures
I"herbe (Lu 7 and Variatig ral works — g;c, o ) at the bottom right of the Judgement of Paris as engraved by wm_a.euu_

Ncheon o the G NS on Edouarq 15 hﬁ Meninas after Raphael, and as repainted by Michel Corneille (1642-1708) 1n C.

»

1685, as too the mixture of clothed with nude allegorical figures in Titian’s
Concert Champétre of c. 1510, which was then attributed to Giorgione
ﬁ.,.ﬂ.wm-__m__o,_‘ (See also Krell op. cit., pp- 23ff. on the models for Manet’s
ork,

m

Compare Edouard Manet, Le déjeuner sur I'herbe, 1862-1863, Oil on
canvas, 208 x 265.5 om, Musée d’Orsay, Paris with Pablo Picasso, Lunch-
eon on the Grass. After Manet, 20 February 1960, Oil on canvas, 60 x 73
¢m, Nahmad Collection, Switzerland and Picasso, Luncheon on the Grass
m___:m_‘ Maner) 1961, Oil on canvas, 81 x 9 8 cm, Mause ~ ;
the latter work Picasso has repl
a portrait of himsel

nudes,
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I x
e anet, Lo 4
1 N : » Le dg
s O _Nm:ﬁo_am ﬂb,\w:qm_., Sup
< 4= ...‘-..... : (= :_Q
S m

102, Pab i
lo Picasso, h::n.bmaz.aa th

_ow 1mc— 3 y - % i
- 0 Picass e Grass. . .
0, Luncheon on the Grass. After Manet, 20 Feb.1960

Grass (afier Manet), 1961.

In Saly
atore ”—u.: ]
Barnon e ame’s ddunara nejy atelier (M
er (Muster in the Studio)

larity of tween the j
. their subi Juxtaposed ima .
having both amwmoﬁmmﬁm, the woil: E\mwwowm: be found in the simi-
the playing of music %wﬂmmw% Zmﬂ.aﬂ s
- e prefix parain

the word
2 i Um._.oau\ ca
position, Fiume’s & _u.m understood to signifs
Sy Pastiches show his Ecmw_ y both nearness and 0p-
A rld to be near rath

1 clo

majority
of pasti
Wwhich he j pPastiches, an i , Mo
- a ¥
273 L1d10 as b SIS
so du s :
style of the opiair . 0 the imitati :
OEW:..N_ in Fi itation, rather thay 21 10
cﬂn.mﬁnw:o: han pa
.ﬂm.

‘atelier SPECTAT

ata 39&
oxes shown should

et be regarded s
unds Salvatore
porous box to

at extent the b
550 O Zﬂﬂ gm.ﬂ
ntrigue that surTo

uld also contain a
f Picasso’s nude to earlier art

gh some humour is ancnma

The question of whether OT to S&
be more or 1€sS porous (or the Pica
the 2 Picture world) adds to the 1
Fiume's works. (Picture World 3 cO
indicate the parodic relationship O
works such as that by Ingres.) Althou :
from Fiume's juxtaposition of the otherwise separated works, it 1S,
however, as a whole not satiric, of critical, of the vmm:orna images,
buta nn._ﬂ,uﬂmsc: of both their similarities and dif! monmsomm.ﬁa
Ls m&__:oz o _oo.ﬁ_ﬂwéim .%m figure of the Ro:ﬂms.m ioimz mno_-.a
casso’s 1942 painting, Fiume, has Jonetheless (in contrast 10 B

almost entire use of Manet's Fife
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» pre-painted i .. 5
. 15 to be
Y contrastive, but als

275 b , . .
..mzﬂﬂﬂw M\_M Mﬁﬁ:wm Wﬂwmwﬁ_ players in ill. 104, his Incontro al verticear
comically juxta & of 1984 (see Benadretti Pellard 2003, p. 55 and )
chirihs & poses muo:.am:m by Veldzquez and Picasso with one of the

rubs from Wmmrmm_ s Sistine Madonna in a card game like that found in
Boawﬂ.ﬂ genre paintings, as well as ironically placing the cherub so that his
ghzE g that of the very un-Raphacl-like woman by Picasso. Luciano Fi-
ume writes in pointing this out: “[..] the original expression of Raphael’
cherub is used so as to appear to be looking at the face of the Picasso fig®
wﬁ% some sort of surprise at the strangeness of its features”.
e See also the following discussion of Magritte’s use of pastiche

See Salvatore Fiume, Incontro al vertice (Summit Meeting, With 17
ments from Velazquez, Raphael, and Picasso), 1984, Oil on masonifc, 160
x 106 cm and Esempio come ipotesi (Hypothetical Example, with elements
from Botticelli, de Chirico, and Picasso), 1987, Oil on canvas, 250 X 160
cm; both from the collection of Luciano and Laura Fiume, and see the texts
and images in Salvatore Fiume 2010, pp. 124ff. Luciano Fiume has also
pointed to how the Cycle of the Hypotheses illustrates his father’s belief 1n
“the contemporariness of all art” and to how “in ‘copying’ clements from
other art works he translated them into his own pictorial and noa.coa:.o:m_
language”.

: — S oiési. 1087,
105. Salvatore Fiume, Esempio comeé ipotes!

. wwm1
. .gwmﬂ:uo AH .
The Surrealist master of meﬁoQ-EmE:w ,ow_ﬂ MMM new work in s
1967) had also used pastiche for .&.@ oﬂowmﬁam%- made Bouque
ironically titled Le bouquet tout %‘u&::o,.
1957 of his series La place au sO€!: 78 appears D 2
Flora from Botticelli’s Primavera of Hﬁ_m\ﬂ& wvooSS_. figure fa
onto and framed by the back of 2 bowler-ha d his back on

> has turnec ;
miliar from other of Magritie's works, who before him. While he
us to observe (like ourselves)

En_msamnmvo

T ..m:,msm.
2 H orczyner, Magritte. u,rm.b.:m\_l &_,
T p. 128f.

Richard Miller), London 1979,

of
278 1p this work the mmﬂon& :
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%ﬂ yer ic ] 1
aser f ..n.___nw....._a\ N._.Qz._. .MUﬂ....
A ..-CN}u P,
e e, as,
__w * :.ﬁx..ﬁ

“Bmam_un_u: a balcony lookip
1ade Flora appe g
% % * ars as ;: i - W
behind his back to face 0Ving oyt o, 0% Be
onto whose back she j US With her boygyar 1€ la
been thinki 1€ 1s placed - as Quet of bq
ing of her as in as well gg g:. S0
front of us, or be t a dream, or S a_m_u_un % The
to whether otally unaware of |, en her i, S
. 1er he has intervened Bt CT Presence 219 nd
etween him and ourselves as €en her apqg o, S

Ttig o 2
. ; t nd t S legy e
the landscape viewed by him ,__,H_“umo%mo_%o he _w:amo“wgg”
: 1Spla

I'S outg;
nm_. m is ten t m—n—0~ R

: s ofte ob - C¢ he Or g
¢ found N Magoritta® Cmeng of i ?.m:m

image is, however, not just

€ out optg s

Ui
] li»
N 1
U5eqp, ” g
Q nwam.
i

__T_w la :._pu_. _Mh_”a
¢

106. Reng mezﬁ_

Le b
_Mm %za:m“ lout fajy,

sts when writing of this painting in th
context of discussing Magritte’s ironic use of older art works such
as Manet’s Le balcon (Balcony) of 1868-69 that its evocation of
older art is also that which gives it its tension. The anonymous ma
with bowler hat, who can already be found in works by znm%aa
the late 1920s, is here presented with his back decorated withan
appliqué of Botticelli’s Flora, that — because that figure IS m_ﬂwﬂ
duced in size vis-a-vis the other figure — announces itself,

219 gee René Magritte, Le bouquet 1ou! fait (The wam&%mwg_ﬁa
1957, Oil on canvas 166.5 x 128.5 cm (Private Oo__anao AlViorae
. , alternative

gested that such images could also be seen as pir) . /
molwzo:monmmv\.:go colour to be taken by an image: | o fhion®

sy : ; a siml 2
dition of unlike images t0 another might ?so:om. %&éﬂ op. it
addition of a strange word to an image; S€¢€ also .

950 the figures

jer and of EAOYE g of 1
ﬁnﬂﬂﬂ wﬁ.%mn:.«_m 11 P.m w&nomh ﬂmoﬁ&«%m amﬁgoo& e /ol
o g5t Rnoms_mm_o#o g ch both undermine the

from Manet’
standing coffins and one seat
nd help create @

original work @ .
be mm_a to be a typically ums.mmoﬁnmﬂ

e s
W gee Uwe M. Schneede, René Magritte. Leben und Werk, Koln 1973, p.

115f, Magritte’s concern with the mystery of art was on-going throughout
his work: see also Torczyner op. cit. and Suzi Gablik, Magritte, London
1970,

Hmnwmma_? op. cit., pp. 47ff. on the figure of Fantomas and the work of
ﬁmm: €. , .

o:NMM,MMﬂ.MWaMMM%S. h_m@uw: noz:.m:w (The spirit of the comic), 1926, Oil
relismics i Bl mmma %umés collection) and René Magritte und der Sur-

B Soe m%;wamzm,: Mﬁ. ; é% ws Schneede, Im?_cﬁm 1982, p. 935.

Musée d'Orsay, Paris ,msm M nn_:whmom.-%, Oil on canvas, 170 x 124 cm,
m\n_a__ 1950, Oil on canvas %za m.omm::o. Perspective 1I (Le balcon de
ent. Manet’s balcony mmo;o x.: 2 cm, Museum van Hedendaagse Kunst,

ad itself recalled, but also changed, the

oaoom.B EE ..
new interpretation omm 52320@5
Magritte f ashion.

113
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anct, Le halceo,

7, 1868-69. :o....
Maney), 1950.

I (Le balcon de

Here parody slips, like the figure of Fantomgg
world of high art, steals some of jt« i
become coffins,
Magritte’s paintin
reuses them in an

cally humorous — manner. In thjs transformation
comes a floral tri

bute to the dead rather than t
Manet’s tribute to hjsg friends the basis of anew a
parently ::an:i:_.:m of Manet’s painting,
pendent upon .2

ing — j

STt LA L

if also paradoy;
the pot plant,
0 the living 44

rt work that is g

but at the same timg ﬂ_n.

figures and details of Go

ya’'s Majas on the Balcony of 1808-12 to depit
the figures of the artists

Berthe Morisot and Antoine Guillemet a
violinist Fanny Klays in his

Schneede, p. 115. W

flecting the fact that both Maney’s models and Impressionism were d
the time he made his painting,

while Gerhard Roters, in his t&mwmm
Jahrhunderts. Themen unq Motive, 2 vols., Kéln 1998, vol. 1, p. :
i of earlier balcony scenes is taken 10 its
consequence by Magritte’s ¢q

ffins. Donat de Chapeaurouge, in his
und Konstanz in dey Bedeutung entlehnter Myive Wiesbaden 1974,
on the other hand, sees Magritte> !
Manet’s work.

S Le balcon largely as a hom
S Talso Ulrike Kristin Schmid

; L Kunsizigg, nd |
Jahrhundert, Weimar 2000, p. 103 on the description

olf, op. cir. 2009

then revolutionary flat style; wnw _M
; P. 62 sees Magritte’s coffins 8

pears to U

s Ly
f mﬁmoamﬁoﬂ.m?n
0

in the Re-

< Qﬂ <0..‘.__
e destru
: 1e “La copl

d CreySsoh Fioting. nt
ings S_quﬂmo. il _oqw%u.é: Goethe comme
a.o._m ] i =
vile

m , iter and

. .. ing those €10 .~ < Jupi

%mawn::m.a_s w:.ﬁ without using o m_mrw_aw ) Dresden, of
mmﬁé aaa_o::ﬁ___mﬁ: a footnote 10 *. & ¢. 1608/0

reflexi ¢ of 1773, d Bauc

Nach Falcone

ino one O
ilemon an illustrating 0P
he House of Phil by a wood-cut ill e resting; S€
Mercury at ! ntion is taken 0y @ which they ar
how JupliStes mm”"o wall of the nn 1m
adventures on

.L ma&m u._z M m 71 £} ; ; :
T ! Us,

- +arial. but

3-2 . mﬁnonwr

1. 12, pp. 2 an interp

1948-1969), Miinchen Gwﬁ% intertextual ﬂmiﬂmw
I 5 . the e :

6 Stoichita op. n:.mﬁ,mwa the latter oowﬁmwwmﬁw S |

in a way that sugge cit. Chapter 4: 1cony (Ol on

87 See Stoichita 90.. e ' On the Bal ibeds

painting from an old imag

been de
imes dat B30 on) has |

% Although Mo:._”wm_”sqomoa. Tate Britain Lond!

nm_:_mw;ww.x .

. a _\'
hibition 1n L«

inspired by the ex :

ing been inspired e
ﬁmﬁ”_ﬂ“”mm Sharrer’s Workers m&& ng | |

W
oW to EH..WO a ne

ed 1955-57, Blake
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of 1985 289
per’s 3@5&&&5.
teacher’

. sroom
's works 18 T of the classroons
. : igures 0 er’s Wor right o1 - ed Wi
S Eleven A.M, of 1926, why Despite d.._._ﬂwsﬂwos:& _s.mﬂwﬁo_mmﬁ._o:. To ﬁrom. ._Wm.@uwn 1S mmﬁ&n»ﬂ seated
NOW gazes at the reproduction of Hopper’s Nighthawks rather thay cial alienalio Deem’s juxtap Chop Suéy © ly shown _ but
the city scene suggested by her bedroom window, undermined .ﬁm from Ioﬁﬁnﬂ per had moﬁamwwm Chop Suey an in
As Irene McManuys points out in her Introduction to Deem’s 4r one of the m”__m at a desk — s .omﬁ hand side © figure of the =
School, the allusion to Hopper’s Eleven 4. 01 ironically points to the her back to rant table at the :%._mmﬁﬁnm_.n&. The
time at which the scene is set, Deem having claimed that the scene at her restau
Tepresents an Art School for th
morning, !

0se who can only meet on a m_i&_w
Various other quotations from Hopper’s works are
R

i aving
alone, her companion h

1 of Hopper has steppe¢ o
king in Deem’s Schoo
front of her smokin

d of 1952 and 18

; ake
Railroad ©° %Fq»om ol
er's Hotel by a es from Nighth e top of the
the hotel room of M%muﬂﬂ_@ the two figur her’s desk at o sing. Hop-
4 =
, also a lone figure. 3 er at the teac café are m
See George Deem, Schoo/ of Hopper 1985, 0il on canvas, 102 x 1 uple as they sit ﬁomnﬁ habitants of the : e
; 3 o Deem, Art School (199), é.coup h the other inha rmation of th
em, Collection Mrs Marion Covich, in George Deem, e room, althoug 67 Hwﬁﬁ..xw discusses
Introduced by Irene McManus, London 2005, p. 54. Other artis 5 er. 1882-1967- p. 92 also latter’s
Works are juxtaposed with each other as well as with the trappings of ¥ A Renner, Edward Ea_uﬂq p. 56. w.o.nbnnm.u-dﬁnn to the. o
schoolroom in the works reproduced in Deem’s Art School include Raph See Rolf G. hael Hulse, Kdln 20 ritte, and with 1€ o=
acl, Veldzquez and Matisse, . Real, wrans. Mighas Hopper and Magrt e
0 See Hopper's Nighthawks of 1942, 0i] on canvas, 76.2 x 144 cm, .;“ similarities daﬁcmmﬁs.s pictures. I
Art Institute of Cj, icago. George Deem'’s Art School contains plates of 37 “ludic” pictures withi
paintings .__._xavcmmsm works by earljer artists within the context of the 8 Ibid., p. 52.
schoolroom, p T
) See the Introduction (o George Deem, 4, School by Irene McManus,
91, Deem s algo quoted by McManys ag Suggesting that
Jeets will be “Depression i

“era lessons like crime
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nd PASTE f
dy, @ lly o
e ™ 1r0oc) ecla
riql b.o&.t_ UQ.G&.. y __..ﬁhé.\_ Pa E.Oﬂ_trm Am_wﬂ_ozm O». the
) 4 ' q, o por! r . €
per’s o:wmomwm hi aqwn.,_.:a & pict0 a@%ﬁoﬁm ,‘M their re¥ 301 . )
ease] s Early e | 5 f o0 atuable ©O " ased. ¢ incon
o n.. mﬁ_“ra front of the Qmmmn ¥ Mo, Ming alyse® M aré <m__:cwor the¥ ﬂ_.ﬂ._m often nwo_.ao:am &
N€ In the amﬁ_.n:.o TOOm as i of |g an®- iere W e 1 sucC
N of ¢ if to 302 th® “fq0est® o on tiche d in St& ork as
beneath the b Mptinegg el ety of urce” * ¢ pas foun died W
alf-drayy, d 2 And g, s, Ty 1y ven O iodsout o of pa to be BIORT™ s
—OWn bling . 2lso po ey Sy Moy gV oealeC ~ ipe use O “ i d the P tiche
plant beneath the w; Ind jp g, OVidag , ¢l 'y M) L cone® cen the " iha dy an in a pas as-
. S.EQOE Show: ¢ S:E fra i, _._a a,.n etw® .o.ﬂ...m. aro y than 11 d and P
) Orrowe( fro Oppepss - Ning b fte ore®” . . re ween If is 8~ ;tions O
" a Cafeteriq of 1958 20 35 Yl anothe Iowuaw o.%% ;”fw__ o_mm nm_‘o_”_m_.ci uM_.o& _ﬁmﬂms the defir! ing brought
Suggests the m:msmmsmi ow wmﬂmnmmaaa of s%m__,.g_m_ ,%_ mﬂmn aomau the _uazna W ¢ gpart from .wwm as well @5
Deem’s School of Hopper. €hool degyq tha mma”o____ui__;w“ ”Hn__ mmsﬂim%r 8 mmﬂ e d tha nt defimiti
As with mogt Pastiche thy ;g not "oy,

figures are not

2 S ingg
ormzmn. As a whole, Moreover, Deem’s pastj C0mic %s:.sg
as being an exercige i 1

Art School, in 3

1gures also function g both Eﬁ
that schoolroom Seene and as part of the instructiop o lhe
reader/spectator of Deem’s work ; ,

this by showing us not just one, b
ages, the original cop ourselves |y
identify and research. (The unfinished portrait of George Washing.
ton of 1796 by Gilbert Stuart [1755-1828] that appears in Tom Wes-
selmann’s jronjc

hanging on the schoolroom wall, as in Deem’s Schoolroom of 1979
and in other of the works b

Y American artists _,nscqwnm_ in Em Ant
School.) Here an imaginative form of double-coded pastiche is used

for several different meta-artistic, but not necessarily overtly comic
purposes,

A broad definition of pastiche and investigation of it in contempo-
rary art, film ang literature has, ag already noted, been given by
Ingeborg Hoesterey in her Pastiche: Cultyral SNSQG\E&;E&.
E.mEEwmom moo_.

id., p. 35.
Ibid., p. 80.
McMany
himself as 5

298
299 : .
S In Deem op, ¢y

» P. 11 als
.u.cxﬁuomm:o:mm_... -

0 notes that Deem has described

“Pop Art” Suill Life #31 of 1963 - s also shoy,

” Hﬁm.
and MOTE  ostmodern” €xammP
iche and "pOS
pastic

tic
een pas
distinguish greatly betw

ever, di

r rmﬂ.&m_ e No
o rody afte acteriz
L Mmmmooca petter char
.m_ow:_o:.

Smﬂrﬂ.
: nd the cenio s pa
running ﬂmnomw%or p. 94 compares P
0 Hoesterey

i iche, and . m
cussing literary pasti g e in g oA
term interpicture when

d pas
2 1 addition 10 g%m_w%_ work, § .
i " in Hacstor 1bi at ioh it _um.mn—ﬂ
Wﬂwﬁﬁ. While describing that whic
i dc
both mocking an . o
p. 23 on Bjorn Norgaar ating com!

moves away .
form of compleX,
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mcr,,m.;c.
the Pastiched Jey,
Musician, of
the

els are relateq
-Mmaker rath
m._OSO 303

film
itself,

device
a .ﬁ.

E

up-dating of gth
appearing to totg]

ly reject their o

€S¢ Withoy
riginal world-yjey, 305
2% Andreas Bghp i his essay

mverwendyp

“F ormzitate, Gattun
g im Medjen
lungsparodien

gsparodien und ironische

vergleich”, in Bghn (ed.), Ln.c,..ﬁﬁ.shn.._a%

> ironische hcw&qmgmz&xaw. Gattungsformen Lﬁ.ma.mi von

1999, Pp. 7- 57; p. 34 also does u& a_.m__s.

"' €omic and non-comje Pastiche, but does suggest that there
congruity of varyi

Ing degrees between the pastiche and its model
) s 1f not (ag with Parody) within th
onal cages of Pastiche that

¢ pastiche itself, In most tradi-
4re not comj 1

ishkin (1 wuuu_mme Was a foyung )
and his landscapes celebrate napyre a8 el ag 413

< Davi
- Jacques-LoU1S pDa
[n Ja

iting im
th and WI! S > In
m—.—mﬂ.ﬁmﬂ_@m Om.—_—% ﬁTﬁ mﬁm Ohﬂ@ﬂ .HOBN.#.—H. H.—um a
sur I'he hes of the m ks its colou
carded n_mz per’s Nighthaw
Edward HOP

ﬁbﬂﬁq d
ide the contem 07. ~ 1 an
\\l.\_i\ﬁﬂm\\\l\l% Tinari, London w_we. of Yue Min 5 hoto-
% See also Arfists Essays by P EF@& o Curtain: x\c_h..oon and sce the _wumm&m
e il 0 . ina:
by Mario Ciampt Behind the Bam Hong Kong, tists in China: - nof
W gee also Faces i Art Gallery, H jampi in A7tis ultiplicatio
in. Schoent Mario Ci s soos jronic M .aﬂgow:%
Yang Shao Bin, Sehoet works by Minjun § seen to 1r'
Minjun’s 0-49. (Yue Iso been iors.)
graphs of Yue studio, pp. 40-47- men has a cotta Warr s for
the contemporary studi of laughing sty Terra as well as !
LM image in his depictions ter of the QIn anﬂ”m on his i_o_.wn.nm works ¢
echo the repetitious m:waw pages for oo:M.BM_.am and of the o Epere
W See Yue z._aﬂ,s ww%& his laughing figures a8E -
“gallery” examples ;

dis-
£ samic. and the
|ements are le S ﬁ_n..”:nw version of
" and background: Minjun S n fig-
and %ﬁmﬁm: as its huma :
s

rudio. Photographs
5

d here. ;
mﬂ.w,_wwmnnn also note umo n
403-447; p. 408 w
m_:an.? \
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Position of pagt

e iched
» Which s ajg ed images js ot ”

=

Other apt
: rt
Shi Xin: ists from Cp,

°ch called “the new

nd Franceg Borzello,

1925

hs in Artists in China, 0p- cit., pp- 160-

i see Maric CAT . 422. ..
isa i ibed as both parody and pastiche 10
ut further analy-

Times 2P February 13, 2009, but witho
wm_m of he artist’s deliberate reduction of humour in the funereal grey m.:a
of invention with

o image. Here it seems to be the combination
ontrafactum can

disintegrating . . .
;mitation that is central, sO that a term like inventive ¢
stiche. (The contrafactum

seem more appropriate than either parody or pa
1k for a new — some-

can be described as the imitation of the form of a wo
ose and is not neces-

fimes secular rather than sacred [or vice versa) — purp
en and Witting Die Kontrafaktur: Vorlage

sarily comic; se€ also Verwey

__hmrwmwe.@mzzam in Literatur, bildender Kunst, Werbung und ﬁomnmn&mﬂ

mﬂaﬂﬁ__ﬁwﬁ“msﬂ qu.v. Yet one Esn._‘ reason for seeing Yan Pei-Ming’s

bl na:w ona hﬂn as an ironical, artistically inventive and self-

T ity %H\nn.:,a is that it can also be seen to reflect on and renew

Mg e v mnﬂ.__o:_ m:a. reworking of da Vinci’s portrait by others.

e ke bring Mn:o: Art in Banksy. Wall and Piece (2005), London 2006

other images of M%_”:m et Wmnnmv. - Lo groed
entury urban life such as surveillance cameras, heli-

copters, poli i :
police crime scene warnings and (with self-referential irony) wall
to depict, amongst

graffiti :

oaﬁﬂ_smmmm__mwﬁ more idyllic works of landscape art

tryside, In r.m N e encroachment of urban crime and ugliness into the coun-

lections of St ging such ﬁ_nonxm ow art amongst others in the permanent col-

tol” exhibiti ate art galleries (as 1n, .moq example, his «Banksy Versus Bris-

the way | on of M.ooou, Banksy might also be said to have mc_‘nm_.ccsmnn
in which visual parody can hold a dialogue with carlier works and

Te-
present those works to the viewer.
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of Monet’s wager

! itle Show me fhe
.-ﬁm% Street images with Monet's
vandalising” the latter.

bited under the ironic t

: 2 Juxtapose mod
art in addition to _.qosmom:% e il

s London 1987
. »D. 118.
p See also Picasso’s variations on thjs
u_m,M, Eﬂu 140 and 160-161
¢e Charle :
this work in :anw_wnw w“wmﬁ%@ 121ff. (Ingeborg Hoesterey also includes
wmswmw»m outside str i &om?ﬁ&m.v

a8es to the walls of n.ﬁonH mnrmmmmozia h.aoz_.om:u\m&_.:muo_znma&a.
from 2006 of a ho i ﬁmror as the trompe I'oeil image at Chalk Farm
dust under jt g¢ mwsmmm:ma lifting up the bottom part of the wall to brush
While some of s :_1:& ST a carpet; see Banksy. Wall and Piece, p- S6f)
modern city, 11@oor paintings” have involyed adding trappings of th

such as the i

a . survej .

%, 10 pastiches of rural land llance cameras that have recorded his street
See Banks wnm_unw.

s Y’s Wate -lilie
the section 4. rlilies after
that join b Art.of mna_ﬁ.@\. Watl

subject in Picasso. Challenging he

QZM:n.ﬁ (Show me the Monet of ¢.2005) D
n Mumm.n._ﬂ P. 167. The shopping trolley$
Pond fly-tinping» e \ onet’s water lilies in an image

work _“.J\ Banksy Y-Upping are again to be foynd it anothsriroig

e of native hunters (see Banksy. Wall

(e more seriov
?_ﬂoﬁm—wm O—.—@—..Dm..— 5
nonetarised” in the

as also ,cmmw
ﬁmwa_._o.so.

|14, Banksy, Waterlilies
after Monet (Show me
the Monef), ¢.2005.

ol London as an
marker pen) smuggled into the British Museum
mm..;.@. Wall and Piece, p. 185.
Montage (from the French monter, ;
OED as meaning figuratively “the pro nce, miscellany » o~
medley of various elements; a pastiches 2 i lied to assemblages PT
OED, 2nd edn, vol. 9, p. 1039. Aw_‘woo#mmm:“nwnﬁ
duced by “tinkering” — has Sngu:«. some it
tiche: ; D25 shorthan
E%H. .mno &Mo Wm__mo ,owuuo.%n Monet” have Unncnhwmi and aes
e words “Show jon in both MONEE S net” t
the value of a gallery’s collecti®

: ironic in
Banksy’s use of the pun is ao;w__%z_%:waa as well a8
shown here is one that has been ¥4

in the
to mount”) has been defined in
(1% o

ess of making a MX

for assessing
thetic terms:
hat is being
ale.

ture, blend, o
. see the

R —————————E i e
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2. As noted

om t 1
! he Italiap “travestire”

nﬂm.(-mwn
Y can '
form and ¢, both be sai

Oﬂn_wﬂﬂ Ompﬁ_._mn Q to O:.T_GH Q_.

._,wﬁn_.mo 4
n| . ¥
S 10t One thyg Which g being

on the sjm; |
M, wil
laritieg rogonz _s_w : mcazoa
Orks cal]
ed

or |
Comica|]

:G_ﬂﬁ ﬁw
- \see algg
_Um.__.DQu.. and tra

€ said
to _.Z._Qﬁg. L \P:EO
Qmm:_.m_.on OH.EE.

y ﬁﬂm.._.__.unﬂ.c

EQE_ Gm t ) 9 70
I m }._ g i » S€¢ m~m0 NOmﬂ _H

0:' UG wmmwﬂmw n__ :
s ZD. 1 :@.w:q p TW—: I €s Hum.mz.ﬂ_—..ﬂ

vesty.)

ugh this

" o-

1e”, in Orbis Litter-
s E.mio:mwf travesty isa
. g to disguise or reclothe.

calle
rectly .:MES% and that called
rectly imitate both the

tioned, such a dis-
Liede op. cit. wdle

p. 13

m pis.
aw:.: Eo:
ody as b.

e are O may P

ave the comically incongruous mﬂE.nE_..m or
.o of the parody vis-a-vis the older work being imi-
e it should be added that the parody has trd-

er than purely satir’”

: : ) h
elf in an ambiguous rath®
er to its Bamﬂm.uwm As with several others of

vmm:o:o may, however, also be :.mna in
part of 2 parody, Of some parodic ele-

a whole.
so stressed 1S P
ative descriptions &

f Ludwig Albertsen’s .
not only that pastiche

counterfeit,” but
he ﬁmm:.ornc_..m

the forms
atire or by 2
ments included 1

Some accounts of
in order t0 counterac
of its related forms by 0
ihe concept of pastiche Sugge
should be dissociated from such
that it is a way of reviving things fr

parodist as 2
n the pastiche as
pastiche have al
t the more neg
thers.*” Lei
sts, for example,
negative terms as
om the past for t

ositive uowm::m_
jven of it or
article on

% gee Albertsen op. cit., pp- 5.6 and see also Wolfgang Karrer on Albert-
iinchen 1977, p- 49.

sen in Karrer, Parodie, Travestie, Pastiche, M
- 325) a comic effect may be produced
f a work, and any

In parody (as in travesty; see note
by an inappropriate change to the content or the form o 2 7
such change may also lead to the original form or content being recalled of
W._woxma.
s See also Rose 1976, 1979, and 1993 on this aspect .&. parody- —
The negative description of pastiche as plank or blind u.mqo% by | _,M %
Jameson in his critiques of uomfaoanammﬁ pastiche 1S discussed in bo
mwza BJA 1991 and Rose 1993.
Qes: Alberteet op. cifs PP 23
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interly and literary arts,
ecture demonstrates the exi

omx_m_g%o:
es of pastiche in that field, and assessments of
>~ Russel]] Sturgis’ 4

Dictionary of drchitecture and Building
NI assessment of the term that reflects the way in
N used by at least some in architecture and the %ﬁﬁ
€SS moral condemnation of its derivativeness ,H“ Lp .
especially in those in which the importance o
genius has been stressed:

Pasticcio, pastiche:
another or several o

which it hag bee
rative arts with |
other arts, anq
vidual original

imitation of
A. A work of art produced in deliberate _EH%H%_”H%
thers, as of the works of a master Ewmzanw%m o
and B. Especially, in decorative art, the modification for trans
another medium, of

n
m&w E
mnwﬁ_mm_.m:.%:cm,ﬁrnooﬂmnommgowaw :
Pasticcio of a mosaijc pavement,**

2 Ibid,, p. 8.

332 See Russell Sturg
London ang New v
523 Ibid., and see a
amnao:mq which a
Hlustrated Dictio
1883, defines
scribes “Past;

35 % vols.
is, 4 Dictionary of Architecture and Building, 3

ork, 1902; vol. 3,p.73. g . ther
Iso Rose 1993, p. 76 on Sturgis’ definition. O:nﬁ.“”ux
Iso places emphasis on architecture, J, W, Mollet s
nary of Words used in Art and Archaeology, r.om" 57
Pastiche without condemning it as derjvative when it

Ccio” on its p. 245 a5 :ms_._::m:.o:o::o m&gnom.m:o:._nn

,a
art, photography
e

; at
e Cem

roduction of 1M

the wﬁOﬁ.—O rep art,

: rmance
and in perfo
This mnnmoﬂh__ aqux vivants © 20" Century- ing
ages in fable and film of the Jeau vivant of d in the %m% =
_u_aamam_ww., Century the :_uow ﬁm,s artists’ oEUumu.omMoao Bawﬁmcw m_.m

the : in bo . . . ional, pre-
i enertainment c with the visual i two-dimens'on - dy
__Ugsm of those familia three &Bamm_omwm enes, as well as

1d act out In historical sC >337

FIONpS WOkl intings or nl Iptors.
s 8 s of pain by sculp
m_“ﬁﬂﬁ%%mwosa images produced by
three-

; the O
isions to
- cent revi
L t design”. The re hitecture-
painter in an independen ference to arc

. ;o include a re
tion of pasticcio also inc e of Po
™ See also Jencks ._ommw;c.._m%wm:nxm, The hnHmwz_nm e
1 - ar . is 3

See, for instance, tiche 1s:a1SO. ¢
chitecture 1977ff. Post-modern %aﬂmo.rm»o.mr. mﬂoazw
facadism’ or the pasting of a mmm der. Korperliche Y&
% e Birgit Jooss, Lebende Bilder. f

. i ﬂ@@@. : m. .—wowv * :
i eit, Berlin ten O jonship other
ﬁ%ﬁ Hhmm %MM%M N:‘.nr?mb.:ﬁ:n.*.”.wonwa&..?o int nﬁn“”“%mn wa\wmawmsmuhaim.
: . nines: Ty ¢ tur,
Bilder and Halbschlafbilder

‘ hauer,
m_.. in Ha ut pfoten 4 also
ﬂﬂ.—._v__ M@_r O@ﬂﬂﬂq :‘—.OHNQ /?__Oﬂuh ﬁm mn.__a i Om- —wm

Paulin an e Vasari
Wissenschaften, nnm._ ﬂwwﬂ.&.w Dmm Em..&m_
2011, Wilhelm von Sc o comedy dern
cing ar MO
wNza: BEQ.H_HW ._M_w.w mﬂﬂam_o:wuoiw Der
angs, “Wilhe

: 39 Emm a
i & ture
“living p1€

st-Modern \:...

120
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Autumn ¥ raad:

7 .
irthday in Octobey 185584

Anna .
Stepping out of her role

au : :
F:.::n: fru asa

IS 5 e

6. The e N

3 and 4 of 1855 odor Mintrop, Das Album fiir Minn,

I Q‘

R el ST R
EN_GH sej
mer Zeit”, ng
> Diisseldorfer Japrbuch, vol. 76, Diisseldorf
, vol. 76, Diisseldo

;H-_muv
g , A8 QON
h..__.D_.vuv ﬂﬁm Z S .O. :Q m .
338 » Mrs Edmund 4 ISley 1n his Recollecti, _
Gt collections of a Royal Acad
: n 1903. pp. 201 fF. i

mwm H.—,.—Wnu zu t }& Filile} m
AU—OH ntr I 1 2
Obv bb_&. kﬂ\&h&%ﬂu\nﬁ_ .

W MMM m_.mo Rose 2003
€ comm > P Mﬂ. fi
NS by Gabriele 700
5 &s on

th On:EQ
p)inh
a m_“__h&m

2 figure i also shown leavin
studio scene by Alexander Frenz

schreiben filr die

hunderts,
Schroyen and Isabel S¢
gen, “Das Bild im Bi

haltung”, pp. 42-69-
3 Gee especially Heinrich Thei

1d. Lebende Bilder

ssing, :Woamnmxm und

Phinomen des Kilnstlerfestes im 19. Hqurcnannm. in
Kunstakademie Diisseldorf, €4 Eduard ..nﬂo_.. Uammw_&w
w.w,m on the ironic breaking of illusion in 19 Gn:EQ.u.E,
¥ See Rose 1993, pp: 79 and 103ff. = inid3

See Art About Art, op. €it.s P 10 | .
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b...Qo.....Q. Iy, ony, p
| y D...GQ

m =¥ 'f. Du f»f
O:wn.o:‘:}f Oﬂ :.Zw !o_ﬁ_ gmm~ HQVDE_E_@ _..?/

ANonisatjgy Of thoge as TSin ::E_o.

In wOﬂo:@mo:,w R odely - ol
tons on the R m\NQ.h.o:m: tib _nzgm _

1 the Birth op Veny oo die Gep, g

IS used a5 an im e 976 i

....5 = :._._,.yw. -
117. Ulrike Rosenbac nen iiber die Geburt der Venus (Reflee
tions on the Birth of V.

h, Reflexio
enus), Colour video, 15 minutes, 1976.

Such transformations have often involved the ironic ..%c_u_ﬂﬂoﬁ
ing” of the person of the contemporary performance mmm_% ki o
older artistic figure or image as in a tableau vivant or living vm_.
ture”. They have, moreover, sometimes inyolved the use of an o
ienation or a “defamilarisation” effect, by means of which the pef
formance artis

Us apparent identification with the image %E&&%ﬁ

¢ ironic rather than complete, and conscious om. &. ;

ence rather than of complete identity. :
One other

of the legendary figures investigated by R
her video installations of the 1970s was that of the stro
cules, in her mmwnﬁmu-mmmwku\m?sﬂﬂm . f19°

Wl a__-#n &nﬂ..—ﬂﬁ_.,o.ﬂm Oﬂﬂﬁm—. _w

pierrot “Gilles” 10 B
tists’ Fancy Dress ion between

x__\_ ction as well as E.”_ r Bacchus © !

w_m_mmm Caravaggio’s Si¢ % e 12 e discussion

; hese, : Shermai 1l as

cm, Galleria Borg an’s work Cindy 1991, p-

See also on Sherm: Basel & London terey 2001, PP- e
pastian Wormell, iche in Hoes ierte Identitd

3 herman's work as pasti - jnszenier

of Sherm ns:

1.
| Carro

= rmd —wo zcm .

pp el \, The Cindy .mxmmoom and see 2 : Mod-
W gee Fritz Franz Vogel, s Koln .

. bis 2 005, Towar
Fotogeschichten ._mcm “ .mﬂmima.ﬁw& Zﬂﬁm .
3 e Loty ce
“The Grotesque 10 od. Fran
ern Art and the Qﬁchm.,wam_hm of the &r¢
291-311 on the mnwn:m.w k
“fusion figure”. Om% .
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_ m m n.mq.me_ﬁ. e " AR
£2210°s Sick
No. 224, o0 ick Bacchus of c.1593-4. 119 Cindy She

Diagram of Cindy Sherman’s “Sick Bacchus’

mwﬂﬁ%&mx Sherman anmmna up as and photographed 2
oreae: _E:_E:am Caravaggio’s Sick Bacchus in costume, ¥
both 18 the photographic image of Caravaggio’s Sick B

A o.jm._..m”_.mmﬁw: and old master self-portrait. ¢

PW2 PW3
O.E.m<mmm_o.m Reproductions of Caravaggio’s
Sick Bacchus Sick Bacchus

& SW2 & SW3

SPECTATOR WORLD |

The photograp

hic nature ;
upon the imp of Sherm

0 ap
Caravaggio’s, b o2 wmm
surface of the orj g . S, but does no pre

120. Richard
Cline, 1993

“Isiityou or 4

Cindy Sherma”t mf
version of your-
self?".

Cline’s New
Yorker cartoon
ironically fore-
grounds both

the celebrity
subject-matter
and masking
techniques of
Sherman’s work
as well as its

use of irony.
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Blazin
2 Sadd ¥
: o . Go
I Bond spoqf: of 1974, in wh;j Rt
21974, i o Ao as the comedy
ST GMW Western is sent up,
i : and later.’ Th
€nt instances of H.H.ch_.o “ﬂ.ww“n

s S€vera] more

MMWE: Breaj
F Oa&\. _.IOH_n_n:.—.

Du..m. F
or;
and theory, die 4

rodic inter-

“The Collectors” by
anish and Nordic pa-
of 2009, @.y<a8 following nu-
! was turned into a
ings with a “For
tside the Nordic

Dragset, 53™ Venice Biennal

Elmgreen and Dragset encouraged their visitors to make up their

own stories about the installations by the use of a variety of ambigu-

ous images. Here the blond-headed (Hockney-like) figure appears 10
tion of

shed into the pool and into an ironic juxtaposi
960s and after with the

e Installation.

121. Zm%ma__.m:sm._.nnm & Ingar

have spla

Hockney’s famous pool scenes of the late 1

opening images of Sunset Boulevard. The official introduction to the
o Hockney as well as to

mﬂ;__s_u_,m contains the following reference t
i rm, public will be guided on a tour by a real &
R m _ M For Sale’ Danish Pavilion, and will be &
gzmmm}m“ Bergman-style family dramas that
A ZO:m swimming pool will lead the v
v g Nordic Pavilion — a flamboyant 1
i, aznozsﬂma the domestic ot
o ¢ met by a group of yo
an environment that ce
a David Hockney %
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Rose. Py,

“Made in C Carry cmm 354 W
bag, the _.:z:_z.._:.o: can pg |
ironi ally be sad, alter ¢
_._E:u:.:m the ary megg
SCntation of

IClorig) Iro
___c\. .bQ____.QQ
Vi an
hing»

122, Ing

tallatjq
(b. 1957) §3u <eﬂ%g
nale, 2009,

123, Jeff Koons, @ﬁn&
(1992), Guggenheim Mu-
seum, Bilbao, 1997.

B . th 21st
Pastiche and satire can all be found in 20" and
ations. Mogt of these i

Photog “Puppies”
Linda I:S:n

Subject to iy
on, 4 Theory of h&nbhaaok. N
90f. on the latter issue,

138

7 a dis-
only exags h is itself
3 as not whic 1s die
‘bed caricature of the ugly, W' e ferner 2
d describe racteristic .Wmﬁcﬁam?m
Hegel :M { as being cha ich das Karl
~tic. bu igt s
—ﬁ—.—mﬂnu ?N_L.QWB N@—m
aaoi

n ist”)-
in Verzerre
ings ein
Hablichen, das allerd
istik des
Charakteris

R

03.
. 0f 2002-2003. ”
3 mnm cﬁ. Um.._u—a#ﬂ
; wler's k of
: 316 on Louise w.ﬂmnm from the wor
3 See also Lewis c.c‘.oﬂh._wﬂ.:smﬂmnna s
04__
Zmaom_.mo:._n?.

1940,
&_wﬁ___oa.w.__ i
g Harmon ughter:

t Kris, ﬁnznnxuwm? The Art cﬁwﬂwocan
and Cham. 3@107 and Egns k on .—tmﬁmf-.wﬂ; W\ ed. rmcﬂﬂ—. h, pp- @L.N
=Sl mwo._or “Looking dmm e, Oxford o mw.:w” Gombric mnonw pat=

morich, ’ olce, ir ibe a
m_m_a szmw, & Collectors .:Mxm foreword Mwﬁwnnm to describe » i
ar W . .

Doran nibale ricature”,
and Amanda-Jane term by An ssian C2 Stav-
invention of the istortion. tury RUSS" s George
H w:".ﬂ ““,__.M._sm aomo_.ﬂ:_ﬁ‘oﬂhwmwz.amﬁnaﬁmﬁhu ol HSooMnM”Mm of caricaturé
* John E. Bowlt ,cmww”w%hrh%ﬁﬂ mmzuw that ﬂH_MW

-e in Ni -2363 p- mp : n
Art and Culture in 221-2 tofe unge
i 83, pp- 2=° emen : ' Vorlesuy
Y w_oo,.:_:rﬁo:_. F%a:.conﬁo :.:mﬂm%h.:m Art 18f. and Hegel’s Vo of
is displacement 0 tics. Lectures am vol. I, p- 18t
0 See the HEL O Lty
0X, N volis., G. mo
,m%““ MN Asthetik, M&mﬁﬂ. uer a
Hegel’s 1823, 1820 a1 14 nha 35.
bl ed. EVa L 970), p-
in 20 m%mﬁ% alain [
Main B :

in

e i
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lists a var: fD
arie lonysos fi
ever, can enﬂu\ mwo__,:mq ancie rom the side of
said to be _u.&.o%ﬁ parodies and ca .Nncm While Panofka
ici ricatures not al
: I, how-

’ oetica, Chapter 5
1en volumes wih vol. X1, Oxford _owa. .

¢ London Charivari,

“oumals SUC : ..
e ic, 1 and satiric Vv .
in W\ Jiterary satire and vmﬂo&.ua [n Punch the cartoonist John

Sl
e :m:;mig both illustrated the texts of others and created
dent nmanmennm.m% In his illustration tO the anony-

“deploy a s€t of four ‘comic mechanisms’ noamnml
ing ‘visual puns, situation comedy, caricature and parody’”- Mitchell him-
elf writes of parody on P- 3] of this article that “Visual parody is a game
ﬁa, as such, does not harm its original and serious model.”
Some further examples of ancient caricature are given in

wmrmznw. Das Eﬁmw«%m&. Hildesheim 1973.

thmpwﬂa&nﬁ. Selected Writings on Art and Artists, trans- P.E.

. Harmondsworth 1972 as well as Michéle Hannoosh, Baudelaire
92.

and Cari . .
aricature: from the comic to an art of modernity, Pennsylvania 19
e, Paris 1865, p- 10-

9
wﬂ_ﬂ ’ . .
. _.._namwma%nnc&. s Histoire de la caricature antiqu
hiagh ,ﬂ.ucmw_c: of caricature and classicism is also given by
ollenberg-Plotnikov in her Klassizismus und Karikatur: einé

K ;
onstellation der Kunst am Beginn der Moderne, Berlin 1998.
lichen gnm&nmnm of the

38
x = - -
cﬁo._hﬁwnumﬂaﬁ:n writes in his Asthetik des Hap
53, pp. 415ft. that one of the liberating aspects of caricature 15
-« or Berlin to reflect

the way i . &
s m.w. in which it enables a city like London, Paris ©
itself as well as to transform its uglier sides into art t

m._.n.— - v .

usmm_:m:cn use of the comic.

i }nnn? Cham, and Crowquil
ith Hustrations Humorous and Numerous,

ing how vase-painters

Eva-Maria

| had also illustrated Comic Nursery Tales.

London 1844.
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m_._ visualizip
the Unwashed Mr Twit’s _M_“M

125. Quentin Blake,
“Dirty Beards”, in
Roald Dahl, The
Twits, ill. Quentin
Blake, London 1980.

Ly 4l
Heem™

3

3 ch 1842
. Secalso F:ﬂn...%%m%. p. 15].

. - 0n Albert
Sketches of Life and

O_.-ﬁ_::.: w_m

MH.:.S ’s sketch the “Casino”
aracter, London |849.
80 to Q : k

and for the ¢q uentin Blake for s, (1980), London 2007..p
hnzw.@:.:m.. E. 'Mentary he mmtnon :..Mmeﬁ%«ﬁﬂ%: Hoantqcacnn:_.m aaﬁ_.nmm

. Art: The § i
Mized by g € Study of fy, ; his Keynote Addeesi o the
I01e Y Susanna Berger 5 TIOUr in the Visyqy Aris nc:wnﬁnq”m“ %ﬁm.

nd Galj ilovi
na Mardilovigp, in Cambridge in April

5. My thanks

jon and %n.csmx-
tre Of .. reaction in the

. olting Rhymes,
GH.MMM earlier depictions of such
a

isin
while humorously Hoamwwm :om
s other ! {lustrations exaggeration

L
« _epic” parody, the :
onrnMﬁi:r a Boama_mma extension of
nu

= ittle
tells the story M.m dﬁ Mwﬂwmﬁw _wwnam
ed “Miss Hood” as “heroine - e s
Y c > Miss Hood studying Vogue, =
el néwiadsm a tragically all 100 Eu.m::w nﬁ-
o mE.w " ig, 1s followed by a concluding dra a
e ] departing with not one, but tW

ing of the exotically dressed heroine ng

wolfskin coats and a pigskin travelling case.

126. Quentin Blake’s concluding
illustration to Roald Dahl’s Re-
volting Rhymes of 1982.

London
m

Quentin Blake (1982),

See Roald Dahl, Revolting Rhymes, ill.
2009, p. 47,

"™ Dahl's two rhymes about Miss Hood ¢ MMM”“H M,NEE
Thurber’s “The Little Girl and the io%,a le version ©
1940, F.W.N. Bayley's Comic Nursery 0" " " § steal away he
contrast, seen the wolf both aﬁ_wna “Mn%ﬂmﬂ never trust/Young _w%nm HMH

s it.: “Ah, Piglet, yo ot only 12

._.:nm_”.m Dahl oﬂ.%”ﬂ now, Miss Riding Hood, O:a_nwhw\mwu%”_ has a PIGSKIN
s_o:mmwaowﬂmbwcﬂ when she goes from place to P

TRAVELLING CASE.”

e conclusion of James
For Our Time of
£ c.1844 had, by
way her hood.
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Gt nL ™
O-—TW: . Qmﬁru M.\\___N m 0 Romans walkleg of with the Subizs Weese:
A mﬂn_nﬂﬂnmm The %EDU.«...M X\B.N»‘qum. O.\..\.—eﬁh.w 5
Here R omic History of Rome, 1. the Sabine Women, i
oman soldiers stru g Landon 1852, p L

trons of vari
var . mm_ﬂ to 7
ious weights carry off Victorian maids and ma-

noses or h and si
elmets S and sizes, who i .
n of t » Who in th
:WMM , and mxwmoﬂmﬁ_.o::oﬂ%mw tors with oxmam%“ﬂ:wﬁm hold op e
s and maidens SH.,E a _H_,o a portly matron o_ummo“ ﬂnmm:_ﬁ o
urled umbrella in a am:.ommhcﬂw.%% ﬁ_w““

376 S
ee also J R H
. Harvey, Vicrori
0 ;
) rian Novelists and their Illustrators, Londo

1970
, p- 81. Leech i
cature i i ech is credi -
In his ironic :Gmﬂhﬁmg with applying the term »
n No. 1. Substance and .meM\:oozw to _%_m N.w:*.,
ow” for Punch 0

15 Jul
y 1843, i ;
lost insid » In which the chi
eanpi children
for picture gal of the po ; Lt
Em.m.amooomom :m lery — a reference :w HMM Mmuwh_.w.ef:mmihzao::m as _.m
ion of the “cartoons

John Ho € ne
ufe, Jo/ w Houses .
1984 » John Leech of Parliame :
Mk Tiuiin e PR e Ao cat at Westrinsior Eof
and the E:P the author of the ca been suggested that _eon_a.:ama Suffolk
Hﬂmﬂmﬁﬂﬂm..:n_ﬂmzﬂuﬂo_u% of the mnmwnﬂm—noo—uum ?meBn_ g the editor Om-»ﬁhﬂﬁ_.&_
13-15; p. 14 of the term; see thvﬂncnﬂﬂ_.am an wxrm_um~_.0““u..~u0ﬁ m_mﬂ M_“z.. Mﬂn”m
. G OB el “Selattit i ind the
» “Selectors’ Apologia”, pP-
E _uﬁ.

or partially hidden interpic
y its earlier

ssarily also impl
f the canonical nature of the
5 best known museum show

may not nece
can remind us O
the modern world’

D=

g.: Punch often caricatured the 19" Century feminist by

ingly raised umbrella into her hand. Leech was also fond of m!

__.,,._”m historical .nmiSEEm with umbrellas, as in, for msmﬂ.msnn, i
¢ young Prince Arthur requesting his ambrella-holding S

i Britain, vol.

%Maﬁwﬂ from her tower in A’Beckett’s The
o 7, p. 104, or in his sketches of Henry : 4

Hisiy nt under an umbrella, of attacking a bull with onc
w:xs..u\ of _.w_‘:a:, vol. 11 of 1848, pp- 21 m.sa 66. e
rmonﬂomoa in comic anachronistic fashio h wan_ma_ historical S¢€
i :._.u__c@n the cricket bat, whic 2
i ;M Bowling out the Druids” in the me Comic
th 7,p.2,0rin the engraving of the onl 0 g
¢ Isthmian Games” in A’Beckett’ < History of R¢
wﬁvwas its p. 195. 4 y ;

ablo Picasso’s vari oussin’s Rape 2 :

1962-63 nossmw mos the other hand, nhe suffering shown as a
. humour of co

product of war in his Guernicd

pieces.
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1842 but also i

Here it could also pe suggested that the main _.Rwaasmm__wn@,
ence in the sketch of the profligate crusader is (ironically enough)to
Leech’s o

wn earlier pictures of contemporary rakes and idlers,

379

Houfe op. Cit., p. 132 refers to how Leech had maa_..q nﬂ A :_w ﬂhm_u
Piloty of Nero contemplating the ruins of Rome and said how he sl
Wwﬁ liked to haye been able to tm..:i_.xnz._m_.

A : ent of the
An even more modern and ironically self-reflexive — treatm o

: 's Pro
theme with reference o caricature is to be found in the Rake's P
PUNCH by Ronald Searle of 1964-

» see English Caricature. | ..m.mmha a&m
Preseny. ﬁ.az.nantl.ﬂ.w and Satirists, their art, thejy purpose and infli vy
London 1984, Plate 71, p. 131.
381 m

e also Rose 2007, p. 42¢
e See >.wnnxn:. The ¢

ould

omic History of Britain, vo. I, 1847, p: qq .

See also Rose 2007, p. 43 as wel] 40 our ill. 240 of the car atu
idler admiring sketch of 5 ballet dancer in Smith’g The Natural H
the Idler upop, Town, ill. Albert Henning, Longop 1848 i

:‘.—J._m
129. John Leech:

_Street
e ent =SS o TG
momsmﬁ._,: 3
f the

siology o: ;
wsﬂmo: [dler ﬁm‘:o: i
WQ Albert R. Smith),
_uﬂanm 1842, vol. 3, p-

13.

- in — from

ic History of BrUOHl oy

s sketches for The ﬂoﬁmww Aol mwﬂwﬂa giiths

Other of Leech’s mwM Hanoverian Qm:oé him to cnﬁr carlier and
Julius Caesar to t mmH 1-1856) also S ferences to bo Gt

Gilbert >,won_ﬁ: Qm adding ironic _.oEn_. mmom.u.ﬂ.

comic possibilities Mn in sketches WMan_v_mm to the

e Smﬁ_mwwmwﬁ addition of umo!

As in Blu

1 lH; .. o
following illustration Nw R mo:u%\
esty) umbrellas are agaiit &= =5

with the past in rnoo.m P
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elep ba
o panes - ,
a T . |
P72 auer'’s %ﬁa “ _coded” comic .58%68:&3 2.. »EB.&
Qni.@..Hwh..mO?: HLQOOT i e Schri _?._ wxmaﬁam Om. @Oﬁﬂbm - mm._.b& U% the .—Q__.. OmﬁEQ Om.ﬂ._.omﬁcamﬁ ..__
» in Gilbert A’Bec Prince oriften puman portraiture> 45 SugER di - catures such “_
vol. I, Bo rt A’Beckett Arthur requj and M pottista della Porta, can also b€ found in cart , ._
> Book II, Chapter v, The Comic His Giover™. 1 idler greeting it ity HEHSEDD in Albert Smith’s |
Further ironjc ; S mhww‘ﬁaw History of the Idler upo” Town f ._mbm.w n é,:.noj mﬁmm%:a
the battle Mwo mwwﬂﬁmﬁoa:,ozm are to be fi Eooﬁ vgﬂmsmzoaﬁm:« similar. |
speare’s R; worth Fi ' be found i :
front MN%S»Q&Q III, as M Mm_a as in a mﬂmmohwhmmo:.m depictionf | See Pumch 1842, volume 3. . L Comic HistoT "
ale i e stage, with i cn .m.aoE the back uction of Shake. % p sketch by Leech of Q:mz.nﬁ as m_owvoor.ﬂ in The Comi¢ .
e In the wings /1th 1ts soldiers cu ck rather than from t gritain, vol. 11, P 157 (“His Gracious Majesty Charles 1 borrowing
E.m toricall y (if while they watch wi M.H actors relaxing with pints cﬂ money”) also recalls a gketch of 2 ﬁwnrﬁoowﬂ that he had done for Smith’s
Richard I :O.H Hrmmaz.om:uc B 1th apparent lack of concem the ironic “Physiology of the London 1dler” (see Rose€ 2007, p- 74). o
play. Here :._m:n_ his opponent Rij atal duel between the unhorsed 1 fuart’s Physiologie d! flaneur 18 8@3983 together with m_s:ﬂ_m
taken literall e sub-title “4 Scen ichmond in Act 5, scene v of (i 1848 version of his “Physiology of the London Idler” of 1842 and Leech's
portrayal Y, so that the s g the Great Drama of History'1 _um_h.,m:m:onm for the latter in Rose 2007. 1 country
: of history rath cene is in fact one tak istory" See Albert Smith, The Pottleton Legacy- 4 sto7Y of town an Sﬁ__
er than from history “ en from a dramatic life, illustrated by Phiz, London 1849, Plate 5 (opposite P 60). The ! Mw
ry “as it really was”. The tration to Huart’s Physiologie du flaneur of 1841, P- 45 w.En_ m.__mc been € :
oed, but without the comic attack by the glephant on the idler's oomwﬁﬁ_w -

e author i
n th

and Leech j
: in thei : € writi :
w.o i :oMM%%E_o histories) _.Mmmwm of history (at0 A’Beck!
ho:m.._ versus factu _w meta-artistic ex _8 depicted together with the the sketch for Albert Smith’s Nafts al Histo » of 1842 25 W
W.:_.o:m. al representation th mm oration of the levels of fit- mz.m (based on his “Physiology of the London E_n“ ; .wﬂ:a o3
eckett’s : re than 30 “Smith’s parodic * atural Histories "} _
tration comic histori 0 sketches : gies” of French auth uch as Louis
s for Punch ries, Leech provided w:mH he executed £0f tic of Lavater’s M.Mwm“wmcﬂ Physiognomy:
umerous other illus® gies en France au XIXe siecle: Etude hist
well as Lauste

3 m..—.—O— i
-.”Q:._m HTOWQ quH >-UOHn m
gOSm ﬂﬂagm. sa d
Zmﬁ

. Smith’s anony-
. nd the Depictio

I O.—m_—n—ﬂ. UOS_N.._—Q. r:}
Theory of Expression a

|
P . 149 i
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133. Sketch from
Giovanni Battista
della Porta, De
humana physio-
gnomia, Napoli
1586; as repro-
duced by Lavater.

Britain”, in Endless Forms. Charles Darwin, Natural Science and the Vs
ual Arts, ed. Diana Donald and Jane Munro, New Haven & London 2009,
vv?_om-u_u on the influence of physiognomic studies of the emotions o
19" Century sketches and paintings of animals. Plates from Giovanni Bat:
tista della Porta’s De humana physiognomia, such as that comparing mon-
key and man, had been repoduced in Lavater’s works on physiognomy; s¢¢
Jonathan Smith, Charles Darwin and Victorian Visual Culture, Cambridge
2006, p. 191 on their publication in England, and see Otto Baur, Der
Mensch-Tier-Vergleich und die Mensch-Tier-Karikatur. Eine ikonographi-

sche Studie zur bildenden Kunst des 19. Jahrhunderts, Phil. Diss. Koln
1973 on Battista della Porta.

n
work, in which he
animate matter.
eybags and the Str
of parodies such a

While the work itself appears

¥ Atthough preceding the I
Decamps’ singerie P

of
itan Museum
Metropolita ature “Teme

example of caric
2 mnﬂu m,OH Owﬁaﬁ

Teniers the Younsger

< . in
rising artists ap!
92 gue Barbara BU!

le, um,:.mO:. ;

|e Teniers the

artist
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time.

as well as on

S su
often be foup ggested o

ples that th - 1S of —.@nn
ZO. € ﬂmus_ﬁ mﬂﬁ o
€l Carroll in &mncmmwwm W.Qomm._

o o

—WHGHNJ\ exam
d HOMO:._QH.wE

Se olfe
leske: sej gang Kayser, 7
© Seine G s The Gr
1957), tr estaltung | otesque in A
» trans, U] in Malerei und Di rt and Lit A
Dichtun erature (Das Gro.
g, 10

O_n_ns_uﬂﬂm & m :

Heinrich Thejce:
Die Gr Cissing, “Wi|
w%:o:ouwmx.a und das OHMNB w.w_mn:, die Romanti
vio Viett r italienischen p amx.m R ntik und die Renaissance.
P P Weriioone o d Renassanc Ol
rens, omson 4, pp. 253- chen Romantik, ed.
n%omwuww@ and w%wmﬂ 92&?”, _.m%:mmp o
Axel _n:nn—._. In F estschrify .\,..‘H_._a Comic Grot n 1972 and see Rose, “Si
DATSYIee e L Chsir Philip Thoms esque and Parody in Artand
see Uo:nszam can also be M.m.:n Weller, St _au. ed. Franz-Josef Uozna.
s u_,wﬂ_m,w@nﬁnn .mssnmwﬂw 2011. Grotesque and
Ry e’s Der Cid of 1835,

Dietrich Gyq

Analysen bbe. Der ci
s Vormirs: s.n‘. Grofle Oper ; 4ann and K
Studien, yol. _qhmmm_ﬁw _r_,._.m kimacwm“wzmﬁ_. Chrisii
2 eld 2009 — Materialien -

e ——

Baburen,
The Procuress,

1622.

P -

ody and the grotesque (when under

Here .Eq ;
puman with an animal form) g0 together W1

e
# gee Nogl Carroll, “The Grotesque Today: Prel

Taxonomy”, in Modern Art and the Grotesqueé,

Canbridge 2003, PP 291-311.
% Gee also the three bird-like figures depicted as

racci's Camerino Farnese fre

imin

stood as @
th caricature to

scoes of ¢. 1595. (Homer, whose WO

fusion of the
produce

ary Notes Towards 2
ed. Frances g. Connelly;

sirens in Annibale Ca-

rk Bock-

lin knew well, describes only tWO sirens.)
622 (Oil on canvas, 101 X _cq...u

W e
Dirck van Baburen’s The Procuress

ioama.mp a

cm, the Museum of Fine Arts, Boston) depicts the older
's The Procuress of

turban suggestive of coiled white hair. Jan Verm er

¢.1656, also shows a younger woman being SO

Baburen’s work was owned by Vermeer's MO
as a painting within other of his works; S¢¢
meer 1632-1675. Veiled Emotions, trans. Fiona Hulse,

2000, pp. 24£F)

. =

ther-in-law,

1d by an older woman. (Van

and is depicted
. Ver-
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Rose: p i

caricature
the parod

Y in the work. ;
found in

a Caricatyre
des sirénes by Marj
work was shown
While one siren remaip
(seen from behind)

Girard’

lost the key to their clock™,

138. André Gill, Le
Salon pour rire par
Gill, 1864.

139. Marie-Frangois
Firmin-Girard,

Le chant des sirens,
c. 1864 (No. 809 in
the Salon of 1864).

#_,E_:.a in
ble-

ate, but

i ret me
Ty sogeich verre e
W._._J._.”M__.W.__”_._—q: Feders ieh
< nuch erhlicken

ndl in Sticken.

ichte in
itz. Eine Bubengeschic
Moritz.
Max und

141 & 142. Wilhelm Busch, Streich (last scrape)-

4 into the
. ter . tainoe fed 10
sieben Streichen, 1865; Letz final adventure M.n _U—HMWE&M _.—m& nﬂn

: d their fin ags of W 40@09&.
Max and Moritz have ﬂw a farmer isoﬂ.. avc%m@ corn they Bm.
miller’s corn w:_.wammw (and grotesquely’ W
for a joke. Ironic i

o be s

* Some of Busch’s mxnﬁnr‘m:ommmim 199
Century genre mnnsnmwﬂwwnﬁ ' Century
and use of the work of Lﬂmﬁm‘w o
 See our ill. 42 . g
ed, Friedrich B :mwmﬁ..
cised for his lack OF £+
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gunpowder m:worimﬁw:?ma:
(Black), to a blackened face,

pencil (“Faber No. 5”) against the critic Dr Hip
the Back) across Chapter 6 of th

143. Wilhelm Busch, Q&.m@%
1884; Chapter 5: Portrait of Berthold

Schwarz. % »ﬂ .

m_ma of 1853,

Klecksel’s fame ironically means little

See Wilhelm Busch, Maler Klecksel
w:unw. thnﬂmnzhmawm in vier Bénden, vo
op. cit., p. 270 m:amomn

403 “ink-blot” or “splotch”.

(1884), Chapter 5, in W
L. 4, p. 117 as well as Ih
2006, p. 64. A blackened portrait is a
(ound of the teacher “L gmper 1) the “Vierter Streich of A
(see Wilhelm Busch op. cit., vol, |, v.uammu. mmnu.

.mm__mnna gunpowder in the teacher’s Pipe as a Joke,

See Wilheln, Busch. Gesamieys in Vier Brin, 4
: : gabe in viey Béinden. v
Bicjece Michacl Vogt (eq.y. pa @a%%mma.a%:s_

Biclefeld 1ogg terkeit des

P .

\? u&w_m...__w S

rence Anne
_Raphaelite
m into 11~

AR Paris:
Choice of

The %ocam Flo

ertly to Pre

Choice of S
wﬂxss (b. :38. refers M._ﬁ_wmﬁ 8 :
it works of the time, whil e i
M?acm: caricatures in Whic

: e
: caricatur
with these ive-base
distorted.*” Together the narrative

cally weaves stories .Mm.:o*. " o goxts relating o
ites i varl _
Raphaelites into a
II|||||I|III.I.III.I.I.II.I.I|.
111, 144 is of the Eﬁmwwﬁ.
London. (Photo © Victorid
deman, .,?n-wmurmoﬁ._.ﬁ
Florence Claxton™, U
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145. William Hol
Christian Mission
Rossetti, Mary

Oil on canvas, |
*7 Pen and ink

being adored by thr

While the fi
in the /1N
O—._mvn_ tap
door by a fi
Christ knge

Veit of ¢, 1824, from w
on the latier William
New Haven & Londo

Hunt and ‘The [ ight

ary from the Persecution of th
Magdalene at the Door of Simon
ARSI TE S B

gure in a robe gt
commentary of |
Csiry cartoons j

man :r.:. m Converted Br

ee “gentlemen of

“door of the soul”

itish w.n..x_s\. wkmaiaw.n
e Druids, 1850, 14
the Pharisee, 1858,

the press” wearing QEHR. s caps
the back of Claxton’s watercolour is deseri

by the German Nazarene Phi
hich Hunt’s 77, Light of the World may derive; §
Vaughan, Germay, Romanticism and Englis
0 1979, p. 224f. a5 wel] 4 Jeremy Maas, He
of the World ", London

e % :
ris is not only 15¢ ade by ﬁ%m
mo satirise th ished rather

The Judgement _MM M : .
ton as a Su
Mwww%rma_:o Brothe

n
f Paris st others- AVETigE
to :
98 paphael’s Judgemen',

. A
that image ncﬂnww of 1632-35 enterc
upe

Par
J deement of S
subject ﬁ_ w?:.aa Euy's The m”_ama s
_wﬁ. Hw ,m”a_ﬂ to those ,__.ﬁ Mvmo s
m .
MMH__ Academy In Mwmmrn i
¢. 1733-34 concerning ¢

ars
1997, Cat. 46, p. 104f.) also pvm.ﬁ...
_ i e.
hanging behind Eﬂo,_M“w:u
refers to an msoa:m .En O
9 The posture of e
reminiscent of the
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: _ &in of .
S on the wy|) at the back) .&M Eﬁ.? labeyy,

girl, dressed in the mode of the day. wen . PrEtty, m

Oogﬁ_ﬂﬁm,q.fm Y, 5-:? h:m:“ma _HE

To the right of Millais some
On which a sheet with the word

work by Philip Hermogenes ¢
on the other sjde

played by,
heroine froy

figures are Zathereq
S “Broken Vows”
alderon (1833

Bl [/EY S
amting™” — s enthusiasticy

h, the newly liberated pre.
The Awakeni

ironically enoug
M Holman Hunt’s

around 4

— arefergne,
-1898) that jg pa

Pian,
{0 e
[0djeq

Raphaeljie

ng Conscience of 853 %
T o T T e ——

On the floor is a copy of Ruskin’s “On Beauty”
reads “One man’s meat

ure in mediaeval
by Ariel of 1849
“Middle Ages”

ure (with nimbus

next to which a not
1s another man’s poison”. In the background afig-
dress reminiscent of figures in Millais’ Ferdinand lured
and Hunt’s Claudio and Isabella of 1850, EE a_.m words
emblazoned on his chest, opens the door to a saint-like hm__
in Mr. Dutton’s version), who appears to represent

3 ) Eum
the figure of Christ knocking on the door from Hunt’s Light of the Wor

.
1843 (see also Fredeman, p. 526, n. 36) and an apostle by Raphae
411

1851

5 Sy herd of
This is an ironic reference to both Hunt s u.\?w Ew&ﬁ%%@ﬁam -
» in which the untended sheep are straying into the

; : Jeft cor-
shepherd dallies with his redheaded girl, and the motto in the top

ner of Claxton’s work:

5 1t 21
upon a jewel. ‘Oh,’ said he, ‘you’re a very fine thing =.m. ao:ﬂw%%nm
a barley-corn before all the pearls in the world’. Aesop”. mon..nau.oa
Sit., p. 526 this motto suggests that the ?m-ﬁmﬁ:mm:.ﬁm are o
on the minutiae of realistic detail, delineating the ugliest aspec )
passing them off as beautiful”.

ﬁuwnmEoFZ Supplement of 2 June 1860, p. 542.
*'* See ouriill. 151.

% See William Holman Hunt, The Awakening Conscience, 1853,
canvas, 74 X 55 ¢cm

» Tate Britain, London and sce Fredeman on the
P Sy e V] I 3 - -

e ¢ came
As a cock was scratching in a farm-yard h s

h 5 even the ©
ts ith the s om — ings 1n
smostnact oM FERCE e piano e side of the 1t of the traPP ﬁwﬁ
g, the flowers O 8 T e opposi all reminiscet i onised bY £7
[ __ the _._..:EM mem :o%m%nm& \EE.Mﬂm work 18 ww.ono. > P
bird do to Hu the _
(though the » The reference ¢ foot by ;
it n's -itten
B ﬁ.a% qm.m the detail of a éoH” as having wols
figure studyl

ax
deman, p. 524 0. 21 Q_so:mm cmﬁ_bzn Ralph D
version of her work owne liest of 3 &irls
senfing [an] apple to the :w the perio
PRB.and a modern girl © cope [sic]
of a woman with [a] B_oaﬂwb. P.R.B. pictt®
of figures out of well kno e @
bus that represents Holman H1
his Christ figures, but 2
Feet of 1851-6, as
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= sl B m.).. hw and B ﬂ%ﬁ = »

3 Ruse: Pictorial fromy. Parody. and Pastiche 3 5 :n at the window .q. the hair of the head
. 3 . drageed 1o the serenading monk bencath. Her
. < wobt 3 ohimpse of her lover ; - pens ple an &ar & ¥ 2 x
RN haviag NSt ST b Miss Ch PrSenting 5 ! 0T pavourdt™ .ﬁzauz.ﬁﬂoaﬁmuﬂgnm.rng!
b el o B oder sl .M g ﬁaﬂ;. | et O partly 3" 3 this figure is the famous S Ysmmbeas of
o , the bnck wll, tor the lower 3 N X ind TS = »
B e coe sees through e b ) Seide: e X S being ’ - pav T, < Beht ic nic. where Mr. Hunt's “Scapesoe™
1 Eumdﬂh r,iuh.r; ﬁM.hh.;quJW;) = @#.Jmuu.ﬂ .Fb.;... QR Toom, dfww_nchm.m ?_’ ﬂnﬁ.ﬁ .ﬁ.ﬂn% rﬁﬂﬁﬂﬂﬁfﬁa = ﬁl = im.uﬂ i

3 i 8 Pro-Raphaciite aronede of inense affiction. ﬁ; | ___E.uwﬁ and in e w.nw. some Of 1< ﬂ.._- E_Eﬂr. - E. %ﬂ.llr
P ab 1 e = res in M. Millais's “Spring’) s drinkne The

L TRy Shyw _ .f the figy he sprawling figure of the oxl seckme 2 5w
Mﬂ,&.ﬁm " o the right, will at once be recognised s of the e

e 5 ﬁﬂwuwﬁn of the mﬁﬁmﬁgnﬁm‘mﬂ‘i# :
caricany c. While not readily identifeble 2 s Sy asy

Mesire © oo After having revealed to him the propes
%ﬁﬁn%%.ﬁww&&ﬂnﬂniﬁt__
nd meesformad it into 2 humorous seduction scese. The e
remtered the girl kaning from the window bears a dles

3 -H.Eﬂmﬁﬂ,ﬁﬁ@wﬁﬁﬁﬁr.gr?? >
AR Walee Howall Deverail (1827-1854) 4 Per 1853 g-wmﬁ

2t vhe Ford of 1357, The work had aleady
Semdvs (1R32-1904) im his The Nighomare
ﬁ’fﬂnﬂgsﬁg S
e T ——
T foc cit po 323 and Christopher
R Y A ssoond figer o
¥l L Windus' Burd Helew of 18
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rnehody, and na.n_n..__.-u}

- { =
paternity.** This crowded little Composition
ment to the artistic world and those who are UP N profecs:
and tradition. There are some follies which are bepy Cssj
than argument, and vﬂn‘ﬂmu_an::m:._. 1S of them i

e

._: ..wﬂm;o—-a E:ﬂr
a
: Ona| wsaﬁcmn.
m
Sty :&Mw
|

153. The right-hand
side of The Choice of
Paris: An Idyll by
Florence Claxton, as
engraved in the [/us-
trated London News
Supplement of June
2nd, 1860, p. 541.

134

. } - e S Y5
William Fredeman has identified yet more pa

mentioned in the /LN commentary: “Windus’s Burd Helen and
Brett’s Stonebreaker are immediately recognizable as the

. parent
Pictures of two groups on the right; and the blackbirds are taken al-
most certainly from M

ain llais’s The Blind Girl.** Still on the right, th
figure drinking from the bow] and tantalizin

e I Y
424

_This is a reference to the two nuns digging graves in Millais’ The Vale
of Rest of 1858-59_ 0il on canvas, 1029 x 172.7 ¢cm, in Tate Britain, Lon-
don (two nuns are also to be seen in the background of Millais® Sir Isum-
bras at the Ford and in Claxton’s piece near to a figure hanging Wa_.nw
gallows) and to Millais® Spring:- Apple Blossoms 1859, Oil on canvas, I}
X 176.3 cm, in the Lady Lever Art Gallery, Port Sunlight.

*= The Blind Gi , : i ity My
'e Blind Girl, 1856, Oil on canvas, 81 x 62 cm, Birmingham City 8%
SSumand A a1

g the drooling scapegoat

n::.i_‘ 1roreys =

RoOSE: Pl

- -od as much by Miss Siddal's We are Seven
ingpired as
peen Emmﬁ.
ﬁ/___ﬂ : and

e~
The outstretched drunken figure in William Holman @EB s The MHM
f St. Agnes of 1848 may also be recalled in Qﬂﬂg s caricature
-”_:a ﬁ.%__. stretched out in the right foreground %Mm m.w. E.Eﬂ—ﬁﬂwﬂa
the umw_.__ in Millais’ Spring: Apple .mhcwmoau. 0 m&n%. e
been satiated by the bow! of milk in the centre 0 gﬂﬁu&ﬁﬂgﬂ
outstretched figure has, by ironic contrast, Jnnm””ﬂ —
that the juxtaposition of the two in Claxton's ﬁmﬁn —ua____‘__ of the
ody of both figures at once, aom.n.&n_. M:E an G..Hu—lﬁiﬂ.
bottom right-hand figures in ﬁm._mno:& m%ﬁn +caturcd in CI=x
Other pictures parodistically uﬁﬁﬂomom and Brett’s uﬂn Stone-
ton’s work include Hunt's The Scapegoat : :

breaker™ as well as works by Millais and WE :

 See Fredeman loc. cit., p- mwmmﬂnuﬂﬂwm.
1862. Pre-Raphaelite Artist, Shefiict

n the left of Claxton’s pictures uwwm- onc
*" Hunt's The Scapegoat, 1854 OV 9
Lever Art Gallery, Port Sunlight

-+ the Walket
Oil on canvas, 50 x 68 nar“m o Sir s
* Millais” 4 Dream of ! o the Lad¥.

Canvas, 124 x 170 cm 5 |

_ Windus® Rurd Helen- nﬂ%ﬂw.ﬁ.ﬁ_ -
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:. m_.}:m .w,n..n____Cﬁ

E
Lo

“»__...m.qﬂ_y L \ = T
158. John Everen Z.:_Hw A bw..m::_ Sl T = .
o : of the Past — §jy
1857. 159. William Lindsay Windus :mmw-_wﬂ.ﬂ_ WFQE:?.E at the Fory

rd Helen, 1856,

L

Rest, 18s5.5. ' Girl, 1856, 161 Joh

__mc .._Dr: Ev .
The Vale of

Galle :
in ___uﬂw...w rznaoa_. 1

n Cl; 3
; O_.::o: S Work the two

1€ diregg;
eetion, towarge the gravesq horsemen are made to move
©-A1gging nun and the scapegott

, has been little nxs._o_.ma ocﬁmﬁm%m Frede-
¢ The Choice of Paris: An Idyll,;”™ although
cently discussed that piece as well as mwmx-
as 1€ Vedley of 1861 as examples of parody.™
s Work: x_ hzﬁ._ has been taken to be a response to Ford
ork: A h_,..ﬁ%, of male manual labour in his Work of
'g www“mh y Claxton illustrates a variety of types of
M .65, In her J:tho_m.: irony and parody as well as allegory.
15 work :m_Qum_xE: that merit further study include her Scenes
Other ..g,_o_.._aewﬁ b.nm::.:ﬁm Artist of 1838, Scenes from the Life of an
mﬂ“__z m”wﬁ.ﬂwﬂ and Scenes in the Life of an Old Maid of 1859, Scenes

om the Life of @ Governess of 1863, W@iaha@q .@w the b.nznm of
?m and The Adventures of a Woman in Search of her Rights of
;oq_r reason for seeing Claxton’s Choice of Paris. An Idyll as both
cricature and parody, and as parodic pastiche rather than as pastiche
alone, is that Claxton has created her own ironic connections be-
tween the works quoted, while also caricaturing and satirising the
latter when refunctioning them within her new work and its parody
of the subject of the “Choice of Paris”.**' From the reference in the
title to that theme, through the many ironic uses of the apple as both

the subject of the choice of Paris*? and of works such as Millais’
Spring, to the

) juxtaposition of the reclining figure from that work
with that of the abandoned girl from Calderon’s Broken Vows and
2 orence Claxton’s paintings were exhibited from c. 1858 to 1889 _.,__ﬂ‘
i mﬁg ame was Farrington after 1868) and she contributed illustrations
9 mé_.m_ Journals. Her sister Adelaide was also an artist and illustrator.

Brif nw. Ung.o_.m: Cherry, Beyond the Frame. Feminism and visual culture,
Q:“__,:. EE-E%. London and New York 2000, pp. 37ff., and mnnw__mw
s r::m King on Claxton, in Delia Gaze (ed.), Dictionary of Women Art-
S J._O M.__. .—19 _w—
s ndon 1997, vol. 1, pp. 404-406. ‘bes The
n.__%ﬁ:u, 2000, p. 42, following Hutcheon on parody. nm.ﬂm.”_ﬂwnm %
?a._m m cﬂ vm._,,_..,.. An Idyll as parody in being a m.émmﬂmﬁﬂm”__waﬂnmmnm pas-
liche q_.v_ aclite art. (Although the phrase ..B_m_...aﬁcoﬂ_ as the ironic juxta-
) ather thay parody, it is the latter term, unders terises Claxton’s witty
it AN Teworking of other works, that charac
4positiong best.) a7

Is}ﬂEom are also being eaten by Enohn_w

ww_ﬁwﬁﬁﬁiﬁ..mo_ag
s The gt

Hireling Shepherd. JE L

Y
]
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Rose: Pictorial Irony, Parody, and TH.___..,,:E.:. wamm_. ._‘:n_.:ﬁ:.._ e
£24 March, 1860 just prior to the publi-
the “grave-digging nun” from Millais’ Vale of R, ﬁ pndon News Mra_,nm of Paris in 2 June 1860), in which
Emars be awaiting the final demise of the angy; m:aaSra oy, p ﬁ__ﬂ___mm _wo.m Claxton ﬂ. boot boy in criticising the bearded artist’s
ines). Claxton’s work uses both caricature and paroqy "Ry b __E____a. her® aids jonb! @:ﬁm been ironically juxtaposed and re-
re-present as well as 10 satirise the works of the P.n,ﬂmo::ago_.aa? &g _..\.a__oﬁ_n # i 0
Satire and parody miX Smﬁ_am with irony in Smaﬁw Mw_*..u.g 5_,. 7“._0% oo also attacked a target in a satirical manner
Claxton’s caricatures. Her pen and watercolour ¢arj lor ' kel pures have o f images for political com-
ents in the old Victoria and Albert Musey Cature o Oy gork carica odic refunctioning mu L & :v. _com
X i fc.1861% = Palntingg Ml iy of the pos james Gillray's respectful”, if also ironic,
South Kensington Ot ¢ could be describeq 5 ¢ Sl oy ¥ oles include £ Wolfe of 1771 by Benjamin West
than parody because of its contemporary subject-maty Satirg E:M s m@jﬂ o The Death of 0 fe gl :
can also be seen as a parody of genre paintings dems o, althg, o “ qulation . s The Death o..\ .::m QEE. olf of 1795 and ﬁ.._ﬁ
studio that ironically twists some of the oxuasmt::m the EE”.. :dm.;ws _,_# as politically satiric use of image of En male-like
those scenes in which women were depicted ag mxr_o:m o_.nﬁan_ onic 85 we Vacheth Act I, scene iii by Henry Fubli (1741-1825)
the spectator of the work being worked upon, €T the Moge| witches Mamwmmmaa.. Ministers of Darkness: Minions oM the Eoom of
k T in %éaf |atter caricature was drawn when the “madness” of
162. Flore, 1791 mﬂ mﬁso% face is to be seen on the darker side of the moon,
Claxton, v_m_ mnamﬁn that of his wife, Queen Charlotte, had brought Pitt and his
0 : v
Mwmhwaaa_g a“”.aém to consult with the queen over their concerns, and shows
ﬁ&naﬁo.&ﬂ ﬂm%ga (Home Secretary), Pitt (Prime Minister) m.na ,E_ﬁw (Lord
Origina] m“%m Chancellor) in the role of the three witches or weird sisters.
& Albert pain
: Paint.
ngs galleries,
mo_.:# Kens-
:amno:‘ c. _wmw. .

WE 10 stoically grip onto her painting
On the right, two haughtier women
ale artist, professor, or P.R.B., by
%H g”;a his back, so that he mus
e ceth. Here Courbet’s 1855 depic
s H_%ﬂm his work oyer his shoulder in his studio &
omas P, Hal|’g Criticism (engraved for the

herself +*
HU_.: the _E_u_mm on an older m
woﬂ__ag:.um critically on his w
0ld 2 knife for correctiong j
tion of 3 -

’ _a ....... o e o
163 James Gillray, Wierd-Sisters: Ministers of
Moon of 23 December 1791. 164. Henry i, The

” .._

. N 5 =T
* The text 1o Gillray’s “Caricatura-Sublime” yeadic

M._oa.ms.. — And yet their beards forbid us 10
B¢ irony of applying this to male politicians
b o 88 well as {o its own self-reflectively
o™ Draper Hill, M" Gillray. The
» P. 45, and see also Chrisund
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1 orial [rony, Faroay, S
f Rose: Picto! ial Irony, Parody, and | astiche

Concealment of mm:Ln intent J.Z ._,..c.n: :cncma:_.w in
caricature in Some periods m:._.w p .;.,.ﬁ, due to cepg

often been achieved by the ironic double codin
with another image that covers over .,N_. partial] g
while pointing to its faults. ﬂ:___uc,_m S famoug fryn. A8 th,
Philippe into mta,u,m_..w (pear or “dope w,_:._m._d be
ple of such satire. 4 The use of an E._G:c 1mg
cal event in allegorical terms to give it broadey Meg
found in the use of the Fall of Phaeton after Miche
the fate of the politican Charles James Fox :..Eo-_m
cature by James Sayers (1748-1823) of January :m%mmv in

ng the India Reform

£ of

- wﬂ_.mﬂ._u
1 ]

s__ﬂ__.
by
Uy

Bil] 4 1 Whicy Ry

Fox by James Say
T e

See also on 19 Ce -

; ; u litical carj
in Berlin, v, ,.u d:uo. cal caricature Urs | »
Ppolitische %HNMH ”Snﬁwmco.fzcx bis zy w_ﬁhaqnwmﬁc.%:wr“oo? .M.W. q.sq.a
Townsen, d, Forbidden | Metropole. 1848-1890, Kin _Mﬂm_ z.wﬁﬁ
M._.u: in Eaﬁmmi?nmimwm__wuﬁma Popular hymop and the r.E:...” M__.pwg
1sthesi russia, R et
Zan?”qm._.w <n‘:mm Publicatiq e .>1uo_. Michigan 1992 and e
@z, Bielefe|d 200 , sche Karikaturen im Vor- ui

QQEQ i s
« und orirdl, Physiologie, Faceiten der

ns, Europiij
nd Politif, p

aan.ﬁq.mz K arikatyy

ed Ovid's
rom the
acton 1%
g (who are to
¢ river,

s by ‘1« {0 be see

iste Lully (1632-

on Jupiter 15 £
haéto” 41. Here Jupiter

' e _,mmooa by Harlequin an

2 dell’ arte.

e

anon, ¢. 1741,

419

See Lawner op. cit. 1998, P- 24f ﬁnro
Phaeton in the Suds with “the SCERES PUo

Van Bottom-Flat” of 1736, attit’
Ous comic references t0 Ocaw-_?am%mm__w

Don Quixote fighting & windmi _

_ of Phaeton is discussed in Ou

. e G YD
) uno*. phaeto? d the A....;r%haﬁ b:.nw\: of Phaeton had also

aaﬂﬂﬂf ' n Cﬁ. a ﬁ«___ﬁ:ww._.huh:b. QQ.

167. Michelangelo, The Fall of Phaeton, 15

tributed Bmﬂ.ﬂm.
i 41f

deseription in hie
4
gun god Phocbus

thrown into a river wits

metamorphose 1o

& Eridanus, while Jupiter,
n riding on an cagle above,

ayers and others for

1]’ arte version of the
1687) entitled “Arle-

{ven a costume Crown,
d Phaeton’s sisters by

439
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1 Irony, Parody, :..:.._F..,,.:_Q:ﬁ.
R . Pictorial Irony,
(EALS

i of visual puns. The vis-
les of political canicature in whjq, th galip® o famous for r%&%ﬂo often parodic interpic-
| More recent @0 orked include the uses made o By, VOtky 4 {0 beco™ fving ironic anc & taken to refer to two dif-
vl ?,,m 1942 t the time of the Hopper qu% i ras oy has wmn&om invo can ironically be ta horic meaning.*"'
4 ,.H.mia.._ﬂ,_:*_a in 2004 to SAUFISe the intempgy e it s 2 e an iM3EC © ° jiteral and a metap Elder such as
e Q,o_mn time. There Hopper’s >§:8£§ W ang :H ,a_.__:a. wher { onces mcm_: rks by Pieter Bruegel the Elder s
tional ﬁc__,__r,mm_ﬂ_ and the apparently unpolitica] n_._mqmﬁ_%m sg:,w. fort® ( thing® mcm found 11 f.cob::m Griet (Mad Meg) of c. 1562 as
b v_m,wrawﬂm__ﬂm.a all played upon to ironically _.cﬁmuomaﬂh !ty ﬁwﬂé_mm omwoé&w and his ) ;
n%_nw: o P B mgS Amerie Sy B putch P dern works. to illustrate Gilbert A’Beckett s The
ftemal and extenal politis,or about the Ukraine, and he M iy % fas in MO {cech set about 1848 he also parodied the mediaeval
_ﬂ%:% precise knowledge about what has been :muumsmsmﬂzﬁ aégs %ﬂé of Britain ﬂmﬁ..a.:mﬁwa by artists such as .En.wa._.m in
e b on i rating D0OKS, > inated” letter showing a monk
vw: such satirical uses of older art works, the art Work bejpg « way of illustr by creating an “‘illumin initial S at the start of
died” can be said to have been used as the vehicle of mm:mm g e 19" O%EWMH of lighted candles to w;wmamn
than as the target of satire itself. . . Tathe i e a.E.m il e
Given the openness of the satire against its target, he i ket £
work is not used in such caricatures $0 much as a magy for the .om_ el
rist s an imaginative tool for contrasting the ?E:mw of womzomﬂ? 3t |
with the achievements of the imaginative artjst. ife e

Parody has also been used with caricature for gq
litical satire. In Banksy’s ironically titled *
chair?” of 2005 Hopper’s Nighthawks is
mside the café turning around to listen to
who has smashed the glass of the café b
picted by Hopper — with an outdoor chair.

cial as wel] 5
po-
Are Yyou :ﬂ.am tha

repainted to show theg

& : 169. John Leech, illuminated
a drunken w_.E.mw tourig letter in Gilbert A’Beckett’s
ar — and the stillnesg .. The Comic History of Britain,

vol. | of 1847, p. 20.

.
il Following the opening of the London exhibition of
cartoon by Peter Brookes (b. 1943) in the Times of 28

the title of Hopper’s Nigh, &
: ghthawks to
Baghdad Caf¢”

Hopper’s works 2
May 2004 changed
Night hawks”, renamed the café the
Troops Welcome!”, transformed the §
. ¢ of the café in Hopper’s io_.w...___ﬁm

e vc ced th €rs In the café with the then President o
rmnmmﬁ.»,wwﬂw ””“ mﬂswoa. and the barman with the then wzmws.mm__ﬁ._
. _. Nighthayws of _ﬁm: S later a parodic ref unctioning of Hopper’s painting

» and replaced the custom

The verbal pun has been defined as 90_. .
different meanings, or of words with a SIm
INgs, or as a play-on-words
of the already metaphoric title of
of a night meeting of hawkish po!
ﬂm&a tlustration and vi
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y, h..:__ J o
arod, zan..faaﬂ_ﬂ.:_
Stiche

> d letter” ¢

T8 injti Crof 1847 v,

B 1a] >t we see

Ve done 4 ther than ..___::,::E__:mm._,udo:r l
1t f{:_._

s More :SM_ s monastic worj Be
as i €m comic his ,

en ¢ histo
—ough) py been made RO

Lhti,
2 ﬂm:.
sl B,

.:S
_:55_5”%: i
the

:Enm:nf in Leech’s i
: » In the etchin

: g st
_.mr:m;.:.:sm monks like deer

wm ures jp.
Cckeyy
VIl szgm

llustrationg to A’
1owing Henry

Beckett's H_..E.n.e%.q History

170. Henry VIII Monk Hunting, in D_._.rmm_.%_
of Britain, vol. 11 of 1848, opposite its p. 69.

The monk flees s.;.% his plate in the same direction taken by Pieter
Bruegel the Elder’s “Mad Meg” before the mouth of Hell.*** Further
ironic pictorial references in Leech’s sketch might Ena% one fo

3 gee also the figure of the monk in William
Old England (The Gate of Calais) of 1748 i 1he collect] o

¥4 See the illustration of Bruegel’s Dulle Gyjpy of _MMM\Q__W“MMM.”:_WMEE__W
ter 3; ill. 184,

Hogarth’s The Roast Beefof

T omrmia

= # . Sl s A ..H.\u -t i Mﬁu
171, John Leech, Discovery of Guido Fawkes by Suffolk and Mounteag

n Gilbert A’Beckett’s The Comic History of Britain, vol. II of 1848, opp-

p. 133,

wkes’ name to the “Guy”,
memorate the failure
cally turned into a
ely (and comi-
ng itself from
ad hid in the
osives that

Here the transference of Guido or Guy Fa
which is burned each 5" of November to comme
of Guy Fawkes to burn down Parliament, is ironi
Visual pun in which Guy Fawkes himself is grotesqu
cally) replaced by a “Guy™ that looks as if it is hidi
Guy Fawkes’ pursuers, just as Guy Fawkes himself h
cellar beneath Parliament while waiting to set off the expl

Wwere intended to destroy it.

am Ainsworth’s Windsor
“The Signal” that shows

b George Cruikshank’s illustrations to Willi

Castle of 1843 also contain a sketch entitled
Ia:_.w V111 astride a white horse.
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ature of Gu

8 Tuctor j
7 11 : In stee
Powder treq 1am Harrisop Ainswg

SOn. : : 7
An historicq ! romance of HM” _m Guy Fawkes.

y mmfrmw w_ i Tecy
_ S also irgn;

engraving Omc_.ma_n%.wm_ﬁ :

ank

In Heinri h g

pea Ich von Rustige’s m; :

sant in ap m:.:a-_o_

aﬂm . : . ¥ 7 n—ﬂﬁ. =
Ing both headless” ang : e v ,._wmﬂﬁcﬁmm
n word k LEhe

hind the yge 5
“2Ppears to Jig be.

Page 133 of Gj
d ilbert A’B )
describin eckett’s text i
g the ca itself mak
make light of the m“ﬂ%noﬁﬁmmﬁw Fawkes: “He 5 MMHM.MMQS 10 puns in
ine : erat
c.ox of Congreves at hand, n:%ﬂncw%nz.:m fire to the :.mm_.__w _u_._ﬂn_hﬂwmqﬂ
tinuation of a pun that he had Emmn m_wﬂoa“ with bitter boldness, in con.
found .r_m match and lost his Lucifer” hcmwﬂm_aa a‘mwm. EE he had at last
M:m_%:m_m of the overall relationship of ey mw_w Mbller gives an insightful
; in his . image in A’ :

:nmﬂ“ﬂ Mm&oﬂr in his OG:ma.mEEaE:m. The m.o,.mm. _M.> Heeksl M

7/48) von Gilbert Abbott &Beckett und John, | aactr e b2 ot
Karikaturen im Vor- und Nachmdirz, Forum <EE$M«M: , in Eurapdische
2005, vol. 11, ed. H. Fischer and F. Vafien, Bielefeld 2 orsching A
47 gee also Leslie Bodi, “Kopflos - ein Leitmogiy ; 006, pp. 63-79.
nationaler Heine-Kongref 1972, ed. Manfred fm_ﬂmﬁ ﬂn_:n.m. Werk”, Inter-
pp- 227-244. uhr, Diisseldorf 1973,

it

RIS .. .
de comic by the peasant taking off h1
is lack of reason) to the
n is dressed in the unifo
d by the plumed hat belong

The scene 15 ma
ironic allusion to hi
quin. The mannequl
head has been replace
and lies resting on the gr 3
a gesture of metaphoric “headlessness”, to the dummy, W 0S
headlessness ironically mirrors his,
his trouser leg at the sight of the ap

rm of an officer,

s hat (in an
headless artist’s manne-

but his

ing to the uniform
ound. While the peasant takes off his hat in

e literal

his small son clings in terror to
parently severed head on the

floor. (In Le Charivari of 28 April 1852** Daumier m;.mo shows a
family with a howling baby and child apparently horrified by the

decapitated heads shown in No. 517, Gallait’s
rendus aux comtes d’Egmont et de Horn 4% A rope withan
the end hanging above the dummy in Rustige’s WO

Bl
" The date of Rustige’s Der Bauer im Maleratelier (
50 cm, Stiftung Sammlung Volmer, Wuppertal) is not recorded;
wm;dm:wsa. Heinrich Franz Gaudenz von Rustige,
iisseldorfer Malerschule. 1819-1918, 3 vols.; vol. 3,
162-6; p.165. Carl Spitzweg (1808-1885) had also paint «
shortsighted admirer kneeling before a dummy a3m=w._nﬁ_ in women §
s¢¢ Abbildung 7 in Lisa Schirmer, Carl Spitzweg (™ edn.) LEIPZS
See also Buchinger-Frith op. €it., p- 133. Thee ) !
talure reads; “Le danger de faire voir a des enfants trop _Em.ﬂnma_
e tableay de monsieur Gallait et de lire devant eux 4 haute VOiX
Sur la décapitation du comte d’Egmont™.

Miinchen 1

. -y o | ..

Derniers honneurs

oose on

rk also ambigu-

0il on canvas, 60 X
; see Irene

in the Lexikon der

998. pp-

ed a scene with a

clothes;
1998.

aption to Daumier’s cari-
onnables
a notice
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Scarfe fe 1937

o i (0 1936) of ¢ - The Chajyy, i0n (o hig fy
Chaj - 971 i an M, 3 mous

head :wz.w_w: With that of m_.osmom:w combines Mo chair by Gerg

¢ that of red leath PUn on Mag's

lunch b of Mao — g er chair 40's fitle
€h by Danje] § ~allalso made With hands, fee( gng

entitled after My poerri (b. 1930) of HM:: of red leather, A g;w

grass), net, a :U&wcsmw sous _”.Hﬁw: 1983 was vunﬂ:._wn_w

wﬁcﬂ:

(Lunch under the

1R0

1d PA°
n.azm:&
¢ and reception of .ﬁ__oﬁo:m:
s of ﬁmmﬁojo and “serious par

dy, the object of the Eo.ﬁo:m:
i owards @ target and
nce when the 1m-

at first gla )
rmation and partial con-

- nitated and sznosonma.. A
interpreted as meaning beside

related to”, «“gupplementary to”,

“peyond”s and % >
Q:_ﬂaﬁmme.n____ Sk or “subordinate to”. While any of these

except pernaps «subordinate to”, Em& be cw.m& to ammnﬂdm
onship of parody to at older 40%, it is the interna ization
parody that &Eswﬁ? explains 1S ambigu-
armess and opposition t0 another.”' . :

gnals or markers for a parody can be ﬁwﬂﬁwoﬁoﬂm_ (“beside

a picture; such as the title on a frame, or in a catalogue) as
452

ous e
The si
or near”
well as intrapictorial (within the picture).
The question of the relationship of the frame or “parergon” to a
picture is one that has been approached from several different points
of view in recent theory a2
,_Mwauﬂm:mn or parergon of a parodied work may also be treated ina
iety of ways by a parodist. As seen earlier with reference to

0

sjﬂﬂwmn“w,__wo refer to the “parodia seria” that is to be found in music in

8y b r score has been used for a sacred text. &

were c:anﬂ%m: %.Z alsolbe described as subordinate to another work if it

of another w 0d as either mere {mitation or as a bad or unwitting imitation

this stugd ork, but this is not the sense in which parody has been used in

15 A Y.

Em.aw,.m..o/ﬁ,w% vﬂmfo:m.é , the prefix “intra” can mean “within; inside; on the

9 See ! tle “inter” can mean “between” or .,mﬁ.-onm:. .

and Vs or instance, the works referred to previously by Jacques Derrida
ictor Stoichita as well as the volumes edited by Paul Duro and by

Werner Wolf and Walter Bernhart.

1Y
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175

. ::...p.c < ] —
: > Velazayes
.‘.:..:E:_,A. after ;L....C i@:.a&., 1656.
" 19 mausscﬁ | icasg, i
C4580"s friang Michej Leiris
tion (g _u_ngmmo,m Suite dp 180 MM m_am% 5&8_3 in his Inirog
Cass 4 ; I SSing r T0d 0.
.&Em __d..,“_a ?ﬂo: wm_.:oc_mw:\ Szamsna,ﬁ ﬂmﬂﬂe of 1954 __s_ﬁ,.
: * €arly work ang With e With i
o anal . Inkiy
o:O?w a5 well as hig OWn sty %0 YSIng aney pig Models g ___z_m
ther iy
vc:ﬁw_:mn__mﬁmﬂ_ﬂwso}ma by Picassg include Delacrojy Manet g
Al Numergyg Paintingg ;
<o_mwacmm‘m 7o Menivis T 85 made by p
ing !

- Velazquez® 145 Hi

a-artistic in n_nan%w
Superior at weaving (o
§ and crafts, in including botha

Arachne’s attempt o prove herself

nerva, the protector of art
painted fepresentation of the fable jn the

“live” foreground and a painting
of the woven tapestry of he fable behind it; see also Svetlan Alpers, The
Vexations of art: Vel,

dzquez and others, New Haven & London 2005 on
this and other works by Velazquez.

1R4

C
s : ‘o cAse,
N g M as 10 wure in this ca!
o hma_m Eﬂ%g as it as ,,a:. i caricatw eludings in
pic :___m% g€ E. even 11 e qures (ir m\\
be phom E¥ 4 AS ar (18 ber |
o and 8 54 ass0- ile othe wG_.:n_ﬂ W
N ance hanget LS s uez ¢ wed to ol
P and T2 are le fror Veldzaue: U sue and parodis-
ez S feninds . models can Ot evoked and him-
cnﬁ%o.m Las M : how older ciadlh whole 15 also &nﬁ_onm
PO this way ! ne WOTK @ > Picasso
ghos V8 __r tails while t er piece. IQ&. uez’s work.
. ificant 4¢ in a new fvelazq
st functioned d remaker O
teally r® jver an

tember
- Veldzquez 32, 19 Sep

:
. S
icasso
_ te also on P i
feninas, af a. See . s, Mi
2 gee Pablo Picasso, Las M icasso Barcelona. to earlier io_.w.. of
Yt 129 cm, Museu P1 £ his relationship to | explanation
Ll _zbm as well as the issue o:o: On the E&o..ﬂ.mnﬂw»xu:am:.m p- mw
working style as erns of Intention. . 41-73. bo
chael Baxandall, Pattern en & London 1986, pp ment of a work ey has
pitures (1985), New Hav of process to the enjoy in which Picasso
argument on the importance lated to the way intings. .
“_M__m and spectator) might wwmo_-oo n.os his 1957 series of pain cribing artistic
ualysed Velazquez’s Las Meninas _w: traditional way of des sive role, and
“ Buandall, p. 59 also questions the 1 in a largely passive or re-
; T _.VM.O.: Y. where Y is ﬁw@ﬂ.—ﬁﬂmﬂw :..—w. .a—ﬁmﬁm—QMo “ﬂﬂ&%mﬂmmlﬂna mﬁ
sm_”ms Mmﬁw..ﬂa Y is _:w fact in the mo:a_n." no,n%mﬁﬂn influenced En:wwvﬂ. that
ﬂ%ﬂx:w the older work which is said to the museum or publ X as the
foud be added that other agencics such a3 the ¥ (together S.nﬁonumo.. and
have made the earlier work available ﬁoﬁ involved in the wn in this
originator of the work) be seen as mmnm..wm.‘mam for, pat %.mﬁ%»ﬂ!ﬁu_-.m
fnsformation of X by agent Y. In the d that the parodist (in f X and an
Present study it has further been wmmsaﬂ en both a receiver O
1erms, Y) will be understood to have be

1 bis Picasso,
mMaE n its transformation. S e Rt .
™ See also Werner Hofmann, Die . .
Wien 1956,
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| \d _:._:zc:.a Wt
g of hig A
10 the real gy R
ree. | see thi
> 1 ngs

horge. Don Quixote can ¢ A

w.c:_ <o_,\§ﬁ_=o,\. and
Scribed g h

) aving ip
referred 1o in the latt
b :

. A palm ¢
OMe into 7,44 Menipgg» W

he Parodisy Cervangeg ¢

mE:& Eommmo, AN in faoy
S Lag ; , act be
er 18 Meninas Serics gpg sn”

177, Pablo Picasgo,
Las Meninas after
Velazquez |,

17 August 1957

:
8he Although beginning with a defj
Marello E. Pacheco’s essay
paralelos: Visual parody in ¢

nition of parody that relates it to salire
“Parody and Truth Games”, in Canlos

ontemporary Argentinean art, ed. Mai
Carmen Ramirez, Austin 1999, pp. 90-128 also writes of parody that I

“always implies an ebb and flow, a rhythmic round trip: the ..“_.ma_._m.%”
second text that retains, in its texture, embedded traces of an original ﬂﬂ_
an earlier version that becomes the model text — one text that parodies
one that is being parodied”. CosRip
" See Rosalind E. Krauss, The Picasso Papers, London _u.._o.wam_ i
casso/Pastiche’, pp. 89-210; p. 96f. The word collage derives B
French for “to stick™ and was practised by _usm_mmo in %_MMMM“” _ms el

i i , Al e
create disjunctions between, as Eo:. .mmhmon.%“uﬁwwh .MH 958). 31 edn, Lo
47 See Wo._mbM wmﬂom,”m%ﬁﬁua. His m\m k..w i

azque? !

so new!y

: a8
ot issin wal ha

I _.,%B__:.n 2_3 | 410 A.:._m S

icasso’s Las Meninas,
178, Picasso's
after Veldzquez 33,2 October
1937.

Here, in Picasso’s Las Meninas mﬂ“Mﬂ.@E
(Velazquez's Las Meninas) has been dern wo
Used as the basis of numerous new BWO aintings by
their turn inspire other artists to iidghtas —% __
“masters” of the past and Picasso himself.

into the present M-Mu—
rks, which ﬂﬁﬂn lder
both the

“ See Pablo Picasso, Las Menin

Mﬁ canvas, 194 x 260 cm, Museu Pi
See also Stoichita op. cit., p. 25

o 2 —

o 1he casel is also stood ©
Picasso’s

vas

S |

Scanned by CamScanner



Richard Hamilton's Picasso’s Menings oes
that has developed further the parodice Syl
painting by Picasso. - In the picture by Hap ol
portrait is replaced by a portrait of Pjc
sickle insignia, where Velazquez had been |
of his knighthood. Further to this Pj casso’s .355_
and Three Musicians of 1921 are hung on ¢,
ace room, where paintings of a contest betwes
of the punishment of Arachne by Minervg ~r:
depicted in Veldzquez's background 474 -
nr.n Princess and her maids are replace
Picasso styles, and the palace hound re T Sin g
dachshund but by a Picasso bull *7* Placeq p,

h:.r._w.._ .M.Aw
€ back

__—uu__@ _mﬂmn_ﬂwﬂﬂ

1CASSO 'S Mopi iltop,

an
See Richard Hamilton Picasso’s ,
mu%smn_.ZEoE? Hannover. (It is M\_umn_u__:ﬂwa.ﬂ M_ouw.
as Meninas vop Veldzquez: Eine Wiyk el
mw:_s 1994, il1. 44,) HHG
Sec also Asem
work, where

Etching 57 y 49 o,
. In Caroline Kesgr
$- und xmnmﬁ:.oa.ma%%_.

of 1934, (The part mxnquﬂwﬂmw ibid. identify this as Picasso’s _Uw_.amE
tapestry in Velizquez's Fopje rom Rubens’ Minerva and Arachne forli

see alsg Alpers, ibid.)

of Arachne illustrates Europa and the Bull

¢ reflections on the birth of a
fart 476 parodic WOrKs like Cervantes
art. :
flecti 107 me’s Tristram Shandy _Dma both ,ﬂmﬁ._
610 " elfre ence S€ i development of their new liter-
: ’ .58%.58:2 parodies of Velazquez’s
it 17 and Picasse o been important for new, self-
- as D . “the visual arts.”® Looked at structurally,
a = e found in Picasso’s Las Meninas se-
stic W . res that are directed towards — and can be rec-
?%e . ._an%,nE” ¢ familiar with the history of art, whose hori-
ectalo : :
%_ma by — 8 SP has been built up by his or her knowledge of
)

f Picasso s “‘Las Meninas’, after Velazquez
o oram O, .
B_Ew_ﬁ_

PICASSO’S LAS MENINAS VARIATIONS

P T T T T TTT T L LR LR

--------------- smsssssssna

i pw2 (PICTURE WORLD 2)
i Velazquez's Las Meninas and
its spectator world, SW2

pICTURE WORLD 1 (PW1)
picasso’s reworkings of
Veldzquez's Las Meninas

B T T L L R L LT oo
gasa .

. PW3 (PICTURE WORLD 3)
¢ The art of the modern age

SPECTATOR WORLD 1 (SW 1)

Although in Picasso’s Las Meninas paintings the change to the
original subject-matter of Velazquez’s Las Meninas can be said to

176 4 hiivols BS &
Ortega y Gasset’s 1914 interpretation of Cervantes’ Don Quixote a

creative form of parody had also been republished after Ortega’s death in
1955,

i/l : ists and p:
oy 8¢ 2150 Rose 1979 and 1993 on the anw.&w Wﬁﬂmﬂ S
Viktor Shklovsky also compares Sterne an S e
1993, p. 105) and in Michel Foucault's E_.ﬂua s
Of Things) of 1966 both Cervantes and Veldies 85 .a__%._n a3
blazers of modernity (see also Rose 1300 L i, of expectations™ of

See also the following discussion 0% . Fy addh

reader/spectator.
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SSE” Fictorial Irony, p

rody, and Pastiche
. orial Irony: e ding ﬂ_oﬂ,_.mﬁ of
arody, ang Pastich, i » scene and %z“zﬂo_ﬁxo, Willem
i a -
. «gchoolroom including ck.*®
be minimal. g contrast between Subject and fory, 1S OStay: s %nsammE York _wn.:mm“wa Jackson mmuwiawsmf works are
the n_ﬁ:gm_.»wu“ made to both the CQ_.Z_J:.,.Z._:.,.,.: and m_u.._o, np.w ._._mra.“__u._ in Una__”n cn. .m..._:w 2_4. goﬂjﬂﬂﬂﬁ d_..._O_O.__..._ E_Olﬁm ﬂ {n,uﬂ..ﬂ._—n.wﬂm that sug-
work that parodistically brings the older Work ingq the the Uy | ent® m_sm_ wm_onnas._.m “Art Sc s to an .:.on_n‘ﬂme ather than mak-
modern art in 3 manper 10U previougly dared o "EEQE%W“; Efxﬁ“_c._._o_. o Oma.:n as B:n__”% the earlier qummml“. Deem’s varia-
ers. ™ y W cted 10 - g homage subject matter. s by
}ac:,._,_ ma::,_ﬁ:c_.,m _:::::w Die H.L..ﬁ~,_h,.~..~.i,.~.h ___.:F.témw ( b ot v.zmﬁ:,. is umvﬂscm:f%n: m.Q_,mm ..wmmm:._fw which <mﬁ”__0dm HNM.” than
TOWing Tanners) has already Shown thyy Pictorig) Parodjeg o.:a ! .4,.,.% saliric attac of the mid 19 mrmq in rmnﬁosmocm X d in Lip-
the ancient _w_:::.ME..:HA.:L_::.F.: or Batrle of the 3.0.,. : a_.,i ”w ~liy em_” on Vermeer ind pastiched Homﬂ. strated and discusse AT
= be created from the _.2.:_:.:2:_..@ of a heroje tale gpg the 2__# H..H&..nﬁa__: _un.mo_, have also been L.. :a Museum of Americ
nation of the same with Wwhat has been _._cz,,._.:..ns as g .,_os_.w.wqﬁ ,m___ﬁ.w_aﬂ._ﬁ .,M_ws_oﬂ. BBt to the WM.:_SQ
Ject-matter. Schroedter’s Parody of the higher figureg Of the :.3 nan and Marshal m.::.___ of 1978.™
Paintings of his time cap In addition be Lcmc..:,.nz a8 the rﬁ._wgs. ehibition Art abou
NeWly realistic. if also Comic, genpe Painting o the tanneyy. In ol
tures |ike Picasso's Las Menings the Parody g Produceq _H_a_“p_“
through the feWorking ang changing of 1 Well-kngwy, Older Syl
Through his the _,,..,.1_;___:.,._::.% NCW aspects of Picasso'g OWn sy,
and formg) :.__:,;.E...,_:z are also :._r,r_éq:z:n::% _,..:.cm,,oz_ag in hi
Parody of the old. : =
Zc,_.:_m on again beyond Picasso o the lattep Part of the 3o Cene L J..Ea.mm N...M”..
tury, 1o Yet more parodije Variations on Vv c:.ﬁsscx.m Las Menings, _”_,,.,u_ﬁ., plbia b
George Deem'g School of _.ﬂ.rr.e,.....u,_z_ placey v elizques's work %
behing et of desks, S0 that thoge desks rather than the King and
Queen of Spain are reflected iy, the back mirror ge
the iropje SUggestion s
the artjs.

en before ug, w
The Infana

he SChoolrgg
Or&e Washin
rican worky

Suited 1o t

CS¢ are now
compy
of Ge

the main subject ol

anions also seem ironically wl

"M seene, but (he Otherwise ubiquitous port
8lon is noy gy display as iy the pastiches of
by Dee, Such as thoge of Hopper and Eakins

v be

suecesstul literary é b e

M Suggested previously, most z..aMMr Sealsconaraits

N 10 have Produced from the i, amusings o¢ hu %.

tginal ang it Parady some camie, by the pa

Which, ogether with the agoﬂwﬁgdﬁ? :

the UPplication 1o works of s c:x hal by e owriting a,.?m St
S an m.__._mszﬁ___an ol | "
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giche
| Pasiic
dy, anc
Parod. is of
SRt a..__ﬂ_‘ch..au. T artistic an
), Tau.oh}. meta- £ decon-
r the rse o ;
W text jip Which j i emb (g0 illustrates 15 of art E.Mwmwo,m Bmﬁm-mﬂzwﬁww
:MEE of the Parody, éo:ﬂs m%.amg, May ;¢ as Signg| 35.“8: Mﬁm:m_ the Mmmn AsS E.:w_ﬂ, __un”:m 2’s Las Em:mﬂ,..% o
"erary parog > Teader/ro,, O the (072 may © ing 1t f Velaz n Eyc
: . Y May be gop Clver, Prgg | oot Cem oduel’ kings of Veld SOMIYST e e
its Specific fo Clineq, as gy %y W d repro ewor o« yariation original 1
Sathe dUotation . > SUggestey earl; 0¥ o an tive T st’s varid m the
; : 4 N or j . €1, ag 1. e~ ventive Soe rror fro duced by
Zuagpe with COmic off; :.:Hmzoz of pr, f ) 43 _.._n___ | {fuc nd 1N n van the mi ; produ
ol CCL This com: Preformeg litergp o8 | S ses and 17 i of 1434 — art being rly
tial distortjye Omic effy ., Hergy palfS  pich ni of he new of cleve
b nature of he o : Y Tesul g R | 7,0 W Arnolfi tion of a number A
Sition of (e old i Quotatiop, OF imitag; y._ﬂﬁ 1957, | of the £ he reflec produce his investig
ith the ne . on, o from ;. ~Pe otha in t able to . from ni
Metareflexiye form, g i n%ﬁ:ﬂ. ms its more eXtendeg M_E_ﬁ mmw___m = m.ﬁm_w van Soest .éwm:mm and drawings
ther be describeg as CICating 4 :._mwmmm %oz @z....SR. Parogy =M”M_” ”.mm artist, P1erT artistic pain
a 1 3
“OMposing ang receivin el ,

g literary texts th A it ol

irony anqg humopy; ¢ At can alsg pe Productiy, . | on of the
.wu\ m.:m_omw, 1S of the EXampleg mr.nm%
v_ﬂn.z._m_ Parod ned in brief as the partia]
Comic _.mmcsn:o:mnm of a preformeg work or image. |t
m the .?ﬁmvommno: of the older image
Or style in the new work Adding to
ginal Image May also lead tg , comic dj
tween the Original image anq the
torial or visual parg

Parodic imitation of

INVestioy,
v
Comig.

Or work

Or sub

another image
from the o

Pl s e

= ! 2 ,N..Wm.,....ﬁndmb
. the Arnolfini 1434. o4
er to the visual world, one can find pictoria wm_. Jan van Eyck, The mm?o%nh MM Hw.nam_.m Arnolfini 1, e
parodies there in which both the formal stylistic composition of s Soest, Met Jan van Eyck op bezoe h the Armolfin
earlier work — such ag Velazquez’s hah.am..w_faw ~ may be aaﬂ
together with a change in style — as in Picasso’s variations

- - i H
ck begin wi irro
These works by van Soest after van Ey

- . B
ing in a doorway i-the well
greeling a figure that is shown standing 1n 3

o
Veldzquez’s Las Meninas. Often humour is derived from a change .

ainting
) . . ﬂﬂoﬁﬁ.—ﬂ pﬂm.—.wu i
in both style and content, as when Picasso exchanges Snuﬂﬂ behind, which by referenc

MME& in the lower corner of Veldzquez’s work for the comicl

cen to be repres
% 10 the original may WM&W”H . 2
himself 7 A the title o NS
less imposing image of his signature dachshund. les S ¥ 2
€ -
Just as Picasso tells us in

orkin

a

Soest. Altijd de hand.die.
Soest, Biclefeld/Le :
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This inventiv

works by van
197475, the fi

aline of red, blood-coloured paint
«collection of Michelangelo’s crea
Godin the Vatican’s Sistine Chapel.

owin® % ) forms an .

otofee . may also remi
ol P10 " e depicted figures : .
%%ﬁ ?mes the 358888”5: and reinvention of oﬁnﬂa »ﬂﬂ
_u,nﬁoam ,H___ as of his stylistic contributions 10 such modernis
wor PO L

unost-modernist meta-art. . .

ol P ctivity is also present 11 earlier

e, meta-artistic refle . ..
Soest on the Arnolfini, as when, in Painting IV of

ngers of the artist van Soest stretch out together with
to those of the Arnolfini, as 1n @

s%m: of Adam from the finger of
4

$hown fa.: %ﬁﬂw Painting XVI, the last painting in the series, the long fin-
first .mz.nsw the %Bo.u figure -y B e van Eyck-like figure clutch the shoulder of van Soest as
Painting® _ Ifini with hei? ch echox | et w:ocm at us from a self-portrait of himself, this earlier work
b €513 his righy hand o usin| ﬂ P Mn“annm of the modern artist reaching out to van Eyck’s
on TePresent v, 1t van Soest’s; developed fu parody can be seen to have both borrowed from and
act that g £y EYeK, and this ; Lot rther the older work. S

ors that van Soest depicts within his images _dnonm»bn

“ 3 i

Eround the

a.:.aaso

 Atistic
il

Amolfin; g
self 5”%%:@ their artist-creator in ways other than van
~ or could — have drawn. In /

a4 van Byck (c.1380-144

ns that sh .
thoge of Gt ow van Eyck

diachronic differenc

o
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1d Pastiche
a

ates
ms past us and the g
stor

’s Dulle
int depicted at the top of ﬁhﬂ””dnﬂm—m red tones of
SOCiate . The tube of red pa d reflects upon : of the se-
iy Grief of 1984 also evokes andircf risaille-like colours by
RE E Wm_aowo_o of Paintingg Painteq by van Soest mma_zn_q m”__nmn_,m Hell, while wrmroﬁ“.ﬂww monmm of e mwwwoﬁ. worn b
ﬂmm (& NHJW ﬂﬁ&u ._...v._mmO_A Sl = g r to ﬂ{O—Am 0 S = “—.wmsWn
of 1562/15¢4 we S_o_.._énmu“ﬁ mﬂﬂﬁw and those of Picasso s Guernica ow.@..;
Leraph of SUrvivors OF the g, mw
-0 Cmerge, but a type Of red pajpy pro- )
SO Mmersing 4 if with f N Soest's g

re — vy

» PP. 103 1 Vg
*» PP-74ff.) haq also shown

me irgp; i its can of cour
also be foung in Picassg’g Variatj & mm:ﬂ.,%““”“wwﬁ o
PiSee Pierre vqp Soess. Altijd de han .
Drie Qwaz.ma. 1990-9] J)

eegt 2009, pp,
494 .

Ibid., pp. 1301 (D, Tuin dey Lusten, 1985
A Pierre van Soest

-89,
taught frop, 1972 ungj; 1987 Wz
nd Design ip Bosch’s town of <5 1y rtog
ierre v, Altijd de fgyq

o
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Rose: .cx.:y_.ﬁ___ b.o..@

rushes past the ga
To some this |

Shown as a rec
Griet”
a

reation of the

Bruege|
thus takes op Yet another meaning jthi il
§ part of ap inventive reflection ¢

ed paintings by v
Bruegel’s 7ye Hunters in the Snow of 1565 as well as the bloogi
; s of van Soest’s Dulle Grie

eave behind what seems to be a bumi

EEQ.E_,EEmnoorimm_dcw Bruegel’s scene™™ and can, Eea_ﬂ
also be seen as soldiers, while the animals they might have hunted

: Rob
M See Keith Roberts, Bruegel (1971), u.a edn,, ro_a.e_..__ Gmm.._q_yhuﬂu.
CItS p. 48 also suggests that the Boschian n_.alE..w .H _ﬁﬂs Dulle G
tempting to pull up the drawbridge to the mouth of _”..... arb, (The sy
may be seen to be a grotesque parody of her militant g e figure of ¢
in garb can also ironically suggest nnmw_pa__uu_._ﬁw between the ¥
covetous woman and the devils around her, _ 2and
o See Emww.m van Soest. Altijd de hand die beweegt woa_vwc pp. 13 w_&
The work illustrated here is Untitled, c. 1998, 95 x 120

canvas; ill. Pierre van Soest, p. 152.

% = —ﬂm__
*2 There is also irony in the background scene to m:._omn
the sign on the inn n:.n__nn:\c ..._

5

half off |  hi

! Hu
Elder, The
186. Pieter Bruegel the = ey

g

187.

tre van Soest, Untitledh o 190E EEL
e

™ See Pieter Bruegel the Elder,
Panel, 117 x 162 em, K
o have nroﬁwaﬂ.

4 R\ .ﬂ%wﬁ 3
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Rose: Pictoyg
ial I,
al ony, p aroa,
. 2 Q.ﬁ

Pa i i
: _.oﬁ_.w 1S .m device that ma
rom ironic or satjri iti

and be devel . ;
oped in . the 1 diffe
can also vry, and because py of difgeroduCtion of Pl
m_._ﬂv.. with anoth se parody ; gm%m. S re ”_.E <
EEWorkea st =V OIVER ignalg ¢ Our
ell as ﬁmnmuu:w_._ —.JQ.. Par,
od

model, the obj di i
ject of the signal i :ﬂﬂmﬁm:n@ from : Ing both Sim;

parodies .
, S0 that atten un the wq Uch a (o,

t S €1 F__nm:

spectator of ej parody, the fusi .
of either work, fusion of both %_Mn targe, b,
’ € Teage

-

d under the followj; :

Or newly converted sig

whic
o%.u_.w these are made

Erwin R,
) otermu &
Mo? and wcw:moao__.__m“na total or partial caricature, substitition
Cterstics (ang Signal S typical of literary parod , d to th :
s) may be added comjc mxmmMmH_m-M_.oso:mem_.M

not Nece 3

ssari] 5

ik ¥ caric

r her than nrmamnsﬂcwo (such as that which involves back d
es backgroun

..__EMSUOM. H

ition, 506 co Sati

tion, » condensation, contrast, discrepancy, and
k

d Womn 1
99 ;

i his Dje 3, pp. 36fY. on the signals for

& W s Pp. Mwmm.m. i¢ .‘.uﬂw.eﬁk~ _.._ﬁ stre 2

. Walsh o, 1) oo ie. Zu Defipin ngth of parody signals
clent vages :.,,..nﬁ. 2009, p, 69 " finition uned Typologie, Ham-
as studjeg .95 2 varj ’
¥ ey .._uﬂ.._w__wﬂo;maa_.n clements in the an-

que *bygiy
standers' the “juxta-

n be described in the fol-
that more than one type
some works may

e of the text or im-

ing or message of the original work or im-

b t including:
anges 0" roduced, 1NC 2L
EQ n_o%un_m:wmﬂ%m m:morﬂoim:o. absurd or conflicting

sage or subject matter of the ojmm.mnm_.
e .mmmmm or subject matter of the original of a
:ric character.

metaphoric functions of words or im-

%wuaﬁaaoz of En.umon:na passages oﬁ.wammﬁ %—EE ”wm WM_HMM
died work, OT of old with new passages Of images. .r_m can in

gibstitutions for the words or gestures, symbols or _Emmom, charac-
ers or context of the original, as in the title and imagery of
sehroedter’s Trauende Lohgerber, in which the word for “SOITOW-
ng” from the titles © des Konigspaar and

f Lessing’s Trauerin
Bendemann’s Trauernde Juden 1s re d to the word for

”mwzmamnmm&nm
amers and the latter substituted for the earlier representatives of
SOITONW,
(3) Changes in historical costumery, persons, staffage, or scencry by
way of addition, subtraction, or juxtaposition.
(4) Changes in the style and/or composition O
(5) Changes to the associations of the imi
the new context,
_mw__ﬁmu:nm across genres. This might includ
Bradhy .58 the subject matter of art Of
ry’s Mensonge of 1987,” or of art-critic

f an earlier work.

image made by

rmation of
Malcolm
e subject

e the transfo

fiction, as 11!
ism into th

S with the s

he combin
srextual

Positi . i
%zm_%_._ of comic or mock-heroic image
g -4 1Into existing comic situations”™ and t

m_m,_,ax_m in pictures may also be described a8
0 Rose 2006 Structural-
% ] 5t for Mensonge -

See Mal : Qe . "
i ale g fy Strangé Afichel Tardiett (Pro-
1Sm 'y :h.%sw wﬂmﬁwﬂqw maw.s..a&\\%:a.& by Miche
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ontext. This oceurs jp literary parody wher
the parody and the style that the parodist s
as in the Parodies of other authors in Jamss
Picasso did not usually use the subject matter
ERpmer iy of Velizquez’s £as Meninas in his ss—wm
_”.Mn%ﬁcﬁw nature of his Las Meninas serics
: : re of Pj ? 7 ies coul
be said to involve more of a nrmsmnw ﬂwonmmhmn_w%m”“ﬂw Mﬂ ___MMH
matter of Veldzquez’s work, this stylistic change reflects on both b
n.m<c_==oumww changes to style made by Picasso and the
time between the two artists that are signalled or foregro

using in the parody,
Joyce’s Ulysses. That

de Manet) of

: isable
5 still recognisab
n Edouard Manet s fins and one

e €% 1 the figures © ding €O ‘
330, iw,Mme are replaced DY E@%ﬂw w%aﬂ Blake’s ‘The
galcony © ther example Mg 1981-83 after Cour-

. M r
i ‘Bonj Monsieur Courbe
eeting), or ‘Bonjour, : )
Mww.ﬂ_mm: amm.o_.mc& as a secularised reworking

O ...m&mo:mmmﬂmaamcm
of depictions of the meeting of Q‘Hmwg with hi ﬁ

well as of the “Wandering Jew . . e
a___ Peter Blake’s ‘The Meeting’, or ‘Have a Nice Day Myr Hockney

of1981-83 the artist David Hockney is shown onE.m a giant paint
brush rather than a walking stick as he meets the Edma Blake eo_gd
the greeter rather than the greeted, as was the artist 1n .OcE._u.ﬁ s
Meeting) and their fellow artist Howard Hodgkin at Venice Beach
LA, while a girl reminiscent of a crouching Venus roller blades
past with her gaze directed out towards us.”"

et's La mmzhmamﬁm

sl » et L
S..:u ¢ term para-pictorial is used here instead of para-textual because i
8 H_ﬂwm_um described is pictorial, although the title itself is not. :
Qwﬁo_ﬁﬁa Courbet, La Rencontre or ‘Bonjour Monsieur Cow,
149 eeting, or ‘Bonjour Monsieur Courbet’), 1854. Oil on
m, Musée Fabre, Montpell

5o stave Courber and the
i O__.-Hgﬂ o
Buchinger.py. iﬁ._._.m__mm P
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* Pictor;
rial b.c:._.__. Parog, ; b mun_____.,.,_aw_.
Y, and rony: :
< nectator of
{ the reader/sP
o the yiews ©
5 :
. ChonE’ tic dis-
0 ¢ the signals O parodis”
o cription® 18 snsibetwect form
= 2b0ve deseTi sharper distinction :
ot® L ied (€ avoid (% e finitions of parody- N
nE pave (15 any older definl ! tactic amﬁmaa..
188 o e made 1% ent relationshiP® semantic-*) ¢ is often
e Mfom and €% " cans that 2 change t0 On° Bepss
- 189. Gustave he Meeting’ @ jiterary work . otorial arodies such as
(The M ustave Courb ing' or ey in 2 I hange 10 the other. In pictor P
ecting, or “Bonjo Mr aﬁ.a_ﬁ_ma pya® e Las Meninas the changes to style can also
i A e =it -
Further to th r Monsieur Courbet picass0 mcﬂm_aﬂ%cﬁ 2 ogether Lith change s t0 poth the subject-
o a : : .
ody in a _u._smq_”aﬁm::ocm, rework 5 nHMM composition of the earlier work. Except 11t cases cm mo_...:n
ymng nmmmwomcmm_ work may be H._.M_., Or ironic use of ¢ ﬁﬁ.&: of particular genres, the definition of parody S ﬁvm imita-
e OEksimay, Mw_ﬁamﬂminm by ommwaa o anmEmﬂﬂ_:._nm, the par. _,_s= of the form of a work with a change t© its content” 15; as SUg"
ﬂ: explanations :.onocam also be acc er the artist or msm_”%g%? wsted previoustys not always very useful or meaningful- Rather,
owing discussion ou._..: the artist 1o 5% mpanied by direct nﬂ. Pi | purody - of both a literary and visual naturé = can be defined most
: public and private mw,wnm”mﬂw_. (see m_moe.ﬂ”ﬁa boadly as the comic refunctioning of ﬁawo_.anm material. Here too
parody)*"* fo. | acloser look at the way in which such parody can be constructed
functions and ﬁoﬁmu:m_.

and received can tell us more about its

ary text in Das Jiterarische

I11. E
Jfects on the reader/spectat
or, .
In his study of the reception of the liter
£ 1931, Roman Ingarden

Kinstwerk (The Literary Work of Art) ©
etween the recognition of

s
ggests a phenomenological distinction b
ectification

3 om co i fr—.. Cran w—
an .—ﬂw Ie 1 a4

tati
ons about the text/pictorial
WO

rk parodied
Jencks, What is P ,
; T ; of :
Ol i ﬁ%ﬂﬂi o D lhe text in the reading given it by the reader 516 This
y also Seadand use ; ew \ 5 ¥
greeting mm”M Hmmm as ironic, given _Mh.ﬂn:oﬂm:cz Em_.rumﬂ.ﬂ_umm, L t *See Roman In
in Courbet’s ti e meeting, but also th they are reproduci ockney’s title borderlines of aacden The RLGRAR Work of Art. A7 investigation on the
cselfi s title. Blake's Venice F € quotation m _ncn:_m not only the on the functi ontology, logic, and theory of literature: With an appendix
in a series of ironic collages antasies of uccoma s from the greeting introduety ions of language in the theatre (1931, TeV- 1960), trans. with an
: also return to Venice 1979, nmwhnwﬁmwnmq.mﬁﬂ G. Grabowicz, m,.,w_.rﬂom 1973, E...u. mnn..w_mm._. ose
2. ““The Implied Reader’: Phenomenologt :
discusses aspects

Sl ;
Lipman and Marsh
all comment |
of the art works illustrated m_m_:.ww H Art about A1, op, ¢ 10 Parody™
eir hum , op. cit., on how several his Uny, y", pp. 114 ff. Ingarden also
tersuchungen zur O:S..@w.m.m d

must, however, also be rem
= ) em our ] ;
persons than the artst. bered that some ifiac st A Here tur, Film of 1962
515 These may i : A s, re made up by ¢ R (translated it
lude comments on e p by rM”M_... C. Holub, mmnmﬁhwo .._n.
parodied on 2003 gives an O\
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2 I _”__.U_—.__ Ns ;
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520 70 e {
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cation: that vc coniain at least two connecte

that betw m..énm._.,.. parodist and the author ©
een parodist and reader. In brief,

Ll
|
Some
i ﬂ.ﬂ“ recent, psychology-base theori¢
m%ari:anm in humour have also
r this reason a two-way between SPEctd

added to the diagrams sh
" Cha

)

L7

be

L7k

See also Rose 1979,

fining an audien
cader attacked by 2
der’s expectations fo
Iso be said to have
its “horizon” O

Lot b1

ken, these expec
ce and target. In
satirically minde

3

AL

der in the
nmqoa:a._:m

r for a certal

Lt itself-
ﬁnn:&o:m of a reade |
ance May be treated by a ﬁm_.omwmﬁ
tations

r the knightly
served in

d incongruity
worked wi

arrow

niﬂ_.nnnw.m.ﬂ...
At .__.HH. Saduil

expeC
oL oﬂ%m author's for of theiBi%
 ~tion of author and rea

f communication

ms,

the wo

actual rece

o account not

ption

ess of
der in

n work such as the

like Cervantes as

can als

by both
ance t0

th this idea- §

tor and work m!

o serve the
this sense the expec=
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w..oB. the readership of (he pany
Inctive role of of using such a terminology sy

this description of the |
S and their worlds can b
:._n. complex. Hence j
ourished in the last ce
€n embedded in the p

two text
basic to
which f]
have be

€ applied to most parodies, from i
ust as in the many verse parodis
nturies, parts of one or more les

arody, which has then added, si
g

Si i . .
h:mwnELMWHM“M - Schmidt, Texuheorie, M tinchen, 1973, and Schmid
as discussed in R, aft als argumentierende Wissenschaft, Miinchen, 197

also commenteq wmn 1976, pp. V12ff. The classical scholar Joan Booth ¥
Amores 1.5 throygp horer Cntitled, “Sex at Siesta Time: Reading O
Oa:zmnm__.anbﬁgv on ___”.. — and vice versa” (forthcoming in the Pegas™

and on how fashjons : _uwn (or image) in the analysis of literature and fil®
:.%MMW have given priority to one or the other ow!
8gain being in the reader (spectator).

66), may 2
s, the mixing ©

¢ which forces the spe€

to the other. term
i _.oww_,ﬂwﬂom{oﬁ_a with Picture Wworld and the
erm

has already been argued 1n
present at least two Pic-

jifferent image W1

n replacing the t .
wgﬂ_% World with Spectator World, 1t

preceding pages that pictorial parody may
e Worlds within the one work. . .

Most examples of parody (literary or ﬁ_n.ﬂoﬂ
sirate that (as with Ramberg’s Homer's Ilias, se
of the text or image-worlds in question have b
some way by the parodist.

al) will further demon-
riés und komisch) m.:
een constructed 1n

The Recognition of Parody

Asalready seen, the recognition of the dual- or multiple-coding of
e _.z.ﬂmé parody can also be applied to the ironic and par odic jux-
osition of images in the visual arts. The reception of the parodic
"erweaving of texts or images by a reader or spectator will also
%wnﬁ. however, on his or her reading of the signals in the ﬁwﬂ.om%
ﬂ_:m_., S.Enma the parodic relationship between the parodist’s ironic
Mitation and the original work.

i2%

See John Collings Squire (ed.), Apes and Parrots. An anthology of
Parodies, London, 1928 and see also the Letters of Max Beerbohm, 1892-
1956, cq, Rupert Hart-Davis op. cit.; Letter to R.C. Trevelyan, of 10 Janu-
Ay 1940, pp. 199ff. regarding the rewriting of Dickens in the style of
Thackeray and vice versa.
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Ol pary

as an Ssmam_aam receiver of the parody ¢ work. In this case e
parody. £ victim - ang moaaaanmw _.”M:M_q also be describel
s a target - of it

2. The reader/
work, and the mnm MMM”S recognises the quotation/allusion to anolh
does not compreh ce of two (or more) text or mnshmﬂ_ to = _u,._
author/artist, or Eonaa H.ro ironic or wman__.nu_.a i q_ _”_,
tween the two text relationship (usually one of di ention 0 ﬂ
ww:.n ve the author owqwﬂmnm”:“d _wa. orlds. He or she ?MMHHM_WH_E
ortin 0 be F 2 v 1 ,
g another work. One other h“nhaﬂhwﬂw“_wﬂ__ﬂnﬂuw MM w_““_

the reade
r/specta
p tor does not feel the discrepancy because his of

526
See also Rose
» 1979 and 1993 on the reception of literary parody.

shove, al
Audience reactions
milar when parody is in
these other forms, and the fact, for instance,
i the author/artist who is often concealed be
prodistically imitated, rather than the origina
may involve some further adjustment tO the ab

reactions when applied to them.
sw”_” MMWB artist who has both illustrate
prndy s th mw,a explored the meta-artistic possi

In his n_sM.v Mm:m_:g artist Peter Tyndall (born 1951).

something i : Person Looks At A Work Of Art / someone looks at
shown ms...ﬂmw:o ! 980, two children (taken from a 1950s image) are
work while | g in front of ..Q:a»:.m trademark ideogram of an art
aughing at a critical review of his work, on the cover of

0 irony, pastiche
volved, althoug
ove set of audience

d the reception of n.wn
bilities of Enﬁon&

n Y
i

srsrwﬁ_mﬁ”ﬁ Mwma the reader or spectator may nonetheless be unsure as to
rectly and mv. nave read the discrepancy and its m._msbw in .:n‘s‘o‘nw cor-
the ideq] 3_.M in fact seeing a va_..on% where there is none. In this situation
tator's se ader or spectator reaction may also exhibit the reader’s or spec-

Complex msitivity to the abiguitys and subtlety, of the more creative and

examples of parody.
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found 1
e e m..m.o GM meaning
= Greek word nmwc%.awom
ient e ;
;Mo to the work 1t imitates. e
deciding 10 what extent the € i
Mﬁammmm criticism of, of oBﬁmEM i
defining the nature and purpose y
e : dist to the work imitate
titude of the paro ist to th ;
the at 5_ is so close 1o the original — and mﬁuﬁm
n the parody 18 SO = : i
e Jﬂwzn to it — that 1t might best be described

a ic imitation
ently ”ﬁ__ﬁoﬂ .nventive contrafactum rather than as a comic
n_._u._mm__

2530

ctioning. ) 2 '
ammww& nxamﬂo from the visual arts might be found 1n umum mmhn.
arrection in Cookham Churchyard of 1924-27 UM mﬁu.b_.nu.a pence
(1891-1959).”*" In this work Spencer, together with Em... friends and
xcquaintances from the English village of Cookham, arise out of the
graves of the Cookham churchyard in what might be taken by those
not knowing Spencer’s intentions to be a mocking parody of older
depictions of the resurrection of the dead, but which for Spencer

himself described the joy of resurrection into eternal life, as well as

the ..“.Qsm.:m_. of the profane with the sacred.>*”
_anﬁnmﬂm sensitive ﬂmm&:m of this aspect to Spencer’s io-..w S.m.__u.
The Resy, wWwoﬂ.ﬂ ption of it as mocking the sacred, 50. use made in his
it ection, Cookham of earlier motifs and images from re-
might well be described as both an inventive contrafac-
- LR

Ewa% s Rose 1979, 1.6 as well as Rose 1993 and 2006. In the visual

Bl amberg’s construction of both serious and comic scenes after
E&?w: S Iliad also indica al y tow its target
50, o Parodist's simultan 3 i

= See also note 315 1

Sna e .

3
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1L,
it., Chapter
* See Michael Baxandall op. cll.

iler”, pp- 41-73:
Picasso’s Portrait of Kahnweiler”,
)

nvolving anthropological wnw.%% and jor
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_..Immn_rmcwas,.ﬂ%_mw ] ntm dem Leben des Historienmalers Theodor Miry
inan%nmarmcmn. ed. Ludger N.mamm for the Heimatpflegeverein Esier
Mintrop’s work 110 2000 and in the forthcoming catalogue raisomédl
% See Jo *.cn > by Gabriele Zangs.)

Oil on Eownn_ H_vwmrmﬁnn Liszt am Fliigel (Liszt at the Grand Piano), I¥
also held in the B X 167 em, Alte Nationalgalerie, Berlin. (An engravings
a <mo=:mmn_ﬂ.m onz._c.smqm Haus in Bonn.) Joseph Danhauser (180
creator of hy 1st who visited Diisseldorf in the carly 1840s,
Studio Scene riorous works, including an Allegory of Glulto
*! Roters o ..Hm_mn also Muther op. cir,, vol. 2 pl
elements. .=.M - €L P. 334f. comments on ow Da

oib as ove

192, Theodor Mintrop,
Album fiir Minna;
Sketch 29, 9 March
1856.

e

AT .....In..- . E.—Q<O.—.-. the
In addition to this allusion to Hihnel’s statue om%m_mu is playing
smiling moon behind Minna appears to mum_mnmm ,.w_m_,_o playing the
wm.m—.‘:ccn—._.m aﬂbzmmmm._u sonata. So ﬂ_ﬁmmwﬂﬂﬂnﬂg 1 . : ’ : | :

Mintwop’s Albunm fiir Minna 1855=
e Detmold, D 72 Th. PideritN
inthis album §

__a_gn
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man for

ay throy gh th

, _ April 1856.
introp, Album fiir Minna; Sketch 31, 5 Ap
F | Mintrop,
oo eodor
grand piang [FI

0 i [, Berlin 1820.
: ; h, Bliicher-Denkmal,

N her 8ranq .ol the _,._g._w 193.Th il from Christian Om_:a._ w.wco

~..“.m.m_ﬁ_ also me : I En.m.m_m._ il .

by witcheg 44

-

e jriee
—=— 1 = showing the s

195 & 196, Hahnel’s Beethoven Yiorument a”m Jﬁu. 197, E. Delacroix,
of the sonata as Jantasia, unveiled in Bonn

ncealed)

Mephistopheles Aloft, c. 1828.

iously, and. E pas :
: . ' d ﬁﬂﬂe_.:uﬂm i iect-matter
SRl Rety 2 10 the signals discusse r subjec
fiell Zo_.n__.:m_s-iomﬁ__ﬁ_ﬂa the “..ﬂ”__mwm% S_smrn szﬁ& or nxﬁnnﬂoh..mnw_n n..uow. i P
°r 120 an at this type 01 Sk
' Pao,ﬁ: 7:.‘ I8 and Rose 2003 120 Parodist, it might be suggested &mm.. like Theodor E.w
less clear-cut in the works of ﬂﬁ._m al and h ,
been trained in the use of the a

Ver,
- ody. Here at least, howev
1Ironic works, g

: = all calleq ¢ mind via the complex Model and Enh_, _

3 10ns Stablisheq Zm_:_,ou.m sketch bet o h_,s.zmvow—.so_mo ;

..”“ m_.,w““m_mﬂ. ”%:_J.c_. m::m_ozm to Do_mn_.omx,m illustrat ) With the folk in

e+ Mtropg Album f, .

2 ‘Mmsﬁ Palast, U%ono_.n in the soons s ROSGTIEGE
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d xno.a_nn_mn of his sene

the um_..o&n intent in thege
I' parodies, the parody ma
€ar to™ and “in contrag aﬂ

Here too, ag with othe

As
already seen, the structy

work will al
SO contrib

The par . Tibute to the “do
the "MH%QMM ignalled may be o_omahwmmmmﬁ”&: world of the parody
latter. As parody it will 0 its model or critical of
or iro 1ll, howev : £
s E_o mm,nﬂ. from the imitation M”%m e ok producig o8
il mw s0 making it a part of its own mﬁ:.m_._mmoaam:o: of its subject,
; P . ructure,
differences _um%ﬂémom m.__.ms.o:m_w. more might still be said about ¢
although the ambiguit e signals for pictorial parodies and pastichés
ody that has :moomm:www:a nczomm__.zmzﬁ typical of the pictorial par
riot:sn tymica] of s on_._.&m preceding investigation of its signt¥ s
works imitated a Fadiilanal (ot pi il pesttm wih
re usually clearly identifiable as such.”’

re
of parody means that the parodied

546
See, for i . _
, for instance, the sketches done by Mintrop for Easter 1856 in 1

Album fiir Minna, in Rose 2003, p. 121.
sueh

¢ juxtaposition
edy rather than quo-
stiche, although it
ed parody, as in

b ively mﬁmwmrﬁojzm& func-
ko %2 . 1 it was based. Variations of many
d or mmaw-noﬂ.nmm,ma artistic
p VASY - the area of both modern and

iume, for instance, ﬁmmaorm is used
f rqﬁoﬂrmmmm: to join older works
1 a variety of new ways. In Fiume's Legame
Chirico are placed together 1n
y Fiume himself in 2
hes by Fiume, such as
ening nude, a MOre

i astiche.
pos” . hes of Salvatore F

“The cycle ©
th Fiume’s 1
netaficiso works by Velazquez and de
front of monumental, moEﬂEB‘. images b
smetaphysical” conjunction. In other pastic
inat of Manet’s fifer with Picasso’s reclining list
playful use of past images may be found, while his “Meeting at the
summit” is humorous both in its use of the card game as @ meeting
place for its preformed figures and in their juxtapositions. In 80-
.n.a_. wciméﬁ Fiume's pastiches appear, as noted earlier, tO be
ﬂ”wm MM&n.ﬂ than “against” the other works of art unﬁd.& to |.m=.n
__ﬂwau M ~ in them. Here quotation itself — together E:.w H._.n. artist’s
work Jﬂwﬂmﬂamm o.m the doubling of pre-given images within the Mn“
Create a :ww,._on i e w.m_:.t of the intention of _”Ew Mﬁﬂ
In additior mﬁma - rather than a distortion of — the cﬂo.w nm aén.u »
public 3“&”“ o being the object of reception by an _.,“M m_n oﬂ e
il readr, parody, as alcady SUSEEEC play UPOR cous
sion of ot an imagined reader or recipient. 1t enSC sith the
the receiver of parody has to d not only

be concerne i
i : g put with the
iver’s reception or recogniti

fa ﬂ.ﬁ—.&uﬁ_ﬁ: h ader

parody’ ; ; .ctations of the F% -
h : ex ectallon: .

y's own internal evocation N.M _,_ﬂa P S _E.:_ﬁz_"..

hs of the “serious” images he wishes :..H [ VeldzqueZ's
other in Picasso's foregrounding of differen

Las Meninas.
While in most cases ©
expectations of the reade

mﬂaﬁz (4]
. ogﬁ
i remal evocation of
A wody the intermal & L rion
* ﬂzmﬂ “._w._._ﬁcna by the quotation ©F imitat

Ao ctirvevisetad aarliar thie AifFeronose oamn o, 9 un.__m:-—mﬁ
Fakils u..__ Y —Jn. L q.-:_ .—-_.
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AS suggested e

Pastiche from pq arlicr, this dj

i rtistic
ounte —— concealed of semi-concealed 2 ;
ool iing 8 Ve - the area of both modern an

for instance, pastiche is used

H__%E.m.,n iitled “The cycle o;%oﬁsammm:ohm_: oman_. io_.wm
be s nm.mmmam,m in a variety of new ways. In Fiume’s Legame
st ks by Veldzquez and de Chirico are placed Smn:ﬂ_. in
gy al images by Fiume himself in a

Iptur
| of monumental, scu . .
ﬁ”s%?nm " conjunction. In other pastiches by Fiume, such as

at of Manet’s fifer with Picasso’s reclining ﬁmﬁﬁm_m ::a.n, a more
playful use of past images may be found, while his “Meeting at .ﬂ:m
symmit” is humorous both in its use of the card game as a meeting
shce for its preformed figures and in their juxtapositions. In gen-
enl, however, Fiume’s pastiches appear, as noted earlier, to be
.,__gw,. rather than “against” the other works of art referred to — and
repainted - in them. Here quotation itself — together with the artist’s
ironic awareness of the doubling of pre-given images within the new
work - may be said to act as a signal of the intention of the work to
eﬂss a homage to — rather than a distortion of — the work shown.
Eﬁﬂ&:ﬂ: to being the object of reception by an outside private or
_xgms%.m am_ ﬁmm.o%,. as already mcmmnmﬁa. can Eﬁ upon &n ex-
sion of &m ol an imagined reader or recipient. In this sense a..mn:m.
xtonal e receiver of parody has to be concerned not only with Hwn
Sl receiver’s reception or recognition ofa vm__.o&. but i:rm_ €
One o OWn internal evocation of the oxmmn.m:osm o.:_:w rea wn
_,55%6822 example of this can be found in Wm:&wqm s manipula-
of the “serious” images he wishes to make comic, and yet an-
Other in Picasso’s foregrounding of different aspects of Veldzquez's

Las Menings. .
While in most cases of literary parody the internal ..uconn:.o:.cw .Se
eXpectations of the reader is achieved by the quotation or imitation

stiche. )
pmoder® P2 = Lo vatore Fiume,

m—— 221
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work for a certain audience. In such way!
keep a work or tradition alive while also 59___

he parody, but if they do not#
ey may come to knw
and to understand i

S8, ——

previously, Cervantes’ ironic internalisation of the reader
is later mirrored and extended further by the 3

first volume of The Adveniures of Don Quixok

d volume who have read of Don Quixote

the stories ba
Pearance of readers of the
as characters in its secon
ploits in volume one.

culeS: which ..<mm.,%n early 19" Centi, me as a century of ﬁﬂm
tes have been poPY of
ective parodis .« also characteristic
s already seen, cm
orks of many “c

- Art-Journal 3S
eading of The .
He.m of the mid-19™ Century will

etry and can, 2

d po k
o 19" Century prose and p f images in the w

jound in the woan. _En?_nmdimmﬂmo A
Century caricaturists and m_.:a. . o
well as of the Illustrated London d ntike
e S . und andere ant’
% gee Erwin Panofsky, Hercules am mn:ﬂmmm%ﬂmw warburg 18, Lep-
Bildstoffe in der neueren Kunst, Studien der Bl *s study includes TWo €X-
s & Berlin 1930 (republished 1997). Panofsky’s SCV (I o o gl
amples of parody: a vignette by Anton .H,_mnznﬂmo panofsky. P- 141 sug-
Garrick between Tragedy and Comedy of G.L16%- les of 1839 to be one
gests Eberhard Wachter's classicistic Choice of Herctt ”& of the figure of
of the last attempts to revive the subject. One TCn MﬁE.mnm and found
Hercules has, however, also looked at the .E_. and 20 Mn....n»%mxlml.imh
new as well as parodic versions of the sub nn_... = nM Ralph Kray and
:2.5::.25%: des Heros in ihrer medialen Vielfalt, g ,_”o_u Basel 1994.
muw_" phan Oettermann with Karl Riha and Carsten Nﬂm__wmmw&m.%.h Century of
" See, for example, Walter Jerrold and R. M. Leon hin. A Survey of Bur-
Parody and Imitarion, Oxford 1913 and George w.,._ J_u_ g Judith Priestman.
I lesque and Parody _.z, English, London 198k, 28 $.wmm“w:.hma=.5, perspec-
The Age of P._.Emu., Literary parody and some nine

f terbury, 1980.
lives, Doctoral dissertation, University of Kent at Can

1 die
s ‘ n, Cervantes 1
*'See H.S. Ashbee op. cit. 1895, Wemer wamm.n.._..a:!.ﬁ.m der deutschen

Dic che
Figur des Don Quijote in K ..:ﬁ.ﬁr....d&h.?.:ﬂ%..ﬂ-«& hr”._. o A
Romantik, Minster 1958, Hans-Jorg Za_._m...... In:.m: gt
Don C:..u.,“:... Heidelberg 1963 and Johannes
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See Theodor M;
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OP’S Album f7, 1y
Staatsarchjy, UQSQE...DW%%M w.ﬂ._mum;mu 7, Nordrhein-Westfilischs
. I 3 T

-hidden allusjons 1o Raphael’s ¢

553
Se i
ss4 ?.Mzwmw 2003, pp’ 7557 €rit Nr. 18 and Rose 2003, p. 137,
: g who in ki : v
-Heidhaygey, mmm.u_ sN__:m carly life had assisted on his family’s
ANgs 2000), was also known to Emﬂms.

ngest of hyi s, .m”” :ma been fond in particul
Sisters. She is depicted in

gchroedter and Johann

i i and
as seen earlier, both irony

. GORT
: . showing the SP'
used the ironi€ technique o“. oAt A:Wmnwm:mm:-
introp had nuwm.u: figures seen from i ﬁowsm of 17 December
= stmas S p is shown

R Ischa
'), asused 10 FUS = uard Geselsc rote
-z - which his frien 4 . cée Charlotte.
_mu.m_.ﬁﬁﬂ”%:o family Christmas tree s :Wmmmm_ﬁﬂm game of hide
U_M_M_w: Mintrop’s later sketch of 5 >¢mcm\.n Wz% on a Enﬁm-m_.ﬁ.m:n
5 : ; 1c 3
and seck that is depicted also refers :ou_.er which had just been

level to a work in oils, but in a similar fo
L e
h of the

T in Mintrop’s skete
drawing of 5 August 1856 as the central e other albums of sketches

three girls as the three graces, and also features n st palast,
by Mintrop of 1855 and 1860 now held in the B;mn::w.._.”.ﬂm_m. m_..ﬂm &
Diisseldorf. (See also Rose 2003 on these albums, msa. mnm....rw ter 3 to the
116 of Anna as a tableau vivant and our note me _J_u Wou. Minna of
ﬁnsra of Minna at her grand piano from Mintrop’s AfBum
nA)M”IwIm.Q-.v h— - NIE
A work by Ludolf de Jongh (1616-79), entitled ﬁawﬂam Mu The Royal
_;_E_:..,_ surprised by a gentleman (Oil on canvas, 60.3 x /4. mb.nun. manner
_nozan___oi of circa 1676, also shows three women grouped

1862] Mono-

of the three Grraces.

3% G on also Cordula Grewe, Wilhelm von hn.&ﬁ%:.. Nmmmmmnn 1998 and
8raphie und catalogue raisonné, Diss. Phil. Freiburg ..MM. w 1789-1862.
Barbara Camilla Tucholski, Friedrich Withelm von . hac 1.__: Bonn 1984
Kilnstlericahaiie onzeption und Poetische Malerel, Diss. 5k

on Sg © : i RN "
L Zwﬂwmwn s opening sketch for Minna (see Rase FEE MqWﬂg e
Hasenclever's ironic Die Sentimentale of w@.? e TR SRR
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Rose: b__.n.soz.& Trony,

completed b
a Qimq:mm_

A

)% mgcmﬂm Ge

; selschy,
morning 53

199. Theodor Mintrop,

Sketch 15 (The C
200. Eduard Geselscha

,En Julemorgen ((

Z ¢ o?ammswrw Banker's

I Horsley s the concelt

- and eavesdr
ing an
s of both pecpins <=
instance,
1870, for 1

e of a man hovering i<

figur nto the &
depicted by means of n‘mdo m%m&.a peers 1 :
. | e ep the scene. ;
parently realistic British paintings of the ctor | o the back of =
subsequently placed on public as well as priy al _ dent on the use of Bo%w_@. o
John Callcott Horsley R A, (1817-1903) ad co W mean bemore a.nﬁmm.-mb clothed”. gno
of a historical and religious nature to Eo.aw A 9 %m uire them otherwise e wnnwv :
at Westminster in the 1840s.%% Horsley, h ﬁmm m_mo Rose, :omahmﬂmﬁ.: in The Cranbr _
uted ideas for caricatures in Punch to his r Works of John nm__u_%ﬂﬂaﬁﬂos. ﬁoin_.:mawﬁhw
been praised in The Art-Journal of 1868, p 1 33 spectives, ed. nmmo%o camne ofdg m_% H_ s
. (13 . o “ - .. b vnﬂwosw o pw | - s
Detected of 1867, for his “sly wit and quiet drol L f.w.nﬂs._wg.m s o |
pragmee el B L
3 Compare The

is game INC
1884. Other artists to .:_Emz.muﬁm.ﬂmmnw in his
Frederick Goodall RA. (18 i
Fritz and Rica playing hide a

odor Mintrop, Sketch 15,17.8 «.m..
Water colour, dated 17 Dec. 1855, in Theodor Mintrop

1855-1857, Zoa}nmz-c...nm:m:mn__mm Staatsarchiv Detmold
rit Nr, |8 and

Linda
and Cavalier of 1886. Awwnm »_MM. St
with Eduard Geselscha laroche and bn%mqn::m :..“..n, ﬂ.. e’
'Stmas Morning) 1855, Oil on canvas m, B don B_.P. p. 154f. o b
Oslo; ill, Roge 2003, p. 14, Another version in oils, of 1858, i | Cavalier is also nco.ﬂ.w._con: racd
the Lexik, der Umummxa‘o%w Malerschule, 1819-1918, 3 Maes and m._..uﬂm._. de -
“_umoq.omw vol. ], 1997, p. 405. aﬁ_.z.m son Beitaiatls 5_3__*. mu_.n
. wnn.m_mo Helen <m_a=:=nv ..IE.m_&... John Callcott (181 Villiers Children and oNo.mw
uﬁ.mcazoxn@ o/ Nationqy Biography, Oxforg 2004, vol. 28, aniels (as quoted by Zo
561 %ﬂmrw:? OP- cit,p 137, g Prince of Wales, and Fred
b waw_ﬂn __”.:5 mid- | 880s, dig :oaunw become embroiled ni 2930?@3 EEE.E
SOubrigyey mm_o..”ﬂmwoﬁoa female Models by artists and receiv fait of Henry VIII .Em
Eo..m_nw.a letter ¢, The mewm_.mwﬁ _W__Hu:mm criticism of the practice _m.._.h“:_: PRYSE =
Clober loge .y !
E——
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55 ﬁ”.n-ww._wv.mﬂﬁ .“—..._-__H.Dn—

wat

t or Mi
e colour, dated |7 g 1g

P, mmwa,a_ﬂ 15,17.8 x 252 ¢
» In Theodor Emzq.a 's Albu

rit Nr. 1§ . ordrhein-Westfil;
(Chitrs. and Rose 2003 _mnrn.m Staatsarchiv Detmold.
Oslo. ity 25 Moming) _mu.m__a. 101 with Edy imo Id, D
the Logip > 2003, p, 14 .,.__.o__ o
exiko , 14, s
Twm..u..ww. .__: der ....LQ.J.S_NN«...‘- nother
oo 21997, p L
€€ 3150 Helen Valanst.

Jord Die. elen Valent:
s iun:_.:c:eQ of Natig ntine, “Horsley, John C .
" ﬁ.:._ __:_.:..... op. e, v:”h..m.h__ mb.._c.».ﬁb__c...q& mv.___:_. :&Mm:nnz (1817-
g S later P 157, « Wxlord 2004, vol, 28, pp.
about e . ) ihe . » vol. 28, pp. |
iy Hd\“-.“.._nf.u, :.; E_S..H“m“._x&r.. did Horsle be b
:..:.;r"w..,m_ ._“.._E:nv-:c; “M::“_... models _ﬂw “_._Ezn embrofledil

Fis f o -V-.. __.:ﬁ _ r _inn ==h_ ﬂﬁhﬂm*—ﬂ

b The 7 1 |
“ Ll § critlat .
€ 0f 19 Ogiober 1o i OF thg praci

— .
ober 1885, where he cone

nd pastiche

thetic towards an older
in its E_.cmn:on.am of it. Yeton¢
% is to renew them as
o the parodist may c.a de-
k, in which the orgins of
ith the umﬂo&mﬁ.m intentions to-
ncealed from the spectator,
e to the older art work as

h referenc .
,ﬂw%m, mn___.ﬂ wrm_ﬂn:o_._ in the work of the more modern parodic
L - amg | el
mmm._.e.._:
o ve used the image of the eavesdropper Of

_mwp-_.m@wmm as well as the

1. and seek | several of his Eo,..wm.. .

g e '« Private Room: Negotiating d Loan of
i he conceits of both peeping and eavesdropping
of the figure of a man hovering in a doorway

ck of the scene. The figure peers .ESEn _umswn_.,maaa

10 pailter can be mMOre dependent on the use of models than I am, but I

ver require them otherwise than clothed™.
# gee also Rose, “Games Of Hide and Seek: Irony and Parody in the
Yorks of John Callcott Horsley™, in The Cranbrook Colony: Fresh Per-
,_“.__..,%_m.ﬂ. ed. Carol Thompson, Wolverhampton 2010, pp. 92-104. ¢
% Depictions of the game of hide and seek by children are depicted in
WH. Knight's Hide and Seek of 1860 and Horsley’s Hide and Seek of
1§84, Other artists to illustrate this game include Horsley's contemporary
Frderick Goodall R.A. (1822-1904) in his depiction of his tWO children
iz and Rica playing hide and seek 1n 17" Century costume in his Puritan
md Cavalier of 1886. (See also Linda Whiteley, in Painting History- De-
_q_u_.i:\ and Lady Jane Grey, ed. Stephen Baon and Linda Whiteley, Lo
%ap_ N__D__:_.. p. 154€, on this work) The depiction of mw..._.n.n...i e
_...#__M _“.q_.,b,,_m."_".:mc nm_onu:an of the 17" Century UM..___u_u __..__nﬂa_..m_..aw.z_no 23
s and Pieter de Hooch used b Horsley, whil€ ! &
ﬁm.__ $ 50n Fritz as a boy cavalier msﬂ_n mﬁ_nu_nnzi: G%w..q.v&ﬂ!ﬂraﬂw.n
illiers Children and of the three eldest o-..:&.&.:bm.nwi_.._nn. L s____mn. Sl
”mz els (as quoted by Zoffany in the ua:q.n_ﬁ depicted n.M” rﬂhﬁﬂhﬂ“
:".z_: ¢ of Wales, and Frederick, larter Duike of wuﬁw._.ﬂnw:oqhm_cn?’m por-
.:r.__..J_{_.._.Es._u.aoa:ﬁ: of a boy v of 1776..

1._._. t]
ghth (also known ns Master Cre

1)
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se: Pictorial Irony, Parody, |
S L i Qhd .Ua.m.:.n.rn.
whilst handling a book in a books}

Y ga__,. r.{-.:_ﬁ :uﬁ
loan attempts to conceal her face §

rom hj
= wmm.L_. B B

PR R i

B e S s

N_E.ho:_; ma_no
Loan, 1870, 202,

R e s

tt Horsley, 7, Bankey ' p

. ....:_...uhu
Nicolaes Maes, De -

MVink _”1_,_5

Luiste

Various other pictorial
; Horsley s The Bankey
the head of the elder
Woman, hag

hiiie SR

=

5

e

e o]
(=]

S
=
o =
(=
e

el Ll ne

Cenyy
Nd otherg ry
_ 3 may represeny el m_moﬂ :ow:n NONethe|oge
On a lead), while by the feet of the youn > NOWever, holds j;
muff nozﬁm_a_:m gloveg witl

Banjey's Private Room: Negotiating o
: Sx 1269 ¢m (Roya| Holloway College,
¢ Chape|, y; rian taste; he complete cata-
Y College, T ondon 1982, p. 100

floor by ¢, ]

lon ca
; Nvas, 10].
ro:ac__r and see alsg Jeanpj

of Paintings o the Rg),

cen T, b¢ found half hidden in Rey
alsg nnm_nsa next o ¢ agedy qpg Comedy of 1760-62 and mas e

astiche
v, Parody, and P
[ [rony.

s __‘Q....mﬁ__
gose: 6 cat can be seen 10 be about to eat
L :
&ﬁ% mcoﬁﬁ in the Bm_,a 3 M_ﬁﬁ_ﬂn as well as ironic pur-
1 o may be used SHWM do not seem to have used it
*g works : d
ove! Eﬁw offflor oY ﬂﬁ imaginative, and often witty, mﬂ
_m.% mRIgE aw_nﬁwm i }n_mﬁ_ ?aﬂmmhwaw
0 ; wor
gwal. I b Mm,.nz_ in The hl-aozwzah o ﬂmv.. when Prince
o ren “ter” on Horsley lude not only his tsz. ) ]
0 Chaf? ntioned INC n as “Henry V. believing the King
of c. 1847 ﬁm.,mﬁw,rnoa“m “Prince Hal™), but also the more
o Fale pesiific GV %w\._.n?o:c in the Sun practising Behav-
 J1ly ironic subjects O *** and of Slender from The
jcally 1 ' (RUAL 1849) : :
m%”. 0 his own .mr.m%q. H.mmmq This last work was described in
% y Wives of Windsor ( ; ““Master Slender’ [...] left sit-
hﬁﬁza&:wz& of 1857 as m:oéﬁm ; If with the ima g angidea
.__;a alone in the garden contenting himse
ting

‘is not a-hungry,” while he sees his friends enjoying their
that he "18 Ty,
feast inside the house.

wn as
** See Nicolaes Maes, De Luistervink (The mm.,__nmn_.ouﬁm_..u”__.wﬂn_%ﬁ”m e
“luno™), 1657, Oil on canvas on panel, 92.5 x Eu.. nm.,nmq_msn Seciaiss
seum, Dordrecht, on loan from the Instituut Collectie Ne : n.man..d. D
the notes by William Robinson, in Masters of .m.me.m_ﬂ__mmzn_. 67 (Plate.99) as
Genre Painting, London 1984, pp. 242-243 to nwﬁmcm:m Raisorné: of ihe
well as Comelis Hofstede de Groot, et. al., A Cata mmﬂ el
Works of the Most Eminent Dutch painters of the mM%w_.m G. Hawke, 8
based on the work of John Smith, trans. and ed., 511, where the fur is
vols., London 1908-27, vol. 6 of 1916, Cat. 121, m.rn_ﬂ o clearly de-
identified ag g hat containing gloves, although aM with scarf or handker-
fined as such and could also represent a fur :m: discussion of this latter
chief. (1 thank Drs de Winkel and m.mm_.:um_.m iﬂ_.wu m
wc,s., and Dy Paarlberg for the image of Maes for the Eyes: Space ana
= See alsg Martha Hollander, An Entrance An m&%%.u
2 E ch \ﬁu\ﬁn .m.ﬂ-._nﬂw.ﬂ.u__.._u nﬁﬂ ona chair
._.amz_:zm in Seventeenth-Century Dut A cat is also scated on a d
s sdroppers. ion and one is de-
2002, pp. 103-112 on Maes’ save i the Royal Collection and ane is de-
in The h_.u_mzn.:m Eozmms..u@ of 1635 =m tening Housewife (The ibited — as
i ; lovers in The Listeni r work was exhibited - )
Picted in front of the lo tion. (The latte he United King
o8 1656 in the Wallace @allcation GRE TR o G
s paintings B S \p.183.
dom exhibition in Zwﬂnﬁﬂ.m_ 857, pp. 181-184:p.
" See The Art-Journal ©

wamn:::m Pleasure or Vice in >=E
Foads of ¢ 396.) ..

" Ibid., p.184.

memeeniox
-
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Rose: Pictoriql b.e:%

EM_MAW .Eo_wm_ﬁm exhibited b
IS Showing a P,
. refe. ._
Hmmq ,.zolﬁ IS set again m:\aﬂxmwﬂnm VpeiliLc O
pain. Here too the observan .

by a vi
ewer lookin
Ioﬂm_m%_m wit 277 g from one room to an L

204, Johm Callcort Horsley

trated hh._:mwm n?,owhrw_ﬁnuﬂ. The Duenna’s Return, as engra
: s Su - ) )

dropper, 1655-56. pplement of 1860. 205. Nicolaes Ma

While a girl i 8
dow™™® Homz__,x meﬂos.s conversing with her admirer _,.__Bmm_. | win-
or chaperone®’®) 0g appears to be alert to the return ow..En.e &
in the m,cm:.n_...E_.n..,,,.__aﬁ elderly duenna is shown clasping ase fke

and symbolically dishevelled music room

entries 38, 39. 95 ..
Hogarth's Ecwﬁmmh 08, 154, 168, 169, 182 and 243 on the v:w:a&.
ns to Cervantes, as well as Hartau op. cit., pp- m,u

Ronald Paul
son, D S o
on Quixote in England. The aesthetics of laughte ;, Bal-

timore & [ond
= g on 199 _.
Quixote include thos SRl Century British illustrations 8...@%.

C.1844 | ¢ by R : lie
4 H.H.H g ”wmoo:mo:oz o:mﬂwﬁam,:.:ﬂxn of c.1817 and by C.R. LestiEd
A rr- Qh:._—‘w.\n.-.ﬁ ain.
e of 1
amﬁﬂwow_mm..;n.w.}. as _mwmmsm. i e e of the DUCRLS
18 Viewing the scene from :MnmE mwﬁnr for a larger .u_.n::.n.. and the
nd a screen”. ]
al of

Ioﬂm_ﬁ%.m Y.
1 outh and Age 3
o w:oém:mmw ﬁwﬂ%m_ is also described in The Ari-Jour!t
Woman seated listlessly by her mnn.man_

while her d
aughter, it i
outh ::ocm:mf:nwé_w Presumed, is holding * ;
! ing ‘sweet converse’ with 8

Co
mpare also the figure of th
e el

The Bankey
er's Private R ; derly ch;
oom with thig ¥ chaperone in black in HorsleY

duenna
g

's

» fjterary P

@ Thomas Linley an
c 1775 was popular i
women’” (chaperoncs
Cervantes’ Don i

Chapter XXXV, “The A
A work entitled The Duennd an

by Horsley 1n 1867. Cervantes
ells of how her young charge, t

nto the ear

anadmirer, who had first used sweet music

into giving away her keys to the
aston all three. (The duenna’s

38l
Cervantes’ “dolorous Duennd

acted as a type of procuress.

w i
See Nicolaes Maes, The Eavesdroppé

66 cm, Apsley House, London.

“_m.w_w W_mnm. work was also exhibited at t
mmm“ ﬁ_o.wm_ Academy Winter Exhibition 1n
_m.an n En o_.mmz,_mm:o: of these ex
. qun::_ his retirement in 1897; s€
fr__,h_._ p 279. He was also involved W
i mMMnn Horsley op. cit., PP- 193ft.), in W
i This conceal the :i.:m repre
T, work by Macs (ill. 205)
o o Lovers attributed to Gl
ne._mma, Petersburg also shows an €
Wesdropper; see Barolsky op: €It Wm&mqﬁc Bri

e
Picting eavesdroppers include

ms_mﬂ _up< N
§ el Fedotov :ma-_mu V._
'm behing a curtain to the wedding _.._B_.ucmm

s use of visual p
arody, sOme visual
that Horsley’s due
nor turning towards us s

fingers to her lips for
aid is courted by a yo
cenes are framed, more

d Richard Brinsley Sheridan’s ©

or _ua_nm-ms-émwmﬁmu in blac

d her Cares Was also €

“affliction” is the

idtober

ly 19" Century, but:

e Adventures of D

Countess Trifaldi, cn.

Princess’ rooms,

* has been

r 1655-56, 0 |
Apsley House was OF

1888.
hibitions from

e Valentine 07- cits

d with the
hich ¢t

sentation of older works

ulio Roman® (c-
1derly

The

in whic
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204. John ¢y
lrated | ondo

ment of 186

, as en i
0. 205. zmao_ﬁﬂﬁ_ﬁhﬁ

9 describes the Return

€ a “sketch fora | . A
“behi arger " and
behind a screen”. ger picture” and

DW.>. as —oormﬂm —_.—ﬂ
€ the scene from
uth and 4ge
showing ap

Hmmw.wo.w_nmw.m Yo 2
> P. 4 as 0 WMH mh m._
Woman seated

sumed, is holding

so nnmn_._.@nn in The Art-Journalof
listlessly by her fire-side
'¢ also the f; sweet converse’ with #

? : ure
er's Private gure of the g

Room with this

perone in black in Horsley’s

The Duennd of

idan’s opera ..
5 “walting

Brinsley She
the MEE 19" Century, but duennas Of
jes-i iti i k veils a

r _mg_.nm-ﬁ-ém:_:mw in blac . 5
te- see The Adventures of Don @:Qawmm. wm:u:
. cd Waiting-woman Rmmﬁm._...m_. Misfortune -
d her Cares Was also exhibited at the _NLW.
Countess Trifaldi, or “Dolorous b&ﬂmﬂﬂuﬂ

i tonomasia, was s€
the Princess Anton q__w—.n. s

ells of how her young charge,
n admirer, who had first used sweet music and poetry to ¢
> rooms, and how spells were then

into giving away her keys to the Princess’ 0
aston all three. (The duenna’s «ffliction” is the growth of 2 beard.) st
Cervantes” “dolorous Duenna” has been part of the love plot ar
wmma as a type of procuress.
6 See Nicolaes Maes, The Eavesdropper 1655-56, Oil on €
_mm:ﬁ%w..mq House, London. Apsley House was opened to
at the R aes’ work was also exhibited at the British Institution
assiste _“u Yal Academy Winter Exhibition in 1 888. Horsley was b
1870 H_‘, % :.5 oq.mm?mwﬂ._o: of these n.%?.o:.w:,m m-oE.
o@ i ”3“ u%canﬂﬂmn:msﬂ in 1897; ”..mna/\mmnﬂnﬂﬁw MWOMMMWW:
P Clt,, p 279. He was also involve with the
vants (see Horsley op. eit., pp- 193ff), iIn W were used to re-
: on of older works of art- -

f—n- - : 5 -
mﬁn._ and congceal the living representati

as pop

haperones ©
Cervantes’ Don Quixo -
Chapter XXXVIIL, “The Afflict
A work entitied The Duenna an
by Horsley in 1867. Cervantes’

Tt This work by Maes (ill. 203) was sold in 181
¢ Two Lovers attributed to Giulio Romano (c-
age, St. Petersburg also shows an elderly woman Gcwm..rw-._nuuq..# .
tavesdropper; see Barolsky 0P cits, p- 1325 Other hm . u.mugclu.u e
Picting eavesdroppers include The Difficult Br ige ol ot

artist Pavel mnao,_o,.._cm_.u-__muwwﬁ which the

from behind a curtain 1o the WS . :
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‘oned severa .

, i MH% wwwmmomm in Os, including his
. to Ethelber? and

1845 frescocss
|’s Spear from

ter Horsley also depicted 2
of play-

ether with 2 group
£ 1850.

Showi e | heu
18 a Preferency wﬁ_______. Queen O
The Spirit of Religion and Satan

\ilton’s Paradise Lost. 5% Some years 12

| goup of three pensive female figures tog
o after Milton ©

fil nymphs in his L ‘Allegro and [l Penseros .
Horsley’s S7 Oliver Millar has written of this work that it was painted for Prince
of the Y's Showing a Py, oers . | &.2: as a study in oils after the idea for it had been ﬂﬂunnanmn in fa-
parasol as an im nce can be said to have made ironic your of the work based on Milton’s Paradise Lost 3s 2 subject for
age of concealment as sn__ﬁ_ww.o %_" ﬁwﬂﬂ% in the new Houses of parliament.”® The painting Of

. - of female picts, as Millar records, the first p Milton’s /I Pense-

«ethou Goddess S32€

ros0 and the description there of Melancholy,
jed by “‘calm

Touched by Ithurie

from a no
t so hand 2
also on Fed some suitor raj _ -
otov’ dlses a M.. T ] ol | 1 ) .
V’s works: Rosalind P, inger while smiling outal . nd holy ... O’erlaid with black’”, who is “accorm
Gray, Russian Genre Painting Peace and Quiet’”, as they walk u t tyr and up of
: alk past a sa and a gro nymphs
«Allegro” of Milton’s

with :
ﬂgnhwﬂwﬂzzsmm. The latter also evokes the
: erses so t 3 .
Milton are mena.uwu hat the two groups previously kept separate by

Ninetee
554 ey 1y, Oxford 2000, pp. 13345
Horsley, A. E MW,N. he Cranbrook hema&\..m. D Hardy
also notes _.om.mﬂn__.“mwﬂ&x_ G. B. O'Neil, T. Webster, ﬂ%«a& p
= : ° ’ . s E
a eurious air of theatric eyl e e oo il his works rstl
. See John Callcott Em ity, wba of seeing a picture in:. SR
_mmm.ﬂm. X 53.3 cm, from H_Hu _%K%maiaw a Preference E&u Oil on ’
ction. E ir David an ; A
the wwwhﬁmww& work of c. 91 .wﬁ.mam_ w ady Scoc{Veeg ]
wrote: “Mr mcnmaun.u A reviewer in \unvaﬁ\“.a _@m_ﬁunﬂn.vﬁ : tha
ence’ in a sley’s naval lieutenant (HM 19 NaVIED R0 3
very indiscreet and decided (HMS Trifler) is ‘showing j

st

¥ MMn IQH: Valentine op. cit.

esty qw Oliver Millar, The Victorian Pictures in the

wmﬁ e Queen, Cambridge 1992; Text. P- 124:

ax_wa illar ibid. also writes that
nt a sequel” 10 S

of three d__ﬁ 1o
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mw,ww &%..&% complexities of his work, o o e
Indsa i .

s Y Errington has Suggested in her catalopye
e and Shadow, The payi catalogue notes gy

ings of '€ Pavid Scott Collection of Vietgrian b

m:,wmaoa_.wo_wﬁ.%m“_nwm w»aﬁ.aw a Preference E.M.w._mﬂuﬁ“
o ” ] ; ¥ ..- p

tween Virtue and <.Wn.§ © young Hercules” legendary choieh

In i
p L mm %Mnmﬂm said by Xenophon in his Memorabilia L i tohe
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m_.:m,ﬁcnﬁzmu, London 2008, p. 84, Be yn. Bildnismalerei in hala
and Angela Rosenthal, Angelika hn:&.ﬂn::.:nn 150 ?Eﬁn a portra
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Baumgirtel 1990, p. 175 pounts to how P
Jﬁ Kauffmann was taking on i paintit
ly tak \ean hero
Cha ally taken by the Herculea: 5
a paintj Jaire ..wmom 1874 (n.p.): 513. M. Da depict harmony and grace rather the
inting of Do €8 COrs avec plus de facilité. (C8} also op. cit., p. 143 and Baumgartel

tive, O o8 for further diset
stfildern 19! “Osborm;

649 o
ee Le
"o Salon Pour rire par

re’s n his §, s teach 3 o S
b :”:,E Steub’s D .w.\o: of 1874.) _Amh_.mm:_ed Pils [No. 149 9 See Q.Eac:n AM‘_@ wne:& i
Jah s:.. his essay “H Labours of He .__.5 has republished _uo_% xford Uﬁ:a:ﬂu.um S iten on ysbom in

Siinderts® erkules in rcules” sketches, and has discus 986. (Yeldham ‘20 e and England, 2 VOIS

ﬂﬂﬂ mﬂm .W ]
P Srikatur und Bilder-Literatur 6o

vol. 1. pp. 179-192.

teenth-Centr¥ 07 "509-11.)

» M Herakle
/] ..|.
s/He vol b p: 167 and pP-

Scanned by CamScanner



654 _ﬁxU_Hn_: < has
o:mmmn A mEmm._m %Mw_wn_m.aa by :m”wﬂmo_sﬂna 10 how Sourgy
v Orne. “Ro:.: ith | m 3
hoh:.zawa_ illustragjo €, “British A literary teys any of Qspony,
o 864 3, No, L Itists, The; < 1S Werly
f W, > PP. 26] 263 XXV _ mE:wmw.amEn.Qn _
ﬂq Omgmh.._ ﬂqﬂ

6 of Brunton’s
rtist Laurd Montrev

cash to pay for me
worry for her future —

part of the story appears to b

e = - —my

6 0sborn had signed the petiti
Royal Academy Schools in 18
para Bodichon; see Deborah C
Artists, London and New York

es 14 657
ulties ! cted,” to 2 novel 0

ille must ven

shawl to attem

dical help for he
“alone and frien

x_:E:ma at the

s paintine

ased- om”m& women W ere then wmqwa as mEamE.wV

ny (0% W el exhibition of the Society &w Female
I _however, 10! just to the

e time, but also, as
f 1810-1811 by

g female amateur artist,
ed in both 1852 and

artists at th

-

caced DY women

out a youn
ad been reprint

e dark-haired heroine and
ture out into tOWn in her
pt to sell some of her drawings for
- father, who has fallen ill out of
dless” — without him.** (This
e based on scenes from Jane Porter’s

novel th

on for the entry of female students t© the

59 with other female artists including Bar-

herry, Painting Women. Victorian Women
1993, Appendix 2. Osborn exhibited at the

Royal Academy between 1851 and 1884. The Society of Female Artists

was formed in winter 1856 (see also Cherry 19

exhibition on June 1 1857 at 3

e
p.2156). It was renamed the Sociery of Lady Artis

93, p. 67) and had its first

15 Oxford Street (se€ the Art-Journal 1857,
/s in 1872 and the Soci-

ety of Women Arti 2
of Women Artists (SWA) in 1899. Osborn is recorded as exhibiting in it

from 1
ited ._s,wwﬁw ”o 1913. Her Nameless and Friendless of 1857 was a
¢ International Exhibition of 1862.

57

See Errington 1991, no. 1

and y

...Srwwf.u,_oﬂw are in The Art-Journal 1857, p-

Hmm.m ﬂ_.. MHM“‘.L_E:.:DM 1861, p. 169; Dafforne op. it 1864;

The Orie : The Art-Journal \872. p. 10; The Queen, 4 Dec. 18
een, S Oct. 1889, p. 465; and The Lady, 183.

LAES

as“wﬂ:u.,a:w novel (begun 1809 an
gh from 1810 to 1811) was republished int 18

lso exhib-

2, p. 24. Contemporary accounts of Osborn

167; The Art-Journal 1860, p-

The Art-Journal
80, p- 5015

2 Sept. 1886, p-

d published in three volumes in Edin-

32 and 1837 and then in

cars. The novel 1s said to have been

1 -
852 and 1855 as well as in othery
ions; see Maitland’s Intro-

Admire .
imired by Jane Austen, if w

ith some reservationss

duction of 1986 as well as Jsabelle Bour,
jography. Oxford 2004 and Mary McKer-

Oxford Dictionary of National Bi
row, Mary Brunfott The forgotien

9 See Mary Bruntof Self-
120,

Scottish novelist, Orkney 2001.

Control (1811), London 1986, Chapter 14, p-
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Carlier hee -be 105 10 an goqy,. .
n Sedue Aquaj
Leonidas 53 %w viyed by her i mﬂmu__“w . :ﬁahwﬁm
» €Viously ¢ INg of the g
name” canpey Y told by one geq € Spar
; ] - Py
for her drawin mx.o_uno. high prices %4 Cinee mqw MH% m“az Wilh 5
g 1t she cap Provide more such iohﬂn _s_rw__ms
. 0 the shop

Brunton’s accou

nt ‘e d:
been inspired b of Laura’s diffj

culties with d "
y Jane Porter’s lealers appears to huy

: Thaddeu N
praised b . ; s of Warsaw of 1803, 2 uw
__:.o_u_azgmu‘fﬁwﬂcwmw“.ﬂawﬂ”ao: s Chapter 9 (p. 66) on the hero Thadlas
15 in the edition of _mum_ op Qam_mw of Great Newport Street. (See Chage
of the contrasting] s s P L g v
18, on.. 163 m.:._m y more accommodating print-shop dealer in ts Cope
th » PP. .) Porter’s description of these problems was in its
o:m_._.ﬂ to have been based on experiences of John Sell Cotman, a friesdd
her artist brother, Robert; see the article on Jane Porter (bap. 1776, ___,._5
by Dorothy McMillan in the Oxford Dictionary of National w_.%:_n_%_,
44, pp. 958-961. Porter’s first print-dealer describes Thaddeus onmﬂ
scenes as “poor things” in her Chapter 15, just as the third dealer oo
ton’s Self-Control, Chapter 9 describes Laura’s work as 2 voa_ "
enough”. Laura, like Thaddeus before her, offers six works for MJ._ il
Brunton’s Chapter 16). Brunton, like Porter (see McMillan 0P Q___._su_.
attempts to mix fact and fiction in having Laura refer to an actual 10
e See Brunton op. cit., Chapter 15, p. 140.
s See Brunton op. cit., Chapter 9, pp. 67ff. :.msn_..&
.mmn Brunton op. cit., Chapter 8, p. 59. Laura later sells her _n p
Painting of Leonidas, with the features of Hargrave in the style of €0
10, through Wilkins to Hargrave’s friend De Courcy for a large sum-

“ See Brunton . < oton, P yL !
0068 ap. cit., Chapter 9, pp. 68ff. and see also Erringtom F,
Sce also P

dy
orter op. cir., Chapter 18, p. 161f., where the more frien

i WO

ga_m w0 ' hom she 5&.& mp/,__aﬁ t oin
tures. Brunton 2 e ntion for
ng at 2 boO 2 es will not hold his att€ ?
iviy of perusing caricatur {0 its end before he ¢
£ her business d hich .
wgﬂﬂwwﬂnﬂ. time in Brunton's mSJ_, mﬁa._:m._n Hargrave m.ﬁ::mm
_.”oam spsieafio! _oaﬂoﬁswﬂshowﬂw she faints away in his arm$
i iti oin 669

forward in recognition of the hero fifies.
o create yet more misunderstandings and ﬁ%ﬁm My Cottage Door,
Osborn had already seen one of her W )

f
: a collector ©
bought by Queen Victoria (herself an artist a3 well as

e

. Q. ﬂOl
r, but rejecte
six drawings (as offered to him by the first mrﬂm. nHMHM and the request to
gether with his insults), but also some praise for hus

provide more of it in the coming weeks.

alls. The tex!

s olies strong W
The word used for city in Proverbs X, 15 _Bwﬁmm_uﬁ this is _.nﬂqnwnaﬂw
tontinues, “The poverty of the poor is their ruin .on Graves, The xa..z X
only by an “ete.” in Graves' records: see Algeri their wor

ibutors and
Academy of Arts. A Complete Dictionary of Contrib

1906, p- 25- ;
ﬁmz its foundation in 1769 to 1904, vol- v, Foﬂwﬁoﬂﬂ. 1856, who appears 1
The sehoolmistress in Osborn’s Home Thoug

j - led. .
WMS:EW Up achaol fees, is/ated d@mﬂanzﬂ_ww? standing in this
See Brunton op. cit., Chapter 16: PB. 1 0o js seated OF & T0% pargrave’s
“"Itis not said by Brunton whether HAEL  pest the latter -

i : ears »e Choice
stene, but her deseription of him APP iq Laura's
friend De Courey, ,..%o model for g
has already sworn to her o Mw_ﬂ Chapter 14 P
“friendiess™; see Brunton o_ﬂ.. \he command o
later abducted to OEWMMM:Bua via SO
back to Britain (and
dian Scots family:

259

: it
print-shop owner offers not only the guinea requested by Thaddeus for
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Rose: Pictorial Irony, Parody, and Pasy,

al

chased for the Royal Collection in 1ggq 1 Ork The
?E” dm.wJ Kauffmann with her two Museg®70
kP.:”r..MH_:, Osborn’s Nameless and F, riendlesg P
Hn,”n: as nameless in the mo:,mo.w:m_ her wq
recognised or valued. Omco:.d S "Namelegg ang frie
e veNhown together with ap ang dooEs
whose cape appears to have Too.:.ﬁo::ma intg the mm bo
a case of imaginative, if not Critically Parodic dpe
the folio of art works protected beneat}
hand in hand here with the raisin
lime. Whether Osborn (like Kauff, S Conce)
herself — or of any of her female Painter frie :
must, however, be left open to conjecture. The
born’s Nameless and Friend|es

.
*" See also Bettina Baumgirtel 199¢
figures in Kauffmann’s

tation of friendshj
671

“Choice” to th
p by those figures,

James Dafforne in the Arr
artist as an orphan pj
i usually accompanied to the
by Mrs Dawkins’
cit., Chapter 9.

2 Linda Nochlin, “Women, art and power” (1988)
power, and othey essays, London 1989, p. 16 suggests
picted the femge artist more g5 a powerle

» In short, Os ..
In the painting, js positioned mor
10del than that of the male g |

; : EVET, to the painting’s illustration of Br
ol and of s Christian stoicism, .

donga Engwm

born’s woman

1W|.
Ure are repipice : nt fingers of Osborn’s fema
*0t of the wooden g
models, (] o gr i

quins used at the time as.
ateful to py. Jane Mypr,

0, Fitzwilliam Museum, €

[ [rony: parody, and Pastiche
: Eb..E g :
in another role in her
(st had already mmmnwm Macw”o%z model may re-
e e o m:a.&o ;__n of opportunities for painting
e artist’s #.NM the woman artist as vcéwzamm.
R Sog,,woﬂg is also by no means similar to
p we have ma E.&m,ﬁ and F :..ms&m&,.m:a the _mnmh
¢ of her “_m,_w be taken to be a portrait of Brunton’s
2 ev10 )

B ¢ 675
uch as of a living artist.

e i e e Bt S o gy fu
T

e 5 - ; #-
Emily Mary Osborn, Home Thoughts, 1856. 228. Engraved portrait o
221. Emi s

1 tober
porn from a photograph by Fradelle and Young in The Queen, Oc
m.ummma. vol. 86, no. 2 (Oct-Dec), p. 465.

artist had
The sometimes ironically concealed mn__w.voﬁwwmrwﬂ %ﬂnn e
been practised by other painters of the time,” and a

» . THO ¢ erence D.—mo Qﬂl
for information on this subject.) :o_..m.noq 5 mwoﬁsh“_mﬁw _NN. given the man-
picts his two girls with faces and hairstyles no .
nequin-like figure in Osborn’s work. 1856, Oil on canvas, 70.5 X

" See Emily Mary Osborn, Home ?azmwa_ : m_aim Finnis) Collection.
902 em; from the Sir David and Lady mnﬂﬂnvw Fradelle and Young was
" The engraving of a photograph of Os! ber 1889, p. 465 (copy &E..&.:_”
Published in the journal Queen on 5 OMom&_B London). Osborn’s facia
Sally Williams, Victoria and Albert M .wm the mannequin-like figures __H._
features are in no way similar to those Thoughts. As noted previous' .w,.
cither Nameless and Friendless or .ﬁnﬁmﬂ— as having dark, mmEo% Emmum

Brunton's heroine Laura ﬁ_.w_m.o .mﬂﬁ!&f.&ﬁagm shawl”, as does th

heir and s woariug 8 LASRE himself bowing to a maid
artist in Osborn’s painting. des a self-portrait of him e
[ PrOVCe Wirishausleben of 1833 (Rheiniscl
" Adolph Schroedier pres hes Wirtshausleoe ther than his face.
serving wine in his Rheinisc o see the top of his head rathe s face
desmuseum, Bonn) so that ¥

o
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{ Pastil e

..—.... ..-__..
W oadmireh (he
cartist s ..:,__._:,:.___ 1l

L]
. L_..._.___._._.__r.. :__. / ___:.—p. _:—4_. 11
: as in the hinck

s W .....__

" ? addinon o this, (BEE
ears 10 .,c_:.n..._c_.__ R
S ___._::,,:,.:..%_ Like the
ail Osborn’s lyeroine
, artist together with that of the young

2 :.m?:.:..;. female artist 18 noby

vg Lauri
iqt also app
lercule

' Also not .
- iooton also NOY - - petends (a8

s ﬂ.wm?,?.: two female muses = Ot :_E.:u_w.:_.: mn
P ) -, but between ceveral male figures. These

. _.

re on the left who may be an allusion to Laura s
ak 3 b "

 from Brunton’s novel, seated lolling lazily™ as

Shaftesbury had described ESE_S.% This lounger gits with a Me-
ﬁ_r_%_;n_au companion, as found in depictions of the seduction of
(retchen by Faust™ On the right of Osborn’s female artist are male

R
%z Brunton, Chapter 14, p. 128 and Chapter 13, p- 134. Montague De
Courcy, the ever-patient hero, will finally marry Laura after the many per-
fos adventures caused by the villainous Hargrave.
H_wﬂ_ﬂﬁmﬁwéﬁ Self-Control, Chapter 14, pp. 129 and Chapter 19, p.
e %_ﬁ .mﬂ of course also been associated with the Virgin
Qa.a%z.z:nfaw _u.sw is essay on the “Judgement of Hercules” (see his
Vel Sanen } ol. 3, p. 375) had also recommended that quiet tones be
" Errington mo Mﬂ. that theme;, see also Postle op. cit., p. 24.
R e ,:? 24 oodngamw that this is a role thrust upon the
itle chance of Mﬁ ¢ female ‘Hercules’ of the mid-nineteenth century had
* Where _Amcmm nnE.“m a successful professional role in life for herself™.
senlations of th Bﬂas s three female figures may also be taken as repre-
Ensnm:__c the ¢ three Graces (see Baumgirtel 1990, p. 143) and of their
More g__ws..:onnam._m figures surrounding Osborn’s female artist take on 2
ules in their EM if not also threatening — relationship to the female Her-
Pactry of 1782 __smr (Kauffmann’s self-portrait of herself with the muse of
w:c.,.... e ad also shown the latter with her arm around the artist’s
B See Sh a gesture suggesting both inspiration and support.)

aftesbury op. cit., p. 371 on Pleasure’s “Jolling lazy Body™ and

.Jn_&n a figu
sould-be love

his drawi
. r's
074 mna_,m_:mm and walks aovel, e the seat
bl walk out of the ulted by N ated figure &. Pleasure in de Matteis™ painting of 1712.
; s noted previously, two other figures (representing Fame and Decep-

shop with thep,

it p. 24
ok 1 5 v
10n) had also appeared behind Virtue and Vice in Lairesse’s Hercades de-

[ | tween Viee and Virtugof 1685,
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Work of e - o m the
Al o £ - ence Claxton S Scenes Mﬁ.u. £
thoy cribing Floren el Artists exhibition O
5 parkes & ﬁw in the Society .o”_ m a picture of the ascent 10
Jeo ef 1< Arti e A ain ng s o sl
Wu,.s,.::c ook %._a___ﬂm a ?‘aam.&:m_._ nmd 4 for exhibition SO :,,.E n_:w dis
o ad € s 0ePIlT> o that 18 TOIZ= 5o comical desPEE gazing at

Virtue aple of Fafs s seen SitUnS: " 656
1e oung paintet 4 chalked on the back . -
1712 solatey 2 for «pejected ) T s of the shop, the roles 0
mous B qepicted 1N the wind .o of Hercu-
i the prints P . depictions of the Choic
H.,,,.,éa fomale f0u1€ omzmx ?,_M:o.ﬁ are reversed in Osborn’s
:._.m._n an : __J_Oﬂ-mmw.: Nﬂ_&_ e : GG 687 _:—G
. such as : ibed by Shaftesbury,
Jes by SU° : deal Hercules descr . ; L dst
the 1ded . ; the mids
work, but :Hﬁ Osborn’s work remains stoically silent in

=2 ol
230-2

33 B fyares
In O TR Poussin, de Matteis, Kauffmann and Oshon
N Osborn’g _ |
work
be dependen; i Hmwn.nmmw for the female artist is ironically shownt
£00d exhibitjon mnmn,‘:m gement of the males in charge of chosing!
:M_ﬂﬂ themse]yes. ¢ 1ora work, as in the Royal Academy exhi:
cr Wworks of - .
5 ' th
”Mnﬁnso_on of In_.oﬂ_m_d.m m_mn.. appear to have related the subjeett
¢ subject of s B .msm its depiction of the attainment of fi*
€0's art. Deborah Cherry has e._oaﬁ__mm@

Rm:ﬂ.ﬂm:z. towards Hercyles? such as those by de Matteis and _UE\%
MW Fame (see %0353 _:Ewﬂ%mm MEE.n fame, as does the muse of Aft!
1m om ¥ :

ercules, jc mwa:_ozn Pignon; e etimes depicted in the role of @
as the prg ned by,

-1614-98] 4 poes, presented (0 Jupite
rad] m Museum, Cambridge) 85
gainst Envy and Ignorance (as by A1

lector of th
A e
melis Leng i, “q.w—wmwﬂw of A

dries-Cgq

y Osborn at rest might also be inter-
¢ version of Hercules’ n—s._u, irmww
a 2 symbol of his virtue as well as of his m:m.,smﬂr..ﬁfdwﬁmw o
also wamz shown apparently threatening to hit Vice Wi o %J o
Albrecht Diirer in his Hercules at the Owcmmﬁo..u&m oﬂ“‘m ..m ey
might be taken to be a modern-day representation of Virtue
as described by Shaftesbury SR

At least one private sketch of 18
1891), who was a signatory with Osbo
petition to the Royal Academy 10 allow female stude

mbrella shown by ¢
preted as a self-consciously iront

54 by Barbara Leigh Smith Qmm.....m..
rn and Claxton of the _.wm
nts into 1S

. : laxton’s
* See Cherry op. cit. 2000, pp. 40-41 and see the praise g1Ven & :

. : ungent cart-
work in The Athenaeum, No. 1588, 3 April 1858, p- h_.w.m mwrﬂ %mammommoz of
cature”. Like Osborn Claxton signed the petition or

women 1o the Royal Academy Schools in 1859. .
BiSee Shaftesbury, vol. 3, pp- 352 and wa WM:Q Postle op- €if- P
The female artist’s silence suggests 1 llegory of the
Weakness when read against the packground of the 2 2 ¢ the Royal

of Hercules. Lines quoted later with Qsborn’s

Academy in 1860 from Longfellow’s
young”; see Graves, vol- V1, p:
strong, and patient endurance 18

; cts
work The Two Ways of Life oMMMu_q:M”MMQ
lean choice to be made betW i

side of Osborn’s art shop also dep!

%9 Goe our il 25
"9 Gee also postle, PP

Lo
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igh Smith mamied [k
Em5 the ﬂ.o___r.gﬂ d

» P hm. mm—.m,ﬂ_._

111.8 x 92 |
been destroyed

¢m was in the Royal Collection, but
op. cit. (Text), p. Xt
-enter for British Art is reproduced inth
_.sznﬁ exhibition Below Stairs. 4
Q.__nm Waterfield and Anne French
ulian Fellowes, London 2003, Cat. 8%
843 and Rebecca Solomon in 1854,
on the subject of the governess |
861 and in her Scenes from the Life
€Ity 2000, p. 37 on the governess in art

1924; see Millar

Years of serva
Matthew Cras
179. Like Ric
ence Claxton
vvxﬁ...wumh s .mv‘_a....
vamﬁuth.—. of 18

nis’ portraits, ed,
ke, Foreword by
hard Redgrave in |
produced works
\.A .‘Eh-h&.\mu\ 0 _qn _
63. (See also Ch

—

Friendless, i ;
_M““ﬁ_ﬁ__mr but also stoical p
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g Governess.

shom 4
s e rther mixed

with the his-

Nameless and F riendless carica

jorical, the realistic and th

) master be-

693 the print shO

ical;
¢ allegoriC e

. Spitzweg
y European artis arl Sp

ch as John

ing reminiscent of figures b

(1808-1885) as well .w.m of
Leech (1817-1864).°

by English caricaturists su

the mix of comedy and trag

“ This mixture might also be said to mirt

edy in Reynolds™ work on

although other similarnties at

those two mu i SsPELTS

few. The novelist Mary Brunton b
some of her Theophrastian ¢ ST
two shop boys staring at her heroin€ i

this scene.

as well as in

Der Biichery

™ See, for example, Carl Spitzweg,
vas, 49.5 x 26.8 cm, Museum Geo
Worm™ has climbed to the top of
has buried his eyes deep in
Osborn's 1857 work looks
visit Munich and to have noEMM
(an acquaintance of SpitzZWess
in .&h 860s. (Osborn exhibited &

Pilotz (sic.) of Munic

.

figure of the father in

down while

thing the matter wi R,

the Victorian Sceti€s

semblance 0 O‘




can hold our attention
for the wider scene e
as

rwurm (“The
caricature ofc. 1
» 38. Osborn’s pr

oor-éozﬁj.,. of c. 1850.
846 entitled “gomething
int shop master, 1R57.

me-

19-1909) had already re
and related types from Leech m_.a
¢ ﬁmmom.sm Both Leech and Frith
and Frith would 12¢f
696 Fyrther U
n’'s pack

695 Gee also Lindsay
_1860, New
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MRS
_ > pallet girl being studied by the rake in
.mlu-._q.rna!ilo of2 g ol
!ﬂn‘* chsir- = *nd Py, }i‘"‘
S s female artSt <ands rather than StS: MOTeOVer, NOt neces- i :
Qsbors = Seisde gnworthy of sitting on the print shop’s
h to flee quickly from the

she might Wis
o :
ni %.u i mting rather than mﬁ.uﬁ._am. had been associated
uﬂln.. - g ._,mnnm cather than with virtue 1mn earlier Choices of
with adiencsS 25 that painted py de Matteis following Shaftes-

Hercules- chown 1azily ﬁoa.mwbm caricatures in Osbomn’s
ironically himse

2 \f be described as the off-
2 satiric %ﬁm.ﬂ Not only does he recall the figure of
from Brunton’s novel, but he wou

1d also be reminiscent
19* Century viewer of the idler admiring the print of 2
in the shop windows of London in Albert R. Smith’s
Town of 1848.""

sanirical The Natural History of the Idler upon
#5 1, Osbom’s ork of 1857 the creation of interpictorial references 10
nnhw oﬁuhuﬁw.“w works creates 2 multiplicity of codes as 21._. as of time :
fincs, Even if we €20 escribe the painting a5 2 arrative work, its 18 S while 0’s Nameless i
i ovel like Brunton’s, although there 1 " History Q.&m_u.aaﬂ_nw himself and Frienjes
i later : dler y, T L T G
which are only 13t pon Town, 1843 - o = o
s > :.._ ma_._:f The

45 not O clearly deline2
- ons to come.
- ic” (see,

rers DO
ac m. _-.3 at mGLm
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a?muo background of Osborn’s picture we see, MOTCOVer, one of
these idlers looking at prints from outside the print shop from g
i i inside 1 e 1 a —
YiewER =2 e L e contrast to Emaw e E_q the jy " Pasticpe S—
viewing another from the outside street as in Smith’s ironic Phyg;. presented to 4 emaje hm dang ,_wa.. St
ologi mu.“_:ﬂ w_._ﬁ as a painter revealing truths for us from the interior of and, hence ..:m.ﬂ Wm no n._wr roq Prings %._w:a i
the scene. ) ) . E::,;.. s ;__._aw ithin shop 4
R 5 Mh er r es nd ¢
Although it might at first be thought that the outside observer of ber o¢ rm 0r oo_“_mzr”o:,m :Ewwu Serve m%m
n:v. 713 HMer, ne Lay,
! + DU ra- jq

the prints can be said to be looking like the idler within at both y}
prints in the window and the figure of the female artist inside zﬂn
shop (as in the engraving by J. Cooper published in The Art-Jou n__
of 1864, p. 261), a closer inspection will show his eyes (shaded m.am
gestively by his hat) looking upwards at a print, as in the :Ew:.mzw.,
to Louis Huart’s comic Physiologie du flaneur of 1841, p. 30, rather
than ahead. In this role the street idler may be seen, 32342, to act
as a clue to the origin in caricature of the figures looking at E.a print
of the ballet dancer in a long but diaphanous tulle skirt in Osborn’s

work.”"

07 and Rose op. cit. 2007 on Smith’s parodies of
£ ballet dancers feature in Smith’s and Leech's

dler” of 1842 and in Smith’s The Natural
History of the Idler upon Town of 1848. Smith’s “Mr Percival Jenks and
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. zation of the human by
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